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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 politics 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 of 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. Leverkiihn himselfis found to have only limited engagement with the

historical circumstances in which he composes.

The next part of the thesis focuses on Serenus Zeitblom, showing that he, in his functions as
narrator and admiring audience, gives Leverkiihn 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

of 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 of ‘one Germany’. Leverkithn’s
significance, and thus, much of the connection between music and history, is found to stem
from Zeitblom’s narrative, but even this does not offer a clear framework of connections, e.g.
a detailed allegory. The thesis concludes that whilst music and history do reflect each other
in the novel, the gap between them is closed through the shared responsibility of 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 of humour alongside its erudition, it does not have the
accessibility of 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 of 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 Dokzor
Faustus...was 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 of 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 of an interview with a journalist from Time magazine. The journalist
apparently asked Mann why his prediction that he would die at the age of seventy (in 1945),
was showing no signs of coming true. Reflecting on this incident for a few pages, Mann
ruminates on the relationship between illness and artistic endeavour, itself a key theme of
Doktor Faustus. Tt is evident both that he struggled to overcome his quite serious illnesses in
order to complete the novel, and also that the process of writing itself took a toll on his
health. He describes Doktor Faustus as the work that “wie kein anderes an mir gezehrt und

meine innersten Krifte in Anspruch genommen hat” 2

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 friends as if of 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 of many written after the German edition of Doktor Faustus was

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

! John F. Fetzer, Changing Perceptions of Thomas Mann's Doctor Faustus: Criticism 1947-1992,
(Columbia, Camden House, 1996), p. xiii.
2 GW X1, p. 147.



Auch ist mir dieses Buch in fast unerlaubter Weise am Herzen liegen geblieben, und
noch immer sind mir die Tranen nah bei jedem 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 public. 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 of delight (as well as
some bemusement) for Mann: “Die Gotter haben gesprochen, und der Book of the Month
Club hat den November fiir >Dr. Faustus< bestimmt”.* Michael Beddow includes in his
study of Doktor Faustus a striking graphic 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 soil since well before the war coincided with the German publication of Doktor
Faustus. 1t is fair to say that the attention given to the novel was largely due to the Germans’
inability 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 of the novel in Germany in 1949.°

Everyone knew, whether they had read Doktor Faustus or not, that its theme was German
culpability in World War Two. Feelings were running high on the subject of 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 Miinchner Zeitung. Von Molo had invited Mann to
return to the defeated Germany. Mann’s response was extremely critical of 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,
Briefwechsel 1937-55, (Frankfurt am Main, S. Fischer Verlag, 1992), p. 702.

* Letter to Agnes Meyer of 6 September 1948, ibid., p. 709.

5 Michael Beddow, Thomas Mann: ‘Doctor Faustus’, (Cambridge, Cambridge University Press,
1994), p. 98.

® The first German print run of Doktor 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 of Germany on his first
return trip in 1949.

Germans’ unease about Doktor Faustus did not, however, stem only from the controversy
surrounding its author. There was something in the novel itself that seems to have spoken
directly and alarmingly to the German people of an uncomfortable reality. Mann loved the
German tradition, but had realised very early on - as many of his fellow Germans had not, or
perhaps, had not dared - its dangerous use by Hitler and the National Socialist Party. This
realisation is poured into Doktor Faustus. Mann had attained an almost superhuman status in
the eyes of some Germans during his absence. His greatest adherents must have seen the
novel as an act of revenge rather than the solidarity, even deliverance, for which they might
have hoped:

Nach 1945 glaubten viele, er werde iiber den Ozean eilend Schafe wie Wolfe unter
einen blauen Mantel schlagen. Sie waren bestiirzt, die Schafe und die Wolfe, als sie
nicht die Worte eines Heilsbringers, sondem eines tief Gereizten, Zornmiitigen,
Schwankenden vernahmen oder lasen.®

The impact of 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 of 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
of music, could possibly be complicit in Nazism. Notable in this group was Hans Egon
Holthusen, whose 1949 study of 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 will investigate whether high intellectualism and music
have a real relationship with historical reality, whether the novel does bridge the gap between
these two apparently disparate worlds.

The third reason for the significance of Doktor Faustus is the continuing relevance of its
themes today. Mann’s image, even in his lifetime, was one of a monument of German

history. Brecht, having met Mann less than a month after arriving in America, apparently

7 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 Schréter (ed.), Thomas Mann im Urteil seiner Zeit.
Dokumente 1891-1955, (Hamburg, Wegner, 1969), p. 334-343.

# Max von Briich, from ‘Miinchner Sommer’, Die Gegenwart, 15 August 1949, ibid., p. 386.



described the meeting by paraphrasing Napoleoon’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 publication 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 of his extensive use of montage technique, the
impossibility of creation of 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 modern German writers have vehemently denied any influence from
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 their negative reaction down to the tendency of a new generation to
turn against 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, published in 1989, suggests that Mann’s concern with the
connection between aesthetics and fascism links him to later novelists who explore the Nazi
period. She finds echoes of Leverkiihn in figures such as Grass’s Oskar Mazerath and B6ll’s
Robert Fahmel, despite the broader social picture of Germany that these novelists 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 of an individual or small groups. This could entail the experience of living through
the development of Nazism, as in Grass’s Die Blechtrommel (1959), experience in the front-
line, as in Heinrich B6ll’s Wanderer, kommst du nach Spa... (1950), or the isolation and
disorientation of the soldier returning to society, in Wolfgang Borchert’s play, Draufen vor

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

19T J. Reed, Thomas Mann. The Uses of Tradition, (Oxford, Oxford University Press, 1996, 2nd
ed), p. 417.

! Marcel Reich-Ranicki, Was halten Sie von Thomas Mann? Achtzehn Autoren antworten, (Frankfurt
am Main, Fischer Taschenbuch Verlag, 1986), p. 14.

12 Hannelore Mundt, ‘Doktor Faustus’ und die Folgen: Kunstkritik als Gesellschafikritik im
deutschen Roman seit 1947, (Bonn, Bouvier, 1989).
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der Tiir (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 gemuine healing, but is an inevitability of human reality”."’ It may
be, therefore, that Mann is more a writer of our own times than is immediately obvious, and

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

1.2 The scope of this thesis

The impetus for this thesis lies 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 realistic treatment of the evils of the Nazi regime and of the war
itself. It is very different from obviously affecting accounts such as Boll’s Wo warst du,
Adam? (1951), the experiences of Robert Fahmel in Billard um halbzehn (1959), or
Zuckmayer’s drama about moral doubt in the high command of 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 Hinde und spricht: Gott
sei eurer armen Seele gnéidig, mein Freund, mein Vaterland”."* But there is, prima facie, a
huge gap between a serialist composer and Nazi Germany. Yet Mann believes, and invites
the reader to believe, that this gap has been closed in the novel. He asserts in this phrase that
in saying something significant about Adrian Leverkiihn’s life and work he is also saying
something significant about Nazi Germany, perhaps demonstrating a strong (or even causal?)
connection between them. Indeed, Mann thought 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 fithlen geben, - stirker, glaube ich, als ein rhetorischer Beitrag zur
Paulskirchen-Gedenkfeier es zu tun verméchte.®

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

4 GW VI, p. 676.

15 Letter to Walter Kolb of 4 January 1948, Briefe I, p. 11. Kolb was the mayor of Frankfurt 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.
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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 modern German
history as well as of Leverkithn. 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
illuminating research on the sources of 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
will necessarily have a detailed knowledge of Mann’s many sources. It is important for the
impact of 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 of detail, by
its author:

Als ich in jener Sonntag-Morgenstunde zu schreiben begann, muB das Buch... nach
seinem Hergang, seinen Ereignissen offen und iibersichtlich vor mir gelegen haben;
ich muB darin Bescheid gewuBlt haben so weit, daB es mir mdglich war, sofort mit
seinem Motiv-Komplex in toto zu arbeiten, den Anfingen 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 of ‘Zweideutigkeit als System’. It is in the nature of 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 of his survey of 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 all bad . . . perhaps the moment may be at hand to
place an injunction on the threadbare concepts of equivocality and ambivalence
which for so long have performed yeoman service in the cause of Mann criticism,
and now need to be relieved of their duty in favour of something resembling a
definitive commitment."’

1S GW X1, p. 168.
17 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 systematisation”.'® A
single thesis cannot create those optimal conditions. But some degree of systematisation, 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 of Wagner in the novel, and testimony again to the
enduring importance of the issues of music and history at the heart of 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 of 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 of the themes in Doktor Faustus:

Entsetzlich! Es ist wieder >>une mer a boire<<. Ein Becken, in das allzuviel
hineingeht, Deutschland, die Epoche, die Kunst, alles. DaB ich mich noch einmal auf
50 etwas einlassen muBte!*’

And what hope for someone wanting to explain the joint impact of the historical and musical
themes, on discovering that Mann 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
ausdriicken, aber ich kann nicht ausdriicken, warum es so schrecklich ist”.2! In order to fulfil
this task, it is, as noted earlier, important for the text to be considered largely on its own
terms. This means not becoming extensively deflected into investigation of the underlying
sources, except where knowledge of these genuinely helps to reinforce the process of

systematisation and gathering meaning.

There are two justifications for this approach. First, the fact that this novel of high culture
did have, and continues to have, an impact on readers without their necessarily having a

highly detailed appreciation of Mann’s many-layered references. Although the many layers

¥ Ibid., p. 131.

19 Matthias Schulze, Die Musik als zeitgeschichtliches Paradigma. Zu Hesses ‘Glasperlenspiel’ und
Thomas Marms ‘Doktor Faustus’, Europdische Hochschulschriften Vol. 1688, (Frankfurt am Main,
Peter Lang, 1998).

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

21 I etter to Hans Reisiger of 4 September 1947, ibid., p. 98.
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are undoubtedly part of 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

of a compulsive and fearsome complexity is the triumph of the book” 2

Second, Mann was wary of 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 of
sources. The availability of Mann’s working papers and diaries since 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 of 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 theologian, Paul Tillich, and of course, Mann’s disagreement with Arnold
Schoenberg. But none of this 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 of 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 the 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 of the German, not the
detachment of the scholar. This led Gunilla Bergsten, with good reason, to speculate about
whether the “einsamer alter Mann” is also the author himself, referred to by name.** The
erudition and many sources of the novel are never sought for their own sake, but harnessed in
the service of 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 will examine closely the constituent parts of music
and history in Doktor Faustus and the whole that is rendered out of them in this transforming

process.

2T J. Reed, op. cit., p. 402.

B See, for example, T. J. Reed, ‘Thomas Mann and Tradition: Some Clarifications’, in P. F. Ganz
(ed.), The Discontinuous Tradition. Studies in German in honour of 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.

4 Gunilla Bergsten, Thomas Manns ‘Doktor Faustus': Untersuchungen zu den Quellen und zur
Struktur des Romans, (Lund, Scandinavian University Books, 1963), p. 282.

2 GW X1, p. 300.
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1.3 The implications of closing the gap

Any discovery of 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 of the novel, but provide some insight into the phenomenon of Nazism. Mann
intended the novel to make a serious statement about Germany, and a connection between art
and history should reveal something of the influence of art and artists in the rise of Nazism.
More than fifty years after the end of World War Two, the fascinated horror with which
people look at this period of German history is undiminished. Whilst this is not surprising, it
is important that this fascinated horror is combined with a desire for greater understanding of
the history. It is sometimes said that history repeats itself simply because no-one listens. It
may be over-optimistic to suppose that investigation and understanding of the worst periods
of history can always prevent similar events from recurring. Yet even if human history is not
as teleological as we should like it to be, future history is surely doomed the moment we
despair of a quest for greater understanding,.

The quest for knowledge and understanding of the Nazi regime, especially the Holocaust, is
still very much alive, perhaps partly because of an awareness that people with living
memories of 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 of history is still felt, even by those bomn 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
of literature, particularly one as anguished and committed as Doktor Faustus, can help. It
would, of course, be misguided to attempt to explain the rise of fascism in Germany simply
through an account of the relationship between culture and politics. It would be foolish, even
crass, to ignore the many forces far beyond aesthetics that swept Hitler to power in 1933 in a
complex interrelationship of all too tangible factors; the economic crisis, the crushing burden
of the Treaty of Versailles, the organisational reach and political will of the National Socialist
Party. As Joachim Fest observes, however, the failure of one group in Nazi Germany to
prevent the rise of Hitler is simply a reflection of the failure of the population as a whole.?®
Surely, then, 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

%6 Joachim Fest (trans. Michael Bullock), The Face of 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 of learning from history.
Even if life is reflected only fleetingly or elusively in literature, it is life nonetheless. Indeed,
some parts of life 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
Adomo, certainly thought this, writing in Philosophie der neuen Musik that: “Die Formen
der Kunst verzeichnen die Geschichte der Menschheit gerechter als ihre Dokumente” 2
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 of how such
art could express the inexpressible:

Alle schaudern davor zuriick, und doch kann keiner sich ausreden, daB alle

exzentrischen Stiicke und Romane von dem handeln, was alle wissen und keiner

Wort haben will.?
J. P. Stern took the opportunity, appropriately enough, of a lecture on Doktor Faustus, to
press the case for active historical enquiry to be an integral part of literary study, which
should, he said, be “a humane enquiry and a recasting of living experience in the mode of
language”.®® Every novel that is explicitly set in a particular historical period allows the
reader to consider something of the forces underlying that period, to engage with the reality
of 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 of what it was like to lead an ordinary
life at the time. The study of recent Germany history, in particular, has tended to become
dominated by the figure of Hitler, focusing more on the psychology of the man whom many
would regard as the personification of evil, 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 of rapprochement ... between history and literature in

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

2 TWA GS 12, p. 47.

 TWA GS 11, p. 425.

% 5P Stern, History and Allegory in Thomas Mann’s ‘Doktor Faustus’. An Inaugural Lecture
Delivered at University College London. 1 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 literature
research noted that “it is no longer possible to think of the literature of the past as a collection
of 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 of the
Russian Revolution, written from the perspective of ordinary citizens, suggests that the two
fields are indeed moving closer together.”* 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 if, 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 the
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 of 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 of 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 of the Nazi era is that
it could take us beyond the tendency to ‘demonise’ Hitler and that period of German history.
There is a tendency to regard Hitler and Nazi Germany as the embodiment of absolute evil -
beyond human understanding and control. In the introduction to his recent book Explaining
Hitler, the journalist Ron Rosenbaum says that he was astonished to find, when he
interviewed the most distinguished biographers of Hitler, such as Alan Bullock and Hugh
Trevor-Roper, that even they despaired of ever explaining him.** It is impossible to deny that
there is something bizarre and disturbing about the figure of Hitler. Yet to dwell on this idea
of Hitler as the embodiment of 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
‘demonisation’ of Serbian President Milosevic in the media - and not only the tabloid media -
during the Kosovan crisis of 1999. This overwhelming focus on the individual, although not
surprising, failed to recognise the real and deep-rooted cultural and historical forces

3! Simon Midgley, ‘In with the new’, The Times Higher Education Supplement, 27 December 1996.

32 Orlando Figes, A people 's tragedy, the Russian Revolution 1891-1924, (London, Jonathan Cape,
1996).

33 Niall Ferguson (ed.), Virtual History. Alternatives and Counterfactuals, (London, Picador,1997), p.
79.

34 Ron Rosenbaum, Explaining Hitler. The Search for the Origins of his Evil, (New York, Random
House, 1998), p. xv.
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contributing to the situation in the Balkans. It must surely be essential to take proper account

of such wider forces if immense historical problems like these are to be tackled.

J. P. Stern notes that isolating Hitler the individual “is particularly misleading in the case of
one whose every public word and every political act expressed for almost the whole of his
career the fears and aspirations of his contemporaries”.** It ignores the many, quite
‘ordinary’ public servants and members of 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 political 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 Parliamentary majority, it nonetheless claimed almost 44% of the vote in March 1933,
and because Hitler lacked an overall majority in the Reichstag, it was necessary to do some
political manoeuvring to pass the Enabling Law. To ‘demonise’ the Third Reich is to place
beyond the realms of reality events and horrors - and responsibility for them - that were all
too real; surely an injustice to the memory of their innocent victims. It may be that to
attempt to specify and particularise the connections between art and real historical events in

Doktor Faustus, rather than taking refuge in the mists of ‘Zweideutigkeit’, can help in
mmforming us about this reality.

Finally, establishing some link between music and history in Mann’s novel may have wider
implications. Doktor Faustus contains something that it must be possible to examine and
understand. It is not an article of faith or a metaphysical mantra; rather, it is a text, in which
we can quite properly seek to understand the rhetoric of association and implication by which
connections are generated between the artist and society, between an intellectually
demanding, austere and, by that token, ‘elitist’ music, and a highly populist kind of politics.

It is this rhetoric that this thesis seeks to explore and illuminate. The novel may, therefore, be
able not only to tell us something about Germany in the first half of the twentieth century, but
about Germany now and the links between politics and culture in that country and beyond.

3 ). P. Stern, Hitler. The Fiihrer 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 A 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 of 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 the open Ietters to Mann from Walter von
Molo and Frank ThieB. Mann was castigated for presuming to take a view about the moral
standing of his troubled homeland from what Thie} memorably called the “Logen und
Parterreplitze des Auslands”. His critics also accused him of 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 dull some of 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 Zeit, p. 334-343. 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 remained in Germany and published during the Naz regime were clearly
Eotentially inflammatory. See GW XI1II, 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 of Tradition, p.
419.

3 Anthony Heilbut, Thomas Mann. Eros and Literature, (London, Macmillan, 1996). The other three
biogiaphies are Klaus Harpptecht, Thomas Mann. Eine Biographie, (Leck, Rohwohlt, 1995), Roiald
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regreitable if they begin to obscure the equaily problematic, but surely much more important,
matter of Mann’s political and cultural significance. Mann himself was always inordinately
sensitive to criticism and misunderstanding of his actions:

Wenn nur nicht all das Offentliche, das Lob, der Tadel, das Geschwitz, so peinlich
und sehnsuchtserregend wire - wonach? Dieser Trank des MiBverstindnisses 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 Beirachtungen eines Unpolitischen (1918) onwards, Mann both
found himself and made himself the object of political debate and controversy. For obvious
reasons, the period of 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 political 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 political
engagement. It shows that his effect as a political force was not just a matter of 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 political effect
was sometimes at odds with his own view of his limitations as a political commentator, and
his vision of the role of the artist. Although Mann was certainly increasingly politically
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 political matters sometimes led to both private wrestlings with his conscience
and to public misunderstandings.

Mann’s early works focused almost exclusively on the life of the artist, and did not promise
much in the way of engagement with wider social issues. It is significant, however, that he

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

Hayman, Thomas Marn. A Biography, (New York, Scribnier, 1995) and Donald Prater, Thomas
Mann. A Life, (Oxford, Oxford University Press, 1995).

* Tagebiicher 1944-1946, p. 72 (30 June 1944).

3 See, for example, Mann’s letter to Carl Maria Weber of 3 August 1947: “Ich bin 72. An die Klirung
und Herstellung meines Bildes aber (soviel davon da ist) durch das Verlassen der Zeit glaube ich.”,
DiiD p. 97.

¢ See K. Schroter (ed.), op. cit., p. 384-398.
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Tonio Kroger, Hanno Buddenbrook and Gustav von Aschenbach, are painfuily aware of the
claims that society has on them, whether in the shape of family honour or wider public
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 works do not contain the
account of the artist’s responsibility 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
licence to let go. Aschenbach’s surrender to the forces of Eros on his trip to Venice, for
example, is constantly juxtaposed with his elevated literary status at home: “der wiirdig
gewordene Kiinstler”. 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 responsibility of the artist to those others tends to be played out in
a confined framework. There may be an underlying sense that disappointed family
expectations in Buddenbrooks, or a sullied literary 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 Betrachiungen eines Unpolitischen, that elements of these early works might be
read as reflecting wider political realities, but recognised that this was a subconscious rather
than a deliberate act on his part. Yet he admitted that it did illustrate how the artist could
unwittingly be a political instrument:

Ich wandte jene Begriffe [‘Leben’ und ‘Geist’] und Worter auf rein moralisch-
geistige Dinge an, aber unbewuBt war ganz ohne Zweifel daher politische Wille in
mir lebendig, und noch einmal zeigt sich, da man nicht den politischen Aktivisten
und Manifestanten zu sein braucht, daB man ein >Asthet< sein und dennoch mit dem
Politischen tiefe Fiihlung besitzen kann.®

This lacks some conviction, for there is certainly a long way to travel between this “tiefe
Fithlung” and the shattering sense of complicity in a nation’s downfall that haunts the final
pages of Dokior Fausius. It was to be a painful journey.

2.1.2 The journey to political awareness

Mann’s change of direction during the composition of 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 of World War One made it very difficult

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

7 GW VIII, p. 52.

8 GW XII, p. 586-587.

® See Mann’s letter to Emst Bertram of 24 July 1913, Thomas Marn an Ernst Bertram, Briefe aus den
Jahren 1910-1955, edited by Inge Jens,(Pfullingen, Verlag Giinther 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 of his fiction:

Und dabei geben die Zeitereignisse dem Kopf und dem Herzen so Unendliches zu
arbeiten und zu bewiltigen, daB ich in diesem Augenblick nicht weiB, ob ich
weiterfabulieren darf und soll oder mich zu einer gewissenhaften und bekennend-
personlichen essayistischen Auseinandersetzung mit den brennenden Problemen
zusammennehmen mu8. '

Mann’s correspondence with Paul Amann a month after this suggests that whilst the war had
caused him to be more aware of external realities, he still had some way to go to reach a
practical, rather than an ideological, understanding of it. Klaus Harpprecht remarks that
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 front. Well might Mann note,
writing from the safety of his desk in September 1915: “Der Faszination des Krieges, der
viele unterliegen, scheinen Sie nicht sonderlich zuginglich zu sein. Aber am Ende sind Sie

iiberhaupt schon wieder im Felde”."!

Mann called a temporary halt to Der Zauberberg and wrote the Betrachiungen eines
Unpolitischen, his statement of the independence of 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 of 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 ai the
time of writing that the length and clarity of 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 langweilen."

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 of the French writer, Emile

19 Letter to Paul Amann of 3 August 1915, Thomas Mann, Briefe an Paul Amann 1915-1952, edited
by Herbert Wegener, (Libeck, Max Schmidt-Romhild, 1959), p. 29-31.

" Letter to Paul Amann of 10 September 1915, ibid., p. 31. See also K. Harpprecht, op. cit., p. 397.
12 | etter to Ernst Bertram of 28 August 1916, TM an EB, p. 40.
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