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Abstract 

Der Zaziberberg was composed during years of unusual social, political and 

intellectual instability (1912-1924). It is a novel pervaded by a profound awareness 

that such turmoil calls into question inherited traditions and values, and it confronts 

head-on the challenge of either defending or abandoning the old, and of bringing new 

values into focus. It is the purpose of this dissertation to demonstrate textual 

processes that destabilise an ostensibly secure narrative viewpoint and reach out for 

the articulation of a new intellectual climate. 

I analyse Der Zauberberg in terms of the diverse strands present in the narrative 

which, I argue, contribute to an ovenvhelming sense of heteroglossia in Bakhtin's 

sense. Within this heteroglot universe no language is accorded precedence over the 

other, but instead there is a profound sense of slippage in which discourses move 

between characters, and even usurp some of the discourse of the narrator. 

The narrative voice, then, becomes a highly complex presence. First, the narrator is a 

pedagogical voice redolent of the eighteenth century Bildungsronian, but on closer 

observation this voice is seen to disintegrate into a variety of perspectives ranging 

from the voyeuristic to the salacious, the scientific, the ideological - and hence into 

self-contradiction. The sense of uncertainty which arises from this perpetual slippage 

leads to a new ironic import which, rather than simply engendering critical distance, 

contributes to a web of ambivalence in which the reader is invited to accept and reject 

states of affairs simultaneously. 

As an untidy pandemonium of languages and ideologies competing Nvith one another 

for dominance, Der Zauberberg is a definitive example of Modernism, and I use my 

analysis of it as a means to explore modernist works by Broch, Hesse and D6blin. 
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However, in conclusion I seek to demonstrate that for all its ambivalence and slippage 

of perspective Der Zatiberberg rescues itself from being nothing more than 

anchorless textual play and reinstates a strong sense of human dignity and purpose. 

A note on sources 

The page numbers given as the source of quotations from Der Ziuberberg refer to the 

paperback edition of the novel (Frankfurt am Main, Fischer Taschenbuch Verlag, 

1991 and subsequent reprints) which follows the original 1924 edition of the text. 

While the pagination is not identical with the 13 volume edition of Mann's works 

(1974), 1 have, for the reader's convenience (given the wide availability of the 

paperback edition), cited the paperback edition as source. 
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Foreword 

Thomas Mann's Der Zaziberberg has, since its publication, attracted a high degree of 

critical acclaim. There has been a massive profusion of secondary literature devoted 

to the text, its genesis has been religiously documented and its thematic and stylistic 

features have been debated at length. The irony, the humour, the political background 

and the biographical significance of the novel are not in any doubt and it would be 

nigh on impossible to offer a brand new reading of the text. Nevertheless, there is 

more to say about Der Zatiberberg. 

For all the critical attention it has received the novel has seldom been 

subjected to a systematic analysis of its narrative structure, and it is this space in the 

critical response to the novel which the following study Nvill attempt to fill. At the 

heart of the text's ostensibly secure narrative prose are a range of unsettling and 

disruptive processes which require closer attention, for criticism has largely ignored 

the overwhelming sense of heteroglossia which the narrative exudes and has not 

addressed in detail the highly inconsistent and conspicuously unstable voice that 

claims to be in control of the narrative project. The upshot of this has been that 

critics Nvho seem to have a clear grasp of the humanist project at the heart of the novel 

tend to stabilise the narrative around a didactic message - to see it as a recognition of 

the need to acknowledge the presence of darker forces but accord them no hegemony 

over life. Such a reading is helpful; but in my view, our road as readers to the 

discovery of the humanist project at work in Der Zauberberg is more complex than an 

act of simple assent to the italicized "message" of the 'Schnee-Kapitel'. What I shall 

in the end want to claim is that the very untidiness and slippage of perspective which 

characterise the narrative form the real basis for the novel's capacity to understand 

the value of individuals and to assert in the face of ideological uncertainty that, 



however complex and inconsistent they may be, human beings are nevertheless of the 

utmost value. 
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Introduction 

The publication of Der Tod in Venedig can be seen to mark a development in Mann's 

literary style in which the novel of ideas is raised to a new level of complexity by the 

technique of ambivalence. ' Reed states that from Der Tod in Venedig on, 

cambivalence is the central technique of Mann's art, suggesting, but not affirming 

layers of meaning that lie beneath the surface of immediate experience 12 
. 

It is from 

the point of view of ambivalence that Thomas Mann most successfully explores the 

themes common to both Der Tod in Venedig and Der Zauberberg, the phenomenon of 

death and the resulting triumph of disorder over the ordered structures of civilization. 

Where Der Tod in Venedig was the Greek tragedy, Der Zauberberg was to be its 

3 
comic counterpart, the satyr play. In his Lebensabri# of 1930 in which Mann reflects 

on his life up to the award of the Nobel Prize he notes that Der Zauberberg was to 

function 'als Satyrenspiel zu der novelistichen Trag6die der EntvviirdigUng A. He goes 

on to reiterate his intention of relocating the themes of Der Tod in Venedig in a comic 

environinent: 'Die Faszination durch den Tod, der Sieg höchster Unordnung über ein 

auf Ordnung gegründetes und der Ordnung geweihtes Leben sollte hier verkleinert 

1 Reed, T. J., The Uses of Tradition (Oxford, 1995), p. 178. 
2 ibid. 
3 There are numerous reference in Thomas Mann's correspondence to Der Zauberberg as a comic 
counterpart to Der Tod in Penedig: 
Thomas Mann an Hans von Hulsen: '[ich arbeite] an einer Erzählung, die in Davos spielt und eine Art 
Gegenstück zum Tod in Venedig bilden wird. Im Stil ist sie ganz anders, bequem und humoristisch [ ... ]', 9.9.1913. 
Quoted in ed. H. Wysling, Thomas Mann Selbstkommentare: Der 7-aiihýýLbe r e_£ (Frankfurt a. M., 1995), 
p. 7. 
Thomas Mann an Josef Ponten: 'Romantik und Aufklärung, Tod und Tugend: das Thema des >Tod in 
Venedig< noch einmal [ ... 

l', 6.6.1919 (ibid. p. 19). 
Thomas Mann an Oskar A- H. Schmitz: 'Das Buch war ursprünglich recht bescheiden konzipiert, nur als 
eine Art von Satyrspiel zum >Tod in Venedig< [ ... ]', 20.4.1925 (ibid. p. 63). 
Thomas Mann in 'Lübeck als geistige Lebensform': 'Was ich plante, war eine groteske Geschichte, 
worin die Faszination durch den Tod, die das Motiv der venezianischen Novelle gewesen war, ins 
Komische gezogen werden sollte: etwas wie ein Satyrspiel also zum >Tod in Venedig<'. 
Mann. T., 'Lübeck als geistige Lebensform' in Essays Band 3 (Frankfurt a. M., 1994), pp. 16-39, p. 3 5. 
4 Mann, T., 'Lebensabriß' in Essgys 1926-1933 (Frankfurt a. M., 1994), p. 203. 
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und ins Komische herabgesetzt werden 15 . Two core issues of this study will therefore 

be the role of ambivalence in the narrative of Der Zauberberg and the importance of 

comic tradition to an interpretation of the text. 

Yet how was Mann to reconcile the intellectual weight of the concerns that 

animate his novella with the attempt to draw on the traditions of the European comic 

novel? He ivrites to Hans von Hülsen: 'Im Styl ist sie [die Erzählung d. h. Der 

Zauberberg] ganz anders, bequem und humoristisch (obgleich wieder der Tod geliebt 

wird), aber das macht die Sache nicht leichter. Im Gegenteil, ich finde, das Tragische 

6 ist das Leichtere'. A year later the complexity of his task was manifesting itself in 

the profusion of the narrative: 'Ich schreibe noch an meiner Davoser Novelle, die 

7 tüchtig lang wird, - kaum zur Hälfte habe ich sie'. To avoid the narrative becoming 

intellectually over-loaded the project had to be abandoned to allow Mann to work out 

his political views and attitudes to German nationalism in the Befrachfungen eines 

Unpolitischen in face of the intellectual concerns raised by the Great War, and so Der 

Zauberberg was not completed until 1924. While the narrative spans the time 1907- 

1914, the novel Nvas written in a period beginning in Wilhelmine Germany, 

encompassing the Great War, the hyperinflation of the early 1920s and ending in the 

Weimar Republic. The events narrated portray the decadence representative of 

patterns of decline and indulgence in public life at the end of imperial Germany, 8 

5 ibid. 
6 Thomas Mann an Hans von Hiilsen, 9.9.1913 in ed. H. Wysling (Frankfurt a. M., 1995), p. 7. 
7 Thomas Mann an Hans von HOlsen, 10.6.1914 (ibid. p. 9). 
8 The German political and social landscape in the years leading up to 1914 is characterised by the 
bolstering of Wellpolitik by ultra-nationalists supported by industry and the ruling circles. Most notable 
was the Pan-German League characterised by anti-Semitism, Darwinian racialism and xenophobia. In 
the early years of the twentieth century the German Socialist movement was gaining strength, and by 
1912 had become the largest party in the Reichstag. The conflict between left and right was particularly 
virulent as W. Carr suggests in A HistoEy of Germany 1815-1945 (London, 1983) pp. 172-223 - and 
precisely this virulence, one which converts all ideas into mere ideologies, can be seen in Der 
Zatiberberg. 



9 

symbolised in a preoccupation Nvith illness and Romantic love-death, and it is in 

narrative form that Mann gives expression to the growing sense of social unease and 

political upheaval at the heart of Gennan national life in the early twentieth century. 

By 1914 Thomas Mann Nvas living in a complex relationship to the 

contemporary social and intellectual climate. He needed further to define the role of 

art, the status of the individual and of Gennan culture, and the outbreak of war 

seemed to offer a solution to these problems. With hindsight his Nvar writings are 

often naive and shallow, and in the post 1945 intellectual climate may even be seen as 

dangerously extremist. But at the time the war did seem to invoke a new solidarity 

between Germans, to bridge old class divisions and, as Reed states, it might even 

cpromise an end to decadence in art, the growth of a new heroic poetry to match the 

military heroism'. 9 It is Nvith such ideals in mind that Mann can assert: 'Wir sind im 

Kriege, und was es uns Deutsche »in diesem Kriege gilt«, das wußten wir gleich: es 

gilt rund und schlicht unser Recht, zu sein und zu wirken'. '() The war offers a 

potential resolution not only of class conflict but of all the paradoxes and 

inconsistencies in the Gennan national psyche of which Mann -was all too aware. 

Hermann Kurzke summarises this resolution thus: 

Auf subtile Weise schien der Krieg sogar Lösungen für den Konflikt zwischen Geist 
und Leben, zwischen Vaterwelt und Mutterwelt, zwischen Ehe und Homoerotik, 
zwischen dem Macht- und Erhöhungstraum einerseits und dem Liebes- und 
Verschmeltzungstraum andererseits anzubieten - und nicht nur Lösungen, sondern auch 
rauschhafte Synthesen! ' 1 

The war offered a focus in an age which was characterised, as I shall show below, by 

a lack of existential certainty. Kurzke continues: 'Haltung, Entscheidung und 

9 Reed, T. J. (Oxford, 1995), p. 184. 
10 Mann, T., Gedank-en im Kriege' in Essays 1893-1918 Band I (Frankfurt a. M., 1993), pp. 188-205, 
P. 195. 
11 Kurzke, H., Thomas Mann: DasLeben als Kunstwe (Munich, 1999), pp. 237-38. 
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Willenskraft hatten plötzlich einen Gegenstand'. 12 The flaw in Manns pereeption of 

the war is that he lost sight of the individual, preferring to view war as a vehicle by 

which national communities can be held together. Reed notes that 'he refuses to 

exaggerate the sufferings war causes or to sentimentalize war-wounds [ ... ] or to 

Nvorry about Nurse Cavell's execution' 13 
. At the point where Thomas Mann believes 

he has found a resolution for the complexities of national identity, he has in fact lost 

sight of the true reality of the war, of which he was such a vociferous apologist, at the 

level of individual human suffering. It Nvill take him ten more years and the dense 

text of Der Zauberberg before he can, if not resolve, then at least articulate with a 

new degree of sophistication the struggle with the German psyche which predates 

1914 

In Mann's novel the complexities in national life are not simplified but are, 

rather, intricately worked out; and the upshot is a lengthy text. 14 When the narrator 

claims in the Vorsatz that 'nur das Gründliche wahrhaft unterhaltend sei' (Zb. p. 8. ), 

his words may sound like a hollow apology for a thousand pages of narrative, made 

up of scientific essay, endless philosophical debate, comic description and a plot 

which never seems to get anywhere. Mann himself was aware of the drawbacks of 

his narrative for the reader, and refers to his novel as 'das verschleppte Roman- 

Untier', 'Der Roman (ein Untier)', 'ein Monstrum von 2 dicken Bänden', 'ein 

schreckliches Untier von einem Roman', and he acknowledges that the extent of the 

narrative may discourage readers: 'denn die Leute seufzen nicht wenig über die 

12 ibid. p. 238. 
13 Reed, T. J. (Oxford, 1995), p. 206. 
14 For a detailed analysis of the political landscape of post World War I Germany and its si0ficance for 
the composition ofDer Zatiberberg see Grenville, A., "'Linke Leute von Rechts": Thomas Mann's 
Naphta and the Ideological Confluence of Radical Right and Radical Left in the Early Years of the 
Weimar Republic' DVJS 59, (1985) pp. 650-75. 



11 

langen, langen Diskurse. Auch ist der Preis doch ein Hemmnis. ' 15 Nevertheless, 

while some critics spoke of 'das Eisgebilde', other readers were enthusiastic about the 

16 
narrative. Korfiz Holm spoke of the 'lebendigen Gestalten" and Mann thanks Josef 

17 
Ponten for 'die Aufmerksamkeit, die Sic dern Roman schenken" Nevertheless, 

Mann writes in 1926: Tin so dichtes Kompositionsgewebe hatte ich vorher nur im 

Tod in Venedig versucht - auf 100 Seiten also: hier aber überzieht das Gespinnst 

, 18 1200! . And while he is aware that his material may have run away with him, 

noting that: 'Das Buch [ ... 
] ist mir dann unter den Händen stofflich und räumlich in 

der unenvartetsten Weise gewachsen', 19 it remains the case that he sees each element 

in the long narrative as an essential constituent of what he is trying to say. The 

problem, however, remains for the reader to establish what this novel is actually 

trying to say, or as T. J. Reed asks, 'Nvhy this composition demanded to be composed 

in the first place'. 20 One answer to this question lies in an understanding of the 

complexities of the German identity prior to 1914 and Thomas Mann's attempt to 

articulate - and to go beyond - these complexities. 

In order fully to understand the complexities of Der Zauberberg it is necessary 

to attempt to gain a comprehensive overview of the narrative as a whole. While many 

critics have highlighted certain individual aspects of the narrative for interpretation, 

few have taken on the task of subjecting the narrative performance to systematic 

description and analysis. Yet this is indeed a justifiable approach to a text so rich in 

scientific and philosophical, historical and mythological intertexts. Those who have 

offered a complete description of the narrative have been successful to varying 

15 Thomas Mann an Ernst Bertram, 26.12.1924 in ed. H. Wysling (Frankfurt a. M., 1995), p. 49. 
16 Thomas Mann an Korfiz Holm, 31.12.1924 (ibid. ). 
17 Thomas Mann an Josef Ponten, 31.12.1924 (ibid. p. 50). 
18 Thomas Mann an Ida Boy-Ed, 9.10.1926 (ibid. p. 93). 
19 Thomas Mann an Oskar A. H. Schmitz, 20.4.1925 (ibid. p. 63). 
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degrees. Notable in anglophone scholarship are Reed and Swales, and Ridley's 

evaluative survey of Thomas Mann scholarship over the last century gives a 

comprehensive and critical assessment of the reception of Der Zauberberg. Often 

articles elucidating one particular facet of the narrative make a valuable contribution 

to scholarship on the novel as a whole. Nevertheless, there has been a profusion of 

analysis which draws overly on sources and diary material, and interprets the text in 

terms of the author's stated intentions, biographical detail or source material. 

Whereas the historical period and other influences can be useful tools to facilitate an 

understanding of the narrative, it is all too often the case that critics lose sight of the 

narrative in pursuit of interpretative certainty, or as Ridley states they participate in a 

6poNver-play' in order to 'regain control over the author's biography and claim to 

know it better than Mann himself' 
.21 Ridley's cautionary note that 'the narrative 

spins its fragile web using the self-supporting structures of an essentially poetic 

language, whose relationship to a non-literary reference point was never reducible to 

a one-to-one equivalence is a lesson many readers would do well to heed. 22 

Early criticism of the novel has, through time, become discredited. Schacht 

saw the perennial quality of good literature as the result of a strong plot, and rejected 

Der Zauberberg for having no plot at all. 23 Burdett speaks of Mann's intricacy and 

attention to detail as a 'fatal desire to omit nothing', and hence misses the 

Teerstellen', believing that Hans and Clawdia do not spend a night together because 

it is not naffated in sexually explicit detail. 24 Wysling sees Der Zatiberberg as an 

attempt by Mann to Nvrite an autobiographical treatise as a kind of 

20 Reed, T. J. (Oxford, 1995), p. 227. 
21 Ridley, H., The Problematic Bourgeois: Twentieth-centu! y Criticism on Thomas Mann! s 
Buddenbrooks and The Magic Mountain (Columbia, 1994) p. 7. 
22 ibid. p. 9. 
23 cf Ridley, H. (Columbia, 1994)., p. 14. 
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Lebensbewältigung: 'Thomas Mann setzt sich in diesem Roman mit dem Skandalon 

seines eigenen Lebens auseinander', and goes on to discuss who the real people were 

on whom the characters are based 
. 
25 Hans WiBkirchen and Manfred Dierks, in the 

same volume, offer similar studies in which they offer 'Quellenkritische 

Untersuchungen zu Thomas Manns Settembrini-Figur' and also present evidence for 

the origin of ClaNvdia and Pribislav Hippe. 26 Another approach to Der Zauberberg is 

to interpret the novel in tenns of Hans Castorp's sexuality. Richard Koc focuses on 

Castorp's 'struggle to come to terms Nvith [ ... ] his homosexuality' 27, and Mehring 

views the homosexual aspects of Castorp's preoccupation with Pribislav Hippe as an 
213 

autobiographical detail from the author. Heilbutt grandly asserts that Der 

Zauberberg is 'a novel about forbidden love, proudly "unclassified", variously 

represented as homosexuality, fetishism, and necrophilia', 29 and Noble gives a purely 

psychoanalytic reading of the text. 30 While themes of love and sexuality are clearly 

essential elements in the narrative, they are only one part of the fabric of themes 

evident in the -vveb that the narrative spins. All too often such interpretations involve 

the imposition of an external structure (usually an aspect of psychoanalytic theory) 

onto the narrative, rather than allowing the narrative to reveal its own structure. 

Another approach to the novel which is successful to varying degrees is the 

discussion of the narrative in terms of the German Bildungsroman. For Mann the 

Bildungsroman constituted an essentially German working out of the European 

24 ibid. p. 88. 
25 Wysling, H., 'Der Zauberherg - als Zauberberg' Thomas Mann Studien 11 (1995), pp. 43-58, p. 48. 
26 c. f ed. T. Sprecher (Frankfurt a. M., 1995), pp. 81-116 and pp. 173-196. 
27 Koe, R-, 'Magieal Enactments', Germanic Review Vol 68 (1993), pp. 108-17, p. 108. 
28 Mehring, R., Thomas Mann: Künstler und Philosoph (Munich, 2001), pp. 92-94. 
29 Heilbut, A, Thomas Mann: Eros and Literature (California, 1995), p. 401. 
30 Noble, CAM., Krankheit, Verbrechen und künstlerisches Schaffen bei Thomas Mann (Bern, 1970), 
pp. 136-57. 
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novelistic genre . 
31 In an attempt to see Der Zauberberg as the latest in the line of 

Bildungsroinane, Kaufmann makes claims about Hans Castorp which rewrite him as a 

latter day Wilhelm Meister, stating that 'Hans Castorp and Wilhelm Meister are both 

transported into a new and magic world that fills them with wonderment and 

stimulates their powers of assimilation 32 
. This shows little regard for the precision of 

the text which resists such a simple comparison, and emphasises Castorp's lack of 

insight and understanding - most of what he 'learns' is immediately forgotten. 

Kaufmann goes on to state that Castorp's 'groNving inclination and capacity for 

putting his feelings into clear, coherent form attests to the socialising, humanising 

33 influence of the littirateur Settembrini' . This is both to miss the point that much of 

what is available to Castorp is not assimilated by him, and is instead offered by a 

narrator whose own point of view remains less than stable throughout the narrative, 

and to ignore the fact that Castorp sees Settembrini as a 'Windbeutel' and 

'Drehorgelmann', a musician who does not actually play but simply trots out the 

music performed by others. Kaufmann's interpretation is at best a rather flat 

commentary and at worst a rewriting of the novel to suit his own scholarly intentions. 

The interpretation of Der Zauberberg as a Bildungsroman is not always so 

crassly presented, and it is indeed the case that Goethe's Wilhelm Meister is an 

important intertext, both thematically and stylistically. T. J. Reed quite correctly 

states that literary tradition can offer forms of narrative which the modem narrator is 

free to draw on and rework to suit his own purposes, writing that: 'The meeting of 

recurrent needs from the storehouse of its possibilities is the benevolent function of 

31 ý Es gibt unterdessen eine Spielart des Romans, die allerdings deutsch, typisch-deutsch, legitim- 
national ist, und dies ist eben der autobiographisch erfüllte Bildungs- und Entwicklungsroman' 
Mann, T., 'Der Entwicklungsroman' in Esagys Band 1 (Frankfurt a. M., 1993), pp. 288-91, p. 288. 
32 Kaufmann, F., IhomasMaiiii: Ihe Worldas WillandRepresentation (Boston, 1957), pp. 95-118. 
33 ibid. 



15 

literary tradition. ý34 For Mann, the novel followed a tradition but was in a 

problematic relationship to that tradition, which he saw as symptomatic of a crisis in 

35 
art . 

In other words, the old forms still had a role to play but they had to serve a new 

purpose. Selbmann states that in most of Mann's novels 'die Erzdhlmuster des 

Bildungsromans eine entscheidende Rolle [spielen], but recognises that the form is 

being exploited to new endS36 . Hence he says that 'Der Zaziberberg ist zum 

SchNvanengesang dieser Existenzfonn geworden'. 37 The reason for this is that Der 

Zauberberg has become a form of metanovel, and reflects on its own narrative modes 

and possibilities. 38 

T. J. Reed explains that Der Zauberberg is a Bildungsroman in so far as both 

protagonist and author undergo a form of education, the former in his adventure on 

the mountain and the latter in his creative adventure of writing the novel. While it is 

indeed indisputable that Mann did explore the political and philosophical themes of 

the conflict between Germany's Romantic heritage and contemporary realities, and 

gained great insight on a personal level, it is less the case that Hans Castorp 

experiences any real education on the mountain. When Reed remarks that Hans 

Castorp's 'refusal to be sent back to the plains shows that self-education has now 

become a permanent accomplice of his erotic impulse' he overstates the case for 

Castorp's awareness that education has taken place 39 
. Of course, Castorp, assimilates 

a large amount of scientific information in the course of his research, but this 

34 Reed, T. J. (Oxford, 1995), p. 226. 
35 'Meine Wurzeln liegen in der autobiographischen Bildungssphäre Goethes, im Bürgerlichen, in der 
Romantik'. But the relationship to the current piece of art is not so simple. 'Schon die Erneuerung des 
deutschen Bildungsromans auf Grund und im Zeichen der Lungentuberkulose ist eine Parodie. Ich 
glaube, daß die Krise, in der die Kunst liegt, als Form oder selbst als Idee auch in meinen Büchem 
ihren Ausdruck findet. ' 
Thomas Mann an Ernst Fischer 25.5.1926 in ed. H. Wysling (Frankfurt a. M., 1995), p. 91. 
36 Selbmann, R., Der deutsche Bildungsroman (Weimar, 1994), p. 148. 
37 ibid. p. 15 0. 
38 ibid. p. 149. 
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contributes little to his understanding of the mystery and complexity of human 

experience. Moreover, most opportunities for insight are lost as Castorp forgets the 

significance of the experience immediately aftenvards. Scharfschwerdt is more 

aware of this aspect of the narrative and sees Hans Castorp, in the first half of the 

novel in any case, as a cipher, a means by which ideas can be communicated to a 

reader without actually changing Castorp. 40 

An extremely useful interpretation of Der Zaziberberg in terms of a 

Bildungsrontan is offered by Martin Swales in his survey of the genesis of the genre 

from Wieland to Hesse. SNvales does not see Castorp's development as typical of the 

hero in the Gennan Bildungsroman. 4 1 Instead he views Der Zauberberg as a 

Bildungsroman in the sense that there is a tension between the linear notion of plot 

and the static totality of human potential in the individual, a kind of conflict between 

diachrony and synchrony. Swales offers a highly useful reading of the narrative 

which is based not on historical or biographical detail, nor on the imposition of other 

ideological strictures, but on a careful analysis of the structural complexities of the 

text. His conclusion that 'the Nacheinander of practical and physical existence is the 

ultimate arbiter of individual life, but the Nebeneinander of human inwardness is the 

source of human complexity and interest' captures the essence of Mann's interaction 

with the contemporary intellectual climate - the heritage of German Romanticism and 

its potentially destructive forces, the preoccupation with excessive inwardness and the 

crisis point reached by art in view of the harsh realities of war. 42 The ambivalent 

39 Reed, T. J. (Oxford, 1995), p. 248. 
40 Scharfschwerdt, J., Thomas Mann und der deutsche Bildungsroman (Stuttgart, 1967), pp. 114-15. 
41 Swales writes: 'it seems to me questionable whether Hans Castorp develops in the traditional sense in 
which we understand a novel hero's development, that is, learning consistently and cumulatively from 
his experience to the point where be can then enact the values he has acquired'. 
Swales, M., The German Bildungsroman from Wieland to Hesse (Princeton, 1978), pp. 118-19. 
42 ibid. p. 128. 
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structure of the narrative allows these problems to be acknowledged while also 

holding in view the value of the German intellectual heritage. 

This brief survey of the reception of Der Zauberberg demonstrates clearly that 

the overriding approach to the narrative involves a discussion of thematic content. 

Clearly it is the case that this eclectic narrative offers a Nvide range of thematic strands 

worthy of greater interpretation and elucidation. Swales's analyses of the novel are 

successful because he acknowledges that the work must be interpreted in its totality 

and examines how the various aspects of the narrative interact, rather than 

interpreting them in terms of detail outside the narrative. In his study of the German 

Bildungsroman Swales recognises that any interpretation of Der Zauberberg must be 

formed in the context of the 'coexistence of a corpus of human possibilities' so that 

'any insight into the wholeness of man is immediately relativised by the fact that this 

moment of insight represents the luxury of a contemplative relationship to 

experience A3 
. The difficulty, however, in treating Der Zauberberg as a totality lies in 

the inherently volatile, self-contradictory nature of the narrative and critics Nvho have 

tried to offer an interpretation of Der Zauberberg as a sovereignly unified whole tend 

to overlook the centrifugal and destabilising energies at work in the novel which 

offers a thoroughgoing acknowledgement of conditions of dissonance and chaos, 

characteristic of contemporary bourgeois life in Germany. My own view, paradoxical 

though it may appear, is that the uncertainties at work in the novel constitute one of 

the greatest sources of its strength. Moreover, I wish to lay particular stress on the 

instability of the narrative performance - and this is an aspect which has long gone 

unnoticed by critics. It is at moments of contradiction and of inconsistency that the 

narrative comes closest to portraying the complexities of the contemporary human 
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condition in terms of the individual as an agglomeration of disparate and opposing 

characteristics, and it is this richness in the narrative which critics consistently 

overlook. 

In order to understand the significance of style in an interpretation of Der 

Zauberberg it is essential to see the novel as a late addition to a long literary tradition, 

not specifically Gen-nan but rather European. A terni often applied falsely to Der 

Zauberberg is 'epic', probably more in view of its length than any structural or 

thematic similarity it may have to classical epic form. In his Princeton lecture Mann 

admits that, while the novel may be an expression of the epic, it is a strenuously 

untidy one. He notes: 'Zunachst war der Roman wirklich eine krause undwillkifflich- 
44 

abenteuerliche Ausartung gebundener Epik'. This is a view articulated in greater 

detail by the Russian critic Mkhail Bakhtin Nvho sees the epic world as closed and 

pre-written, a world which 'knows only a single and unified world view, obligatory 

and indubitably true for heroes as Nvell as for authors and audiences'. 45 Bakhtin 

contrasts the novelistic genre Nvith the rigidity of epic fonn, regarding the latter as a 

high, distanced genre where individuals are portrayed as finished and complete 

beings. 46 Bakhtin argues that such characters may indeed have lofty, high idealistic 

qualities, but there is no possibility for these characters to develop further; they Nvill 

always remain an idealised projection rather than an image of possible reality. The 

ancestry of the European novel does not lie within this tradition but rather within a 

43 ibid. p. 120. 
44 Mann, T., Essgys Band 5 (Frankfurt a. M., 1996), pp. 118-13 1, p. 125. 
45 Bakhtin, M., The Dialogic Imagination (Texas, 1981), p. 35. 
4r' Thomas Mann was also aware of this interpretation of epic and that the novel was a contrasting genre: 
'Es ist wahr, historisch gesehen bedeutet der Roman regelmäßig ein späteres, unnaiveres, sozusagen 
»moderneres« Stadium im epischen Leben der Völker, und das Epos stellt im Vergleich mit ihm 
immer etwas vor wie die gute alte, klassische Zeit'. 
Mann, T., 'Die Kunst des Romans - Vortrag für Princeton-Studenten' in Essg! ys Band 5 (Frankfürt a. M., 
1996), pp. 118-3 1, p. 119. 
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literary tradition which emerged in opposition to this, a tradition which allows 

literature to move beyond socially acceptable values and a traditional understanding 

of moral qualities to include the ordinary, the subversive and even the blatantly 

immoral. This is the tradition of the medieval romance which emerged as a moment 

of self-assertion of the vernacular as a narrative medium, stemming from an oral 

tradition of story telling. These works challenged the official status of the written 

word and its use of Latin which made it accessible only to the educated, and hence 

wealthy, classes. This is a view supported by Tony Hunt in the introduction to his 

study of the medieval romance, Yvain, by Chr6tien de Troyes. 'Romanz', he states, 

'meant the linguistic medium of the illiterate, that is, of those who could not speak 

Latin'. 47 The medieval romance was therefore a genre in conflict with the official 

mode of communication of church and state, and implied a democratisation of letters. 

More than this, the romance implied a way of viewing the world in terms of a 

fictional image which offered the context for new interpretations: 'the expression of 

romance indicates a language, a literary form, and a quality of experience. The latter, 

particularly hard to define, might be characterised as the temporary suspension of the 

laws of the real world to permit a vivid apprehension of the ideal'. 48 The suspension 

of traditionally given notions of the world in order to re-explore the human 

relationship to the ideals of that world is one liberating role of medieval romance. 

This is a similar restructuring to that inherent in the traditions of carnival. This 

suspension of normal order and traditional rules in an act of liberation from the 

contemporary definition of the real, governed by the principles enshrined in the 

doctrines of church and state, initiates a subversive force which forms the life-blood 

47 Hunt, T., Chr6tien de Trpyes (London, 1986), p. 1 1. 
48 ibid. 
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of the modem novel. The novel, as a descendant of the subversive tradition of the 

romance, remains a genre free to challenge and explore the givens of the epoch in 

which it is composed. It is this same principle which is at work in Der Zatiberberg in 

the service of a carnivalesque inversion of reality which challenges an intellectual and 

political status quo in the attempt to define the role of the individual within it. Der 

Zatiberberg is in this sense very close to its predecessors going back as far as the 

grotesque comedy of the middle ages, the comic novels of Rabelais, Swift, Sterne, 

Diderot, German Nat-i-enliteratur, and the work of Hans Sachs, Fischart and 

Grimmelshausen amongst others. 

I have already noted that Der Zauberberg has often been interpreted in terms 

of the German Bildungsronian. There are, as we have already had occasion to note, 

elements of truth to this. And, of course, Thomas Mann himself Nvas fully aNvare of 

them. But it has to be said that many of the great Bildungsronzane tend to be 

conciliatory in the view that they take of human educability - more conciliatory than 

Der Zauberberg is. Having said this, one should note that even the Goethean 

paradigm of the genre (Will2elm Meister) is full of intimations of tentativeness and 

uncertainty, despite the pedagogic aspirations. Reed argues that 'Der Zauberberg is a 

Bildungsroman in good earnest, 49 which in my view is an overstatement. I would 

prefer to see Mann's novel as in creative dialogue xvith the genre, rather than sitting 

comfortably within it; and that dialogue brings the Bildungsroman model into debate 

Nvith other, more subversive forms of novel narrative. 

There are two core features of Der Zatiberberg which place it firmly within 

the tradition of European comic narrative - one is the reliance on common medieval 

comic themes such as the bodily grotesque, feasting and hedonistic indulgence that 
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establish a basic humanism through laughter; the other is the linguistic polyglossia 

which disrupts any sense of stable narrative perspective (or status quo). On both a 

thematic and stylistic level, therefore, it is possible to see Der Zauberberg as a latter 

day carnival. More than just drawing on the subversive traditions of carnival, Der 

Zauberberg incorporates carnival into its action. The Walpurgisnacht events permit 

Castorp the libertinism which leads to sexual enlightenment. Clawdia's invitation to 

her bedroom in terms of a farewell, 'Adieu, mon prince Camaval! ' (Zb. p. 471), is an 

example of camivalesque inversion, where good-bye does not mean good-bye, and 

being crowned 'prince Carnaval' is licence to spend the night Nvith a lover. Carnival 

also allows divisions in the text to be broken down so that even the traditional 

relationship of narrator to reader is destabilised. Bakhtin writes that 'Carnival is a 

pageant without footlights and without a division into performers and spectators. In 

carnival everyone is an active participant, everyone communes in the carnival act. 

Carnival is not contemplated and, strictly speaking, not even performed; its 

participants live in it, they live by its laws as long as those laws are in effect; that is 

they live a carnivalesque life' . 
50 This means that it is feasible to see the whole 

mountain environment as an extended carnival in which there is a perpetual sense of 

'le monde A 1'envers'. This is a place of misrule where language is in a perpetual 

state of slippage and where incongruous extremes are what characterise life. I shall 

want to argue that, in this world bereft of the anchorage provided by the routines of 

the 'Flachland', even the narrator becomes implicated in the shifting perspectives of 

carnivalesque life by allowing himself to adopt self-contradictory positions and 

unstable points of view. 

49 Reed, T. J. (Oxford, 1995), p. 226. 
50 Bakhtin, M., The Problems of Dostoevs! Sy's Poetics (Nfinnesota, 1997), p. 122. 
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The rarefied environment of the sanatorium, just like medieval carnival 

traditions, allows the suspension of the obligations imposed by daily life in the real 

world, and the bourgeois propriety of the sanatorium society is perpetually challenged 

by bacchic indulgence and sexual impropriety. The narrative also Nveaves a fabric of 

contradiction and constantly changing perspectives shot through Nvith a virtuosic 

symphony of languages drawn from, amongst others, religion, science, myth and 

medicine. This heteroglossia creates a narrative in which the notion of a privileged 

narrator coexists Nvith other, much less sovereign, kinds of narrative performance. In 

this way the narrative draws on a rich heritage of other comic novels which present 

blatant untruth as truth thus forcing a revaluation of the Nvorld as previously 

understood. This is the essence of carnival, the turning outside in, the derision of 

what is seen as morally good and the promotion of libertinism as part of a 

regenerative process based on laughter. Bakhtin summarises clearly the role of 

camivalesque laughter and novelistic heteroglossia - its function is 'to consecrate 

inventive freedom, to permit the combination of a variety of different elements and 

their rapprochement, to liberate from the prevailing point of view of the world, from 

conventions and established truths, from clichds, from all that is humdrum and 

universally accepted'. 51 

While. Der Zauberherg may be a highly significant addition to the long 

tradition of European comic narrative, a criticism often levelled at the novel is that it 

lacks action, and it is indeed the case that this is a novel in which very little actually 

happens apart from a few arrivals and departures, the odd death, a lot of eating and 

drinking and one very meaningful adventure in the snow, the relevance of which the 

protagonist forgets almost immediately. Under this aspect, Der Zaziberberg is 

51 Bakhtin, M., Rabelais and His World (Indiana, 1984), p. 34. 
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essentially a novel of ideas and the characters are ciphers or catalysts - they facilitate 

the transmission of ideas but are not really involved in any kind of development 

themselves, they are even seldom seen to have been cured of illness. In my view, the 

'Berghof world in Der Zaziberberg is less a forum for carefully ordered intellectual 

debate than a pandemonium of teeming thoughts. Individuals in the novel are 

characterised less in terms of their actions than in terms of their language. Frau St6hr, 

Settembrini, Naphta, Behrens all have modes of speech which define their individual 

characters; Peeperkom speaks a language which is grammatically and syntactically 

incoherent, but which communicates his great sensuality and captivates an audience 

who believes his speech to be highly significant. Characterisation in Der Zauberberg 

therefore hinges on a complex heteroglossia in which individuals are defined in terms 

of the languages they speak and the ideologies they live out. Bakhtin writes that a 

cparticular language in a novel is always a particular way of viewing the world, one 

that strives for social significance-j. 52 It is indeed the case that the characters in the 

novel represent attitudes and ideas which are evident in the languages they use to 

communicate. It is also evident that languages do not remain fixed Nvith one 

character, but can move to the lips of another, hence implying the possibility of the 

transfer of a world view from one character to another. The sanatorium is therefore 

the locus of a chaos or profusion of language and perspectives which create a fabric 

of relativism and oppose notions of fixity. 

In the following study I Nvill first consider Der Zauberberg in terms of a 

linguistic heteroglossia in which an array of languages creates an eclectic image of 

life in the sanatorium. These languages NOI be seen to articulate a range of 

ideologies, and as languages move from character to character, it Nvill also be seen 

52 Bakhtin, M. (Texas, 1981), p. 333. 
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that the ideology enclosed in any one language is in a state of continual sliPPage. I 

Nvill then analyse the narrative voice, and this Nvill be the most controversial aspect of 

my work. Perhaps it makes sense if I try to clarify some of the theoretical issues at 

the outset. I shall Nvant essentially to stress the omnipresence, in Der Zauberberg, of 

a virtuosic narrative performance. This is in itself hardly a remarkable finding. Most 

critics have registered that there is a lofty, assured, sometimes even pedagogic, 

persona, a sophisticated onlooker in evidence Nvho, through techniques of free indirect 

speech and complexly echoing allusion and quotation, mimics many of the attitudes 

present in the 'Berghof' sanatorium, while at the same time keeping his (or her) own 

sovereign position in tact. I can see the force of this argument. But it is not the way 

in which I understand the rhetoric of the novel, because such a view tends to 

domesticate the extraordinary stylistic energies at work in Mann's text. I shall seek to 

show not so much the presence of a secure manipulator than of a voice that becomes 

drawn into the pandemonium that it, as it were, sets out to chronicle. I shall want to 

show that the narrative perspective varies from that of a detached, disincarnate, all- 

seeing, chronicling agent to that of a manifestly incarnate figure who enjoys glimpses 

of women's bodies. Of course, those glimpses are also generated from the eagerness 

of the (male) characters in the sanatorium. But, if simply the quotational 

sophistication of erlebte Rede were at stake, we would not need the sheer frequency - 

even obsessiveness - of sexual subtext that is observable in the narrative perfonnance. 

My point is not (I hope) a prudish one; I am not objecting to such moments as 

unworthy of a sovereign narrator. Rather, I welcome the constant modulation of an 

authoritative 'Nvir' into a perspective much closer to, and expressive of, the sheer 

confusion of the Magic Mountain world. In theoretical terms, then, I am indebted to 

Bakhtin; and I see the 'Berghof' as a place of (carnivalesque) narrative heteroglossia. 
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It is this kind of perception of the functioning of the novelistic universe that has given 

Bakhtin his central role in recent theoretical debate; but there is another strand to his 

thinking which I shall return to in a moment. My principal aim is, then, to show the 

workings of a dazzlingly pluralist irony in Der Zauberberg. I Nvill conclude my study 

of Der Zaziberberg Nvith a revaluation of the role of irony in this carnivalesque, 

heteroglot universe before looking at other major novels of the period in order to 

assess Mann's novel as representative of a literary tradition of modernism in the 

intellectual climate of post World War I Germany. Finally, I shall seek to suggest 

how the inconsistencies, ambiguities and web of ambivalence which characterise Der 

Zauberberg make it a more complex work structurally and stylistically than other 

novels of the period and allow it to develop a form of humanism, %vhich revaluates the 

status of the individual in an age of intellectual pessimism. Paradoxical though it may 

sound, I seek (as one might put it) to deconstruct Der Zaziberberg (as an unstable 

narrative universe) in order to reconstruct it (as a humanistic project). Something of 

this seemingly contradictory critical purpose can be heard in Bakhtin himself He has 

the following to say about comedy: 

Thus the stratification of literary language, its speech diversity, is an indispensable 
prerequisite for comic style, whose elements are projected onto different linguistic 
planes while at the same time the intention of the author, refracted as it passes through 
these planes, does not wholly give itself up to any of them. It is as if the author has no 
language of his own, but does possess in his own style, his own organic and unitary law 
governing the way he plays with languages and the way his own real semantic and 
expressive intentions are refracted within them. Of course this play with languages 
(and frequently the complete absence of a direct discourse of his own) in no sense 
degrades the general, deep-seated intentionality, the overarching ideological 
conceptuatization of the work as a whole. 

53 

This, or something like it, is arguably true of Der Zauberberg. 
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Narrative Heteroglossia in Der Zauberberg 

To begin Nvith a point that is so obvious as to be banal: one of the central activities of 

'Berghof life, given that, by definition all the patients exist in enforced leisure, is 

talking. The sanatorium is, to put it mildly, a very discursive place. Individual 

characters have their own stock phrases, and their linguistic perfonnance is, in many 

cases, what helps to identify them. In this chapter the role of speech in articulating 

this identity will be explored in detail. But what is at stake is not just the psychology 

of a particular individual - but also a particular mentality, a discourse, an ideology. 

Catherine Belsey writes: 'The subject is constructed in language and in discourse and, 

since the symbolic order in its discursive use is closely related to ideology, in 

ideology. It is in this sense that ideology has the effect [ ... ] of constituting 

individuals as subjects [ ... ]5.54 Belsey's view of individual subjects being constituted 

by the languages (or ideologies) they speak is a notion central to an understanding of 

characterisation in Der Zauberberg, as it is often more in terms of their discourses 

than their actions that characters are defined. In the course of this chapter the various 

modes of speech prevalent in the sanatorium Nvill be referred to as languages, 

meaning systems of speech which imply a certain pattern of thought or an ideology. 

Within the web of the narrative each of these 'languages' competes for domination 

and makes itself evident in the ways in which it clashes and conflicts with other 

languages. The interplay of the various languages in Der Zatiberberg can be seen as a 

carnivalesque inversion of what appears, on the surface, to be a fon-nal and serious 

piece of writing. This carnivalesque sense of linguistic pluralism challenges any 

impression of a fixed perspective or ideological certainty, as any one ideology can 

53 Bakhtin, M., The Dialowc Imagination (Texas, 198 1), p. 31 1. 
54 Belsey, C., Critical Practice (London, 1980), p. 61. 
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only be identified in terms of its relationship to other ideologies in the narrative. 

Within this atmosphere of misrule even the authority of the narrative voice, which is 

traditionally the sovereign presence within a narrative, can be deposed from its 

authoritative position to become one more element in the kaleidoscopic structure of 

the text as a system of languages in a state of flux. It is indeed the case, as Lawrence 

notes, that 'the novel still manages to cast doubt on the inviting realism of its own 

language'. 55 Ulrich Dittmann's analysis of the novel in terms of the languages the 

characters speak comes closest to this notion, but he is more concerned Nvith the 

problem of linguistic communication per se. 56 

It is a characteristic of Der Zauberberg that there is a distinct lack of action in 

its thousand pages of narrative. Instead the narrative unfolds Nvith the presentation of 

states of affairs, ideas, moral dilemmas and the trivial comings and goings of the 

sanatorium. The languages and images of the narrative are in a constant dialogue Nvith 

other Avords and images around them, in a harmonious relationship Nvith some and 

striking dissonance Nvith others. Bakhtin sees this dialogic interaction as the basis on 

which language functions: 'The word is bom in a dialogue as a living rejoinder within 

it; the word is shaped in a dialogic interaction with an alien word that is already in the 

57 
object. A word forms a concept of its own object in a dialogic way'. Bakhtin's 

interpretation of novelistic prose refuses any sense of closure or fixed meaning; 

instead the novel offers a pluralistic and constantly changing world view which 

requires the reader perpetually to rewrite any single interpretation, as the text Nvill 

always have more to say. Meaning can only be formed in relation to other meanings 

which are simultaneously present in the society in which communication takes place. 

55 Lawrence, J. P., 'Transfiguration in Silence: Hans Castorp's Uncanny Awakening', in ed. Dowden, 
S. D., A Companion to Thomas Mann's 'The MagiC Mountain' (Columbia, 1999), p. 1. 
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Communication therefore becomes the product of all languages available at the 

moment of speech and of all the directions in which these languages point. In this 

Nvay the languages of the 'Berghof' are meaningful in so far as they interact Nvith all 

the other languages present in the narrative. This interplay of languages is far more 

significant than any traditional notion of plot or action. 

Catherine Belsey notes that classical realist fiction addresses itself to the 

reader in such a way that he is made feel that he is the place from which the text is 

most obviously intelligible. 58 In Der Zaziberberg this notion is undermined because 

of the range of languages, and hence ideologies, which perpetually disorientate the 

reader, and the text only appears comprehensible in so far as the totality of the 

ideologies inherent in each of these languages can be apprehended. Through the 

system of languages constantly in dialogue Nvith each other Der Zatiberberg is able to 

resist closure, and this prevents the reader from creating a unified perspective from 

which to interpret the novel, as any one interpretation is always answered by other 

equally relevant but opposing points of view. For this reason, much secondary 

literature which pursues discrete themes, however relevant and correct, throughout 

the narrative but fails to see these themes as aspects of a greater narrative interaction, 

is not successful at grasping the true quality of Der Zauberberg. 

This quality lies in the strength of ambivalence which the narrative engenders, 

a stock feature of which is the ability of the narrative to offer an ostensibly secure 

environment and at the same time unden-nine that security. The opening pages of Der 

Zauberberg have the appearance of realist fiction, giving the impression of a 

universally comprehensible language describing a world which the reader can 

56 Dittmann, U., (Stuttgart, 1969), pp. 115 -45. 57 Bakhtin, M. (Texas, 1998), p. 279. 
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recognise and in which he feels secure. Irvin Stock draws attention to the realism of 

Mann's narrative: 'this Bildzingsronzan is as solidly and spaciously realistic as if it had 

been written in the 19'h century'. 59 Mann, for example, gives a lengthy description of 

Castorp's journey to Davos, focusing in detail on the train, the carriage and the 

landscape, all concrete objects which seem to point to the real world. Barthes argues 

that references to objects in the real world create a ihimatique vide, which presents an 

ostensibly real world that the reader can recognise, but whose thematic purpose is 

difficult to ascertain. 60 Yet this is not the case in Der Zauberberg. The journey 

undertaken from the 'Flachland' to the 'Berghof by Hans Castorp is one of 

disorientation. The exotic names of the places through which he passes on the last 

stage of the journey, the train's frequent changes of direction, the dizzying 

displacements of the landscape - everything conspires to disorientate our young hero. 

And, as Nve accompany him, Nve too Nvill find ourselves becoming linguistically 

disorientated. The familiar rhetorical ground of the realistic novel tends largely to 

fall away. 

Let us now turn our attention to specific examples of the processes of 

disorientation inherent in the narrative of Der Zatiberberg. There are elements of 

disruption sown throughout the opening paragraphs, and if these elements are to have 

meaning within the narrative, they must have a role to play beyond mere description. 

Images which seem to refer back to the real world which Castorp is leaving, or a real 

world which the reader can recognise, are imbued with additional significance and 

hence look fonvard to the complexities of the life narrated on the mountain. In the 

58 Belsey, C., (London, 1980), pp. 56-84. 
59 Stock, I., Ironic Out of Love (Jefferson and London, 1994), p. 53. 
60Barthes writes: 'the best way for a language to be indirect is to refer as constantly as possible to things 
themselves rather than to their concepts, for the meaning of an object always flickers, but not that of the 
concept. ' Barthes, R-, Essais Critiques (Paris, 1964) p. 232. 
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context of the visit to a sanatorium where his cousin is being treated for tuberculosis, 

Castorp's alpine train can be seen as an omen of impending illness as the 

csch, %verkeuchende Lokomotive' sullies the cover of his book on steamships with 

particles of soot. The spots of soot prefigure the spots of tuberculosis on the lung and 

the coughing of the train points to an advanced stage of the disease. In this Nvay, the 

language of technology becomes a metaphor for the language of medicine. The move 

upwards to the healing climate of the sanatorium simultaneously hints at a downward 

process of degeneration. What appears to be a benign break from daily life in 

northern Germany is given a significance which is both grounded in Castorp's own 

understanding or recognition of it, and which also goes beyond it. It is the text which 

prepares this ground by the contrasting connotations of the images. Because these 

images have symbolic value they function as languages which imply consequences 

with which the naffative must engage. 

A disjunction between perceived and actual reality is immediately obvious in 

the opening chapter of the novel. Castorp leaves Hamburg in 'Hochsommer' but the 

narrator draws our attention to the 'Wintermantel' and the 'Plaidrolle' present in the 

train compartment, which allows the potentially cold Alpine environment to cut 

across the normal connotational value of 'Hochsommer'. Disruption is therefore 

created at the point where the linguistic paradigm of one season clashes with another. 

During the joumey he travels 'über Schlünde, die früher für unergründlich galten. 

The narrow guage railway is 'die kleine, aber offenbar ungew6hnlich zugkrdflige 

Maschine... '. The narrative draws the reader's attention to the arbitrary nature of 

observations. Things which seemed impossible are not; the crevasses which once 

appeared infinite have been surveyed and are no longer endless chasms but 

phenomena which have been understood in a new way. The train seems to be 
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incapable of travelling up the mountain, yet modem technology has concentrated 

power in a small space and the train does have the strength to make it up the 

mountain. These aspects of description are essential components of Mann's style of 

narrative in which points of view once considered reliable are deposed by other now, 

apparently, more reliable points of view. This is a process of re-orientation which 

runs throughout Castorp's introduction to the life in the sanatorium - details perceived 

as strange and bizarre from the point of view of the real world are part of a normal 

daily existence on the mountain. In this Nvay the novel lays the foundation for the 

portrayal of points of view which are relative rather than firm, and this is done in 

tenns of points of view being held within linguistic orders which conflict with other 

opposing orders, co-present in the narrative. 

A central concept of narrative perpetually challenged in Der Zatiberberg is 

that of a historically privileged narrator in control of his material. A scattering of 

instances throughout the text implies a degree of critique of the narrative voice and 

can destabilise the latter. This is a view supported by Culler who explains that once a 

narrative teleology has been established it can impose requirements on the text. 

Culler considers the myth of Oedipus and explains that the reader's understanding of 

Oedipus's guilt comes less from the knowledge that he commits a murder than that 

the narrative context requires him to be guilty. He Nvrites: 'Instead of a prior deed 

determining meaning we could say that it is meaning, the convergence of meaning in 

the narrative discourse, that leads us to posit this deed as its appropriate 

manifestation' . 
61 He concludes that in the myth of Oedipus the 'logic by which event 

is a product of discursive forces rather than a given reported by discourse is essential 

61 Culler, J., The Pursuit of SiZns (London, 198 1), p. 174. 
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to the force of the narrative' . 
62 It is exactly this pattern which is in evidence in Der 

Zaziberberg, and this can be seen as a product of the carnivalesque environment 

which prevails in the sanatorium. Because carnival requires the participation of each 

individual and does not in Bakhtin's words divide the world into players and 

spectators, each new arrival on the mountain must become a player on the sanatorium 

stage, and must therefore play according to the rules of that stage, and this, as we 

shall see, includes even the voice which purports to be in control of the text. 

The physical and discursive environment that exists on the mountain can be 

clearly seen when Uncle James visits Castorp to encourage him to return home. The 

arrival of Uncle James is an example of the environment determining the behaviour 

of a character. He realises quickly that the rules of the world below no longer apply. 

His social standing does not gain him immediate access to Behrens and he slowly 

becomes absorbed into his new environment, seen in the narrative structure which 

repeats experiences of both Castorp and Joachim - his cheeks glow red, he indulges in 

the lavish meals, he becomes attracted to Frau Redisch and her breasts. He is drawn 

into a carnivalesque process of indulgence so that the narrator is able confidently to 

assert that Castorp did not need to defend himself from the uncle - the environment 

does it for him: 'aber man muß nicht denken, daß er bewußt die Charakterstärke der 

Umwelt gegen seinen Onkel ausgenützt hätte. Dazu war er längst ein Teil von ihr, 

und nicht er bediente sich ihrer gegen den Angreifer, sondern umgekehrt [ ... ]' (Zb. p. 

592. ) In the end, the visit of Uncle James legitimates the lifestyle on the mountain, 

not in any moral or judgmental way, but by showing it as a system which functions 

independently and which can answer other social systems Nvith its own validity and 

62 ibid. p. 175. 
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influence. In this Nvay the processes of the sanatorium, it could be argued, amount to 

an ideology in themselves in so far as they engender consistency of behaviour. 

Another example of this 'language' is seen in the progress of Joachim's illness 

- it is never acknowledged to the other patients but they can read the signs. It is the 

same identity which allows the patients immediately to comprehend Joachim's 

condition when his menu is changed to food more easily swallowed - this is a silent 

language which is understood by everyone. No words need to be exchanged but the 

attitude of the patients becomes warmer towards Joachim who, as they realise, is 

dying. This attitude also characterises the relationship between Joachim and Castorp 

as Joachim nears death: 'Sie sprachen nicht viel, redeten die Worte, die der Berghof- 

Norinaltag ihnen auf die Lippen führte, sonst nichts. ' (Zb. p. 724. ) lt is again the 

processes of the environment that impose themselves on normal routine and that veil 

the reality of Joachim's situation, and yet the act of engaging in normal practices 

when death is imminent creates an incongruity which makes the tragedy of the 

situation more pronounced. A central rule of sanatorium life is that death must not be 

discussed, but the sanatorium does provide banal topics of conversation which cover 

any embarrassing silence that might acknowledge the reality of Joachim's condition. 

When Castorp -%vants a simple reassurance that Joachim Nvill recover, Behrens 

chastises him harshly and sees one of Joachim's qualities as his silent acceptance of 

his situation - there is no point in discussing Joachim's plight further as the 'BerghoP 

has imposed its fated course. While the language of the 'Berghor is characterised by 

its uncanny ability to impose direction on the individual, it is also the case that the 

'Berghof offers a means for coming to terms Nvith the fate it imposes. In the face of 

demise it may appear that the trivialities of daily life ring hollow, devaluing the 

linguistic interaction of the patients. It appears that the important issues of life and 
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death are disregarded in favour of trivial small talk. However, this small talk is the 

only remaining acknowledgement of life and so the language (or silence) of the 

'Berghof legitimates itself as it serves a core purpose in perpetuating the individual's 

claim to life in the face of imminent death. It is also the case that faced Nvith 

momentous events such as death, the petty concerns of day to day living do not 

vanish. 

The above discussion of the 'Berghof environment having a 'language' or 

processes of communication of its own has illustrated how this language, or sign- 

system, also becomes a legitimate voice in the fabric of voices out of which the text is 

composed. It is essential for the reader always to hear this language in dialogue with 

the other languages in the text, such as the language of the real world, or 'Flachland', 

which is all that Castorp and Uncle James know when they arrive. While I have 

argued that the language of the sanatorium is a self-legitimating presence in the 

narrative fabric, this is not to claim that the language of the 'Berghof' has achieved 

supremacy over all other languages or ideologies evident in the novel. Instead, it is in 

a state of perpetual conflict Nvith these other languages and modes of existence 

present in the sanatorium - the cavorting and excessive indulgence of the patients, the 

ironic flippancy of Behrens, the inconsistencies of Settembrini and the presence of 

perceived normality in the reader's own mind. In this way the identity of the 

sanatorium environment, encoded in patterns of behaviour and modes of speech, is a 

perennially ambivalent phenomenon in constant dialogue xvith the other elements of 

the narrative, as it calls and is called into question. It is this aspect of narrative fiction 

which Bakhtin draws close attention to, seen in the quotation above, in which he 
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discusses the dialogic status of words in a literary text. 63 He goes on to argue: 'Every 

word is directed towards an answer and cannot escape the profound influence of the 

answering word that it anticipates'. 64 In the following discussion other languages in 

the novel Nvill be identified and the dialogic relationships that they form in the 

narrative Nvill be discussed. 

A means by which the novel achieves its sense of fate is through the language 

of mythology. Castorp's journey to Davos is intended to set him beyond the real 

world and place him within mythological abstraction. The landscape he enters at the 

Swiss border exudes a sense of foreboding. At Landquart begins 'der eigentliche 

abenteuerliche Teil der Fahrt, einjäher und zäher Aufstieg' (Zb. p. 9), which continues 

'auf Nvilder, drangvoller FelsenstraBe allen Emstes ins Hochgebirge' (ibid. ), so that 

the extreme nature of the new environment is conveyed in both physical detail and by 

attributing emotive concepts to the landscape such as 'Nvild' and 'drangvoll'. The 

narrator then notes that the change of environment also implies a complete change in 

outlook, and this is couched in mythological terms: 'Zeit, sagt man, ist Lethe; aber 

auch Femluft ist so ein Trank... ' (Zb. p. 10). Castorp's joumey allows him 

metaphorically to drink the waters of forgetfulness from the river in Hades, and this 

reference indicates the symbolic descent inherent in his journey upwards. More 

importantly, the narrator's comment demonstrates that the traditionally fixed notions 

of time and space can in fact be deposed and invaded one by the other. In his article 

'Davos als mythischer Ort', Heftrich notes that the origin of the notion of space taking 

over the role of time ('Femluft' functioning as 'Zeit') is Gurnemanz in Wagner's 

63 Bakhtin, M. (Texas, 1999), p. 279. 
64 ibid. pp. 279-80. 
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Pat-sifal who says: 'Du siehst mein Sohn / zum Raum wird hier die Zeit. 65 Claude 

Ldvi-Strauss sees Gumemanz's statement as 'die Nvohl tiefgreifendste Definition des 

Mythos' and thus recognises the significance of mythology as a forum in which one 

ideological paradigm can be expressed in terms of another. 66 It is the dialogic real- 

unreal world of mythology which permits this. In Der Zatiberberg the mythological 

charge of the narrative facilitates the strong sense of ambivalence in which objects, 

individuals and states of affairs are ostensibly real and simultaneously loaded Nvith 

additional, and often contradictory meaning. 

In the sanatorium various elements conspire to perpetuate the sense of fate. 

The Herrenreiter's cough echoes through the building, underlining the nature of the 

environment as a place of illness and disruption, and Behrens' greeting is also a 

diagnosis of anaernia made on sight, lending him an air of supernatural omniscience. 

The X-ray facility increases Behrens' powers of insight, allowing him to look beyond 

the surface of the individual at his or her inner life. He even causes Castorp to look 

into. his own grave Nvhen he sees the skeleton of his hand. There is then a conflict 

between the scientific realities as things in themselves and the mythological charge 

they gain in the narrative context. When Krokowski arrives in Castorp's room after 

the diagnosis of his illness it is 'als sei er durch die Luft gekornmen' (Zb. p. 263), 

implying an ability to transcend the laws of physics. Von Mylendonk's enthusiasm to 

sell a thermometer introduces Mercury, the messenger of the gods, into the narrative 

and her prediction that Mercury will rise, 'Wird schon steigen, Nvird schon 

emporwandem, der Merkurius! ' (Zb. p. 232), is an incantation, as it were, inflicting 

illness on the patient. Many of the mythological references originate Nvith Settembrini. 

63 Heftrich, E., 'Davos als Mythischer Ort, in Thomas Mann Studien XI (Frankfurt, 1994), pp. 225-48. 
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He quotes Homer, Virgil, Goethe's Faust and establishes the idea that the mountain 

world of the sanatorium is the underworld, inverting the notions of up and down. It is 

Settembrini Nvho adds the mythological names to the characters - Behrens and 

Krokowski are Rhadamanthus and Minos, while von Mylendonk is the oPposite of 

'der Mediceischen Venus' (Zb. p. 86). The implications of Settembrini's loaded 

language remain in excess of Castorp's comprehension, Nvho, for example, confuses 

Rhadamanth, the judge of the underworld, Nvith Radames from Verdi's Aida. 

Settembrini calls Behrens a 'Satanskerl' and casts a dubious veil over the medical 

staff. Ulrich Karthaus interprets Settembrini as a mythological overseer of Castorp's 

journey into the snowy landscape who follows him 'in mythologisch bedeutsamer 

Pose [ ... ] nämlich »auf seinen Stock gestützt, die Füße anmutig gekreuzt«'. 67 What 

Karthaus fails to note is that the sense of Settembrini as a mythological companion 

does not last long and he returns home feeling rather self-satisfied while Castorp is 

left to confront the elements on his own. In this Nvay the ambivalent tenor of the 

narrative is strengthened. 

What is significant about the mythological and at times supernatural 

references in Der Zaitberberg - Behrens' diagnosis of illness on sight, the subsequent 

discovery of tuberculosis, Mercury as the herald of disease, the notion of Behrens as 

judge of the underworld - is that although they appear to plot a fated course for 

Castorp, the extent to which he follows this course is highly questionable, for Castorp 

eventually breaks away from the hold of the mountain. Once mythological language 

has been assimilated into a comic narrative it can no longer contribute to tragic 

demise as it does, for example, in Der Tod in Penedig. While it appears that 

66 C. f L6vi-Strauss, C., Von Chr6tien de Troyes bis Richard Vagner' in EqLsi al Pro-zrammheft I der NL 
BWeuther Festspiele (Bayreuth, 1975), p. 11. 
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mythological signs plot a fated course for Castorp, it is in reality Joachim Nvho is 

doomed. Castorp, on the other hand, survives the potentially fatal snow stonn and his 

illness is never a serious cause for concern. Many of the mythological references are 

undermined by the comic force of the situation. Von Mylendonk's desire to see 

mercury rise is more ridiculous bravado than mythological divination. Most of 

Settembrini's remarks are so over stated that he only makes himself appear eccentric. 

Consider his reason for not accompanying Castorp skiing: 'Auch in die Berge Nvarde 

ich Sie begleiten, würde mit Ihnen fahren, Flügelschuhe an den Füßen, wie Mercurio, 

aber ich darf es nicht' (Zb. p. 646). The hyperbolic import of Settembrini's comment 

merely goes to underline the point that here is no winged messenger from the gods, 

only a ivindbag full of nice rhetoric gleaned from a fanatical reading of the 

Enlightenment but signifying very little. 

Heftrich traces the sources of Mann's classical and literary references in detail 

and shows how they are integrated into the fabric of the narrative, He identifies, for 

example, the source of Mann's reference to the river in Hades as the sixth book of 

Virgil's Aeneid, and states that 'das zahlt im Roman zurn. n6tigen HintergrundNvissen 

des mythologischen Zentralkapitels, Hans Castorps Schneetraurn '. 68 This is indeed 

the case, but Heftrich fails to explain in what way this background knowledge is 

necessary to an interpretation of the narrative. Heftrich comes closer to an 

understanding of the function of myth in Der Zaziberberg when he states: 'In Mythos 

kann vieles, auch gerade das Gegensätzliche, als die Einheit des Ambivalenten 

erscheinen'. 69 He only sees this, however, in so far as the sanatorium can be the 

underworld one moment and the Blocksberg the next. It is more the case that in Der 

67 Karthaus, U., 'Der Zatiberberg - cin Zeitroman' DV 
'58 Hefirich, E. (Frankfurt a. M., 1994), p. 238. 

IjS, 44 (1970), p. 283. 
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Zaziberberg an omnipresence of opposites can be held in place in an 'Einheit des 

Ambivalenten', because within the narrative mythological references are inherently 

dialogic. It is less the case that the 'Berghof is a sanatorium one moment and the 

Blocksberg the next as that, as a construct of language, it is simultaneously a 

tuberculosis sanatorium and a mythologically charged forum, and in any one reading 

of the environment all other possible readings are simultaneously present. Placed in 

the rarefied environment and abstracted from daily life, Settembrini's remarks do 

have a strong import - these characters are not ordinary men in the street, and so his 

comments retain a degree of authority. On the other hand, Settembrini is a 

'Windbeutel' Nvho likes the sound of his own voice. He argues inconsistently and 

enjoys lewd glances at the ladies. It is not possible to read Settembrini as now a 

member of the literati, now an 'organ grinder' trotting out someone else's tune; 

instead he is simultaneously both, as one aspect of his character constantly coexists 

with and debates Nvith all other aspects. 

An understanding of the heteroglot universe of the sanatorium is often only 

available to the reader but not to the characters who inhabit this world. Mythological 

references do not therefore contribute in any significant way to Castorp's 

understanding of his situation, but instead are a guide to the reader and enhance the 

sense of the fated course on which Castorp has embarked, a sense which must 

constantly be in debate Nvith a range of other possibilities. Nor do the mythological 

references function like the background figures in Der Tod in Venedig which plot 

Aschenbach's fated course. Although the mythological undertones do imply a 

predestined route for Castorp, the heteroglossia of the novel rescues the narrative 

from a monologic perspective based on mythological references. The languages of 

69 ibid. p. 244. 
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mythology are forced to mingle Nvith the other languages and while they retain their 

ability to imply a sense of fated destiny, they are also relativised by the linguistic 

environment in which they are forced to answer other languages, such as the 

regenerative comic language of carnival and the language of sensual indulgence. 

While mythological implications are undoubtedly present in the text, the fact remains 

that Castorp is, at one level, on holiday in a very real and familiar (institutionalised) 

world. It is essential that the real world remains recognisable in the narrative so that 

the possibility of real, meaningful life is never precluded. The mythological 

environment is not given precedence but it does comment on the real world and offers 

the possibility of more intense and complex - but also more questionable - experience. 

A second discourse related to the language of mythology and one which is 

stylistically significant in Der Zauberberg is the language of religion. This discourse 

carries with it the sense of authority connoted by the church and its importance in 

structuring European society. In Der Zauberherg the institutions of the church 

undergo a revaluation through a comic portrayal in which the discourse of religion is 

cut through by other discourses so that its position of authority is challenged. There 

are three basic focuses for the language of religion. First there is religious belief and 

ceremony as a means for coming to terms Nvith tragedy. Secondly there is the figure 

of Peeperkom whose language is larded Nvith references to the life of Christ. Reed 

notes that the main influence on Thomas Mann for Peeperkorn's devotion to 

sensuality and creed of 'der Mensch ist g6ttlich sofern er fiffilt' (Zb. p. 825) Nvas 

Nietzsche, 'in whose life the religious terms of the Peeperkorn episode - Dionysos 

and the Crucified - come together' . 
70 Thirdly there is the figure of Naphta, the Jesuit 

terrorist of Jewish descent, who embodies religious fervour but is characterised as the 
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conflation of disparate forms of religious and political extremism. It is important to 

emphasise that these characters and the theme of religion are embodied both in the 

languages spoken and in the narrative description and comment. 

It is the religious ceremony which gave form to the deaths in young Castorp's 

family, and it is Nvith ceremony that individuals come to terms Nvith death. Religious 

ceremony functions as a language which allows individuals to articulate the 

experience of death in a manner Nvith which they can come to terms. In the 

disorientating environment of the 'Berghof, religious practices are also subverted and 

the significance of religious rites is subordinated to the force of living in the 

institution. As a place of misrule the sanatorium subverts religious practices for its 

own ends. This carnivalesque inversion means that in the envirom-nent where death is 

an omnipresent reality Nvith which patients must live, religion is not so much used as a 

comfort but as a means to seal the patients' fate; those patients diagnosed as 

terminally ill have the last rites of the church forced upon them as confirmation of 

their medical diagnosis. Joachim gives a highly comic explanation of the problems 

often encountered by the authorities in administering this sacrament. The young 

Flujus crawls under the blankets in order to avoid the priest, protests and kicks her 

legs, but £es nützte ihr nichts, das Sterbesakrament mußte sie haben' (Zb. p. 77). 

Joachim sees it as 'eine unverzeihliche Schlappheit'(ibid. ) that people should behave 

with such a lack of decorum and he commends Behrens' attitude to these patients: 'er 

hat genau den richtigen Ton in solchen Fftllen' (Zb. p. 78), and that tone is simply the 

reproach: 'Stellen Sie sich nicht so an! '(ibid. ). The comic value of the scene is 

produced Nvhen the language of solemn religion is subordinated to the official 

procedures of the 'Berghof' routine. The last rites become a means to ensure the 

70 Reed, T. J. (Oxford, 1995), p. 260. 
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'Exitus' of the patient rather than a means to instil comfort by ensuring eternal 

salvation. Because in these instances the moment of comedy is also the moment of 

personal tragedy for the dying person, the very language which is perhaps most 

crucial in the face of death is noticeably absent from Behrens' authoritative flippancy. 

Yet the sense of tragedy inherent in the comic moment legitimates the role of 

religious discourse - the flouting of convention draws attention to the necessity of 

that convention. In this way the discourse of religion perpetuates the strong sense of 

ambivalence in the text by being both open to derision and of central importance, 

because ceremony and religious discourse constitute, as I have said, one of the few 

ways open to individuals to come to terms with the reality of death - even if the core 

of belief has been so hollowed out that they are merely a means of "not making a 

fuss" before oneself or others. 

If characters in Der Zauberberg are defined in terms of their discourse then 

one of the most significant players on the 'Berghof' stage must be Peeperk-orn, for his 

language is perhaps the most disjointed and incoherent, and yet it communicates a 

massive amount. Peeperkorn. is a commanding presence in the sanatorium and elicits 

obeisance Nvith an extra-linguistic, magnetic force. When he stands to speak, the 

patients are hanging on his every word, and yet his discourse has little sense of logic 

or cohesion. When he has finished speaking the patients believe they have heard 

something of essential importance but the content of his speech is generally a list of 

unrelated words concluding with his ubiquitous 'erledigt'. It is central to 

Peeperkom's function in the narrative that he does not engage in abstract, cerebral 

debate. If the intellectual climate in which Der Zauberberg evolved challenges the 

linguistic basis of communication, Peeperkom circumvents the necessity to express 

sensation in terms of language and instead recreates the sensation itself through the 
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import of his language and by the practice, as opposed to creed, of hedonism. His 

role is to facilitate sensual experience by replacing abstract theoretical religion Nvith 

practical experience, in this case excessive indulgence. Nevertheless, the idiom is 

that of religious devotion to the cause so that there is a conflict between the language 

of Christian religion and the language of sensual indulgence. A closer examination of 

the language and structure of narrative surrounding Peeperkom Nvill reveal its 

religious intertext. 

Peeperkorn arrives in the sanatorium Nvith Clawdia simply because she does not 

know what else to do with this rich and sensual lover who is suffering from a tropical 

disease. Peeperkorn is immediately established in Castorp's mind as competition for 

Clawdia's affection. The religious idiom which surrounds Peeperkom is brought into 

dialogue with the great man's illness and imminent demise. The mountain becomes 

his last resting place before death, a point underlined by Clawdia who feels that it 

would be wrong 'ihn sozusagen in Gethsemane im Stich zu lassen' (Zb. p. 818). 

Peeperkorn's demise is characterised by his increasing inability to indulge in sensual 

pleasure, and impotence is, as he admits to Hans Castorp, his greatest despair. This 

despair is compounded Nvhen he recognises that there has been a sexual liaison 

between Castorp and Clawdia, made evident by Castorp's refusal to kiss Clawdia in 

his presence, an obvious reversal of the pre-crucifixion scene when Castorp refuses 

to kiss Clawdia on the head. Whereas Christ was betrayed by a kiss, Castorp and 

ClaNvdia are betrayed because Castorp refuses to kiss her. Peeperkom is also betrayed 

by the refusal of the kiss, recognising that Castorp has genuine feelings for Clawdia as 

he cannot engage in a display of platonic affection. 

The Peeperkom scenes are heavily larded %vith imagery from the story of 

Christ's crucifixion. In the chapter Vingt et tin Peeperk-orn invites the assembled 
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company to food and drink, and the occasion becomes a carnivalesque Last Supper. 

As the night wears on, the patients become tired and fall asleep. Peeperk-orn quotes 

the words of Christ: 'Bleibt hie und wachet mit mir', and goes on to quote: 'Ach, 

wollt ihr nun schlafen und ruhen? Siehe die Stunde ist hie' (Zb. p. 778). These are the 

words used by Christ in Gethsemane to acknowledge his imminent crucifixion. In the 

context of hedonistic indulgence, Peeperkorn's life can be seen to depend on the 

guests enjoying themselves in his company, and an end to this en oyment implies his j 

metaphorical crucifixion. The conclusion to the Peeperkom narrative takes place at 

the waterfall. In the acting out of a symbolic Eucharist we see Peeperkorn as the 

suffering Christ. The communion Nvine is raised, but drunk in three gulps - the 

symbolism of a suffering Christ co-exists eerily in the Bacchic celebration (cf Zb. 

p. 850). This gesture is coterminous Nvith Peeperkom's philosophy of feeling - 

holiness is not an abstract spiritual quality but a real, living enjoyment of life's 

sensual possibilities. Peeperkom's suicide is the result of his loss of ability to 

indulge. It is, as ClaNvdia notes, an abdication - he is no longer capable of fulfilling his 

role in life so therefore his life must be ended. Peeperkorn has been characterised by 

the conflation of the language of religious devotion and the language of Bacchic 

indulgence. When one language loses its force the other loses its relevance. Once 

Peeperkorn has no sensuality in which to indulge he has nothing to which he must 

remain faithful and his only option is to end his life, it having lost its sense of 

meaning and purpose. 

The Jesuit, Naphta, embodies a staunch religious and ascetic fanaticism. His 

father is the JeNvish butcher, and so the young Naphta's formative experiences take 

place in an environment where the infliction of extreme pain and suffering is the 

counterpart to purity of the soul. Naphta's father dies a gruesome death of crucifixion 
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and immolation, but this again has overtones of purification. Naphta's education xvith 

the Jesuits is another example of severe austerity imposed on the body for the 

cultivation of a pure soul, and this is the philosophy which Naphta, %vould impose on 

the world. Ms battle cry is 'Schrecken zum Heile der Welt' (Zb. p. 551). While 

Settembrini occupies a moderate, liberal humanist centre ground morally and 

politically, Naphta is a more complex individual, characterised by an omnipresence of 

conflicting ideologies, or as Anthony Grenville writes: 'In his very being, Naphta, the 

ex-JeNvish, ex-Marxist Jesuit is precisely a combination of antitheses' .71 Naphta sees 

contradiction and antitheses as structures of a high order. He remarks: 'Der 

Dualismus, die Antithese, das ist das bewegende, das leidenschaftliche, das 

dialektische, das geistreiche Prinzip* (Zb. p. 512). 

Naphta's religious conviction lies in the promotion of spiritual distinction, to 

be achieved in the mortification of the flesh. His religious references are to 

incitements to brutalism such as Pope Gregory's 'Verflucht sei der Mensch, der sein 

Schwert zurückhält vom Blute' (Zb. p. 549). Naphta rejects Settembrini's belief in 

human reason, preferring a faith in the doctrines and dogma of the church and quoting 

Saint Augustine: 'Ich glaube, damit ich erkenne' (Zb. p. 543). He believes in 

restricting personal freedom by denying intellectual freedom and would, as Grenville 

notes, revert to 'a universal medieval, Papal theocracy governed by inquisitional 

72 
methods'. In Naphta's room the narrator draws the reader's attention to the pietA, 

the brutal medieval depiction of Christ's suffering and death. The narrator describes 

this as 'etNvas innig Schreckhaftes' (Zb. p. 537). The pietA also depicts in art the 

epitome of purification through suffering. Naphta notes that this sculpture is in no 

71 Grenville, A., ' "Linke Leute von Rechts": Thomas Mann's Naphta and the Ideological Confluence of 
Radical Right and Radical Left in the Early Years of the Weimar Republic', Dyj_S 59 (1985), pp. 651- 
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Nvay an idealised depiction of Christ's death but is a 'radikale VerkUndigung des 

Leidens und der Fleischesschwache' (Zb. p. 538). Naphta. insists on the duality of 

spirit and flesh so that the purification of the spirit for the next world remains his 

ideal. He admits freely that education should be based on 'den absoluten Befehl, die 

eiserne Bindung, ', on 'Disziplin, Opfer, Verleugnung des Ich, Vergewaltigung der 

Pers6nlichk-eit' (Zb. p. 547). In the end Naphta admits to a belief in the necessity of 

terror as the solution to the problems of the age. This, for Naphta, can be the only 

resolution of life's dualities. He speaks of one principle that can unite 'die Askese 

und die Herrschaft' and calls this principle 'die Not%vendigkeit des Terrors' (Zb. 

p. 550). Naphta's language of religion is not therefore one to offer comfort to dying 

patients or hope of a benevolent deity, but is instead the language of war and violence 

which envisages spiritual purity. The Problem, however, with Naphta's 

argumentation is the same as that engendered by his whole person - it is the epitome 

of unattractiveness and is informed (or deformed might be the better term) by a 

fiercely paradoxical voluptuous negation of sensuousness. As Swales notes: 

'Loathing, even to the point of self-loathing, is at the heart of Naphta's dark 

pedagogy'. 73 The above examples of religious discourse have highlighted its complex 

import in the narrative. In each case, religious ceremony or doctrine is removed from 

its original context and brought into dialogue with its new comic narrative 

enviromnent so that the traditional voice of the Church clashes with the new doctrines 

of Krokowski's analysis and Peeperkorn's indulgence which the idiom of religion 

seems to legitimate. 

75, p. 654. 
72 ibid. p. 669. 
73 Swales, M. (London, 2000), p. 27. 
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Let us turn our attention to the language of science which pervades the 

narrative. Scientific discourse in Der Zaziberberg, like all other discourses, offers a 

point of view which is inevitably in dialogue with the other discourses around it. 

Moreover, scientific discourse functions like a modem rewriting of mythology so that 

perennial themes of an individual's relationship to the world he or she inhabits are 

couched in terms of the latest authority in that world - modem science. Malte, Herwig 

demonstrates clearly how Der Zauberberg uses the latest scientific thinking as a 

metaphor or modem myth by which to explain the new in terins of what has gone 

before. He writes that 'the scientific text forms the basis on which, by means of 

analogy and devices such as animism, personification and frequent changes of 

perspective, the old mythic themes of life, love and death are actualised'. 74 In this 

way the language of science functions dialogically as both an acknowledgement of 

scientific progress and as a discourse loaded Nvith the old themes of central concern to 

the humanist project of the novel. 

Let us first look at the origins of scientific discourse in Der Zauberberg. 

Christian Virchow analyses in detail Mann's sources and compares excerpts from the 

narrative with excerpts from medical textbooks. 75 Virchow shows how Mann used 

sections of the textbooks almost unaltered in order for Castorp's learning about 

science to be scientifically accurate. Large sections of the sub-chapters Humaniora 

and Forschungen are larded with scientific description taken almost verbatim from 

these works. Virchow does not, however, comment on the effect of placing scientific 

discourse directly into narrative discourse and states that his objective is simply to 

investigate the sources of Mann's narrative. Bakhtin writes that 'the prose writer 

74 Herwig, M., 'Magic Science on the Mountain' Germanic Review Vol. 74 No. 2,1999, pp. 146-55, 
p. 148. 
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makes use of words that are already populated with the social intentions of others and 

compels them to serve his own new intentions, to serve a second master'. 76 In this 

way the words bring with them an original ideology which then enters into dialogue 

Nvith other languages in the narrative context in which it is deployed. Rudi Prusok 

explains the relevance of scientific discourse thus: 'Thomas Mann's use of science is 

pervasive in that he remodels the old symbols with scientific terms, for it must be 

understood that the Weftanschauwig of modem man is no longer the structured 

hierarchy of theology but rather a scientific cosmology'. 77 The scientific language 

which Mann builds into his narrative comes Nvith the authority of modem scientific 

advances, language which occupies a privileged and ostensibly untouchable 

highground. Virchow's study demonstrates clearly how the process of adopting 

'language populated Nvith the social intentions of others' has begun in Der 

Zauberberg. In particular Mann draws on Oscar HertNvig's Allgemeine Biologie (Jena 

1920) and a Physiologie Lehrbuch by Ludimar Hermann. 

In the sub-chapter Hunzaniora we are given a description of how the body's 

finely tuned senses function: 

Dagegen bei so hoch differenzierten Lebewesen, wie Sie und ich, da beschränkt 
sich der Ehrgeiz der Haut auf die Kitzligkeit, da ist sie bloß noch Schutz- und 
Meldeorgan, aber höllisch auf dem Posten gegen alles, was dem Körper zu nahe 
treten will, - sie streckt ja sogar noch Tastapparate über sich hinaus, die Haare 
nänflich, die Körperhärchen, die [ ... 

] eine Annäherung schon spüren lassen, bevor 
die Haut selbst noch berührt iSt. 78 

The source of this passage is the Physiologie-Lehrbuch where Nve read: 

So ist es [ ... ] verständlich, daß die Haut und die exponierten Schleirnhäute die 
lebhafteste Schmerzempfindungen haben und dadurch zu wachsamen Hütem des 
Gesamtkörpers [ ... ] werden. An der Haut haften ferner die noch 
unverständlichen Empfindungen des Juckens, Kitzels und der geschlechtlichen 

75 Virchow, C., 'Medizin und Biologie in Thomas Manns Roman Der Zaltberberg. Über pysiologische 
und biologische Quellen des Autors' in Thomas Mann Studien XI (Frankfurt, 1994), pp. 117-72. 
76 Bakhtin, M. (Texas, 1998), pp. 299-300. 
77 Prusok, R., 'Science in Mann's Zäuberberg. The Concept of Space', PMLA 88 (1983), pp. 52-61, 
p. 52. 
78Zb. p. 362. 
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Wollust. Vor allem aber ist die Haut ein wichtiges Sinnesorgan, welches durch 
Tast- und Temperaturempfindungen [ 

... 
] Wahrnehmungen ermöglicht. [ 

... 
] Die 

Haare wirken zum Teil als Tastapparate, indem sie [ 
... 

] herannahende Objekte 
79 schon vor der Berührung der Haut selbst empfinden lassen. 

The Hofrat's remarks on 'Nvie Sie rot und blaB werden' also rely heavily on 

description from the Physiologie Lehrbuch. The Hofrat says 'Wir nehmen an, daB 

Verbindungen zwischen der Großhimrinde und dem Gefäßzentrum im Kopfmark 

bestehen' and in the Physiologie Lehrbuch 'Die physischen Einwirkungen auf die 

Gefäße (Schamröte, Erektion etc. ) müssen auf die Verbindungen der Großhimrinde 

mit dem Gefäßzentrum des Kopfmarks zurückgeführt iverden. 80 DraNving on 

scientific text books lends the scientific discourse a degree of authority and 

contributes to the portrayal of the sanatorium as a centre of medical excellence. The 

scientific sources also allow Mann to construct a materialist view of the individual in 

which the individual is the result of a process of physical causes and effects. Virchow 

calls the sub-chapter Forschwigetz 'ein Essay über das Geheimnis des organischen 

Seins'. 81 This sense of scientific competence is, however, only one facet of the 

sanatorium. Scientifically motivated narrative is in constant dialogue Avith Behrens' 

flippant tone, the image of death being forced upon patients and the fact that few 

patients ever leave the sanatorium cured. This omnipresent tension behind differing 

registers contributes to the overall sense of ambivalence within the narrative. 

The notion of individuals as material beings governed by a series of physical 

processes is a strong theme of the novel. The sub-chapter Hunianiora deals 

principally with the physiology of the body; we see the body as a machine in which 

the parts function according to a set plan. There is a great logic in the systems which 

79 Physiologie-Lehrbuch, p. 620. For a more detailed discussion of the genesis of this book see Virchow, 
C. in ed. T. Sprecher (Frankfurt a. M., 1995), pp 121-125. 
so ibid. p. 534. 
"1 Virchow, C., in ed. T. Sprecher (Frankfurt a. M., 1994), p. 16 1. 

CLOUD,? ) 
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the body uses and it is this logic which science always tries to uncover in order to 

explain the physical structure of the human body. In Hunianiora the Hofrat insists that 

everything the body does has a 'physischen AnlaB'. Incorporation of scientific text 

allows Mann to develop the notion that even emotional states may have a physical 

cause. Behrens asks, for example, if Castorp knows what causes goose bumps. The 

answer is a scientific explanation: 'Das ist ndnilich eine Veranstaltung der 

Hauttalgdrüsen, die die Hautschmiere absondern, so ein eiweißhaltiges, fettiges 

Sekret, wissen Sie [ ... ]' (Zb. p. 363) The chapter concludes Nvith Behrens offering a 

scientific-materialistic explanation of death. He identifies the processes of living and 

decomposition as the same - life and death are both processes of oxidation, and as 

Prusok notes 'the tubercular, by his heightened oxidation rate, is both living and dying 

more intensely. 82 Behrens distinguishes between life and death in the following 

terms: 'Leben ist, daß im Wechsel der Materie die Form erhalten bleibt' (Zb. p. 366) 

Yet this insight is relativized because extreme form, represented in the sub-chapter 

Schnee by the frozen snow flakes in their hexagonal regularity, is also contrary to the 

essence of life. For all its authoritative rhetoric, the language of science begins to 

show cracks in its ability to provide ultimate answers to the questions of life and 

death raised by Castorp, for in the context of the novel human beings are much more 

than simply material objects, and it is the heteroglot nature of the text bringing the 

language of science into dialogue Nvith other languages addressing the inner lives of 

the characters which reinforces the sense of human complexity. 

The problem encountered by the materialistic discourse is that the physiological 

processes described in objective terms by Behrens are also emotionally significant 

events for individual human beings. These moments of personal experience range 

82 Prusok, R., PMLA 88, p. 57. 
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from sexual excitement, through embarrassment to the sense of loss caused by death. 

The disjunction between scientific discourse as a means objectively to describe the 

human organism and the need to describe the human being as an affective entity is 

challenged on the level of sexual attraction. Tivice descriptions of physiological 

processes are offered in which the process is undercut by a sexual intensity which is 

both humorous and which implies another, more affective, explanation for physical 

states of affairs. The first is the Lehrer Popow's epileptic fit. The reaction which it 

provokes in the women is similar to the fit suffered by Popow: 'zugekrampfte Augen, 

offene Münder und verdrehte Oberkörper' (Zb. p. 41 1). The physiology of the 

reaction to the sight of Popow's fit is not far from the physiology of orgasm and/or the 

iconography of Hell. Sexual and religious language thus invades the description of a 

medical condition. The correspondence between the sensual-sexual and the scientific 

is confinned by Krokowski, who explains that epilepsy is an 'Orgasmus des Gehims'. 

Frau St6hr's description of a sneeze is physiologically quite accurate, but the essence 

of the event is less a physiological process than a moment of pure pleasure: 'Nvenn die 

Lust dazu gewaltig anschwelle und unwiderstehlich werde und man mit berauschter 

Miene ein paarmal stürmisch aus- und einatme, sich wonnig ergäbe und über dem 

gesegneten Ausbruch die ganze Welt vergäße` (Zb. p. 238). This could equally well be 

a description of that other build up and sudden release of tension - orgasm. 

Physiological events are on the one hand determinable processes but the significance 

of these events is often a human need for pleasure. In Frau St6hr's case the sneeze 

reveals a young married woman's frustrated sexual desires. 

The language of science perpetually runs against the problem of human feeling 

in both the emotional and physical sense. At the end of the sub-chapter Forschungen, 

Castorp falls asleep while researching in his books and the narrator mingles scientific 



52 

description of the body Nvith sensual feeling. One book is lying on Castorp's chest and 

is causing him to snore. That he should lift the book and does not is expressed in 

physiological terms: 'doch ohne daB von seiner Hirnrinde an die zusttindigen Muskeln 

order gegangen ware, es zu entfemen. ' Language of common sense is elevated to the 

language of scientific understanding of the functioning of the brain. In Castorp's 

dream Nve are told: 'Er sah das Bild des Lebens, seinen blühenden Gliederbau, die 

fleischgetragene Sch6nheit'. Beauty is now attached to the object of study - the 

objective language of physiology is cut across Nvith the affective language of aesthetic 

experience. In the personification of beauty the language of science and the language 

of sensuality cross. The description of the inside of the arms, 'namentlich unter der 

zarten Haut des Ellenbogengelenks, die Gefäße, die beiden Äste der großen Venen, 

sich blaulich abzeichneten [ ... ]' contrasts Nvith the fact that 'diese Arme Nvaren von 

unaussprechlicher Siffligkeit'. The reaction to the picture of beauty, described in 

physiological terms is 'vergehend vor Lust und Grauen'. In his dream Castorp lays 

his hand on the upper arm of beauty - 'dorthin wo die den Triceps Oberspannende, 

k6mige Haut von wonniger Kahle Nvar' . 
83 He then feels the kiss of beauty - the 

appreciation of beauty described in bare physiological terms is translated into sexual 

attraction. The two aspects of 'K6rperlichkeit' are therefore held simultaneously in 

sight - the objective physiological entity and the sentient individual who has intense 

feelings and emotions. 

Scientific discourse is employed by the narrator to avoid a superficial, emotive 

response to Joachim's death. Because the language of science is detached from the 

everyday world it has, for all its factuality, a curiously abstract effect. It appears to 

offer objectivity and allows the narrative voice to step outside the emotional situation. 

83 All references to Zb. P. 393. 
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Hence when Castorp weeps at Joachim's death the narrator draws his description 

from material found in the Physiologie-Lehi-buch: 'dies alkali sch-salzige 

Drüsenprodukt, das die Nervenerschütterung durchdringenden Schmerzes, physischen 

wie seelischen Schmerzes, unserem Körper erpreßt. Er wußte, es sei auch etwas 

Muzin und Eiweiß darin' (Zb. p. 734). In the Physiologie Lehrbuch we read under 

'Tränen' - 'Sie bilden eine [ ... ] alkalische salzig schmeckende Flüssigkeit von 99% 

Wasser, 0,8% Salzen [ ... ], 0,1% Eiweiß, etwas Muzin. 84 While Virchow has 

identified the source and scientific basis of Mann's narrative, his research does not 

illustrate the artistic purpose of the scientific discourse. First, as argued by Neumann, 

the import of the scientific language is to show that the intense personal experience is 

part of a process which provides a basis of common experience for all human beings: 

'daß hier als individuell Persönliches nur erscheint, -was doch als ein naturgegebener 

Prozeß nach zwingenden Gesetzen in allen Menschen abläuft. 285 This basis of 

common experience only serves to enhance the sense of tragedy as it underlines the 

fact that all individuals are subject to the same scientific laws which function with no 

regard for the affective side of the individual. Secondly, the authoritative tone of 

scientific language is relativized and becomes secondary in the face of real human 

tragedy. The recourse to a scientific analysis of Castorp's tears highlights the 

impotence of authoritative, scientific discourse to offer a means of coming to tenns 

with personal loss. The contrast between bare and objective scientific fact in the face 

of Joachim's tragic death is one way in which the novel grieves for Joachim. The 

tears of the mother and traditional mourning gain emotive force as the authoritative 

language of science becomes empty and largely meaningless when confronted by real 

84 Virchow, C., TMS XI, (Frankfurt, 1994) p. 133. 
85 Neumann, M., Thomas Mann: Romane (Berlin, 2001), p. 57. 
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human suffering. Language located in the official sphere of human life is wholly 

inadequate as a means for coming to terms with the reality of death. Yet, in an odd 

and disturbing way, the text allows scientific and emotional languages to coexist, for 

even at moments of extreme tragedy the individual cannot help being reminded of 

often banal details from the real world - in this case the chemical constitution of 

tears. In the end the scientific discourse underlines the fact that even moments of 

extreme tragedy and grief are subject to invasion by mundane or banal reflections. 

These seemingly banal reflections, however, in themselves point back to a real world 

outside the moment of tragedy and thus point to the inevitability of life continuing 

even in the face of tragedy for no other reason than that there is a world that continues 

to exist detached from the tragic moment. 

Although the patients live in relative luxury without the responsibilities 

imposed by life in the 'Flachland', the narrative is littered Nvith references to the fact 

that life in the sanatorium must be paid for. It is clear that while Castorp may be 

enjoying a life of suspended reality, this life is only possible because of his financial 

means. When he receives his first bill Castorp calculates that he can afford to live 

comfortably in the sanatorium for as long as he Nvants. Money, therefore, gives 

Castorp the freedom to explore new systems of thought, to research human anatomy, 

and to indulge in his obsession Nvith Clawdia Chauchat. It is Castorp Nvho introduces 

the language of economics and money into the narrative in his first long conversation 

Nvith Joachim. He is talking about the 'Elbregulierung' and says 'Wir setzen ffinfzig 

Nüllionen als sofortige einmalige Ausgabe dafür ins Budget, und du kannst überzeugt 

sein, wir wissen genau was wir tun(Zb. p. 24). While Castorp claims membership of 

the group investing in the shipping project by using the first person plural pronoun, he 

is (Nve suspect) claiming much greater influence than he has. Castorp is typically 
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distanced from the stark realities of business and finance. Ms comments on money 

are therefore akin to gossip and serve only to underline his lack of personal 

involvement in the project. As a foster child Castorp was more a financial 

proposition than an object of care - the narrator mentions that his uncle offers him a 

home, but deducts two percent from Castorp's income to cover costs. Money is also 

hinted at in conversation Nvith Behrens, one of the doctor's stock phrases being 'sine 

pecunia'. In this way Behrens underlines the fact that treatment costs money every 

time he offers a medical opinion 'sine pecunia'. The patients are also aNvare that 

Behrens is under pressure from the owners of the sanatorium to make a profit. Von 

Mylendonk emphasises cost when selling the thermometer to Castorp. He can buy a 

cheaper version, or spend more money and have, as she ironically states, 'etwas Mrs 

Leben'. Each instance of financial discourse reveals a second discourse which signals 

another characteristic of the environment. It is the deep sense of (institutional) self- 

interest which comes to the fore Nvhen money is alluded to - the sense of patient care 

is repeatedly demoted to the level of making a profit. 

Emphasis on money continually demonstrates the cold attitude of practicality 

characteristic of sanatorium life. Early in. the narrative Castorp complains about the 

way the sanatorium is profiting excessively from the patients: 'Bei der Disinfektion 

machen sie einen Schnitt, denn für 10 Franken H2C0 können sie unmöglich 

verpulvert haben, um die Amerikanerin auszuräuchem' (Zb. p. 181). The dismissive 

'auszurduchem' coupled with the emphasis on cost and profit creates a disjunction 

Nvith the personal tragedy of the American woman Nvho has died. The language of 

economics is answered by its inherent lack of human feeling. Fritz Rotbein talks at 

length about the cost of his complex surgery but dies on the operating table. The 

Herrenreiter is clearly fated to die yet he prolongs his life by consuming vast 
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quantities of oxygen. The narrator draws attention to the cost of the oxygen at six 

francs a cylinder. When the cousins go to pay their respects to his Nvidow her 

composure is noted 'in Anbetracht ihrer beklommenen Lage und besonders der hohen 

Oxygenrechnung, die der Gatte zurOckgelassen(Zb. p. 403). The tragedy of the loss of 

a husband is juxtaposed Nvith the tragedy of financial hardship, and the attitude of 

Joachim is that the Herrenreiter was going to die anyway, so he could have done so 

sooner and saved his wife some money. An irate parent also removes her son to the 

world below because of his hedonistic indulgence in women and wine. If he is going 

to die, he can do so below where the cost will be substantially lower. The language 

of economics sounds a note of pragmatism against the indulgence which takes place 

in the sanatorium, and demonstrates an absence of sympathy for the sick and dying 

Nvho are reduced to financial propositions. 

Finally, let us turn. to one of the most significant discourses in the narrative, the 

language of carnival. Joachim notes quite early in the narrative that the sanatorium is 

a strange environment where the rules of normal life are in a sense suspended. 

Speaking about the younger patients he says: 

Warum sollen sie da ernste Gesichter schneiden. Ich denke manchmal: Krankheit und 
Sterben sind eigentlich nicht ernst, sie sind mehr so eine Art Bummelei, Emst gibt es 
genaugenommen nur im Leben da unten. Ich glaube, daß du das mit der Zeit verstehen 
wirst, wenn du länger hier oben bist! 8'5 

It is thus acknowledged in the narrative that the nonnal realities of healthy life are 

suspended on the mountain and seriousness is deposed by illusion which is the 

essence of carnival. The two fonns of carnival which are most in evidence on the 

mountain are feasting and the grotesque body. Castorp's first meal is accompanied by 

expensive Nvine, he orders strong beer to drink in the morning and the meals are 

generally five course banquets. Moreover, the patients indulging in these excesses are 
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also freed from the non-nal responsibilities of daily living in the real world. They do 

not have to deal with the exigencies of a normal life and, as typified by Clawdia, their 

illness has given them freedom to live in a state of suspended reality. This is the 

essence of carnival -a suspension of day to day reality to allow a period of 

indulgence 87 
. Secondly the omnipresence of sickness can be seen as an equivalent to 

the grotesque bodily imagery of carnival. Stock writes that in the sanatorium 

Castorp's encounter Nvith love is 'the most insistent expression of our physical nature, 

of that hungering, digesting, dying body civilization tends to conceal. '88 This is the 

camivalesque body in all its grotesque physicality. Bakhtin explains that in grotesque 

realism the bodily element is extremely positive: 'It is presented not in a private, 

egotistic form, severed from other spheres of life, but as something universal, 

, 89 
representing all the people . In the sanatorium it is illness %vhich is the key to 

belonging, it is the universal element which assures a basis of equality for all patients. 

When Castorp claims to have a temperature he is immediately the centre of attention 

and the narrator states that 'unter den sieben Tischen war an diesem während des 

Frühstücks die Unterhaltung am muntersten' (Zb. p. 238). It is the sick body that 

binds the patients into a community. 

It is within the atmosphere of carnival that the various paradigms of discourse 

are free to enter into dialogue Nvith one another, and are able to point both towards 

their traditional objects and assume a more intense significance allowing them to 

point outwards, far beyond their traditional frame of signification. Let us consider 

how the carnivalesque charge of the environment allows one paradigm of discourse to 

86 Zb. p. 73. 
87 Bakhtin writes that 'carnival celebrated temporary liberation from the prevailing truth and from the 
established order; it marked the suspension of all hierarchical rank, privileges, norms, and prohibitions'. 
Bakhtin, M., Rabelais and his World (Indiana, 1984), p. 10. 
88 Stock, 1. (Jefferson and London, 1994), p. 57. 
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impinge upon an other. At the end of the Wa1purgisnacht scene, for example, the 

mingling of objective scientific description and sexual-sensual perception reaches a 

peak in Castorp's effusion on Clawdia's beauty. Castorp's speech concludes Nvith a 

clever conjoining of the scientific and sensual in the assonance of Te corps, Famour, 

la mort. The body is subject both to physiological processes and to affective 

indulgence, and the attraction extends to death in an overture to necrophilia. H. 

Hatfield has already identified the source of the discourse as Walt Whitman's 'I Sing 

the Body Electric. 90 Although Whitman's work may be considered serious poetry, if 

not achieving artistic excellence, Thomas Mann's incorporation of scientific 

description into a love scene is highly comic and renders the scientific language 

incongruous: Taisse-moi toucher d6votement de ma bouche IArteria femoralis qui 

bat au front de ta cuisse et qui se divise plus bas en les deux art6res du tibia! ' (Zb. 

p. 471). The passage is a paroxysm of intense feeling and sexual attraction, while its 

style is redolent of eighteenth century propriety and 'sensibilit6'. The languages of 

love and science, however, undercut each other to create an exaggerated sense of the 

love scene. This love eulogy is blatantly carnivalesque as it turns the inside out, so 

that the normally hidden physiological structure of the body becomes the object of 

Castorp's effusion. The sense of carnival in this instance is thus established at the 

confluence of the language of science and the language of love. 

It cannot be ignored that the language in which this carnival liberation is most 

pronounced is French. French allows for a kind of suspended reality in which Castorp 

can explore a more libertine side of his identity without impinging on his stolid day to 

day routine in the sanatorium. In the Wa1purgisnacht scene French is described as 

89 Bakhtin, M. (Indiana, 1994), p. 19. 
90 Hatfield, H., Trei Randglossen zurn Zauberberg' Euphorion 56 (1962), pp. 365-72, p. 368. 
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cparler sans parler', it is a means of keeping the experience at one remove from day to 

day realities. As a speaker of German, Castorp is a rather pedestrian and 

uncomplicated character. Clawdia characterises the German mentality as 'tr6s 6troit, 

tr6s honn6te' and tells Castorp 'Vous aimez Fordre mieux que la libert6' (Zb. p. 460). 

She also asks Castorp for a postage stamp secure in her conviction that all -%vell 

organised Germans will have such things about their person. Clawdia's assertion is 

not inaccurate as Castorp remains in all respects a rather average individual, a latter 

day Simplicissimus, who pays great attention to social decorum. Nevertheless, the 

Gennan character is also prone to descending into the abyss of endless possibility, the 

mentality which embraces extremes, and this side of Castorp's inner life is 

experienced in the French language. French is the language of libertinism, it is one 

language in which the Catholic traditions of carnival originate, a language at home in 

the suspension of reality which allows the rules of Castorp's bourgeois existence to be 

broken. It permits the dangers which Settembrini Nvarns of and subordinates 

rationality to sensual indulgence. It is, as Koopmann notes, in the liberating 

atmosphere of, for example, the Wa1purgisnacht scene that a suspension of everyday 

reality can be achieved: 

Hans Castorps Realitätssinn ist verdunkelt, die Nachtseiten seiner Existenz sind dafür 
deutlicher sichtbar geworden, das Asiatische als Wunsch nach Auflösung, als Ende aller 
bürgerlichen Ordnungsvorstellungen, als orgiastische Freiheit, als das eigentlich 
Abenteuerliche, ist hier auf seinen Höhepunkt gekomrnen. 9' 

This temporary exit from bourgeois exigencies is only possible for Castorp Nvith a 

simultaneous exit from his normal mode of speech. The mingling of German and 

French produces a form of heteroglossia which defines Castorp in terms of two 

conflicting identities - Castorp remains the German innocent while French allows him 

91 Koopmann, H., Der Schwierige Deutsche: Studien zum Werk Thomas Manns (Tübingen, 1988), p. 16. 
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to become sophisticated and to indulge in the extremes of experience which the 

sanatorium offers. 

So far we have seen how the textual fabric of Der Zauberberg is composed of a 

series of discourses or languages. It has been demonstrated that these languages are 

in constant dialogue Avith each other to the extent that any notion of a fin-n centre in 

hierarchy of experience in the narrative becomes problematic. Events in the 

sanatorium are significant less in terms of their contribution to a dynamic plot 

development than in their proclivity to add new languages to the narrative. It has 

already been noted that a feature of Der Zauberberg is the distinct lack of action in 

the narrative. Swales writes that 'we register the sequence of meals, of rest periods, 

the fascination of the daily measuring of the temperature, the excitement of the 

consultation with one of the doctors'92 , but this is about as good as it gets. Of course 

there are memorable events such as Castorp's skiing and Joachim's death, the 

Walpurgisnacht happenings and the arrival of Peeperkom. These events, however, 

are not intended to introduce a spirit of adventure, but rather contribute to the fabric 

of languages and ideologies which is the stuff of the narrative. Characters are not so 

much formed out of what they do as what they say. This is a view supported by 

Derrida xvho suggests that in literature characters tend to be formed from the language 

they speak: J ... ] the subject [ ... ] is inscribed in the language, he is a function of the 

language. He becomes a speaking subject only by conforming his speech [.. ] to the 

system of linguistic prescriptions [... ],. 93 While individuals must conform their 

speech to some conventions for communication to be possible, they do not all speak 

identically. Yet in the 'Berghof' there are aspects of discourse that are conspicuous 

92 Sivales, M., Mann: Der 7-ayberh (London, 2000), pp. 68-69. 
93 Quoted in Belsey, C. (London, 1980), p. 58. 
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due to the frequency of their use and distribution across a group of speakers, which at 

times can be direct quotation of set Nvords and phrases specific to the sanatorium 

environment. It seems, then, that the environment may have imposed a linguistic 

code on the speakers within it so that the speakers become in some Nvay defined by 

the enviromnent in which they exist. Let us now evaluate in greater detail the ways in 

which characters in Der Zauberberg are largely functions of the languages they speak, 

and examine how ideologies enshrined in language can migrate from character to 

character and from the environment to character. 

To illustrate the point let us first consider Frau St6hr. Frau St6hr is 

characterised by her extreme desire for juicy gossip, her Schadenfreude and her 

linguistic blunders. Her name immediately betrays her irritating nature; she passes on 

information given to her in confidence; she craves knowledge of other people's 

medical conditions; her endless malapropisms, which jar continuallY in the ear of our 

socially aNvare protagonist, are both humorous and tragic. Her inability to choose 

appropriate language isolates her from the socially correct behviour of her 

'Tischgenossen'. Her confusion of 'insolent' and 'insolvent' is funny, as is her 

recommendation for the playing of 'Erotika' instead of 'Eroica' at Joachm's funeral. 

Her description of a sneeze goes much deeper than a simple faux pas and, as noted 

above, could equally well be the description of an orgasm. Yet Frau St6hr remains 

blissfully unaware of the double entendre in her description. Frau St6hr is also 

superstitious, having her bed moved into the direct sunlight so that her feet are not 

towards the door. When Frau St6hr calls Peeperkom a 'Geld-Magnet' the narrator 

ignores Castorp's correction and develops the theme of Peeperkom as an intensely 

G magnetic' personality. The narrator notes: 'und wenn diejenigen, die ilm urnstanden, 

ursprünglich nur durch das Gerücht seines Reichtums mochten angezogen worden 
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sein, so war es doch sehr bald seine Persönlichkeit selbst und allein an der sie 

hingen'. (Zb. p. 760 - my italics) In this way the narrator can be seen to adopt Frau 

St6hr's malapropism to thematic advantage and thereby to reinforce her presence in 

the text. 

Settembrini is also a character very much created out of the language he speaks. 

He plays the role of a man of letters and calls himself the 'homo humanis'. He spouts 

endless humanist rhetoric and warns against the dangers of the excesses of the 

sanatorium. His warnings to Castorp in the sub-chapter Wa1purgisnacht are direct 

quotations from Faust and contribute more to the exaggerated sense of carnival than 

serve as a serious hint of imminent danger as the organ grinder trots out one more 

hackneyed melody. Yet his warning is not misplaced, as this is the night Nvhen, as 

the narrator tells us, Clawdia becomes the 'Fleisch, von dern Hans Castorp in der 

Faschingsivoche vernunftividrigenveise gekostet hatte' (Zb. p. 532). Setternbrini's 

language makes him at times appear ridiculous - he is a member of the 

'Internationaler Bund für die Organisierung des Fortschritts' (Zb. p. 336), and their 

publication Nvill be a 'Soziologie der Leiden' (Zb. p. 338). Settembrini is a staunch 

believer in the Voltarian notion of reason as the only means to overcome adversity, 

and when his 'Weltbund der Freimaurer' is founded its war cry will be 'Ecrasez 

Finf-ame' (Zb. p. 703). Settembrini's ideas are, however, exaggerated and often render 

him ridiculous. In his discussions Nvith Naphta he is usually the underdog and most of 

his references to classical antiquity are lost on Castorp. He pretends to be an expert 

on skiing equipment as he can use the jargon and as Castorp sets off into the snow he 

shouts a clich6d warning to be careful. The language he uses often appears to be little 

more than empty words, devoid of any substantial meaning. Because much of his 
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language is a regurgitation of the ideas of other people he does appear to be the 

'Drehorgelmann', playing someone else's tune. 

Nevertheless, Settembrini is at heart a decent fellow, and Castorp recognises 

this as he skis into the blizzard. He begins: 'Ach ja, du pddagogischer Satana mit 

deiner ragione und ribellione, dachte er' (Zb. p. 65 1). Castorp leams to treat 

Settembrini Nvith a degree of distance, remaining fond of his principles but realising 

that they often amount to little more than rhetoric. He goes on: '10brigens habe ich 

dich gern. Du bist zwar ein Windbeutel und Drehorgelmann, aber du meinst es gut, 

meinst es besser und bist mir lieber als der scharfe kleine Jesuit und Terrorist [ ], 

(ibid. ). Settembrini is therefore a conflation of literary languages expressing good 

intentions but ones which are inadequate in a practical sense. As Stock notes, 

Settembrini's eloquence amounts merely to 'the glib repetition of stale and self- 

gratifying verbal poS&. 94 Settembrini, however, remains an extremely benevolent 

character and while his assertion that most human suffering is caused by bad social 

organisation is superficial, the basic sentiment behind his assertion and the desire for 

human progress is endearing. In this way the language which Settembrini speaks 

contributes to the fundamentally ambivalent nature of his character which sees him 

derided for his superficial pompousness and venerated because of his humanity. 

The language used by Behrens also reveals much about his character. We are 

told that he came to the sanatorium with his sick wife and after her death he 

remained, unable to leave the place where his wife is buried. His work seems to be a 

refuge for the man with the sad 'blau quellende Augen. If death has robbed Behrens' 

life of a sense of meaningful direction, this is reflected in the language he speaks. His 

language is a conflation. of advanced medical terminology and jargon, a flippant 
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familiarity and overtly sexual references. In the sub-chapter Hunianiora, Behrens can 

explain the physiology of the human body in detail using technical language. He 

speak-s of 'vasmotorischen Nerven', 'die vasa lymphatica', 'Myosinogen', 

'Muskelfibrin' but also explains that on the female body fat is to be found 'Nvo ein 

biBchen was los ist Mr Herz und Hand. His coffee set is decorated Nvith obscene 

images and he calls it 'so ein Gerat fur alleinstehende Herren'. He has probably also 

had a sexual liaison with Clawdia. In the X-ray room he tells Castorp to hug a board 

and imagine that it is something more sensual. Behrens's language also has an air of 

casual flippancy. At the dinner table he explains candidly how a dead body explodes 

and is then 'gesellsehaftsfdhig' as it has 'ausgestunken' (Zb. p. 598). His attitude to 

the dying lacks reverence and he chastises them with the colloquial 'Stellen Sie sich 

nicht so an! ' when they refuse the last rites of the church. In the above discussion of 

co-existing languages it Nvas emphasised that one language does not achieve 

hegemony over the other, but all languages remain omnipresent creating a strong 

sense of ambivalence. This, too, is the case with the languages that converge to 

characterise the individuals in the sanatorium. The languages do not sit comfortably 

with one another and thus produce a perpetual disjointedness. It is this very 

disjointedness which creates the dynamism of Mann's fictional universe in Der 

Zauberberg. 

I have already referred to Derrida's argument to the effect that the subject 

achieves his identity as a speaker by 'conforming his speech' to certain pre-existent 

linguistic systems. It has been noted above how Belsey understands the human 

subject as being 'constructed in language and in discourse' as are our ideologies 

94 Stock, I. (London, 1994), p. 60. 
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because 'the symbolic order in its discursive use is closely related to ideology. 95 In 

this way identity can be seen to derive from the language spoken by any given 

individual and the development of an individual implies the development of the 

individual's language. It is a core feature of Hans Castorp's character that he wants to 

belong in the sanatorium. As he strives to achieve this belonging there are marked 

changes in his speech and behaviour which allow the reader to plot his integration 

into the 'Berghof society and the extent to which he is influenced by Settembrini. 

On several occasions Castorp imitates gestures and facial expression in order to 

explore a given experience. He is fascinated by Clawdia's lax attitude and in order to 

explore the inner state of which it is a manifestation he slouches in the same slovenly 

manner as her. The first dying person Castorp sees is by chance a young man and he 

is struck by his eyes: 'wie bedeutend der Blick seiner übergroßen Augen gewesen 

war', and so Castorp attempts the same facial expression: 'Hans Castorp [] 

versuchte unwillkürlich, ebenso große, bedeutende und langsame Augen wie der 

Moribundus zu machen' (Zb. p. 148). However, with this strange expression on his 

face he immediately encounters Madame Chauchat and looks quite ridiculous. The 

point is therefore made that a facial expression is not enough to share the experience 

of a dying man nor can he enter Clawdia's psyche by imitating her physical posture. 

While Castorp is adopting behaviour which is intended to give him access to the 

institutions of the sanatorium it is in the end his superficiality which is castigated. 

The rules of the (gestural or linguistic) system do not capture the density of human 

selthood. 

Castorp has tried to occupy the space of the 'other' in order to achieve a parity 

of experience and his attempts are unsuccessful. Nevertheless a much more insidious 

9'Belsey C, (London, 1980), p. 61. 



66 

process of transfer of point of view is at work in the novel. It is not a process by 

which characters can simply choose to step out of or into a given pattern of thought 

but it is rather the environment that begins to ingrain itself in various individuals - 

and this is evidenced in the slippages and exchangeability of the languages characters 

speak. The transfer of language between characters, then, represents a concomitant 

transfer of point of view. When Castorp, arrives in Davos his cousin Joachim already 

speaks the language of the institution. He explains his medical condition in unusually 

preeise terins saying: 'und dann sind auch im zweiten Interkostalraum Geräusche' 

(Zb. p. 15). This precision is indicative of the patient's preoccupation with the details 

of illness. Later he tells Castorp, who thinks he has caught a cold, that 'Erkgltungen 

sind hier nicht regus [ ... ] sie kommen offiziell bei der großen Lufttrockenheit nicht 

vor' (Zb. p. 228). Joachim's language reflects the extent to which the official image 

of the institution has become ingrained in his mind. Even if there is a hint of irony in 

this last remark, he is too much a part of the envirom-nent not to understand its 

machinations, and it seems that the language used to promote the institution must be 

respected to a significant degree. Joachim has also adopted an attitude of indifference 

which is endemic in the environment. This is evident in his physical gesture as he 

e zuweilen so wegwerfend-heftig mit den Achseln zuckte, wie er früher nie und 

nimmer getan' (Zb. p. 203). By considering Joachim's language (and gestures) it can 

be seen that he is slowly becoming part of his environment even if he maintains an 

obstinate desire to leave. 

Castorp, too, begins to adopt the language of his environment, as he seeks 

membership of the sanatorium society. At his arrival Castorp tends to speak the 

formal language becoming of a young man from Hamburg's upper middle class. The 

new languages which Castorp begins to acquire in the sanatorium draw attention to 
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themselves by sitting uncomfortably Nvith his previous mode of speech. Castorp tells 

joachim about his purchase of the thermometer and protests that his illness is more 

than a cold saying that anything else is 'Schnickschnack'. 'Schnickschnack' is von 

Mylendonk"s word, used only a few pages earlier to express her disdain for attitudes 

originating in the real world below: 'das ist doch ein Schnickschnack von unten' (Zb. 

p. 230). Adopting so blatantly a word from the idiom of von Mylendonk reveals the 

extent to which he has already, at a psychological level, begun the process of 

belonging. He begins to refer to the 'Flachland' (Zb. p. 225) and hence acknowledges 

the disjunction between the two conflicting ideological motivations of the mountain 

environment and the world below. Castorp's somewhat callous speculation on the 

son of Tous-les-deux is again rooted in the language of the sanatorium: 'vielleicht 

haben sie ihn abgeholt während einer Mahlzeit'. Not only has Castorp grasped the 

way in which death is covered in a veil of secrecy, but he has also adopted the tone of 

indifference Nvith which the patients treat the suffering of others by placing the 

tragedy of death on the same plane of importance as the copious meals. Later when 

he enquires of Tous-les-deux about her son, he is more concerned about the accuracy 

of his French than the woman's personal tragedy. The invasion of Castorp's language 

by the forms of discourse originating in the sanatorium plots his gradual integration 

into the ideologies of that environment. 

Castorp is easily impressed by the doctors and the language of science which 

surrounds him. He repeats what the doctors tell him Nvith an uncanny enthusiasm. He 

reports Behrens' remark that if he hadn't come to the sanatorium he would have 

become seriously ill, noting Ihat: 'wenn ich es im Flachland noch eine Weile so 

weiter getrieben hätte, so wäre womöglich mir nichts dir nichts mein ganzer 

Lungenlappen zum Teufel gegangen` (Zb. p. 256). The sentence is awash Nvith 
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phrases quoted directly from Behrens, yet they have become Castorp's own language. 

Castorp also repeats Krokowski's definition of his illness almost verbatim: 'eine Art 

von Vergiftung, von Selbstvergiftung des Organismus' (ibid. ). He speaks of his 

'frische Stelle' (p. 270), he refers to a 'Rippensektion' saying 'bei der es auf Biegen 

und Brechen gegangen war' (p. 307), and tells Settembrini that the sanatorium is 'kein 

sibirisches BergNverk' (p. 332). He speaks often of the 'SchNveren und Moribunden', 

incorporates the phrases 'ad penates', 'sine pecunia' and in one instance quotes 

Behrens back to him saying 'als Sie mit wogendem Busen abtanzen wollten' (Zb. 

p. 482), a reference to Behrens smoking a cigar which was too strong. 

Another significant influence on Castorp is, of course, Settembrini, and it is also 

the case that much of Settembrini's language is absorbed by Castorp. When a letter 

arrives announcing Joachim's return, Castorp's reaction is 'Szo, szo, szo! Szieh! 

Szieh! Szieh! ' This implies an attitude of superiority or a kind of omniscience which 

implies that Castorp knew all along that Joachim would return, but this is also a 

jokingly parodistic quotation of Settembrini's italianate 'So, so, so', and 'Sieh, sieh, 

sieh' (p. 82), as he tells Castorp that rather than ascend a mountain he has begun a 

metaphorical descent to the underworld. The only difference is that Castorp's words 

are a germanicised repetition of Settembrini's phrase, and the same self-satisfied 

condescension remains, inherited from Settembrini. Castorp accepts the validity of 

Settembrini's rhetoric almost unquestioningly, and this is seen in his candid use of 

Setternbrini's terms such as 'obwohl ich nicht einmal ein homo humanus bin'(Zb. 

p. 275 and repeated on p. 45 1) or 'ich bin und bleibe ein Sorgenkind des Lebens' (Zb. 

p. 443). Castorp also takes over Settembrini's dismissive style of referring to Behrens: 

'Rhadamanth hat mir nie was Bestimmtes aufgebrummt' (Zb. p. 443). He uses the 

phrase 'Placet experiri! ' and at one point Joachim says to him 'nun sagst du 
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>Menschheit< Nvie Settembrini' (Zb. p. 506). Speaking to Clawdia about Joachim, 

Castorp again draws heavily on Settembrini's language: 'Ja, er war brav. Rbadamanth 

sprach immer von seinem Biereifer [.. ] Rebellio camis heißt es bei den Jesuiten'. 96 In 

this last example the words, however, begin to assume a bizarre incongruity as the 

connoted meanings refuse to coalesce - there is no coherent relevance between the 

judge of the underworld, Joachim's desire to return to his regiment, the Jesuits and 

the rebellion of the flesh. 

It is Castorp's uncritical absorption of the languages surrounding him which 

contributes to the argument against Dei- Zauberberg as a Bildungsroman. Castorp is 

impressed Nvith ideas and opinions he encounters and attempts to integrate these into 

this understanding. It is also the case that the languages of the enviromnent invade 

his own vocabulary. Only imperfectly, however, does Castorp integrate the new ideas 

which his changing use of language implies into a coherent view of the world. 

Instead, the elements of knowledge which Castorp picks up remain discrete facts 

which, from time to time, he pulls out in public in an attempt to impress, which 

usually fails as his comment is not quite appropriate. In the sub-chapter Hinnaniora 

Castorp, attempts to draw together the areas of art, theology, law, medicine and letters 

into a basic theory of humanism. The ideas are clearly prompted by his discussions 

Nvith Settembrini, but he produces little more than incoherent garble, and the 

narrator's conclusion is simply: 'ob er sich dessen nicht schäme, was er da aus dem 

Stegreif zusarnmengeredet' (Zb. p. 358). When Behrens produces his coffee set Nvith 

its obscene decoration Castorp comments that 'Die Alten sollen ja so etwas 

gelegentlich auf ihren Särgen angebracht haben. Das Obszöne und das Heilige war 

ihnen geNvissermaBen ein und dasselbe' (Zb. p. 360). Again, in his desire to prove his 

96 Also quoted to Joachim on his return to the sanatorium. Zb. p. 690. 
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knowledge Castorp, has merely repeated verbatim information which he has taken 

from Settembrini. At one level, there is a kind of learning process involved; but at 

another level, Castorp shows himself to be little more than one more 'organ grinder' 

uttering platitudes. 

The effusion on Clawdia's body in the Wa1purgisnacht scene (quoted above) is 

a highly inappropriate overture to a lover and yet it is an expression of the deep 

fascination which the human body holds for Castorp. The comic tone demonstrates 

that although Castorp has learnt scientific facts, he is not able to 
-integrate 

these facts 

appropriately into his experience. Throughout the narrative Castorp, rarely integrates 

a moment of insight into his experience, and in the later discussions between 

Settembrini and Naphta he remains impressed by the discussion but recognises that he 

is unable fully to understand their debate: 'Ich habe scharf aufgepaBt', he says 'aber 

klar ist die Sache mir nicht geworden, ich fand im Gegenteil, die Konfusion war groß, 

die herauskam bei ihren Reden' (Zb. p. 528). His subsequent criticism of Joachim for 

committing 'Weltentz, %vciung' (e. g. Zb. p. 529) is another direct quotation of 

Settembrini, but the reader cannot help feel that Castorp is not quite sure what this 

actually implies. When Castorp claims to be in agreement Nvith Settembrini, the 

humanist interrupts and tells him to pay attention and to learn: 'Walmen Sie nicht, 

sich von zu Hause aus viel denken zu können, sondern suchen Sie, aufzunehmen und 

zu verarbeiten [ ... ] was ich Ihnen zweitens einzuprägen im Begriffe bin' (Zb. p. 702). 

Settembrini can only bury his head in his hands -%vhen Castorp attempts to agreewith 

Naphta, using an anecdote from his school days, as Castorp, in his opinion, has again 

missed the point. Castorp's changing language shows how he attempts to align 

himself with new points of view and identities which encountered in the sanatorium. 

The integration of its stock phrases shows his increasing allegiance to his new 
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environment, while his incorporation of phrases and ideas taken from Behrens and 

Settembrini demonstrates his fascination with the new ideas he encounters. However, 

the clumsiness with which he repeats memorised detail belies his ability to integrate 

fully into the new system of ideas he has encountered and it can be argued that 

Castorp is always held at one remove from real education. It is by assimilating 

borrowed phrases from his new environment to the extent that they become second 

nature that Castorp's learning develops in the sanatorium, so that they can at best only 

ever have the appearance of real meaning. 

If Der Zauberberg is part of an intellectual tradition which challenges fixity and 

explores the possibilities of relativism, then the traditional fixed centre of narrative 

fiction is also called into question i. e. the notion of a reliable, omniscient narrator. 

Because the narrative voice in Der Zauberberg also speaks a conflation of languages, 

it too functions like the other characters and does not constitute a single, monologic 

and consistent point of view, which allows its position of authority to be perpetually 

challenged. In subsequent sections the narrative voice Nvill be analysed in greater 

detail; for now it is my intention simply to show disunity, in tenns of the languages it 

speaks, in the voice -%vhich tells the story. In the early stages of the narrative, the 

narrative voice acknowledges the language of the sanatorium and the other patients 

with quotation marks, and tends to treat the stock phrases of the environment Nvith a 

degree of ironic detachment. He (while one cannot, of course, be sure of the gender, 

there are, as Nvill be seen in later sections, good reasons for using the masculine form 

of the pronoun, such as the narrator's fascination Nvith female bodies) draws on the 

language of Frau St6hr, saying that Castorp goes around 'mit dem >>Blauen 

Heinrich<< in der Tasche' (Zb. p. 203) and on the same page speaks of 'in der 

>>Ebene<< oder im >>Flachlande<<', acknowledging the language of the environment 
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he is narrating Nvith an ironic distance. These terms also indicate the ideology of the 

sanatorium and so the narrator can be seen to adopt a distance from the patterns of 

thought in the institution. There is a similar tone to his remark that Castorp would 

soon leave Joachim 'dem Rhadamanth noch wer weiß wie viele Monate zudikiert 

hatte' (Zb. p. 223), but behind the irony there is the reality of Behrens holding the 

seals of his patients' fate. The narrator also quotes the flippant name given to 

Herrnine Kleefeld and her friends: 'Der Verein Halbe Lunge' war in corpore nach 

Clawadel ausgeflogen' (Zb. p. 258), but the pun on 'in corpore' reflects the 

indifference to suffering which is found on the mountain. The narrator later refers to 

these young people as 'der pneurnatische Trupp' (Zb. p. 323), thus adopting a 

disrespectful note of derision. 

The narrator, Nvho begins by quoting the language of the 'Berghof, regarding it 

as an interesting oddity, gradually uses the idiom of the 'Berghof' more freely. The 

longer he remains an observer of the mountain the more the mountain begins to take 

hold of his language. References to the 'Bettlagrigen und Moribunden' are common 

(pp. 261,262,376,412) and are no longer ironic comments on the odd nature of the 

'Berghof' but accepted forms of discourse. When the narrator states that 'Hans 

Castorp war seit einiger Zeit geneigt, Nüchternheit und Harmlosigkeit für 

Schnickschnack zu halten' (Zb. p. 288 - my italics) it is difficult to determine the 

extent towhich the narrator makes the remark ironically. When evaluating Castorp's 

status as a patient, the narrator's language is a conflation. of words drawn from the 

languages of other patients. Just as Castorp's situation is ambiguous so too is the 

narrative voice, as it is forced into the idiom of the sanatorium in order to explain the 

situation as accurately as possible: 
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War er ein windiger Hospitant, unteilhaft ihrer Sphäre, oder hatte er nicht Profeß 
getan auf Grund einer feuchten Stelle, - war er nicht eingereiht und zugehörig, 
einer von Uns hier oben, mit gutem zwei Monaten auf dem Buckel, und war 
Merkurius noch gestern abend wieder auf 37,8 gestiegen? 97 

Although there may again be a hint of irony as the narrator writes in the idiom of the 

institution, it is also the case that there is no other language which will carry the 

essence of the situation so well. To translate Castorp's situation into the normal 

idiom of the world below would be to lose the imposing force of the environment. 

The narrator's speech remains populated Nvith the language of other 

characters and of the institution throughout the remainder of the novel. Settembrini's 

language is tenned 'plastisch' (Zb. p. 335), Settembrini's own word, the 'Dan-nlarve' 

is seen as the basis of 'fleischgetragene Sch6nheit' (Zb. p. 383), illness develops 'auf 

eine irgendwie liederliche Weise' (Zb. p. 391). The references to death are 

increasingly made in the language of the sanatorium. The narrator talks quite 

candidly about 'dieser Moribundus' (Zb. p. 416) or Rotbein's 'finaler Zustand' (ibid. ), 

and speaks twice of Karin Karstedt's 'Exitus' (Zb. p. 439), commenting that she had 

not yet submitted to the 'SelbstMuschungen des letzten Stadiums' (ibid. ). When 

Castorp asks Clawdia for a pencil, the narrator explains his pale complexion not in 

terms of sexual tension, but by adopting scientific discourse saying that 'die 

Gefäßner-venleitung nach seinern Gesichte spielte mit dem Erfolg, daß die entblutete 

Haut dieses jungen Gesichtes blaßkalt einfiel' (Zb. p. 456). By adopting the seientific 

idiom the narrator, sounding like Behrens, is able to understate the affective 

significance of the situation and maintain the medical discourse of the sanatorium. 

This quasi clinical objectivity is also seen in the narrator's comment about patients 

'die durch finalen Zustand in ihrer Freizügigkeit eingeschränkt waren' (Zb. p. 492), 

the pathos resulting from the understatement shows the narrator aligned with the 

97 Zb. p. 322. 
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unsympathetic attitudes of the institution. The narrator candidly points out that the 

student Rasmussen was 'bettlagrig und galt for moribund' (Zb. p. 493). In this 

example the narrator simply speculating in the same way as patients without actually 

knowing if the student is dying or not. 

A series of languages or idioms have been outlined through which the 

narrative develops. These languages enter the narrator's own discourse and in doing 

so depose the sovereign narrator who becomes defined in terms of linguistic slippage. 

In the end, the narrator exploits the languages of the 'Berghof' to such an extent that 

the same attitude of indifference which the patients exhibit is also evident in the 

attitude of the narrative voice. Referring to Herr and Frau Magnus he states: 

'Melancholie umgab dieses Paar atmosphärisch, da beide lebenswichtige 

StoffWechselprodukte, Herr Magnus Zucker, Frau Magnus dagegen Eiweiß verloren' 

(Zb. p. 58 1). A scientific materialism explains the mood of the couple rather than any 

acknowledgement of their tragic situation. References to Behrens as Rhadamanth 

originate Nvith Settembrini but are again legitimated through repeated use by the 

narrative voice. 98 The language of religion is adopted by narrative discourse which 

tenns Peeperkorn's speech a 'vorsondflutliche Grimrngebdrde' (Zb. p. 777), the Christ 

metaphor is perpetuated in the description of Peeperkom's language: 'was an 

einsamen Todesschmerzen von seinen zerissenen Lippen gekommen' (Zb. p. 778-79) 

as is the description of his gestures: 'Seine Hande 16sten sich, gingen auseinander und 

aufwärts, ausgebreitet, aufrecht [ ... ] wie zu heidnischem Gebet' (Zb. p. 779). The 

narrator therefore both quotes and speaks the language of the idea he is developing, 

and becomes absorbed by that idea so that at times any sense of ironic distance 

98 for example pp. 719,72 1. 
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disappears and the narrator can be seen to have moved his point of view to that of the 

phenomenon which he is narrating. 

These few examples serve only to show that the narrative voice in Der 

Zauberherg is characterised not in terms of a fixed, unified perspective that can 

comment authoritatively but as a partisan observer in his own narrative Nvho is free to 

explore a range of points of view by allowing his speech to be populated by a range of 

different discourses. At times it even appears that the languages of the institution are 

strong enough to impose themselves on the narrative voice and invite it to enter their 

own ideologies. in technical terms we the readers find ourselves in a narrative 

universe heavily informed by erlehte Rede. it is of the nature of that dual voice (to 

recall the title of a well-known study of it) that it imparts doubt as tovvho is speaking 

at any given point in the text. When is the narrator merely quoting? When is he 

making the borrowed language his own? We cannot, of course, know for sure. My 

point simply is that the frequency Nvith which the narrator recycles perceptions that 

derive originally from the character, the frequency with which (and this will concern 

me in a later chapter) he enters into the sexual subtexts of sanatorium life suggests 

that he is on frequent occasions absorbed into the discourses of the 'Berghof'. In this 

way the narrative voice is a conflation of the various languages which populate his 

own language. Moreover, these languages are in constant dialogue Nvith the other, 

more fon-nal and self-assured pedagogue who is also a strong feature of the narrative 

fabric. It is this very inconsistency which, as Dittmann points out 'erstellt eigentlich 

im Erzählen [ ... ] Bezüge, die mit überkommenen Ganzheitsvorstellungen und den 

ihnen entsprechenden Vokabeln auf einen wohl in seiner Abgeschlossenheit 

fragwürdigen Raum beschränkt bleiben, aber doch auf ein umfassendes Menschliches 
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deuten. '99 In the following chapter this sense of incompleteness Nvill be pursued in a 

study of the identity of the narrative voice which will see it in terms of a voice of 

pedagogy that competes Nvith the heteroglot text for hegemony. 

99 Dittmann, U., (Stuttgart, 1969), pp. 143 -44. 
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Ambivalent Pedagogy 

In the preceding section it has been argued that in Der Zauberberg an ovenvhelming 

sense of heteroglossia deposes the narrator from any privileged position, making him 

become, in a most camivalesque manner, the pluralist conduit of the 'Berghof' 

pandemonium. While disorder and paradox remain core features of the text, it cannot 

be ignored that a high, formal register of language and dogmatic style is also in 

evidence and creates a self-assured narrative presence, confident to extrapolate, 

analyse and pontificate, instructing the reader in the general truths that the novel 

would reveal, and also to develop an extensive commentary on narrative theory within 

the text -a kind of metafiction within the fiction. This pedagogical, lofty and often 

patronising tone which pervades the narrative purports to be the ultimate sovereign 

narrator, a voice ringing Nvith reliability and certainty, reminiscent of the self-assured 

narrative presence of an eighteenth century Bildungsroman. 

In the introduction to his study of Kafka's narrators, Roy Pascal states quite 

simply and quite correctly that one of the fundamental principles of narrative fiction 

is that a story 'has to be told (or written) by a narrator to an audience (or 

readership)'. 100 The role of the story teller is crucial to the story being conveyed, and 

so a contract must be established between reader and narrator that the fon-ner accepts 

the latter as an authority able to transcend the limited perspective of individual human 

experience in order to, as Pascal writes: 'tell of the most diverse characters and 

activities, of the secret thoughts of individuals and the secret conferences of persons' 

and Nvho can 'move unrestrictedly in time and space, [ ... 
) able to report the quarrels 

and purposes and decisions of the gods themselves and of all the mischievous spirits 

100 Pascal, R., Kafka's Narrators (Cambridge, 1982), p. 2. 
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that hold limited sway in folk-tales'. 101 There exists, therefore, one particular kind of 

narrator, traditionally seen as a presence with privileged access to knowledge and it is 

his purpose truthfully to convey this knowledge to a readership. Yet, however 

volubly the narrator may assert the truth of his narrative, it remains a feature of 

narrative fiction that much of what is told draws attention to itself as fabrication, 

lacking any real truth value in tenns of an account of events which happened in real 

time and space. We need only think of Rabelais' novel Nvith the War of the Sausages 

and Gargantua's diluvial drenching of Paris with urine, or of Don Quixote's 

windmills to realise that earlier prose narrators deliver the most implausible stories 

under the guise of imperturbable authority. This authority is relativized by the 

tumultuous Nvorlds which these narrators chronicle, while the reader is invited, at one 

level, to remain sympathetic to the veracity of the story being told. The novel's great 

capacity for irony lies in its ability to hold together a great many possibilities: a self- 

confident narrative stance; the claim to be merely the stenographer of a real world 

located beyond the realm of the fiction; a personal and impersonal narrator; maker of 

fictions, source of truth. 

As the legendary and mythical themes gave way to the more 'prosaic world of 

the private citizen Avith his concrete activities and circumstances' the impersonal 

narrator remained as an omniscient observer of these private worlds. 102 This is a trait 

distinctive of, for example, Tolstoy in whose writing there is a distinct absence of 

novelistic irony - the image of the world that his narrators convey is intended to 

portray the world in all its reality. The opening sentence of Anna Karenina, 'All 

happy families are like one another; each unhappy family is unhappy in its own 

101 ibid. pp. 2-3. 
102 ibid. p. 3. 
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5103 Way , 
is typical of Tolstoy's basic trust in human goodness. Tolstoy's purpose is to 

show that the absence of contentment and moral virtue leads onlY to despair, while 

Levin's contentment and interest in the Nvelfare of the common man is a sound basis 

for happiness. All elements in the narrative conspire to offer a consistent world view 

which is underwritten by the narrative voice as a reliable commentator. At the other 

end of the spectrum is a literature which makes assertions while simultaneously 

signalling to the reader that the assertion is merely fabrication. In English literature 

Jane Austen remains one of the most biting ironists of the society she narrates. While 

her prose reflects the language of polite society, her narrators observe the hypocrisy 

and moral contradiction of that same society which impinge on the private worlds of 

her characters. The opening sentence of Austen's Pride and Prejudice states: 'It is a 

truth universally acknowledged, that a single man in possession of a good fortune, 

must be in ivant of a Vife-)104. It becomes a clear theme of the novel, however, that it 

is less the young man Nvho is in Nvant of a Nvife than that the relatives of eligible young 

ladies are keen that they should make a good marriage. While there appears to be an 

ironic undermining of the narrative voice, the irony in fact undermines the society in 

which the language and attitudes originate. 

Despite the great stylistic and thematic differences between Austen and 

Tolstoy, the respective roles and identities of their narrators lend themselves, 

nonetheless, to a reasonably precise definition. A core feature of the narrative 

presence in Der Zauberberg is that it does not pennit a unified description but is 

instead a perpetually shifting point of view. While the narrative may draw on prose 

structurally and stylistically redolent of the eighteenth century, this style is only one 

103 Tolstoy, L., Anna Karenin (flannondsworth, 196 1), p. 17. 
104 Austen, J., Pride and-Prejudice (Harmondsworth, 1985), p. 51. 
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aspect of the narrative fabric, and must be read in conjunction Nvith the other elements 

of the narrative. T. J. Reed acknowledges that complexity of genre is central to 

Thomas Mann's novel. He writes that the author achieves a greater sense of richness 

and 'many-sidedness' than in any previous Nvork: 

Many-sidedness resides in the sheer complexity of the record, and what makes the 
record complex is above all the sequence of changes which history, private and public, 
dictated. No easy answer emerges from the novel's pages - the divergent 
interpretations it has had prove, if nothing else, that Mann did not fall into 'inartistic' 
explicitness. 105 

While ostensibly straightfonvard states of affairs and stylistic features incorporated 

into the narrative that echo earlier, more secure genres may indeed anchor Der 

Zauberberg in a respected literary tradition, the narrative enviromnent in which these 

elements are arranged, not least the voice of pedagogy which judges and commentates 

vith certainty, demands a revaluation of their function. The obvious intertext for the 

self-assured pedagogical tone of the narrative voice is Goethe's Wilhelm Meister. It is 

here that Nve repeatedly find a distanced narrator Nvho, for all the complexity of the 

hero's experience, directs the reader with authority. However, as has been discussed 

earlier and analysed in detail by Dittmann, in the intellectual climate in which Der 

Zauberberg was written the accepted authority of language as a reliable means of 

communication is challenged - there is a clear disjunction between style as an end in 

itself and what that style communicates. As Reed points out this is 'the ironist's 

gesture of sophistication which leaves him free to use the form he needs' - by paying 

lip service to nice style, the rhetoric of sovereign overview, the narrator can adopt a 

guise behind which the traditionally accepted competencies of the novel can be 

challenged. 106 It is a feature of contemporary linguistic art that it should question its 

own foundations, and Der Zatiberberg becomes a kind of Trojan horse 

105 Reed, T. J. (Oxford, 1995), p. 273. 
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Bildlingsronzan from where Thomas Mann foregrounds a narrative mode that 

expresses self-doubt, and while very clearly drawing on the tradition of a sovereign 

narrative presence, the formal style becomes one voice in the heteroglossia of the 

text, co-existing Nvith the other modes in which the narrative voice makes his presence 

felt. 

To claim that Mann's narrative is no more than a parody of an earlier formal 

style is, however, too simplistic as the novel clearly commands attention as a piece of 

serious writing of which parody of earlier genres is only one aspect. A central 

concern of the narrative is to chart the protagonist's quest for an adequate 

understanding of the essence of humanity. Such a profound theme requires a formal 

narrative register to raise it above the languages of flippancy and familiarity which 

characterise one more side of life on the mountain. Yet the place of Castorp's quest 

is one of misrule evident in the ridiculous extremes of life on the mountain - corpses 

on bob sleighs, illicit sexual encounters, overindulgence in eating and drinking, a 

desire for extreme illness to legitimate one's membership of the society. The formal 

narrative voice of pedagogy also collapses into muddled logic, blatant contradiction 

and the lewd observation of women so that a bacchic dithyramb perpetually denies 

the voice of pedagogy any ultimate supremacy. In this way the narrator as pedagogue 

becomes one more facet of the heteroglossia of the text. The pedagogical narrative is 

therefore at once valid in itself and also castigated in a camivalesque play of language 

and theme. The tension between Castorp's serious quest and the frivolity of the 

environment in which he lives is thus reflected in the conflicting styles of narrative, 

and the conflict between these styles contributes to the sense of ambivalence which 

characterises the narrative. If it is Mann's intention to arrive at a definition of 

106 ibid 
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humanism, this is no easy enterprise because he creates an ambivalent omnipresence 

of conflicting detail at the level of the individual human being, also inherent in the 

voice which is traditionally the authoritative commentator on events in the novel. 

The authoritative style of the narrative is far from a consistent tone throughout 

Der Zaziberberg. Later it will be necessary to discuss how the authoritative voice 

mingles Nvith the other styles and voices which contribute to the heteroglossia of 

Mann's narrative, but first I will concentrate aspect by aspect on the individual 

features of this authoritative style. First, the narrator pontificates at length, often in 

the present tense, creating in his fiction an apparently unshakeable philosophical or 

ideological basis for the narrative. Secondly, that confident, generalizing narrator can 

modulate into a more speculative commentator expressing a lack of knowledge, at 

times inclined to supposition. Because the narrative voice is at the same time an 

authoritative, omniscient presence and a more speculative commentator, the tone of 

ambivalence is maintained and a process of disorientation requires the reader 

perpetually to question the status of the voice telling the story. 

The pedagogical narrator of Der Zaziberberg is a self-assured, confident 

commentator who instructs the reader on states of affairs reaching beyond the 

narrative to invoke philosophical argument or to establish general truths against 

which the protagonist's behaviour or the development of the plot can be evaluated. 

Yet passages of authoritative commentary on, for example, the nature of time often sit 

uncomfortably Nvith the fictional text. Such commentary has the import of a general 

philosophical truth but even so, we are not allowed to forget that it is expressed by a 

narrator and is, inevitably, part of the fiction, and hence its function within narrative 

needs closer analysis. It may well be the case that accurate and valid points of view 

are expressed, but these constitute one more voice which contributes to the 
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heteroglossia of the fiction and in this way are no longer objective statements, but 

statements artistically crafted to lend the appearance of authority to the narrative. 

The narrator attempts to educate by intervening Nvith sections of present tense 

narrative 'which serve to impress the authority of the narrator on the reader. In this 

way the narrative voice usurps the tradition of omniscient narration to establish rules 

and laws by which the (fictional) world is governed. In some cases these comments 

are indeed logical and objective, in others they represent philosophical points of view 

which can be attributed to other thinkers. However, once these statements have been 

placed in the fictional context their import cannot be exempted from the pluralistic 

universe inwhich they figure. 

The opening chapter of the novel describes Hans Castorp's j oumey 'upwards', 

into a new world which will of course challenge his perceptions of the world by 

confronting him with an absurd existence which, in the rarefied mountain context, is 

in itself normal. The narrator wants to establish Castorp as a free individual full of 

possibilities, 'das unbeschriebene Blatt'. This is an overture to the style of the 

Bildungsronzan and Castorp is portrayed as a kind of 'Bildungsreisender'. The 

narrator presents j ourneying as a way of regenerating the individual, a chance to begin 

again and have a new set of experiences: 

Gleich ihr [der Zeit] erzeugt er [der Raum] Vergessen; er tut es aber, indem er die 
Person des Menschen aus ihren Beziehungen löst und ihn in einen freien und 
ursprünglichen Zustand versetzt, - ja, selbst aus dem Pedanten und Pfahlbürger 
macht er im Handumdrehen etwas -wie einen Vagabunden. 107 

The present tense narrative has the appearance of a general rule - travel places the 

individual in a new situation characterised by new found freedom. The connotations 

of vagabond suggest that this new situation is in some way dubious, and the narrator 

adds a mythological nuance stating that 'Zeit [ ... ] ist Lethe' (Zb. p. 10). Travel to a 
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new region thus engenders a renunciation of the real world in favour of a new and 

unknown set of experiences. Stylistically, these remarks lay claim to authority and 

appear to be general truths which the narrator draws on to show his protagonist at the 

whim of an external force. The narrator is, however, in effect creating a fictional 

foreground which Nvill pave the way for Castorp's exposure to the absurd existence on 

the mountain. There is, then, a disjunction between the narrator's claim and 

Castorp's initial experience in the sanatorium. While the narrator claims that Castorp 

is placed 'im Handumdrehen' into 'einen neuen und ursprünglichen Zustand', 

Castorp takes years to renounce the 'Flachland' fully and his initial impression of his 

new environment is produced by the conflict between his bourgeois identity and sense 

of what is normal, and the surreal and mythologically charged events in the 

sanatorium. He does not gain any sense of immediate release from the strictures of 

bourgeois life and so the narrator's claim can therefore be seen to be in excess of the 

reality of Castorp's experience. 

Similarly when the narrator describes Castorp's youth and 'average' 

personality it is by means of a socio-philosophical discussion about living in a given 

historical epoch. The narrator announces grandly that 'Der Mensch lebt nicht nur 

sein persönliches Leben als Einzelperson, sondern, bewußt oder unbewußt, auch das 

seiner Epoche und Zeitgenossenschaft [ ... ]' (Zb. p. 47), and claims, as Reed 

summarises, that if the age in which the individual lives cannot offer reasons for the 

activity of living and lacks 'hopes and prospects', then it can also affect the 

individual's organic life and implies that the cause of Castorp's disease lies 'in the 

constitution of the age, getting at his physical via his unsatisfied spiritual pait'. 108 

07 Zb. p. 10. 
108 Reed, T. J. (Oxford, 1995), p. 234. 
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The central feature of this passage is the narrator's dogmatism which is couched in a 

formal, commanding style, as he claims that an individual might get tuberculosis, as 

Reed states, because 'the age is out ofjoint'. 109 While the authoritatively constructed 

narrative generalization appears to draw on a general truth about the development of 

individuals in a given society, and acknowledges the emptiness of the age in which 

Der Zauberberg was written, the narrator's theory also serves to foreground a central 

theme of the novel, namely the reversal of the roles of physical and emotional factors 

as a cause of illness - Krokowski lectures on 'Liebe als krankheitbildende Macht' and 

Castorp's temperature rises %vhen his access to Clawdia is threatened. What appears 

to be an authoritative claim about the cause of illness becomes another feature of the 

fictional narrative. 

A similar use of present tense narrative is made in the discussion of Castorp's 

ancestry and heritage. Throughout the novel inherited traits in his character are 

alluded to, as is reference to the hereditary nature of tuberculosis. ' 10 The roots of 

Castorp's sense of respectability and seemliness can be traced back to his early 

childhood as can his understanding of permanence being ultimately achieved in death, 

symbolised in the dual image of his grandfather. The narrator states as a general rule: 

'Kinder und Enkel schauen an, um zu bewundern, und sie bewundern, um zu lernen 

und auszubilden, Nvas erblichenveise in ihnen vorgebildet liegt' (Zb. p. 37). The 

statement again has the appearance of a comprehensive truth, and may indeed have 

some psychological validity in so far as children develop by imitating patterns of 

behaviour, but to claim that these patterns are already latent in the child is 

controversial. Nevertheless, the statement is stylistically authoritative and conspires 

109 ibid. p. 235. 
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Avith the entire fabric of the narrative to define the Hans Castorp who arrives on the 

r, lountain in terms of a set of inherited characteristics. Moreover, the notion of 

educating categories which are already latent in the individual is the central concern 

of the sub-chapter Hippe where Castorp undergoes a kind of epiphany by realising 

that his childhood attraction to Pribislav is now re-emerging in his attraction to 

Clawdia. The narrator's comment therefore ostensibly lends a degree of theoretical 

justification to the development of the narrative yet at the same time it remains one 

more conjecture in a world (in our case the 'Berghof ) that is full of conjectures. 

At the opening of the sub-chapter Mein Gott, Ich sehel the narrator conveys 

attitudes towards illness typical of the sanatorium - in order to be a proper member of 

the society one needs the membership card of serious illness, and those who are only 

mildly ill are treated with a degree of contempt. The narrator then comments that 

patients who are less seriously ill recognise their own insignificance: 'womit these 

freilich Geringschätzung auch ihrer selbst an den Tag legten, indem sie dem Maßstab 

sich untenvarfen. So ist es menschlich. (Zb. p. 282). The final remark in the present 

tense stands out from the preterite narrative and is forcefully dogmatic as it asserts the 

naturalness of conformity. Its brevity justifies the patients' behaviour in a concise, 

definitive manner and the narrator attempts to command the reader's acquiescence, 

while at the same time insinuating that the behaviour is in some way a fault. The 

narrator goes on to explain that it is normal to conform to the rules of the society in 

which one finds oneself- Tändlich, sittlich, heißt es. Reisende zeigen sich wenig 

gebildet, wenn sie über die Sitten und Werte ihrer Wirtsvölker sich lustig machen, 

und der Eigenschaften, die Ehre schaffen, gibt es diese und jene` (ibid. ). Despite the 

110 The mother of Leila GerngroB, for example, holds herself responsible for her daughter's illness: 'Von 
ihr, von ihr allein komme es, versicherte sie zerknirscht; von ihr nur könne das arme Kind es haben. ' (Zb. 
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. -I., surdity of the lifestyle - i. e. the more serious the illness the better - the present tense 

statement by the narrator lends the attitude a degree of authority - one must accept the 

rules and customs of a new society when one is there as a guest. Nevertheless, the 

absurdity of the 'Berghof existence, abstracted as it is from reality, answers the 

narrator's claims and challenges his dogmatic certainty. 

The pedagogical tenor remains as the narrator draws the reader's attention to 

the extent of Castorp's infatuation Nvith Clawdia and his concomitant loss of ability to 

perceive objectively the reality of his situation. Although Castorp is unaware of the 

nature of his behaviour the narrator explains it in a tone which claims authority and 

the objectivity which Castorp lacks: 

Denn das ist ein Rausch, dem es um sich selber zu tun ist und dem nichts 
unerwünschter und verabscheuenswürdiger scheint als die Ernüchterung. Er 
behauptet sich auch gegen dämpfende Eindrücke, er läßt sie rächt zu, um sich zu 
bewahren. ' 11 

While Castorp remains infatuated it is clear that he is also aware of some less 

pleasing aspects of Clawdia's appearance - she does not look good, for example, in 

profile so he avoids looking at her in profile (cf Zb. p. 313). The reader is thus 

invited to assume a critical distance on the young man in love, as the narrator clearly 

shows that Castorp only sees what he wants to see. The present tense comment on 

Castorp's state of mind is not made specifically about Castorp, but is an explanation 

of Castorp's behaviour in tenns of a set of general principles which can be applied to 

all young men in love. Because it draws attention to the lack of substance in the 

relationship between Hans Castorp and Clawdia, the present tense remark helps to 

establish the narrator as the pre-eminent authority on Hans Castorp's inner life. 

P. 415). 
III Zb. p. 313. 
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It remains a feature of Der Zatiberberg that events throughout the narrative are 

at once normal in the context of the sanatorium but also intensified and raised beyond 

the non-nal as perceived in the real world of the reader. The figure of Dr Krokowski 

is a case in point. In the context of life in the sanatorium he is one more feature of 

the regularity of daily routine and remains normal enough to blend into the 

surroundings, his only role being to mark 'die Dauer der groBen Liegekur' (Zb. 

p. 263). In the narrative context Krokowski is much more than this. He is an eternally 

dubious presence, being linked to Minos and the underworld. He has the ubiquitous 

yellow teeth, a stock symbol of physical and concomitant moral decay inherent in 

many of Mann's characters, he leads the s6ance and can reach beyond the here and 

now into the world beyond, and as Bakhtin points out, he is a spy. ' 12 The narrator 

acknowledges Krokowski's dubious nature, but in an aside also indicates that 

dubiousness is in itself a relative concept: 'und Nvenn alles dies eines Anfluges von 

Bedenklichkeit nicht entbehrte, so gewöhnt man sich endlich auch an das 

Bedenkliche, falls es in seinen Grenzen bleibt' (Zb. p. 264). The narrator thus asserts 

that the dubious can appear, through time, to be normal provided it does not overstate 

itself 

In the above examples the present tense is used to establish what appear to be 

general truths. It seems that the text is appealing to a shared sense of understanding 

between reader and narrator, and it is this shared point of view which is the basis of 

justification for the present tense comments made in the narrative. However, the 

reader remains free to evaluate again the statements which the narrator offers as 

ultimate truths. In this Nvay the status of the narrator as an exponent of general truth is 

challenged. Instead of these present tense comments functioning as a prioil truths, 

112 Bakhtin, M., Problems of Dostoevsky's Poetics (Minnesota, 1997), p. 292. 
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they are rather versions of a priori truths whose foundations are open to debate. They 

have the import of truth because of their stylistic construction, but they are open to 

question by the reader, at which point they become mere fictional devices employed 

to create the illusion of authority and to invite the reader to consider Castorp or his 

environment from one specific point of vielv. In the above comment about Krokowski 

the narrator's remark comments authoritatively on how 'das Bedenkliche' can be 

accepted as nonnal under the condition that 'es in seinen Grenzen bleibt'. Because 

these limits are never defined and because the sanatorium is a place of extremes, it is 

hard to establish what the last comment actually means. Hence the narrator's 

authority is in fact an illusory authority which lays claim to definitive judgement, but 

is, in fact (or, more accurately, in fiction) highly relative. The narrator's comments, 

then, contribute to an overall sense of ambiguity in which things can appear to have a 

universal relevance and at the same time remain recognisable as subjective narrative 

comments that resist ultimate truth. 

Another means by which the narrator keeps the reader on his or her toes is the 

use of an at times patronising and at times authoritative first person plural. During 

one of the earlier debates between Settembrini and Naphta, Naphta resorts to the first 

person plural, clearly identifying himself as part of an as yet unnamed group. Castorp 

notiees this and refleets: '»Wir? « dachte Hans Castorp gespannt ... >Wer sind >ivir<? 

Ich muß unbedingt Settembrini danach fragen, wen er mit >wir< meinte<' (Zb. p. 548). 

The reader attempting to define the narrative voice in Der Zauberberg may well ask 

the same question. With Naphta it becomes clear that he means those who share his 

religious convictions; in the novel, however, the narrative first person plural does not 

lend itself to a single definition, but embraces a range of identities. The narrative 

voice is an arrogant, pedagogical instructor, an observer who dictates points of view 
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to his reader, but he is also a more modally defined persona, at times a speculative 

presence in his own narrative. The Nvide use of the first person plural obliges us to 

reflect on the pronoun 'wir'. - To go as far as to argue that this use of the first person 

plural engenders a kind of phiralis majestalis, in the form of 'Wir, Wilhelm, von 

Gottes Gnaden deutscher Kaiser[ ... ]' would be to overstate the case, for in the few 

instances where this is the case such overstatement invites an ironic interpretation. 

instead, the use of 'Nvir' generally constitutes a kind of 'Autorenplural' that is defined 

in Duden thus: 'Nfit wir wird gelegentlich in vertraulicher, mitunter auch 

herablassender Weise jemand angesprochen, der in einem Abhängigkeitsverhältnis 

zum Sprechenden. steht. ' 113 The narrative voice is arguably at times a patronising 

voice speaking in a patronising tone akin to: Wir tun das nicht wieder, nicht wahr, 

Fritz'. At other times the use of the first person plural is much more dogmatic than 

condescending. It repeatedly assumes the reader's acquiescence in a more forceful 

way in which 'Ich' and 'Sic' are conjoined in a single lexical item appropriating the 

identity of 'Sic' and assimilating it into the identity of 'Ich. In both instances in any 

linguistic utterance the listener (or reader) is relegated to a position of inferiority to 

the speaker (or writer). While the first person plural is used to give the appearance of 

a narrative voice that is conciliatory, ostensibly addressing the reader on an apparently 

equal footing, what in reality happens is that the first person plural simply reinforces 

the narrator's superiority. 

The use of first person plural forms a link Nvith earlier novels of the 

Bildungsroman genre, most notably Goethe's Wilhehn Meister. Goethe uses the first 

person plural to demonstrate his creative independence Nvith remarks such as 'Nvir 

113 Duden Grammatik (Mannheirn, 1995), Section 538. 
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114 
entfernen uns [ ... ] und lassen die Glücklichen allein' , or 'Wir überspringen 

vielmehr ein paar Jahre'. 115 Goethe's narrator also incorporates the reader into this 

description of Wilhelm's state of mind as the latter destroys his notebooks as a sign of 

a break Nvith the past: 

Wenn wir einen Brief, den -wir unter gewissen Umständen geschrieben und gesiegelt 
haben, der aber den Freund, an den er gerichtet war, nicht antrifR, sondern wieder 
zu uns zurück gebracht wird, nach einiger Zeit eröffnen, überfällt uns eine 
sonderbare Empfindung, indem wir unser eigenes Siegel erbrechen, und uns mit 
unserm veränderten Selbst wie mit einer dritten Person unterhalten. Ein ähnliches 
Gefühl ergriff mit Heftigkeit unseren Freund [ 

... 
1.116 

Before introducing the exact details of Wilhelm's experience, the narrator has 

outlined it in general terms, thus presenting a very specific instance in Wilhelm's 

individual experience as one which, he assumes, all readers Nvill have had. This is, of 

course, only a narrative technique which gives the reader the illusion of having had a 

similar experience, and offers the reader access to Wilhelm's state of mind on the 

basis of that sense, however unreal, of shared experience. Thomas Mann draws 

abundantly on this style of address to his reader so that the narrator cleverly 

manipulates the reader into accepting a point of view thrust upon him. 

The use of the first person plural in Der Zaitberberg as a fonn of address to 

the reader is an inherently problematic aspect of the narrative style as it raises the 

question as to Nvho or what the ',, vir' actually is. In the first instance it creates a self- 

assured, patronising tone which commands respect and appropriates the reader's point 

of view while at other times it is a voice in addition to the reader, being set against the 

concept of 'der Leser'. The reader is now included in the process of narration, now 

placed outside the process, to be narrated to. The style is at times tinged Nvith irony 

and at other times demands the reader's acquiescence. The narrator is, therefore, able 

114 Goethe, LW., Wilhelm Meisters Lehdahre (München, 1985), p. 15. 
115 WML. p. 85. 
116 wmL, P. 90 
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both to point to his work as pure fiction from which the reader may maintain a 

sceptical distance and to take a dogmatic approach to his reader, insisting on the truth 

value of the state of affairs in hand. The first person plural narrative therefore forms 

one of the pillars supporting the general fabric of ambiguity which pervades the 

narrative. While the first person plural narrator has a stylistic intertext in the 

narrative fiction of the eighteenth century, and maintains the sense of authority which 

this provides, it cannot be ignored that 'Nvir' remains first person narrative and is 

therefore touched by the notorious unreliability which characterises this form, and 

which reaches a high point at the end of Mann's career in Felix Krull. The voice 

which commands attention and compliance is also the voice which is to be treated 

with scepticism, so that the narrative voice of lof(y authority speaking in the first 

person plural can countermand itself 

Let us consider in greater detail the ubiquitous 'Autorenplural' of Der 

Zauberberg as a patronising form of address to the reader that asserts the narrator's 

superiority and requires the reader's full compliance Nvith the narrative project. Most 

verbs associated Nvith the act of producing the narrative (e. g. sprechen, erzahlen, 

nennen, kennzeichnen etc. ) are conjugated using the first person plural: 'Wir haben 

hier nicht nur von des jungen Mannes innerem Verhalten ... gesprochen' (Zb. p. 48), 

the question of Castorp's average nature is one 'die Nvir nicht bfindig beantNvorten 

wollen' (Zb. pp. 50-51), the description of Krokowski's surgery: 'Wir sprechen von 

einern KellergeschoB' (Zb. p. 184). Castorp's attitude to Clawdia is described as 

C zügellos' and the reason given is: 'Wir nennen das zügellos, weil er sich über die 

Vernunftividrigkeit seines Falles völlig im Klaren war' (Zb. p. 196) The narrator 

exhibits a superior attitude to Castorp and his books: 'die er Nviilzte und die xvir 

kennzeichnen Nverden' (Zb. p. 374), and the reader is at times even included in the act 
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of narration itself. 'Tal und Berge im Schnee seit sechs Monaten schon? Seit sieben! 

Die Zeit schreitet fort, während wir erzählen - unsere Zeit, die wir dieser Erzählung 

widmen... ' (Zb. p. 475). Although the narrative condescension attempts to assimilate 

the reader's point of view, Der Zatiberberg is a novel text that presupposes an alert, 

critical reader and hence the perpetual insistence on the reader acquiescing in the 

narrative point of view invites an objection from the reader, which relativizes the 

narrative perspective rather than underpinning it. 

From the beginning of the novel the narrator appears both lofty and 

authoritative, self assured and confident: 'Die Geschichte Hans Castorps, die Nvir 

erzahlen wollen [ ... ]' (Zb. p. 7). This story is one, 'die uns in hohem Grade 

erzAhlenswert scheint' (ibid. ). By means of a first person plural form of address the 

narrator seeks to guide the reader's opinion, urging him to respect Castorp, 'namlich 

aus Achtung vor seinem Schicksal, dem wir eine überpersönliche Bedeutung 

zuzuschreiben geneigt sind' (ibid. ). The reader's inclinations are dictated by the 

narrative voice, and the narrator is confident to instruct the reader that the latter will 

remain involved Nvith the narrative for a long time to come; speaking about the return 

of Frau Salomon he states: 'Nvir sind noch auf hingere Erdenzeiten an diesen Lustort 

gebunden' (Zb. p. 492). Later, the details about the new gramophone are hidden 

behind a veil of social seemliness which the reader is forced to accept: 'beschafft mit 

einem KostenaufWand, den wir nicht berechnen wollen, den wir aber großzügig 

Müssen nennen dürfen, von der Oberleitung dieses unbedingt zu empfeWenden 

Instituts' (Zb. p. 871). However, this final remark is more complex in its import. 

Whereas the earlier comments are direct narrative instruction, arrogantly 

appropriating the reader's point of view, this comment is a parody of the institution's 

own propaganda. The narrative has a hyperbolic import which is self-deflating and 
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hence the unrelenting insistence has a double irony in that it causes the reader to 

reject the original premise, which is the narrative intention in the first place. 

The sense of a pedagogical force in the narrative is heightened by the 

narrator's insistence on shared knowledge between himself and the reader. in the 

sub-chapter Lazinen des Merkur the narrator asks why Castorp has lost interest in the 

social and political issues expounded by Settembrini. The reason, of course, is that 

Castorp is in love, but the narrator wishes to define in more detail what the nature of 

this love is. It is not the simplistic love of a sentimental song, but is instead 'ein 

fragwürdiges Zwischenkommnis, das des Menschen Urteil lahmlegt und ausschaltet' 

(Zb. p. 316). The narrator then drags the reader to the moral high ground from where 

the nature of Castorp's love is questioned: it is not the role of reader and narrator to 

ask what the cause of Castorp's change in attitude is - we all know that it is love. The 

narrator's project, for himself and reader, is of greater importance: 'Wir erkundigen 

uns nach seiner moralischen Beschaffenheit, - und envarten, offen gestanden, keine 

sehr hochgemute Antwort darauf (ibid. ). The reader is in a sense being directed to 

pass moral judgment on Castorp's state of mind and is not permitted to excuse the 

latter's behaviour as that of a young man in love. Having asserted the morally 

dubious nature of Castorp's infatuation the narrator can then use the word. 'Liebe' as 

he feels that both himself and the reader are sufficiently in agreement for the word to 

be in any way ambiguous: 'Nvir gebrauchen nochmals dies Wort [Liebe], da Nvir dem 

Mißverständnis, das es erregen könnte, hinlänglich vorgebeugt zu haben meinen' 

(ibid. ). The problem is, however, that the pedagogical certainty of the narrator is 

beginning to wear thin - instead of offering a balanced assessment of Castorp's state 

of mind, the narrator has simply offered a critical summary which suits his own 

judgmental purpose, and has appropriated the reader's point of view in order to assert 
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the validity of his own argument. Castorp's love does not make known its presence 

simply through his loss of responsibility, but is rather a complex emotion deriving 

frorn his childhood attraction to Pribislav Hippe and, as noted before, extends to 

encompass physicality, scientific investigation and even death. The heteroglossia, of 

the narrative context therefore relativizes the narrator's pedagogical certainty. 

Because each dogmatic remarkwhich the narrator makes is challenged by the 

heteroglot environment, the lofty, commanding style perpetually invites rejection 

because it tries to impose a monologic; view of states of affairs which function 

meaningfully within the narrative only in terms of their heteroglot nature. Therefore, 

when the narrator tries to offer a simple explanation as to why Castorp is able to 

gather a group of friends around him, his assertions are inherently problematic: 

und wir wundern uns selbst, wie es unserem unbedeutenden Helden gelingen 
mochte, sie um sich zusammenzuhalten, - wir erklären es uns mit einer gewissen 
verschmitzten Lebensfreundlichkeit seines Wesens, die ihn alles »hörenswert« 
finden ließ und die man Verbindlichkeit selbst nennen könnte [ ... 

1.117 

Yet again the reader's point of view is appropriated by the narrator, and the reader's 

surprise is assumed, as is his acceptance of Castorp as 'unbedeutend'. The 

explanation offered also assimilates the reader's point of view into the narrative 

perspective. However, the narrator's comments resonate ironically and invite 

resistance not least because Castorp, by this stage in the narrative, has become more 

than just one more insignificant figure in the sanatorium, and his ultimate fate is 

becoming increasingly important to the reader. It is also the case that his access to 

the most colourful characters, his long stay on the mountain and, of course, his liaison 

with Clawdia all contribute to his sense of importance in the sanatorium, so that it 

becomes unsatisfactory simply to claim that it is Castorp's affability and 

117 Zb. p. 793. 
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inquisitiveness alone which make him a focus of attention. Moreover, the narrator 

cannot feasibly devote a protracted narrative to Castorp and then claim that he is 

insignificant. The narrator's point of view, into which the reader has been 

incorporated is beginning to lose its sense of reliability and so the authoritative, 

pedagogical voice begins to invite a reassessment of its sovereign position. 

On closer analysis it becomes clear that the voice of authority is even inclined 

to moments of deception in order to maintain its hold on the reader's acquiescence in 

the narrative project. Consider the following examples: 'Der April, Nvie Nvir sagten, 

lag schon zu einem guten Teil, zu drei Vierteln, im Schatten der Vergangenheit' (Zb. 

p. 490), 'Im Speisesaal, wie wir sagten, fehlte manch einer dank noch bestehender 

FreizOgigkeit' (Zb. p. 492). The use of the phrase 'Nvie Nvir sagten' assumes a shared 

sense of familiarity with the matter in hand, which works not because of any truth 

value in the statement but because it is a phrase deeply ingrained in colloquial usage 

so that it immediately elicits a sense of universal validity. The reader therefore 

accepts the events as normal and real, while they take place in the context of the 

surreal and rarefied environment of the sanatorium. It is an essential element in the 

narrative that the reader is drawn into the illusion of normality while the text is bathed 

in a hue of 'un'normal events. Ambiguity is created at the level of style by 

juxtaposing the language of familiarity, 'Nvie Nvir sagten', Nvith unreal and almost 

absurd situations. In this way the fa-miliar is challenged by the strangeness of the 

environment, while the narrator invites us to accept the environment as a normal state 

of affairs by recourse to a style which asserts the familiarity of events. 

The first person plural can be used consciously by the narrator to call his own 

fiction into question, to remove the veil of reality and to acknowledge that his 

comments actually lack reality value and become suppositions. In this case there are 
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stylistic similarities to, for example, Goethe's Die Wah1verwandischaften, where 

experimentation is the essence of the narrative. Goethe's opening line, 'Eduard, so 

nennen Nvir einen reichen Baron... '118, is an exercise in stereotyping and does not so 

much assert that any Eduard ever existed as it asks the reader to posit a set of 

conditions under which this type of person could have existed, and to explore the 

possible direction a narrative can take based on this supposition. In Der Zauberberg 

this tone, inviting the reader to assume details for which there is no factual evidence, 

is achieved by means of a simple 'sagen wir'. The reason, for example, for Hans 

Castorp concealing his feelings from ClaNvdia is his innate understanding of the social 

situation in which he finds himself. - 'Er erinnerte sich, sagen wir, daran und verstand, 

daß es unter solchen Umständen nicht nur schwer gewesen wäre, sich nicht zu 

»verraten«; sondern daß auch die Bemühung darum nur wenig gelohnt haben 

wCirde' (Zb. pp. 327-28). While the narrator offers reasons why Castorp does not 

reveal his feelings to Clawdia, these are only speculative. The short phrase, 'sagen 

wir', redefines the relationship between reader, narrator and text so that instead of the 

reader being told by an authoritative narrator what the true reasons for Castorp"s 

behaviour are, the narrator places himself outside his privileged field of vision and 

becomes a speculative presence. Reader and narrator are no longer privy to exactly 

what is going on in Castorp's mind, and instead must speculate as external, 

unprivileged observers. The fictional character has, it seems, acquired a life of his 

own. 

This is a pattern which repeats itself throughout the novel. The discussion 

between Behrens and Uncle James is also a piece of narrative speculation, which 

hinges on the phrase 'sagen Nvir': Uncle James learns, 'sagen wir, vorn Hofrate nicht 

11ýý Goethe, J. W., Die Wahlvenvandtschaften (München, 1988), p. 7. 
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nur, daß es eine glanzvolle Bieridee von ihm gewesen sei, dem vereinsamten Neveu 

hier oben ein bißchen Gesellschaft zu leisten, sondern daß er auch im ureigensten 

Interesse sehr recht daran tue, da er ja offenbar total anämisch sei' (Zb. p. 592). Both 

statements are completely in keeping Nvith the atmosphere of the environment - the 

conversation will have been composed of social niceties and Behrens will have 

diagnosed anaernia. What has happened is, of course, highly probable and points to 

the perennial and predictable nature of life in the sanatorium, but it is not narrated 

with any degree of certainty. The narrator as a speculative presence has in fact 

summarised the essence of the 'Berghof' existence - it is a predictable society in 

which time seems to stand still with an eternal recurrence of platitudes. In this way 

the narrator achieves a critical, ironic stance which the reader is invited to accept. On 

the one hand the novel requires us to treat the statement with a degree of scepticism 

as it is not narrated with authority, but we are also aware that it probably was said as 

this is how the 'Berghof functions. The reader is thus forced to assume ironic 

distance while at the same time having to acknowledge the probable truth value of a 

supposition. 

A claim made by the narrator throughout the novel is that Hans Castorp is 

being portrayed as objectively as possible and that he is being described as no better 

or worse than he actually is: 'Man sieht, daß wir darauf denk-en, alles zu sagen, was 

für ihn einnehmen kann, aber wir beurteilen ihn ohne Überschwung und machen ihn 

weder besser noch schlechter, als er war' (Zb. p. 47). or 'Denn, da wir immergleich 

weit entfernt bleiben, diesen besser oder schlechter machen zu wollen, als er war 

[ ]' (ibid. ). In discussing Hans Castorp's reaction to the interaction between Naphta 

and Settembrini the narrator again claims: 'Wir haben oft versichert, daß ývir ihn nicht 

besser, aber auch nicht schlechter zu machen wünschen, als er war' or later unserem 
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Gedanken getreu, ihn weder besser noch schlechter zu machen als er war [ ... 1 (Zb. 

p. 787). Perpetual references by the narrator to his own objectivity can become self- 

persiflage and the reader may begin to feel that the narrator is protesting too much. 

While the statements are in appearance authoritative and meaningful, in reality they 

say surprisingly little. Although the first person plural reveals a dogmatic attempt to 

use the semblance of authoritative narrative to impose an opinion on the reader, the 

careful reader is able to resist the narrative insistence and to see the narrative voice as 

one more voice in the heteroglossia of the text. 

So far we have seen the narrative voice as an authoritative, pedagogical 

presence whose status is often thrown into question. It is important to read the 

dogmatism of the first person plural narrative in tandem Nvith a much more 

speculative narrative presence which co-exists in the novel. The endless claims to 

certainty and a definitive portrayal of Castorp and his story are undercut by narrative 

claims to be unsure about the direction of the narrative or the specific details of given 

situations. Speculation is an essential element of the novel's capacity for 

ambivalence - the narrator allows a variety of meanings to be associated with certain 

events in the narrative and, by speculating, can introduce an idea into the narrative 

without having to support the truth value of that idea. Observing the dead grandfather 

in his coffin, we are told: 'man wußte nicht recht ob siegreich oder überwunden' (Zb. 

p. 39). The death of the grandfather is presented as both the achievement of 

permanence through the official confirmation of status which death ensures, and as 

defeat. Similarly, the X-ray laboratory is treated ambiguously: 'man wuBte nicht, war 

man in dem Atelier eines Photographen, einer Dunkelkammer oder einer 

Erfindenverkstatt und technischen Hexenoffizin' (Zb. p. 294). The laboratory is none 

of these things and yet it displays characteristics of all of them, not least the 
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prophetic, mythological and highly dubious overtones of the 'Hexenoffizin'. The 

introduction of a lack of certainty therefore facilitates a Nvide range of possibilities, 

none of which are in themselves a complete description of the situation and all of 

which contribute to an understanding of the situation. 

The act of speculation in the narrative allows the narrator to change his status 

from omniscient pedagogue to a more conjectural observer of events in his own text. 

When Castorp enters the examination room KrokoNvski is sitting in front of a sheaf of 

papers, 'wahrscheinlich den Krankenakt' (Zb. p. 244). The observation of the sick, 

young girl seNving a button on for the boy Nvith long finger nails, all clouded by 

asthmatic breathing and phthisic coughing, a grotesque transposition of a love scene, 

is prefigured by the observation: 'Sah er recht oder wie war das eigentlich? ' (Zb. 

p. 159). The rhetorical question is clearly a report of Castorp's surprise, but the 

narrative voice can be heard sharing his surprise at the incongruity of the situation. 

The narrator claims ignorance about the argument between two women over the 

book, 'Die Kunst zu Verfiffiren' - one of them ends up uttering a loud scream, but 

reader and narrator can only speculate about Nvho it Nvas: 'es konnte die Redisch, 

konnte auch die Hessenfeld sein'. As for those who have read the book, the narrator 

offers a list of possibilities, but cannot say Nvith certainty Nvho has read it and who has 

not. The narrator thus shows signs of being a partisan, gossiping observer, a 

characteristic which Nvill be discussed in detail in a later section. 

At times the narrator is prone to feigning complete ignorance about the story 

he is narrating and the direction it is taking. He shows extreme surprise at characters' 

actions and thus denies his own role as creator of the story. The sub-chapter 

Ewigkeilssuppe und plo1zliche Klarheit begins Nvith the statement: 'Hier steht eine 

Erscheinung bevor, über die der Erzähler sich selbst zu wundern gut tut, damit nicht 
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der Leser auf eigene Hand sich allzusehr darüber ivundere' (Zb. p. 253). This is a 

comic device which appropriates the reader's point of view by stating that surprise 

can only be felt with narrative approval, and moreover, that the reader should react as 

instructed by the narrator. The comic force of such a statement unden-nines the 

narrator's authority and its effect is to enhance the web of ambivalence, as the 

situation to be narrated i. e. the onset of Castorp's illness, is both unexpected and 

already planned by the narrator. A similar statement is made by the narrator as the 

story draws to a close - we know we will soon lose sight of Castorp 'obgleich uns sein 

späteres Schicksal nicht vollkommen deutlich ist' (Zb. p. 927). Behrens' voice is 

heard at the opening of Der grofle Slumpfsinn and the narrator says Vir vemehmen 

sie [seine Stimme] vielleicht zum letzten Mal! ' (Zb. p. 856). The narrator states that 

the visit to the waterfall should have happened sooner 'und kaum wissen Nvir es zu 

rechtfertigen, daß Hans Castorp [ ... 
] diese malerische Kaskade [ ... ] noch niemals 

besucht hatte' (Zb. p. 839). These comments accentuate the playfully ambivalent 

nature of the text as the reader remains reliant on the narrator as the sole arbiter of 

events and yet there is a persistent irony in the narrator's claims of uncertainty. 

Within the ambivalence of the narrative, the narrator repeatedly tries to 

establish a satisfactory theory of time. His attempts, however, must necessarily end in 

failure as the phenomenon of time does not lend itself to an objectively verifiable 

definition. The narrator himself gets lost in the monotony of life on the mountain and 

is no longer able to say precisely how long Castorp has been there: 'In Wirklichkeit, 

aber, von theoretischer Anordnung abgesehen, in Hinsicht auf Schnee und Frost, hatte 

man damals Gott weiß wie lange schon wieder Winter gehabt' (Zb. p. 742). Any 

attempt objectively to state how long the winter has lasted fails in the face of the 

monotonous environment which stifles any sense of real time, and the narrator 
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proffers a lack of knowledge rather than narrate a duration of his choosing. The 

narrator also empathises with Castorp's inability to know his age as it is a symptom of 

the timelessness of sanatorium life. A few pages later, when Castorp is seen sitting in 

the drawing room where he had once (einst) heard Settembrini's ideas on progress, 

the narrator states in parenthesis that 'dies Einst ist vage; Erzdhler, Held und Leser 

sind nicht mehr ganz im Klaren über seinen Vergangenheitsgrad' (Zb. p. 760). lt is 

ironic that the pedagogical presence which has confidently imputed ideas to the 

reader, now imputes a lack of knowledge to the reader. 

In the above discussion I have treated the various aspects of the pedagogical 

narrative voice as discrete stYlistic features. It is now important to examine how these 

stylistic features conspire to advance the thematic content of the narrative. A major 

focus is the discussion of the theory of time which is never reduced to one definite 

theory undenvritten by the narrative presence. The sub-chapter Verdnderwigen opens 

with a discussion of the nature of the phenomenon of time. The text is a mixture of 

rhetorical questions, which add a speculative note of uncertainty, and narrative 

pontification. 'Was ist die Zeit? f ... ] Wäre aber keine Zeit, wenn keine Bewegung 

wäre? [ ... ] Ist die Zeit eine Funktion des Raumes? Oder umgekehrt? ' (Zb. p. 472). 

These are questions which ultimately require an answer, but the narrator, despite 

trying to address them, is only able to respond ambiguously: Ta aber die BeNvegung, 

an der man die Zeit mißt, kreisläufig ist, in sich selber beschlossen, so ist das eine 

Bewegung und Veränderung, die man fast ebensogut als Ruhe und Stillstand 

bezeichnen k6nnte'(Zb. p. 472). The narrator concludes his introductory paragraph 

with a question which refuses an answer: 'Wie vertragen sich mit den Notannahmen 

des Ewigen und Unendlichen Begriffe wie Entfernung, Bewegung, Veränderung, 

auch nur das Vorhandensein begrenzter Körper im All? ' (ibid. ). The narrator has 
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established the essence of his problem clearly as the conflict between the finite and 

infinite properties of time. What is interesting stylistically is the sense of 

tentativeness present in the voice of confident authority. Despite the grandiose plan 

which the narrator is laying out as an investigative project, his pedagogical 

inquisitiveness leads only to a muted and frustrated 'Das frage du nur immerhin! ' 

(ibid. ). The narrator is unable to supply ultimate answers and the pedagogical, 

forceful narrative style disintegrates into a note of self-reflective familiarity, 

indicating that the desire to have these questions answered may involve an impossible 

quest. 

A few pages later the narrator is back in his authoritative guise and takes 

control of time in his own fictional world: 

Tal und Berge im Schnee seit sechs Monaten schon? Seit sieben! Die Zeit schreitet 
fort, während wir erzählen - unsere Zeit, die wir dieser Erzäwung widmen, aber auch 
die tief vergangene Zeit Hans Castorps und seiner Schicksalsgenossen dort oben im 
Schnee, und sie zeitigt Veränderungen. 

First Nve note a degree of narrative surprise - he feigns ignorance about the amount of 

time which has passed but in doing so asserts both the arbitrary nature of time and his 

own sovereign awareness of it. The playful introduction of mock surprise on the 

narrator's part demonstrates the elasticity of time in the fictional -vvorld but also serves 

to underline the narrator's superior position with regard to his narrative - he can make 

it be six months or he can make it be seven. The present tense pedagogy returns and 

an important distinction is made - while we have been creating 'erziihlte Zeit' the 

'Erz, qhlzeit' has carried on behind our backs. Hence the forceful, insistent voice of 

pedagogy drives itself into a paradox in which it has confidently defined time in terms 

of two co-existing but logically mutually exclusive categories. The pedagogue 

underlines his point using the verb 'zeitigen', to emphasise the importance of time as 
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a process enabling development in his narrative, while the narrative has also asserted 

the narrator's ability to determine the extent of time as he pleases. 

At the opening of the sub-chapter Strandspaziergang the narrator rejects 

outright any attempt to narrate time as a 'thing in itself: 'Kann man die Zeit erzqhlen, 

diese selbst, als solche, an und für sich? Wahrhaftig, nein, das wäre ein närrisches 

Unterfangen' (Zb. p. 738). Here, again, is the voice of the dogmatic pedagogue 

imposing his notion of time as unsuitable material for the subject of a narrative, while 

at the same time constructing his narrative from a theory of time. An ironic attempt 

to narrate time follows - 'die Zeit verfloB, sie verrann, es str6mte die Zeit' (ibid. ) - 

and does indeed appear ridiculous as a narrative in itself The pedagogical narrator 

continues explaining the relevance of time to narrative - it is the element which 

makes form possible, it divides up, allows chronology etc. - and concludes by stating 

that even if ive cannot narrate time ive can narrate about time: 'und wenn es zuviel 

gesagt wäre, man könne die Zeit erzählen so ist doch, von der Zeit erzählen zu 

wollen, offenbar kein so absurdes Beginnen wie es uns anfangs scheinen wollte' (Zb. 

p. 740). First person plural style commands the reader's acquiescence and is in this 

case at the same time almost conciliatory, allowing the narrator to re-establish himself 

as a reliable commentator in charge of his text. This reliability breaks down, 

however, when the narrator concludes his piece of theory with the remark: 

'Tatsächlich haben wir die Frage, ob man die Zeit erzählen könne, nur aufgeworfen, 

um zu gestehen, daß wir mit laufender Geschichte wirklich dergleichen vorhaben' 

(ibid. ). While the concluding remark disorientates the reader and undermines the 

authority of the text by overtly contradicting the grand opening statement on the 

ridiculousness of narrating time directly, the style remains commanding and leaves 

119 Zb. p. 475 
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the reader with the impression that something significant has been said. The 

confident voice of pedagogy therefore lapses into paradoxical self-contradiction and 

in so doing relativizes the confident style as mere rhetoric. The chapter has opened in 

declamatory style, integrating the point of view of the reader into the narrative claim 

that it would be quite ridiculous to attempt to narrate time. The analysis of the 

function of time not only as a theme within the narrative but also as a necessary 

element of narrative is highly logical and invites the reader's approval. The narrator 

then exploits this approval to create a veil of reliability from behind which a 

contradictory and opposing point of view is adopted, and what the narrator has 

rejected as ridiculous is then presented as the aim of his narrative. This is highly 

t-yj)icaI of a kind of narrative irony in which the reader is perpetually disorientated so 

that the concept of narrative becomes highly self-reflexive. This is typical of genres 

such as the French noweau Roman in which, as Culler states, it is 'impossible for the 

reader to work out what the real events are and in what order they occurred. ' 120 

in the concluding paragraphs of Strandspaziergang the narrator attempts to 

find a situation in which the paradox of time as an objectively existing phenomenon 

and time as a subjective experience can mingle. This discussion involves a 

concomitant merging of narrative styles, so that the narrator as a pedagogue must 

coexist Nvith a narrator caught up in self-indulgent reflection as language appears 

almost inadequate to convey the sensuality of the world, while the quality of the 

language is sensuality itself Initially the confident narrator requires the reader to 

draw on a shared experience: 'Wir vertrauen, daß auch Erfahrung und Erinnerung des 

Lesers uns nicht im Stiche lassen werden, wenn wir auf diese wundersame 

Verlorenheit Bezug nehmen" (Zb. p. 745). The first person plural is set against 'der 

120 Culler, J., The Pursuit of &igns (London, 198 1), p. 172. 
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Leser' and so gains a sense of pluralis majestatis; nevertheless the stylistic hyperbole 

and contrasting low register of 'irn Stiche', pulled back to a formal register with 

dative inflection, renders the narrative voice almost comic. The next sentence shows 

this formal, manipulative narrator lost in thought and devoid of self-awareness. 

Formality suddenly disappears Nvith 'Du gehst und gehst..., and ellipsis marks an 

extra-linguistic absorption of the narrative voice into the scene, The pedagogical 

narrator then becomes a presence bowed before the power of the sea: '0 Meer, wir 

sitzen erzählend fern von dir, wir wenden dir unsere Gedanken, unsre Liebe zu, 

ausdrücklich und laut anrufungsweise sollst du in unserer Erzählung gegenwärtig 

sein, wie du es im stillen immer warst und bist und sein Nvirst... '(Zb. p. 746). As the 

guise of the narrator changes, here apostrophising the sea in a eulogy of admiration, 

the paradoxical nature of experience is not resolved but compounded, and it would 

appear that the act of 'Erzahlen' separates the narrator from his experience rather than 

allowing him a fuller appreciation of that experience, and language does not enable 

communication but is instead a barrier to it. In this analysis it can be seen how the 

narrative voice refracts into a range of voices that resist any sense of a unified 

perspective. The narrator as pedagogue again calls his authoritative status into 

question. In the following chapter I will advance my analysis of Strandspaziergang 

within the discussion of the narrator's preoccupation with the detail of his own 

narrative as the narrative itself is seen to challenge the narrative voice. For now let us 

continue our discussion of the narrator in terms of his pedagogical status. 

One of the best examples of the narrative voice as a pedagogical influence is 

the Vorsatz. First, it is interesting that the title is Vorsatz and not Vonvort, so that the 

prologue is less an introduction to the world of the sanatorium than a statement of 

clear intention about the purpose the novel Nvill serve. In its original conception as a 
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counterpart to Der Tod in Venedig the novel would have been a comic investigation 

of the dual presence of form and disorder in the individual. By 1919 Thomas Mann 

was aware that a new introduction was necessary. 12 1A probable reason for this is the 

extent to which his narrative had become less a satyr play in response to Der Tod in 

Venedig, and much more a project engaging Nvith the contemporary intellectual 

climate of political uncertainty and linguistic and scientific relativism. Helmut 

Koopmann comments correctly that the Vorsatz Avill not give precise detail about the 

time and setting of the novel: 'Envartete der Leser auch aus dem Vorsatz zum 

"Zauberberg" mehr oder weniger direkte und genaue Hinweise auf Zeitpunkt und 

Ort, auf die Handlung oder auf den Helden und die übrigen Gestalten des Romans, so 

sieht er sich getauscht. " 122 Instead the reader is confronted Nvith an apparent lack of 

logic, an absence of narrative voice which is to any degree reliable and a form of 

address to the reader which hails from a range of perspectives. The Vorsalz therefore 

encourages the reader to focus less on the content of the narrative than on the 

technique of communicating information. 

The Vorsatz constitutes a formal introduction to a serious piece of literature. 

Stylistically it appears to be an authoritative piece of writing from a commanding 

narrator who wants to give the reader a preamble to the philosophical and intellectual 

debate to which his novel contributes. Rather than merely entering the debate about 

the intellectual climate in the final years of imperial Europe, the stylistic points of 

interest are part of an interesting metonymy, in so far as they attempt to describe the 

debate and are at the same time part of that debate. There is a conflict throughout the 

121 With thanks to Pro£ Dr Michael Neumann, Eichstätt. 'Es handelt sich beim 'Vorsatz' mit an 
Sicherheit grenzender Wahrscheinlichtkeit um jene 

�neue Einleitung", die Thomas Mann laut 
Tagebauch vom 20ý bis zum 24. April 1919 niederschrieb'. (Personal letter of 13.9.2001) 
122 Koopmann, H., Die Entwicklung des >Intellektuellen Romans< bei Thomas Mann (Bonn, 1980), 
p. 77. 
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Vorsalz between the authoritative voice of the narrative and the relativizingly ironic 

force of what he says, a conflict which repeats itself across the extent of the narrative. 

This is symptomatic of socially conditioned language, the language of officialdom, in 

which the style implies truth value and importance, while the content of the text may 

imply something quite different. 

Acknowledgement of the paradoxical nature of narrative, and an engagement 

with the intellectual climate in which the novel is writtenwas not necessarily Mann's 

initial project. The Vorsatz functions as a series of assertions which appear on first 

reading to be 'true', but which are logically mutually exclusive, thus creating a web of 

paradox. The first problem is the narrator's stated reason for telling this tale, 

claiming that the value of this story is so great that it needs to be told for its own sake. 

It is not told 'um seinetwillen', i. e. because of Hans Castorp, but 'um der Geschichte 

willen'. The narrator thus implies that in the narrative Hans Castorp is only of 

secondary importance, but, of course, Castorp is also the peg on which the whole 

story hangs and so the narrator must acknowledge that Castorp's fate is also a central 

concem of the story: '(Nvobei zu Hans Castorps Gunsten denn doch erinnert werden 

sollte, daß es seine Geschichte ist, und daß nicht jedem jede Geschichte passiert)` 

(Zb. p. 7). The narrator is therefore caught in a paradox that Nvill pervade the totality 

of his narrative. On the one hand he wants to claim an abstracted, rarefied thematic, 

while on the other he cannot get away from the fact that this story only works because 

it focuses on what Nve recognise as a potentially real human being. The point 

emerges, then, that in novels at any rate, ideas are not separable from people. The 

opening sentence is never completed as the narrator gets caught up in his own attempt 

to explain why the story is being told, and fails to follow his argument to a logical 

conclusion. He begins again by commenting on the temporal aspect of the narrative 
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which creates an immediate sense of disjointedness in the text and sees the narrator 

struggling to understand the significance of his own narrative. 

The portrayal of time in the Vorsatz is equally problematic. The reader is told 

clearly that 'diese Geschichte ist sehr lange her'; it is 'unbedingt in der Zeitfonn der 

tiefsten Vergangenheit vorzutragen' (Zb. p. 7). lt is indeed one of the oldest stories 

around -a young man experiencing the predicament of unrequited love. The narrator, 

having asserted the extreme 'pastness' of his narrative, attempts to redefine what past 

actually means: 'ihre Betagtheit ist nicht nach Tagen, das Alter, das auf ihr liegt, 

nicht nach Sonnenumlaufen zu berechnen' (ibid. ). It is not a chronological past being 

invoked, but the sense of a Zeitgeist which has become redundant i. e. that of the time 

before the Great War. There is therefore a paradox established between time as a 

calculable entity and time as a measure of difference independent of chronological 

time. It is not enough, however, for the narrator to leave things at this. He draws the 

reader's attention to the formal register required to narrate past time - he is the 

'raunender BeschNv6rer des Imperfekts' (ibid. ), the tool of the author is the formal 

past narrative form, and the narrator claims forcefully that this is the tool of which he 

is master. To underline this the narrator emphasises the past tenses of the verb 

'spielen' and this is 'um jedes Präsens geflissentlich zu vermeiden' (ibid. ). The 

narrative voice also states that the greater the 'pastness' of a story the better it is for a 

narrator to narrate. However, while insisting that any reference to present time must 

be avoided the narrator concludes 'Vorher also spielt sie, wenn. auch nicht lange 

vorher', and so reverts to a narrative present and a reference to real, chronological 

time as the basis for situating the action, in direct contradiction to his claims that his 
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story is 'sehr lange her. 123 The narrative voice seems to require the reader, in 

stylistically sophisticated German, to accept logical contradictions. Once more the 

elevated and distanced narrative voice therefore calls its own status into question. 

Earlier the 'Autorenplural' of the narrative voice Nvas discussed, and this is a 

core feature of the fonn of address to the reader in the Vorsatz. The novel opens in 

grandiose style - this is a narrative 'die Nvir erzahlen wollen', and 'die uns in hohem 

Grade erziihlenswert scheint' (Zb. p. 7). The reader's opinion is elegantly appropriated 

by the narrative voice Nvho announces himself as the determining presence in this 

narrative. There are, however, details of the Vorsatz which challenge this claim. 

Having opened his narrative Nvith a series of contradictory remarks, the narrator 

makes the statement 'Um einen klaren Sachverhalt nicht künstlich zu verdunkeln' 

(ibid. ), and continues to make grand sounding remarks which clarify little. This 

grandiose language does, however, tend to command notice. The style therefore 

draws the careful reader's attention to the manner in which stylistically sophisticated 

language can demand attention even Nvhen its content is highly dubious - the basis of 

sophistry. In this way the narrative enters into a debate with the contemporary 

problem of Sprachskepsis. Later in this chapter it will be shown how the novel can 

enter this intellectual debate, while refusing to get bogged down in its inherent 

pessimism in order to go on communicating. 

The high register of the narrative is not a consistent form of address to the 

reader. What appears to be a very self-assured, confident style collapses into a more 

modally tempered narrative. Our story begins before the Great War 'mit dessen 

123 The case with which the narrator can change between the preterite and present tenses draws attention 
to the fact, argued by Hamburger, that the preterite in narrative fiction is 'presentified' by the reader at 
the moment of reading. Hamburger argues that in narrative (epic) fiction the preterite undergoes a 
change and this change 'consists in that the preterite loses its grammatical function of designating what 
is past'. Hamburger, K., The Logic of Literature (Indiana, 1993), p. 66. 
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Beginn so vieles begann, was zu beginnen wohl kaum schon aufgehört hat' (Zb. p. 7). 

'Wohl' and 'schon' denote the manner in which the idea is conceived by the speaker 

and in this case they indicate a need for corroboration, an equivalent in English being 

csurely', 'certainly' etc. The narrator also lapses into a speculative mood, reflecting 

on the form of his narrative: 'Zudem könnte es sein, daß die unsrige mit dem 

Märchen auch sonst, ihrer inneren Natur nach, das eine oder das andre zu schaffen 

hat' (Zb. p. 8). The low register of the narrative cuts through the previous formal 

style, highlighting the inconsistent and volatile status of the narrator. The traditional 

concept of a narrator Nvho is a reliable, authoritative commentator disintegrates and 

the figure of authority only remains as secure as the language he uses. The narrator is 

making a sophisticated theoretical statement but this is expressed in a form indicating 

uncertainty. The fairy tale is one of the oldest narrative genres originating in the oral 

tradition of story telling in the vernacular, it is closely related to myth. As Zehnhoff 

writes in his study of mythology in Der Zauberberg, 'Man verstehe aber Marchen 

nicht nur in seiner Bedeutung als Haus- und Kindermärchen, sondern in seiner 

weiteren, tieferen, der der Mythologie unseres geschichtlichen und vorgeschichtlichen 

Kulturkreises [... y. 124 The reference to the fairy tale means that the sense of 

ambivalence is maintained, allowing for the possibility of a superficial reading or a 

reading which goes to the essence of contemporary European culture. The 

ovenvhelming sense of the narrative presence in the Vorsatz is of an uncertain 

narrator who refuses to prefigure his narrative with a set of criteria which would close 

the reading, and so the reader only has a set of possibilities against which to interpret 

the novel. 

124 am Zehnhoff, Hans-Werner, 'Mythologische Motive der Siebenzahl in Thomas Manns Roman »Der 
Zauberberg«' Etudes Germani-ques 33 (1978), pp. 154-7 1, p. 17 1. 
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The analysis of the narrative voice has revealed a disjunction between formal 

narrative style and a multiplicity of other, conflicting intimations. While the style of 

narrative may imPlY authority and command attention, it is often the case that this 

authority modulates into self-contradiction. The endless discussions between 

Settembrini and Naphta have been seen to sow confusion rather than achieve clarity, 

the narrative voice has been seen to occupy a less than secure position in his own text; 

it could, therefore, be argued that many elements in the novel amount to a rhetorical 

pandemonium. This pandemonium refuses to allow one voice to dominate and so 

allows a degree of feeling for the complexities of human existence to be maintained 

by refusing to privilege abstract theory and dogmatic narrative certainty over basic 

human realities. While the mood of the times derived from a pessimism about the 

ability to communicate, Mann's novel refuses to let this be the last word. During an 

altercation, for example, between Naphta and Settembrini, Castorp's gaze shifts 

cinematographically from the sparring debaters to settle on his dying cousin, so that 

the focus of the narrative moves from abstract debate to a character Nvho can be 

posited as a real human whose fate matters enormously to the reader. The narrative 

voice thus draws attention to its own pomposity when Joachim's burial is observed 

from the security of the mountain: 

Wir lassen den Vorhang fallen, zum vorletzten Mal. Doch während er niederrauscht, 
wollen wir im Geiste mit dem auf seiner Höhe zurückgebliebenen Hans Castorp fern- 
hinab in einen feutchten Kreuzesgarten des Flachlandes spähen und lauschen, 
woselbst ein Degen aufblitzt und sich senkt, Kornmandoworte zucken und drei 
Gewehrsalven, drei schwännerische Honneurs hinknallen über Joachim Zieraßens 
wurzeldurchdrungenes Soldatengrab. 125 

The narrator describes the burial from a distance and that distance has complex 

implications. At one level it implies a certain scepticism about the ritual of military 

burial, Nvith its obligatory salvo of shots, its impersonality, its irrelevance to the sense 
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of disintegration captured in the description of the grave as ',, vurzeldurchdr-ungen'. 

Yet at the same time, we find ourselves recalling that throughout the world form (the 

ritual of visits of condolence, for example) is a possible and indeed valid response to 

the disintegration that death entails. It allows the articulation of the phenomenon of 

death, but the very act of articulation inevitably places the individual at one remove 

from the reality of the phenomenon. In this case, the distanced, formal narrative 

register may have its dignity, then; but it is only a partial one; because, at the other 

end of the scale, it is the colloquial response of Behrens to Joachim's death, 'Toller 

Bengel das, toller Kerl' (Zb. p. 735), that becomes more meaningful, conveying in its 

very simplicity substantially more feeling than the voice of pedagogy can hope to 

achieve 

When Castorp leaves the 'Berghof to serve his country in the Great War, 

Settembrini comes to bid him farewell. Settembrini's gesture, however, cuts through 

the social propriety which he has always observed and reveals real feeling for 

Castorp: 'während er mit der Ringfingerspitze der linken zart einen Augenwinkel 

beriffirte' (Zb. p. 976). The rules of decorum can be broken for once to allow 

Settembrini to show emotion, which underlines his attractive humanity. It is this kind 

of attitude which rescues Settembrini the actor, the pseudo-pedagogue 'who shouts a 

warning at Castorp, disappearing into the snow covered landscape and, %vho returns to 

the security of his rooms. He may be characterised by his persistent rhetoric and a 

concomitant lack of action - he is concerned with the organisation of progress but 

Nvill not leave the sanatorium to attend the conference in Barcelona, he approves of 

skiing but does not ski himself Nevertheless, Settembrini is an essentially human 

and appealing character even if his rhetoric takes the place of his inability to have 

125 
Zb. p. 737. 
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influence in the world. The tear in his eye as Castorp departs discloses his genuine 

affection for Castorp and underlines the fact that Hans Castorp is a character about 

Nvhom the reader too has begun to care. 

In contrast to the appealing humanity of Settembrini, it is an uninvolved, 

withdrawn narrative that is in evidence in the closing pages of Der Zauberberg. The 

ubiquitous 'Nvir' dominates the account of Hans Castorp's imminent demise, together 

with a combination of deixis and present tense ('dort ist ein Wald', 'Dort zieht eine 

Hiigelzeile sich [ ... ] hin', jener Hijgelstellung' Zb. pp. 976-977) and first person 

plural narrative ('Um uns ist welliges Ackerland', 'Nvir sind scheue Schatten am 

Wege', 'dessen Stimme wir so oft vemahmen', 'unser gepeitschtes Regenland', 'Nvir 

schauenden Schatten am Wege', 'Da ist unser Bekannter', 'Schon ganz von weitem 

haben Nvir ihn erkannt' Zb. pp. 976-978. ) The upshot is that the reader is placed 

within the scene, yet is subject to the grandly stage managed rhetoric of the narrator's 

account. And one response to that kind of manipulation is a degree of countervailing 

criticism. In this way, the reader is given the space to challenge the narrator. 

While the noise of the battle rages and Castorp is seconds from annihilation, 

the narrator returns to his theoretical discussion of the novel, and refers back to the 

problem raised in the Vorsatz as to Nvhy the story is being told - is it told for its own 

sake or is it because it is about Castorp. In the face of raging battle and human 

mutilation the theoretical debate loses its sense of immediate relevance. The narrator 

then concludes 'Wir haben sie erzählt um ihretwillen, nicht deinethalben, denn du 

warst simpel. Aber zuletzt war es deine Geschichte [ 
... 

]' (Zb. p. 980). The narrator 

appears to assume a pedagogical distance from his protagonist and elects to place the 

value of the intellectual complexity of his narrative above the relevance of an 

individual human being. The point remains, however, that the issues raised are in 
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themselves important but that they cannot exist without the medium of real people 

through which to express them. When the lofty pedagogical voice pontificates on 

Castorp's fate, seeing it as secondary to the purpose he has served in the narrative, the 

point is unsatisfactory. It is the first person plural which, one last time, imputes 

volition to the reader - Thrlich gestanden lassenMr ziemlich unbekümmert die Frage 

offen' (Zb. p. 980) - but we have grown fond of Castorp and we cannot leave the 

question of his fate open without it costing us a thought. Even though he is, of 

course, only a fictional character he has acquired human substance for us. Hence 

when the narrator loo decides 'zart mit der Fingerspitze den Augenwink-el zu tupfen 

bei dem Gedanken, daß wir dich weder sehen noch hören werden in Zukunft' (ibid. ), 

the image cuts t-vvo Nvays. On the one hand it seems to acknowledge grief and loss. 

Yet the gesture merely parodies the pain felt by Settembrini at Castorp's departure 

and is inappropriate at the moment Castorp is to become cannon fodder in the 

trenches of the First World War. The narrator seems to identify himself as an 

intellectually superior observer Nvith no real feeling for Castorp or his fate. This 

sovereign persona is, nevertheless, not allowed to have the last word because the 

endearing character of Hans Castorp demands that the human realities of Nvar are not 

simply brushed aside Nvith decorous language. 

It has been seen that the narrative presence which makes itself heard as a 

voice ringing with the legacy of the eighteenth century Bildungsroman has become an 

increasingly dubious presence in the narrative. That voice is challenged by the other 

voices which pervade the narrative of Der Zauberberg and so there can be no 

possibility of the narrative voice achieving ultimate hegemony over the others. 

Michael Neumann recognises this loss of narrative authority in Der Zaitberberg, and 

touches briefly on the eclectic nature of the narrative presence. He Nvrites: 
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Freflich sind die Voraussetzungen für einen allwissenden und allwertenden Erzähler 
nach Art des 18. Jahrhunderts nicht mehr gegeben. Auch wenn man all die 
psychologischen Erkenntnismögl-ichkeiten zugibt, die Thornas Mann mit Nietzsche der 
Literatur vermacht, reichen sie doch bei weitem nicht aus, den Autor eines 
Geseffschaftsromans noch einmal in die Position auktorialer Gottähnlichkeit zu 
befördern. 126 

Attempts to achieve certainty and clear definition are thwarted by the inability of the 

narrative voice as pedagogic vehicle to assert interpretative dominance, and the 

reason for this is that his material does not lend itself to such closure. Any attempt to 

narrate an exploration of humanity must inevitably struggle with the inconsistencies 

of human nature and this is the challenge which the narrative voice takes on, but the 

inconsistent, heteroglot world narrated offers alternative and equally valid points of 

view so that no ultimate definition can ever be achieved. In the following chapter 

another facet of the narrative voice will be examined to show how it lapses into 

voyeuristic, licence, further diminishing its authoritative status in the novel. 

126 Neumann, M., (Berlin, 2001), p. 59. 
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Up Skirts and Down Cleavages 

So far I have been concerned to analyse the lofty, impersonal register of the narrator's 

performance in Der Zatiberberg. And I have sought to suggest that, in a complex play 

of irony, the text invites us to deconstruct that particular rhetoric. I want now to 

move to the other end of the scale, and to suggest that, far from being detached, 

dispassionate, disincamate, the narrator begins to appear as another member of the 

sanatorium society, now enjoying a lewd glance at the female characters, now sharing 

the rancorous attitudes of the patients and indulging in gossip, and it is not uncommon 

for the narrator to attack a character and deride him or her mercilessly, without 

recourse to comic or ironic style to reinstate the character - Hermine, Kleefeld is a 

prime example. Throughout the narrative, the narrative voice abdicates his secure 

vantage point and places himself as one more character in the novel, as it Nvere, in 

medias res. In the following discussion I will seek to advance my presentation of the 

narrator as a complex construct by demonstrating how the narrative presence engages 

in an increasingly risqu6 observation of characters and situations, places himself by 

means of deixis within the narrated landscape and eventually adopts the attitudes of 

indifference and rancour which characterise much of the social interaction in the 

sanatorium. To repeat a point I have made before about the sexual innuendo in the 

narrator's account. In stressing this aspect, my motives are, I hope, neither prudish 

nor salacious. I want to draw attention to the ftequency with which the narrator 

dwells on the physicality of the female body - and it is a frequency that is far in excess 

of what would be required if the narrator were simply indicating the strangely intense, 

but for the most part implicit, climate of sexual thraldom at work in the 'Berghof. 

My argument is that the narrator does more than quote this kind of subtext; he on 

occasionjoins in. 
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Let us first consider the use of deixis in the narrative. In The Logic of 

Literature Mite Hamburger examines the role of deixis in a fictional text. She writes 

that in fiction deixis creates a structural circumstance which is independent of the 

figures in the novel. In, for example, Thomas Mann's description of the 

'Landschaftszimmer' in Buddenbrooks the description exudes a sense of a given 

reality and functions like a guide book entry and could in fact be describing a room in 

an historic building, allowing the reader to draw a mental picture of the spatial 

relationships in the room. However, even such solid-seeming deixis is part of 

fictional rhetoric. Hence Hamburger states that: 'in fiction deictic adverbs, both 

temporal and spatial, relinquish the deictic, existential function which they have in 

the reality statement and become symbols, wherein the temporal or spatial perception 

is reduced to a conceptual level. ' 127 Once the subject of deixis is rendered fictional 

the terms are 'transferred into semblance'. Hamburger's argument shows that the 

deictic references designed to create a semblance of reality and to place the reader 

and narrator in medias res are in fact illusory. This is a point underlined by Ursula 

Reidel-Schrewe in her study of time and space in Der Zauberberg. She writes: 'Beim 

Wirklichkeitscharakter des erzählten Raumes aber kann es sich immer nur um eine 

Wirklichkeit zweiter Instanz handeln. Das Erzählen und die Vorstellung des Lesers 

orientieren sich zwar an wirklichen Räumen außerhalb des Textes, aber letztlich 

128 bleibt der als "wirklich" erziffilte Raum imaginAr' 
. The point at which the narrative 

voice tries to enter his own fiction by establishing a sense of immediate reality is also 

a point where, the fictional contract is laid bare and the narrative is seen to be a 

symbolic rather than a real structure. In the context of Der Zauberherg this 

127 Hamburger, K., The Logic of Literature (Indiana, 1993), p. 13 2. 
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contributes to the ambivalence of the narrative. On the one hand the narrator is 

asking the reader to accept the immediacy of the 'Berghof` as a real environment, but 

the means by which he does this undermines the very sense of reality he is trying to 

create. 

Let us begin our exploration of the more subjective indulgences of the narrator 

by considering some specific moments of deixis in Der Zauberberg. Martin Swales 

has already commented on the extensive use of the phrase 'hier oben' '129 by which the 

narrator locates himself as another figure within the 'Berghof' scenario. The 

abundance of prepositional vocabulary regularly places the narrator directly into the 

scene being narrated and also breaks down any barrier which places the reader outside 

the world of the narrative - it can be an appeal to the reader's prior knowledge and 

assumes that the reader can see the picture as clearly as the narrator: 

Dort drüben, in einiger Höhe, lag der ummauerte Friedhof (Zb. p. 99) 

Auch durch die Verandatüren dort drüben, die offenstanden, kamen sie (Zb. p« 104) 

denn es war wieder Konzert in jenem Hotel dort unten (Zb. p. 123) 

weil er abgelenkt war durch die geselligen Vorgänge unter der leichten Jugend dort auf den 
Stufen (Zb. p. 158) 

Frau Salomon dort, neben Herrn Albin (Zb. p, 173) 

Dort hinten, am Ende des nordwestlichen Flügels, lag seine Wohnung (Zb. p. 183) 

By using deictic markers to place the reader within the scene, the narrator attempts to 

imbue the scenario Nvith a greater sense of physical reality. It is in such instances that 

the structural basis of fiction reveals itself, in which, as Iser notes, 'literature imitates 

the illocutionary speech act, but what is said does not produce what is meant. 130 

Because the deictic construction in literature imitates a real speech act it has the 

128 Reidel-Schrewe, U., Die Raumstruktur des narrativen Textes - Thomas Mann: Der Zquberberg 
(WCirzburg, 1992), p. 5. 
129 Swales, M., Der Zauberberg (London, 2000), p. 52. 
130 Iser, W., The Act of Reading (Baltimore and London, 1980), pp. 58-59. 
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semblance of reality, but because there is no real situation the deixis then incorporates 

the reader and narrator into an unreal state of affairs. Iser explains this semblance of 

reality as follows: 'The iconic signs of literature constitute an organisation of 

signifiers which do not serve to designate a signified object, but instead designate 

instructions for the production of the signified'. 131 In this way the reader is duped 

into reproducing a state of affairs Nvith a similar structural basis to and hence the 

appearance of reality but which is inherently fictional and unreal. 

The reader is invited to posit a scene and place himself within that scene from 

where 'dort dr-fiben' etc. can be observed. When the narrator refers to 'einer dieser 

gepriesenen Oktobertage' (Zb. p. 346), the reader is invited to substitute his own 

understanding of a 'gepriesener Oktobertag' for that of the narrator, so that the 

reader's subjective understanding takes the place of the narrator's understanding of a 

glorious October day. In this vvay deixis creates the illusion of entering into a 

contract of mutual understanding with the narrator, while it is in reality producing a 

subjective interpretation which can be only one of a host of possible interpretations, 

depending on the reader's previous experience. Deixis is therefore a fictional device 

used to convince the reader that a familiar situation is being described, while he is in 

fact being invited to accept narrative rhetoric as objective reality. More than this, 

deictic markers then cause the narrator to locate his position within the narrated 

world, thus giving his account the appearance of empirical authority. But by entering 

his own narrated world the narrator must abdicate his sovereign, distanced vantage 

point so that the status of the pedagogical voice examined in the previous chapter is 

again called into question. 

131 ibid. p. 65. 
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Another way in which the relativization of the self-assured narrative voice is 

brought about is the shifling modalities between various sections of narrative. Palmer 

writes that 'Modality in language is [ ... ] concerned Nvith the subjective characteristics 

of an utterance and it could even be further argued that subjectivity is an essential 

criterion for modality'. 132 The presence of modally tempered language thus means 

that the self-assured, pedagogical voice which opens the novel becomes a partisan, 

subjective presence in its own narrative. The effect of modally conditioned text is 

therefore to render traditionally sovereign novelistic prose - and Mann's narrative 

generally maintains the high linguistic register of the eighteenth century novel -a 

subjective, often biased, narrative point of view. 133 In this Nvay the narrative voice is 

seen to function like another character on the 'Berghof stage. Once the narrator 

resorts to modally tempered language he necessarily begins to comment implicitly on 

the events or states of affairs narrated. The import of modal language is explained 

concisely by Wolfram Bublitz: 'Mithilfe bestimmter sprachlicher [ ... 
] Mittel [meaning 

'Modalität'] gibt er [der Sprecher] zu erkennen, auf welche Weise er an dern Inhalt 

seiner Äußerung Anteil nimmt, Nvie er ihn einordnet, bewertet und einschätzt [ ... ]j. 
134 

Hence the style of the utterance not only denotes states of affairs but also the attitude 

of the speaker (or writer) to those states of affairs. One of the greatest strengths of 

Der Zatiberberg is the means by which the narrative voice not only presents 'facts' 

132 Palmer, F. R., Mood and Modali1y (Cambridge, 1986), p. 16. 
133 Neumann is aware of the appearance of the narrator in Der Zwtberberg as a voice redolent of 
eighteenth century secure novelistic narrative, but also recognises that this is a mere veil of authority: 
Irn Zauberberg agiert ivieder ein Erzähler, der mit dem Leser so unbefangen konversiert, als lebte er in 
den Zeiten von Wieland und Goethe. Tatsächlich ist der AnachroWismus jedoch Schein: das ironische 
Spiel mit einer demonstrativ zitierten Erzählweise. ' 
Neumann, M., 'Die Irritationen des Janus', in ed. Heftrich, Sprecher & Winuner, Thomas Mann 
Jabrbuch 2001, (Frankfurt a. M., 2001), pp. 69-85, p. 81. 
134 Bublitz, W., Ausdrucksiveisen der Sprechereinstellung im Deutschen und Englischen (Tfibingen, 
1978), p. 6. 
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and situations, but comments on them at the moment of narration so that they become 

value loaded statements. 

Bublitz's study is a useful aid in understanding the use of modal language in 

Der Zauberberg. His comments on modal particles (as opposed to other modal 

language) cast light upon the effect of these features of the narrative of Der 

Zauberberg. Bublitz states, for example, that 'Modalpartikeln in der geschriebenen 

Sprache kaum vorkommen, sondern typisch für die gesprochene Sprache sind'. 135 

This is a view supported by Russ who writes that 'the spoken language allows for a 

frequent use of modal particles such as doch, ja, denn, to express the attitudes of the 

speakers'. He goes on: 'In producing written work the writer usuallY has time to read 

through, rethink and recast what is not clear'. 136 The use of modal particles in the 

novel therefore contributes to an impression of the narrative voice experiencing 

events with a sense of unreflected immediacy. The technique of incorporating modal 

particles into the narrative can then be seen as an attempt by the narrator to influence 

the reader by means of a more colloquial style, creating an illusion of equality 

between narrator and reader. Modal particles allow the narrator to appear to enter 

into a conversation Nvith the reader and rather than command acquiescence through a 

distanced, formal register, to seek acquiescence by means of a more persuasive and 

conciliatory tone. Moreover, Bublitz also claims that 'Modalpartikeln haben keinen 

EinfluB auf die Wahrheitsbedingungen des Satzes. ' 137 While the elements narrated 

are in themselves true (and this is the basic narrative contract into which the reader 

enters on opening the novel), the connotational, added meaning which the narrator 

wishes to convey through his description is identified as a subjective point of view. In 

135 ibid. p. 39. 
136 Russ, CN. J., The Gen-nan Langmage Todgy (London, 1994), p. 29. 
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this Nvay the veracity of events in the narrative remains untouched but their 

significance becomes, on occasion, less secure. 

I would now like specifically to consider the function of two particles which 

are in evidence throughout the narrative: 'ja' and 'wohl'. Fox claims that both 'ja' 

and 'Nvohl' assert the speaker's claim to the validity of his remarks, but this can only 

ever be a subjective claim. 138 Flamig, for example, notes that 'Modalw6rter [I 

geben eine subjektive Einschätzung der Geltung von Sachverhalten durch den 

Sprecher wieder', and the effect of 'wohl' and 'ja' is to modify what could be an 

ostensibly objective comment so that it is clearly the subjective opinion of the 

narrative voice. 139 Given that modal particles signal a mode of speech more typical of 

a colloquial spoken register (c. f. Russ and Bublitz) their introduction into the 

narrative suggests one more way in which the narrative voice slips from his sovereign 

position. Let us consider some examples. There is the narrator's explanation for 

Castorp's remaining outside for longer before going to bed: 'Was ihn so lange 

draußen hielt [ ... ], war wohl auch der Zauberberg der Winternacht' (Zb. p. 373); 

Castorp's state of mind in the seance as Holger speaks: 'Zugleich aber ivandelte 

Rührung, ja Erschütterung ihn an' (Zb. p. 925); the nature of Ellen Brandt's illness: 'er 

hatte wohl eigentlich nur Verdachtscharakter, wenn Elly auch freilich ja zart war' 

(Zb. p. 898); when Castorp and Peeperkom acknowledge their sentiments for Clawdia: 

'Die Stille dauerte wohl zwei oder drei Nfinuten lang` (Zb. p. 830); and the narrator's 

description of the beautiful landscape of the Sonnenleute: 'Das Nvarja wie Musik, Nvie 

lauter Harfenklang' (Zb. p. 668). In each of these examples the modal particle 

changes the statement from a piece of reliable narrative to a subjective comment by 

'37 ibid. p. 38. 
138 Fox, A-, The Structure of Gen-nan (Oxford, 1990), p. 196. 
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the narrator. The statements take the colour of speculative remarks which in their 

mode seem to derive more from the characters than from the narrator. The reader may 

accept the veracity of the remark but only Nvith the precondition that it comes less 

from a sovereign narrator than from a partisan observer. 

The opening of the sub-chapter Satana contains in the first eighteen lines eight 

modal particles and a range of other modal verbs and 'Modalw6rter', such as 

'offenbar'. Thus Nvhen Settembrini's attire is observed, there is no question of it not 

being as it is described - thinning hair, a yellow checked suit, a black tie - but the 

value judgments which are implicit in the observation are subjective and reveal a 

narrative voice which is partial and subjective. A closer analysis of the narrative Nvill 

demonstrate that modal language renders the description of Settembrini a socially 

motivated commentary which reaches as far as a critique of Settembrini's character 
I 

based on superficial detail: 

Sein Alter wäre schwer zu schätzen gewesen, zwischen dreißig und vierzig mußte 
es wohl liegen, denn wenn auch seine Gesamterscheinung jugendlich wirkte, so war 
sein Haupthaar doch an den Schläfen schon silbrig durchsetzt und weiter oben 
merklich gelichtet: zwei kahle Buchten sprangen neben dem schmalen, sparlichen 
Scheitel ein und erhöhten die Stim. Sein Anzug, diese weiten, hellgelblich karierten 
Hosen und ein flausartiger, zu langer Rock mit zwei Reihen Knöpfen und sehr 
großen Aufschlägen, war weit entfernt, Anspruch auf Eleganz zu erheben, auch 
zeigte sein rund umgebogener Stehkragen sich von häufiger Wäsche an den Kanten 
schon etwas aufgerauht, seine schwarze Krawatte war abgenutzt, und Manschetten 
trug er offenbar überhaupt nicht, - Hans Castorp erkannte es an der schlaffen Art, in 
der die Ärmel ihm um das Handgelenk hingen. Trotzdem sah er wohl, daß er einen 
Herrn vor sich habe; der gebildete Gesichtsausdruck des Fremden, seine freie, ja 
schöne Haltung ließen keinen Zweifel daran. 140 

Because the previous chapter ended Nvith Settembrini standing directly in front of 

Castorp the ensuing description might be expected to be from Castorp's point of 

view We would, therefore, expect the judgments made of Settembrini's attire, which 

also imply a judgment of his character, to originate from Castorp. It is, however, not 

139 Flärnig, W., Grammatik- des Deutschen (Berlin, 199 1), p. 53 1. 
14" Zb. pp. 79-80. 
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so straightforward. Between Settembrini's arrival on the scene and the description 

there is a chapter break and a new title - 'Satana'. The title clearly signals the 

presence of a controlling narrator, whose recourse to the Italian form of 'Satan' 

clearly labels Settembrini a morally dubious character. His dubious or 'satanic' 

nature is not, however, an assessment of his moral values but of his incompatibility 

with establishment values. The ensuing narrative cannot thus be read exclusively as 

the restricted point of view of Castorp, but rather as an interpretation made up of both 

Castorp's and the narrator's point of view, fused in a kind of erlebte Rede. 

Although the opening words are stylistically from the point of view of an 

assured narrator, this narrator then assumes the same perspective as Castorp, and thus 

becomes a voice alongside the characters: 'Sein Alter ware, schwer zu schatzen 

gewesen, zwischen dreißig und vierzig mußte es wohl liegen' By the end of the 

sentence we have a kind of erlebte Rede which reports a general attitude that the 

narrator assumes will be shared by any observer. The key to this lies in the modally 

tempered 'muBte es wohl. liegen' as we are now concerned with the modality of the 

narrative. The modal particle 'wohl' and modal verb 'muBte' are epistemic, and 

convey the narrator's insistence on the truth value of the comment about 

Settembrini's age. Palmer points out that although the modality of a statement may 

indicate the speaker's belief in the truth of the statement, this truth will be based on 

the speaker's subjective knowledge of the situation. 14 1 Because of the modality of the 

comment on Settembrini's age we see the narrator presenting his character in 

apparently objective terms, while the modal features of the narrative reveal the 

141 Palmer states that 'propositions that are asserted with relative confldence, are open to challenge by 
the hearer and thus require - or admit - evidentiary justification'. Palmer calls such propositions 
evidentiary. He goes on to say that 'evidentials are not indications of some objective modality, but are 
subjective in that they indicate the status of the proposition in terms of the speaker's commitment to it'. 
Palmer, F. R. (Cambridge, 1998), pp. 53-54. 
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subjectivity of his point of view. As the paragraph continues the division between the 

narrator's perspective and Castorp's Nvill remain opaque and will culminate in the 

narrative voice engaging in the kind of gossip for which he has earlier criticised the 

citizens of Hamburg. 

The physical details of Settembrini's face and attire pose few problems - they 

are ostensibly objectively verifiable details which could be seen in a painting or 

photograph. His trousers Nvill remain 'hellgelblich kariert' and his frock coat Nvill 

always be 'mit zwei Reihen Knöpfen und sehr großen Aufschlagen. More interesting 

are the value judgments 'which are made on the basis of these observations. 

Settembrini's clothes are, for example, 'weit entfernt, Anspruch auf Eleganz zu 

erheben' - the text has moved from objective description to judgment based on a set 

of accepted social values. The origin of this judgment is crucial. Were it to be 
I 

presented ironically by the narrator there would be an implicit criticism of Castorp for 

making a character judgment based on superficial detail. The origin of the statement 

depends on a preceding deictic: 'diese weite hellgelblich karierte Hose'. Spatial 

deixis links the object Nvith the speaker and in this case renders the narrative voice 

and the object described co-present. It can therefore be argued that it could be the 

narrative voice that passes judgment on Settembrini's lack of elegance. It would then 

follow that the narrative voice is implicated in the observation of the rest of 

Settembrini's attire: 'sich von häufiger Wäsche an den Kanten schon etwas 

aufgerauht, seine schwarze Krawatte war abgenutzt, und Manschetten trug er offenbar 

nicht'. The rough edges, shabby tie and no cuffs create an image of a social 

underclass, a person Nvbo is on the margins of 'Bergbof' society. These remarks then 

imply an acceptance of middle class values by the narrative voice, which are the 

actual basis of this speculative judgment. Moreover, by accepting the above 
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interpretation of Settembrini, based on connoted meaning, the reader is also 

subconsciously subscribing to the same value system as the narrative voice and 

making a similar, socially motivated judgment. The first description of Settembrini 

is therefore a prime example of the narrator assuming the attitudes of polite, 

bourgeois society. 

Despite the lowly state of his clothing the concluding assessment of 

Settembrini is that he is a gentleman: 'Trotzdem sah er, daß er einen Herrn vor sich 

habe; der gebildete Gesichtsausdruck des Fremden, seine freie, ja schöne Haltung 

lieBen keinen Zweifel daran. ' This judgment is, of course, based on outward 

appearance and so underlines the recourse to social stereotyping. On one level we are 

invited to see the conclusion as Castorp's - the subjunctive form 'habe' distances the 

narrator from Castorp's point of view, and the verb 'lieBen' can be read as 

subjunctive or indicative. The modal particle 'wohl', however, is a comment from 

the narrative voice, inviting us to accept the truth value of Castorp's observation. 

Neither does the narrative voice call into question the 'freie, ja sch6ne Haltung' of 

Settembrini, again the modal particle invites us to accept the truth value of the 

subjective interpretation, and the narrative voice remains a partial observer in his oNvn 

narrative. Having observed the character and allowed judgment to be passed, the 

narrator then places the responsibility for the observation with Castorp: 'Hans Castorp 

erkannte es an der schlaffen Art, in der die Ännel ihm um das Handgelenk hingen'. 

The description of what Castorp sees depends on the adjective 'schlaff, implying 

looseness both physical (i. e. the sleeves are flapping) and moral (already hinted at in 

Frau St6hr's malapropism 'ich bin so schlaff (Zb. p. 63) which is comic because of its 

play on her feeling of lethargy expressing itself in terms of moral laxity). The 

description of Settembrini's sleeves is clearly intended to imply a laxness with regard 
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to social niceties, and by extension a dubious morality. It is, however, by implication 

the narrator and not Castorp who applies the adjective 'schlaff and hence the 

judgment remains a narrative intervention rather than an interpretation offered by an 

other character. Having observed Settembrini critically and then being, in part, 

hidden behind Hans Castorp as the originator of the critique renders the narrative 

inconsistent and equivocal, typical of the attitudes of other characters in the 

sanatorium. 

So far we have considered the role of modal particles in revealing the 

partiality of narrative persona in Der Zauberberg. An aspect of the narrative related 

to the import of modal particles is the use of the modal word 'offenbar', used 

repeatedly by the narrative voice to assert the obvious nature of a given situation. In a 

similar way to deixis, 'offenbar' will also deconstruct, and what is offered to the 

reader as a simple and straightforward given will become a point of view which 

reveals the subjectivity of the narrative voice. Recourse to modally tempered 

language invites the reader to impose a frame of reference onto the narrative from 

which the world appears most easily intelligible. Iser writes: 'Whenever we analyse a 

text, we never deal with a text pure and simple, but inevitably apply a frame of 

reference specifically chosen for our analysis. 142 In the case of Der Zauberberg the 

modally tempered language offers us a frame of reference which is made to appear 

the most obviously accessible by the narrator. While the reader may enter the illusion 

of reality, analysis of the frame of reference from which this reality is perceived 

reveals it to be one more fictive construct, one version among many. In the narrative 

of Der Zatiberberg 'offenbar' is generally used to assert the obviousness of a 

characteristic which implies criticism or allows voyeuristic observation of a character. 
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While the implication of 'offenbar' is that the state of affairs described is clear for all 

to see, it also raises the question of for whom the state of affairs is obvious. The 

answer to this question is, of course, the narrator, and (by implication) the observing 

figure. Moreover, the characteristic being observed is generally a narrative 

assumption rather than an objective fact and in this way the narrator again reveals his 

partisan status in his owm narrative. 

Let us consider some specific instances of this. One unsettling aspect of the 

rarefied nature of the 'Berghof is the Hofrat's ability to diagnose anaernia at a glance 

i. e. he bases his diagnosis on what is (to him) immediately obvious. This creates a 

kind of 'Verfremdungseffek-t' whereby the environment confers a degree of 

mythological omniscience on those Nvho move within it. Whereas at the beginning of 

the narrative and again on the arrival of Uncle James the narrator has used the comic 

import of such details to ask the reader to stand back critically from the environment, 

we observe the narrator adopting this (Berghof-diagnostic) attitude himself on the 

arrival of Ellen Brand: 'wenn Elly auch freilich ja zart war, zart und offenbar 

bleichsfichtig' (Zb. p. 758). The narrator (it seems) is now seen to be adopting the 

same attitude as Behrens and can also deduce anaemia ftorn external appearance, and 

this deduction depends on the word 'offenbar'. Without 'offenbar' the narrator would 

simply be relaying information to which he has access because of a privileged, 

authorial point of view. By tempering his remark with 'offenbar' the narrator draws 

conclusions from his outward observation and so registers his characters, as do their 

fellow patients, from a point of view defined by prejudice and preconception. We 

thus see the narrator losing his omniscient stance as he assumes details about Ellen 

from her outward appearance in the same way as Behrens. The sanatorium 

142 Iser, W. (London, 1980), p. 53. 
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envirorunent can hence be seen to extend its sphere of influence to the behaviour of 

the voice which narrates and quotes it. 

The following comments, the first about von Mylendonk and the second about 

Peeperkorn, demonstrate a similar narrative strategy: 'offenbar war dies harmlose, 

aber entstellende Leiden [Gerstenkorn] in ihrer Verfassung gelegen. ' (Zb. p. 290), 

'Offenbar war der königliche Mann der Labung in ungewöhnlichem Grade bedürftig` 

(Zb. p. 758). In both examples a conclusion about an individual is drawn from 

external features. There is a kind of metonymy at work in which the observed detail 

becomes representative of the character described. Were these to be direct comments 

- von Mylendonk was prone to sties, Peeperkom is an alcoholic - the detail would 

have been no more than another feature of the characters, written down to support the 

characterisation of the individuals in question. The word 'offenbar', however, 

transforms the statements into almost derogatory remarks which define the characters 

in terms of their respective weaknesses. In this way the narrator renounces his 

position of authority in order to present (and, in part at least, borrow) the point of 

view of the curious, gossiping patients of the sanatorium. 

The description of the physical appearance of Pribislav Hippe as a school boy 

calls his racial origin into question and renders him questionable: 'und war ffir seine 

Person offenbar das Produkt einer alten Rassemnischung, einer Versetzung 

germanischen Blutes mit wendisch-slavischem' (Zb. p. 166). It is not simply 

Pribislav's physical appearance which is called into question; the word 'Person' can 

imply a character evaluation, and so Pribislav's appearance becomes a comment on 

the likely composition of his personality, and by extension his morality. So too the 

remarks on Pribislav's racial origin are not objective comments from a sovereign 

narrator; instead this is a speculative comment, rendered speculative by the Nvord 
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coffenbar', and hence Pribislav is treated as the object of gossip. This same narrative 

stance is evident in the comment about Behrens taking his leave of Clawdia: 'offenbar 

hatte er sich von der Reisenden schon bei 
. anderer, privater Gelegenheit 

verabschiedet... ' (Zb. p. 477). Again the reader is not told that this actually happened, 

but instead is given access to the 'Berghof attitude which knows the relationship 

between Clawdia and Behrens and on that basis assumes a private farewell. The 

comment also implies a continued dubious relationship between the two, and the 

narrator is happy to let his statement retain this implication. The attitude prevalent in 

this narrative mode is typical of the atmosphere of curiosity prevalent in the 

sanatorium, and although the narrator is probably reporting what other people have 

said, the narrative style implicates him in the attitude. The narrator therefore renders 

himself a prejudiced observer assuming the social attitudes of the milieu he narrates. 

The analysis so far has shown that the narrative voice often quotes, but also 

speaks, from the point of view of rancour and gossip adopted by the other characters. 

My final examples demonstrate the narrator adopting an attitude prevalent in the 

'Berghof' which treats characters already in a tragic situation with a high degree of 

disdain. The first example relates to Miss Robinson's inability to converse in German 

and the second to Tous-les-deux: 'Offenbar konnte sie [Miss Robinson] kein Wort 

Deutsch und wollte es auch nicht können'(Zb. p. 104-5), 'denn offenbar hielt sie es für 

notwendig zu hören, ob der Fremde von ihrem Schicksal wisse. '(Zb. p. 151) Miss 

Robinson has ended up in a German speaking environment because of a serious 

illness and is unable to communicate Nvith the people around her - she has therefore 

become Nvithdra-%vn. Her inability to communicate is interpreted as a slovenly lack of 

desire to do so, and hence intimates that Miss Robinson has a poor attitude. The word 

'offenbar' again changes the remark from an unchallengeable statement to a 
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subjective critique based on superficial detail. Tous-les-deux is about to lose her sons 

to tuberculosis and is distraught - it is important to her that other people acknowledge 

the tragedy of her situation. Her perpetual desire to relate her misfortune is not 

treated Nvith sympathy but does, rather, make her a nuisance. There is a general lack 

of sympathy present in the 'Berghof, perhaps a means of self-preservation for the 

patients, and it is this attitude into which the narrator perpetually tries to draw the 

reader. However, this is not the objective report of an attitude but is instead achieved 

by the narrator assuming the attitude in order to lend it authority but in doing so he 

simply calls his own authority into question by becoming one more character within 

the world that he depicts. 

The above examples have shown the narrator embroiled in a subjectively 

critical point of view, closely alined to that of his characters. Let us now consider 

cases in which the narrator is openly critical of particular individuals. He continually 

identifies details which are unattractive or negative and uses these to disparage his 

characters. The 'Englisches Fraulein' at the dining table is described as 'eher haBlich, 

mit dürren verfrorenen Fingern' (Zb. p. 63), Claývdia«s illness is 'ein Umstand, der mit 

der Zweifelhaftigkeit ihrer Gesamtexistenz nahe zusammenhing' (Zb. p. 199), 

sympathy is not given to the Herrenreiter's Nvife because she loses her husband but 'in 

Anbetracht [ ... 
1 der hohen Oxygenrechnung, die der Gatte zurückgelassen' (Zb. 

p. 403), and Peeperkorn's illness seems to be common knowledge: 'Auch eine 

geschwollene Milz sollte er davon haben' (Zb. p. 748-9). Each of these examples is 

typical of the 'Berghof' attitude of (quasi-medical) gossip and each implies a moral 

criticism based on the character's physical appearance or personal habits; characters 

are always well aware of the personal situation of fellow patients and confidential 



133 

itiformation is freely passed around. 143 The attitudes expressed in the four examples 

above are all typical of the self-indulgent gossip which takes place on the mountain. 

Characters such as Frau. St6hr and Fdulein Engelhart maintain their own sense of self- 

importance by deriding fellow patients. in these instances however, it is not 

characters Nvho are expressing the attitude directly but the narrator himself Hence the 

narrator again appears as a character within his own narrative rather than an impartial, 

distanced observer. In addition to the assimilation into the narrative point of view of 

gossip and a sense of pleasure elicited from the suffering of other characters, there are 

also many instances in which the narrator attacks his characters directly. Hermine 

Kleefeld is mercilessly derided, Frau St6hr is always portrayed as socially inept, the 

Russians are openly criticised as a breed of dubious characters. 

That characters can be derided and treated Nvith class prejudice is a theme 

rooted in the institution of the 'Berghof'. The terms gulet- and schlechter Russentisch 

are prime examples and Castorp uses them freely in formal conversation with, for 

example, Behrens. 144 In a sanatorium which boasts the name international there is 

little enlightenment engendered by the cross cultural contact, instead this contact 

gives rise to a class-motivated prejudice, and the narrative voice is implicated in the 

creation of this prejudice. Observing people at the 'bad' Russian table, the narrator 

tells us that there is a family 'mit einern haBlichen Knaben' whose mother's boa is 

'unsauber' (Zb. p. 97. ), and later while waiting to be X-rayed Castorp sees a mother 

and son from the same table: 'eine Mutter, selbst kümmerlich, mit ihrem noch 

kümmerlicheren, langnäsigen und häßlichen Knaben namens Sascha' (Zb. p. 291). 

143 The relationship between Hermine Kleefeld and Ellen Brand is the epitome of sanatorium 
'Klatschsucht': 'Dies tat übrigens auch Hermine Kleefeld, ihre mütterliche Freundin und Patronin, und 
erfuhr unter dem Siegel der Verschwiegenheit dies und das, was sie unter demselben Siegel im ganzen 
Haus verbreitete, bis in die Concierge-Loge hinein' (Zb. p. 902). 
144 e. g. 'Das ist die Dame vom guten Russentisch, mit dem französischen Namen... ' (Zb. p. 353). 
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The co-existence of being Russian and being dirty or ugly implies that the former 

might, to some extent, be a cause of the latter. Whether or not this notion originates 

with Hans Castorp, the style in which it is presented suggests that the narrator shares 

in this attitude. The student at the table is an individual 'dessen knochenloser 

Charakter an einen Thorax ohne Rippen erinnerte' (Zb. p. 315), and while the opinion 

is attributed to Behrens the narrator again reports the comment to the reader Nvith no 

hint of ironic distance, thus lending it authority. Finally, these people offend all 

social niceties: 'Sie aßen mit dem Messer und besudelte auf nicht wiederzugebende 

Weise die Toilette' (ibid. ). While the previous descriptions are subjective, the 

narrator seals his critique of the Russians with reference to repeated behavioural fact. 

The final two examples function as verifiable evidence that the Russians are indeed 

an unpleasant and socially inferior bunch of people, and so there appears to be a 

justification for the earlier critical remarks. 

The Russian patients are also criticised harshly for their choice of Christmas 

gift for Behrens. They do not Nvish to contribute to the present the other guests are 

planning and organise a gift independently. The gift to Behrens is intended to be 

something of use, and although the patients consider buying a new operating table, in 

the end a chaise longue is purchased. The discussion by the socially acceptable 

patients is, of course, undermined by the comic import of buying an operating table - 

these people have no idea what Behrens would actually like. The gift is in effect a 

demonstration of good taste and social standing of the patients. The Russians' gift is 

mercilessly derided by the narrator: 'Die Sondergabe der Russen bestand in etwas 

Silbernem, einem sehr großen, runden Teller, in dessen Mitte das Monogramm des 

Empfängers eingraviert war, und dessen vollkommene Unverwendbarkeit in die 

Augen sprang' (Zb. p. 397). The Russian gift clearly indicates that while they may 
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have money, they also have a distinct lack of taste appropriate to the society in which 

they find themselves. While the narrator's point of view is clearlY drawn from the 

rancorous attitude of the other patients there is no obvious attempt made to report 

with ironic distance. The narrator thus tends to remain a partisan observer within his 

oNvn narrative, aligned Nvith the majority of the patients in a quasi racist stance. 

Individual characters are also harshly criticised. Two characters who suffer a 

direct personal attack from the narrator are Frau St6hr and Hermine Kleefeld. Let us 

first turn our attention to Frau St6hr. I have already touched on her before, but the 

issues will bear repeating. This is a woman who is unattractive and socially inept - 

she is a gossip and in her attempts to appear intelligent she reveals a distinct lack of 

education. Attention is drawn to her unattractive appearance, specifically to her 

'rotes Gesicht und fettige aschblonde Haare' (Zb. p. 61), and her 'Hasenzähne 

st6rrisch entblbBt' (Zb. p. 495). She is characterised by her inclination to affectation, 

and passes on details of her examination 'indem sie sich auf ungebildete Weise zierte' 

(Zb. p. 105). When Settembrini enquires about her health the narrator reports 'Es Nvar 

entsetzlich, Nvie Frau Stöhr sich zierte' (Zb. p. 207). The narrator shares Castorp's 

astonishment at her stupidity: 'Karoline St6hr war entsetzlich' (Zb. p. 409) and her 

remarks are prefaced by the narrator Nvith phrases like 'in ihrer groBer Unbildung' 

(ibid. ). In addition to this the narrator notes: 'Hinzu kam ihre Klatschsucht, die 

unmaBig war' (ibid. ). Frau St6hr's behaviour, as her name implies, disrupts the 

bourgeois milieu of the sanatorium and the narrator lends legitimacy to the attitudes 

prevalent in this self-satisfied society. 

Despite endless derision and narration of her inappropriate comments Frau 

St6hr remains to the end of the novel. There are several reasons for this. First, she 

allows the narrator to set the tone of life in the sanatorium. Frau St6hr is the epitome 
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of a sanatorium gossip. She wants to know everyone's business; she remembers how 

many months people have been in the sanatorium; she passes judgment on departures 

and she knows who has been sleeping with whorn. As a gossip she is a vehicle by 

which the rancorous and snide aspect of the sanatorium existence is conveyed, and 

later in this chapter it will be seen how the narrator comes to indulge in similar 

dishonourable practices. On the other hand Frau, St6hr is a very human figure. 

Although she attracts the narrator's derision for her inappropriate behaviour there is 

also a comic side to her character which rescues her and which the narrator exploits. 

To take an example already quoted, her description of a sneeze is akin to the 

description of the physiology of an orgasm. 145 There is a sense of repressed sexual 

desire inherent in the description, and that Frau St6hr's sexual excitement might come 

from sneezing is humorous, but also tragic in that she has no other form of erotic 

release. Her 'Bildungsschnitzer' are extremely humorous such as the suggestion that 

Beethoven's 'Erotika' might be played Joachim's funeral or her claim to feeling 'so 

schlaff, implying a moral weakness on her part. She is distraught to find her bed 

moved to face the door and insists that it be put back despite a draught - her 

superstitious beliefs reveal a deep-seated fear of death. Despite her stupidity and 

inappropriate behaviour which are her overriding characteristics the reader may be 

inclined to find Frau St6hr quite an endearing figure. In the presentation of Frau 

St6hr a feature of comic narrative emerges which allows the character in question to 

be derided but also to a certain extent regenerated. The narrative account of Frau 

St6hr's attitudes, gossip and blunders engenders a socially motivated criticism in 

which the narrative voice is also implicated, but the forni of narrative also invites a 

143 cf 'wenn die Lust dazu gewaltig anschwelle und unwiderstehlich werde und man mit berauschter 
Nfiene ein paarmal stürmisch aus- und einatme, sich wonnig ergäbe und über dem gesegneten Ausbruch 
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certain quiet affection for the object of the derision. The narrator's attitude to Frau 

St6hr is therefore essentially ambivalent and it is this inconsistency which contributes 

to the sense of pluralism in the narrative. 

The narrative treatment of Hermine Kleefeld is quite different. She is 

portrayed as the epitome of 'Liederlichkeit', and the narrator strongly criticises this 

aspect of her character. We first see Hermine from a distance, as part of a group of 

young, apparently vital characters approaching Castorp Nvho is out for a stroll with his 

cousin. As she goes past, Hermine whistles through her pneurnothorax, startles 

Castorp and in the same moment the group is recognised as a less than healthy bunch 

of young patients. Hermine's gesture challenges the serious, quasi religious esteem in 

which Hans Castorp holds illness and the consistently negative portrayal of Hermine 

sees the narrator closely aligned with Castorp's point of view. Although there is a 

great deal of tragi-comic potential in Hermine's action the narrator does not exploit it. 

Instead Hen-nine is simply derided - she is a 'langes, junges Mddchen' (Zb. p. 7 1), she 

looks unkempt 'mit schlecht frisiertern Haar' (ibid. ) and exudes stupidity 'mit 

durnmen, nur halb-ge6ffneten Augen' (ibid. ). Her lack of respect for pioneering 

surgery and her trait of whistling through her thorax to startle passers by contributes 

to the novel's carnivalesque sense of misrule. Hermine therefore appears like an 

idiotic carnival clown, subverting all that is decently bourgeois, and for this reason 

the narrator maintains his critical distance fastidiously. 

There is the potential for the narrator to use Hermine, to highlight the tragedy 

of youth being wasted in the hermetic envirom-nent of the mountain. She bemoans 

her isolation on the mountain 'man ist um ilm [den Sommer] betrogen, %vie man um. 

das Leben betrogen ist, im ganzen und überhaupt' (Zb. p. 304). Whereas the reader 

die ganze Welt vergäße. ' Zb. p. 23 8. 
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may be inclined to feel sympathy for a young woman being cheated of her youth, 

there is no note of sympathy from the narrator; instead it is Hen-nine's stupidity which 

is again highlighted: 'Und sie seufzte aus ihrer halben Lunge, indem sie 

kopfschüttelnd ihre von Dummheit umschleierten Augen zur Decke richtete' (ibid. ). 

She is too stupid to deserve sympathy and she has no right to expect more from life 

than a wasted existence in an alpine sanatorium. Settembrini comments that if 

Hermine were to return home she would quickly make an attempt to return to the 

mountain, a fact which the narrator does not dispute. Her appearance after dinner in 

sporting attire also provokes critique. While her desire to wear the clothes is an 

indication of a Nvish to be part of the sporting society in Davos, the reader is not 

invited to see this as anything more than Hermine pretending to be something which 

she clearly is not, and we are inclined to believe that she too is aware of this pretence. 

There is, therefore, no sympathy for her being prevented from taking part in sport by 

her illness. Instead the narrator attacks her both on account of her illness and for 

lounging carelessly in a chair - 'Hermine Kleefeld zurn Beispiel, die, obgleich 

unzureichende Atmung ihre Nasenspitze und Lippen ständig blau färbte, zum Lunch 

in wollener Hosentracht zu erscheinen liebte, darin sie nach dem Essen mit 

gespriezten Knien in einem Korbsessel der Halle recht liederlich lümmelte. 146 The 

attitude to Hennine is that she should recognise the constraints of her illness and stop 

pretending to be something which she is not. The modal particle 'recht' implies a 

colloquial register of language and renders the origin of the comment ambiguous. It 

is likely to come from a general attitude of the gossiping residents, but the narrator 

easily incorporates the remark and hence seems to be aligned Nvith the point of view 

146 Zb. p. 645. 
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Herinine is regularly presented playing a role which in reality she can never 

fulfil. The description of Hermine at the musical afternoon as the centre of attention 

of a group of males relies heavily on the careful narration of the spatial relationships 

in the scene so that it functions as a kind of grotesque fite galante, an image of 

Arcadian sexual decadence. The pianist's eyes are fixed on her, a second male gazes 

downwards offering her grapes, and a third looks up into her eyes. Any hint of sexual 

frivolity is undermined by the omnipresence of illness and so Hermine is reduced to a 

parody of sexual attraction. The exaggerated image renders Hen-nine ridiculous and 

precludes any real possibility of a sexual liaison. Castorp is also allowed to use 

Hermine to attract Claxvdia's attention. The conversation he holds Nvith her is 

affected and loud - Hermine realises that she has been used and in the end goes off 

feeling offended. While Castorp is criticised for his action, the basis of the criticism 

is not that he offends Hennine, but that he makes a fool of himself in front of 

Clawdia. To present Hermine as an individual Nvith feelings is never the narrator's 

intention. This is underlined by the numerous impersonal references to 'Die 

Kleefeld'. In this case the reader is simply told 'Die Kleefeld gelang-%veilt und 

beleidigt, ging ihren Weg' (Zb. p. 321), and the narrator appears to be dismissive of 

her as a human being Nvith feelings and emotions. 

The treatment of Hermine by the narrative voice is, then, inherently 

problematic. In a novel which can grieve deeply for Joachim and portray the horror 

of young life obliterated in trench warfare with much intensity, the harsh treatment of 

Hermine Kleefeld is apparently out of place. Or perhaps Hermine has a thematic 

purpose, a notion supported by the fact that she, too, remains right to the end of the 

narrative. As a secondary figure she is continually posing in the guise of something 

she is not -a happy-go-lucky teenager, the focus of a love triangle, a sportswoman - 
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and in this way she contributes to the carnivalesque tone of nothing being quite as it 

appears. However, the carnivalesque mode implies disruption of order and becomes a 

threat to the bourgeois order. By attacking the slovenly attitude of Hermine the 

narrator is able to align himself Nvith socially acceptable attitudes so that he cements 

his position as a proponent of these values, which, at one level, the novel as a whole 

is at pains to criticise. 

Many times throughout the narrative, material of a sensual or sexually 

titillating nature is presented. The number of references to female breasts is 

noteworthy - almost every reference to Marusja includes a description of her bosom - 

'hübsch war sie, von blühender Gesichtsfarbe und hoher Brust' (Zb. p. 96), Warusja 

[] mit der hohen, wurmstichtigen Brust' (Zb. p. 203), 'Marusja mit [.. ] der äußerlich 

wohlgebildeten Brust' (Zb. p. 727). Uncle James is attracted to Frau Redischwho has 

'mattweiße, stark zusammengepreßte Weibesbrüste, deren Teilung ziemlich weit 

sichtbar geivesen war' (Zb. p. 597). In these cases the narrator is ostensibly reporting 

what Castorp, or another character, has seen; but the presentation of the material is so 

insistent and so repetitive that the narrator himself becomes (as it were) a close 

observer of the scene. While the narrator generally reminds the reader that what is 

being narrated is from a character's point of view, he makes no attempt to dissociate 

himself from that point of view, and the reader may be inclined to feel that the 

narrator interprets the scene at a level in excess of Castorp's ability to comprehend. 

In this way the narrator becomes embroiled in a personal engagement with morally 

dubious material. Strangely, the narrator who can comment Nvith pedagogical 

authority is not then averse to peering down cleavages. 

Let us consider a detailed description of ClaNvdia Chauchat, taken from the 

opening of the Watpurgisnacht scene which focuses primarily on Clawdia's arms: 



141 

'ihre Anne, die zart und voll waren zugleich, - kühl dabei, aller Mutmaßung nach, 

und außerordentlich weiß gegen die seidene Dunkelheit des Kleides abstachen, auf so 

eine erschüttemde Art, daß Hans Castorp die Augen schließend, in sich 

hineinflOsterte: >>Mein Gott! <<' (Zb. p. 466). Significant here is the disjunction 

between Castorpýs observation and the narratoes presentation of it. First is the phrase 

caller MutmaBung nach' - the appearance of Clawdia is not an objective report nor is 

it even necessarily an attempt to present what was in reality there. Instead Clawdia 

provides a stimulus to erotic creativity, a conjecture developed in sexually loaded 

terms. 'Zart' and 'voll' imply immediate eroticism confirmed by the sensuality 

inherent in the contrast between the extreme white of the arms and the darkness of the 

dress, The dress is characterised by a sensual synaesthetic mingling of touch and 

sight in 'seidene Dunkelheit'. Having observed Clawdia, Castorp experiences a sense 

of shock at the recognition of erotic beauty. His reaction is to close his eyes, so that 

in the midst of an encounter Nvith extreme eroticism he recoils from the sensation, 

shutting it out. The limit of Castorp's articulation of feeling is 'Mein Gott! '. The 

exclamation is indeed provoked by an experience of intense feeling but remains an 

unarticulated, gut reaction to an immediate impression. The narrator, on the other 

hand, is the controlling presence in the description and studies each individual aspect 

of Clawdia's appearance which has given rise to this intensity of feeling, and (aller 

MutmaBung nach) articulates these aspects in detail. It is the narrator and not Castorp 

Nvho is the circumstantial chronicler of Clawdia's beauty, and it is the narrator's 

perception of eroticism which is seen in the range of sensual tenns noted above - all 

of which entails a close observation of and personal engagement Nvith the sub ect of j 

narration. The narrator is therefore seen to be erotically excited by ClaNvdia and is 

more discursively (as one might put it) aware of her beauty than Castorp. In the 
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following discussion I shall want to suggest that the narrative voice is placed within 

the scene being narrated and that he becomes embroiled in the sensual subject matter, 

rather than narrating from an ironic or distanced standpoint. 

The disjunction between Castorp's appreciation of (and attraction to) Clawdia 

and the narrator's more considered observation continues throughout the narrative. 

The narrator comments on Clawdia! s physique: 'Da. Frau Chauchat Nvieder ein Bein 

über das andere gelegt hatte, zeichnete sich ihr Knie, ja, die ganze schlanke Linie 

ihres Beines unter dem blauen Tuchkleid ab' (Zb. p. 294). Two aspeets of this 

quotation render the narrator an almost physical presence within the scene. First is 

the modal particle 'ja, which shows the narrator not just reporting but viewing, 

reflecting and modifying his opinion as the scene becomes more erotically charged 

and 'Knie' becomes part of a sensually attractive 'ganze schlanke Linie ihres Beines'. 

The modal particle renders the narrative more colloquial and there is no sense of a 

narrator hiding behind formal, pedagogical rhetoric. Secondly, the definite article 

used Nvith the dress ('dem blauen Tuchrock') functions deictically, placing the 

narrator within the scene - this is not any dress, not even Clawdia's dress - this dress 

has a degree of familiarity and in this way the reader too is invited to become part of 

the scene in so far as it is available for all to observe. 

The points of view of protagonist and narrator diverge at many points in the 

narrative. Clawdia's physical appearance is one such point of contention: 'Sie war 

nur von mittlerer Größe, einer in Hans Castorps Augen höchst angenehmen und 

richtigen Größe, aber verhältnismäßig hochbeinig und nicht breit in den Hüften' (Zb. 

p-294). The narratoes, %vord'nue implies a criticism of what Castorp perceives to be 

attractive, and to confirm his theory the narrator has another appreciative glance at 

Clawdia's legs and hips. The narrator is at pains to draw attention to Castorp's 
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uncritical obsession with Clawdia, but his own critical attitude also implies close 

observation of and engagement Nvith Clawdia as an object of sexual interest. 

Although the narrator has enjoyed yet another sexually charged glance at the female 

form, he attributes any erotic feeling to Castorp. This allows the narrator to dismiss 

Clawdia's body as less than aesthetically perfect and to devalue Castorp's sense of 

attraction. In doing so the narrator appears as a sexually experienced onlooker who 

knows more perfect female forms than Clawdia's - the narrator is therefore able to 

enjoy the moment of indulgence and then condescendingly to cast aside the object of 

that indulgence to appear as a more sophisticated and sexually experienced observer 

than Hans Castorp. 

This divergence of awareness is evident in the description of the Russian 

couple in the room next to Castorp, or as the narrator calls them, the 'Barbarenpaar', 

and in so doing seems to share Castorp's attitude to their indiscreet love-making. 

Early in the scene Castorp is aware of what is going on and the result is the 'ehrbare 

Verfinsterung seiner Miene' (Zb. p. 57). Castorp regards the sex act with grave 

seriousness - it offends his attachment to bourgeois decorum and it is certainly not 

intended for such frivolous pleasure with disregard for any potential audience, 

whatever the couple's marital status. The 'Ausdruck von Sittsamkeit' (ibid. ) which 

Castorp adopts is derided by the narrator as an expression 'der nicht ganz originell 

war, den er aber bei bestimmten Gelegenheiten anzunehmen pflegte' (ibid. ). Castorp 

is seen to be out of his depth - he has no reaction of his own so he adopts one drawn 

from his social milieu and which he regards as appropriate, but which is pure 

affectation. It is the narrator who knows how to give enough detail to create an 

impressionist image of the sex act. The description relies as much on what is not 

related as, %vhat is: 'Es war ein Ringen, Kichern und Keuchen', 'Es war eine Jagd um 
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die Möbel, wie es schein, ein Stuhl polterte hin, man ergriff einander, es gab ein 

Klatschen und Kassen' (ibid. ). It is important first to note that what is narrated is 

, wie es schien'. This is similar to the previous examples in which the narrator 

observed closely and offered a sexually loaded interpretation of what he intimated 

caller MutmaBung nach. Here the narrator creates an image by hinting at the state of 

affairs but only ever revealing scant detail. The detail which is given invites the 

reader to posit a highly titillating image of foreplay, but apart from the intermittent 

sounds there is no actual scene to observe. The narrator thus creates a kind of 

Leerstelle and it is for the reader, in the act of reading, to produce his own picture of 

what is actually taking place. The basis for this 'writerly' reading is, however, laid 

down by the narrator so that the reader has the role cast upon him involuntarily. The 

Russian couple's love-making therefore constitutes another example of the narrator 

enjoying a leNvd glance at the happenings in the 'Berghof, but in this case the reader 

is also forced to assume a similar role by filling in the missing detail. 

The above discussion has sought to demonstrate that the pedagogic narrative 

voice in Der Zauberberg can abuse his position of authority in order to enjoy what is 

often a lewd moment, and in so doing calls his own secure position into question by 

the extent of these moments of subjective indulgence. The following example which 

narrates Clawdia entering the dining room demonstrates the narrative voice ostensibly 

conveying Castorpýs impressions of Clawdia while the style of the narrative indicates 

a fluctuating perspective within which it becomes difficult to attribute point of view 

exclusively either to Hans Castorp or to the narrator. Her entrance is heralded by the 

slam of a door and Castorp turns determinedly to see Nvho is entering the room in such 

an undignified fashion. And the answer: 
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Es war eine Dame, die da durch den Saal ging, eine Frau, ein junges Mädchen wohl 
eher, nur mittelgroß, in weißem Sweater und farbigem Rock-, mit rötlichblondem 
Haar, das sie einfach in Zöpfen um den Kopf gelegt trug. Hans Castorp sah nur 
wenig von ihrem Profil, fast gar nichts. Sie ging ohne Laut, was zu dem Lärm ihres 
Eintritts in wunderlichem Gegensatz stand, ging eigentünflich schleichend und 
etwas vorgeschobenen Kopfes zum äußersten Tische links, der senkrecht zur 
Verandatür stand, dem >Guten Russentisch< nämlich, wobei sie eine Hand in der 
Tasche der anliegenden Wolljacke hielt, die andere aber, das Haar stützend und 
ordnend, zum Hinterkopf führte. Hans Castorp blickte auf diese Hand, - er hatte 
viel Sinn und kritische Aufmerksamkeit für Hände und war gewöhnt, auf diesen 
Körperteil zuerst, wenn er neue Bekanntschaften machte, sein Augenmerk zu 
richten. Sie war nicht sonderlich damenhaft, die Hand, die das Haar stützte, nicht so 
gepflegt und veredelt, wie Frauenhände in des jungen Hans Castorp 
gesellschaftlicher Sphäre zu sein pflegten, Ziemlich breit und kurzfingrig, hatte sie 
etwas Primitives und Kindliches, etwas von der Hand eines Schulmädchens; ihre 
Nägel wußten offenbar nichts von Maniküre, sie waren schlecht und recht 
beschnitten, ebenfalls wie bei einem Schulmädchen, und an ihren Seiten schien die 
Haut etwas aufgerauht, fast so, als werde hier das kleine Laster des Fingerkauens 
gepflegt. 147 

It is not Possible to attribute the observation solely to Hans Castorp. The deictic 'da' 

in the first sentence places the narrative voice within the scene and it appears that the 

immediate impression of a lady (connoting refinement and demonstrating Hans 

Castorp's polite and socially motivated subconscious reaction to a female figure) is 

then redefined. The extent to which the redefinition from 'Dame' via 'Frau' to 

'junges Madchen' is made by the narrative voice or by Castorp remains ambiguous. 

The modal modification 'Nvohl eher' is a narrative comment and at the same time 

marks a change in register from formal pedagogical style to a more colloquial, 

conversational register so that it can be argued that the narrator shares in the 

condition of being captivated by observing ClaNvdia. The description of ClaNvdia is 

given in value-loaded terms. 'Sie ging ohne Laut' attributes an almost ethereal status 

to Cla-vvdia while 'schleichend' implies cunning and subterfuge, a core feature of the 

Thauchat'. The contrast between her crashing entrance and silent movement 

produces a 'Nvunderlichen Gegensatz' - this is a Nvoman Nvho demands attention, she 

exudes a greater than normal attractiveness, and the added connotational value of 

147 
Zb. p. 107 
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these terms comes from the narrator attempting to portray Castorp's fascination but in 

doing so revealing his own preoccupation and fascination Nvith Clawdia. 

A remarkable feature of this passage is that the woman who exudes an exotic 

sexual attractiveness does not possess any female refinement. The ensuing 

description of her hand is intended to show how Clawdia differs from the women in 

Hans Castorp's social sphere - her finger nails are possibly bitten and coarsely cut, 

reminding the narrator/Castorp of a school girl. Nevertheless, Clawdia's lack of 

refinement does not preclude an immediate impression to the contrary. The narrator 

is as much drawn into the illusion as Castorp. As he acknowledges the attractive 

force which ClaNvdia radiates, the narrator implicates himself in the socially 

motivated critique of Clawdia, evident, for example, in the observation made about 

her hand, based on the manifest ('offenbar') lack of manicure becoming of a woman 

of social standing and the assumption that she has the anti-social habit of biting her 

finger nails. Having observed Clawdia and passed judgment, both positive and 

negative, the narrator makes the curious observation that Castorp has only assumed 

the description which has been given of Clawdia's hand "Obrigens erkannte Hans 

Castorp dies eher ahnungsweise, als daß er es eigentlich gesehen hätte, - die 

Entfernung war doch zu bedeutend' (Zb. p. 107). The judgment made is therefore, as 

in the examples cited above, a fiction in itself There is here a kind of double irony at 

work in which the narrator aligns himself with a point of view implying a critique of 

Clawdia that is not even based on external appearance but on the fictional creation of 

external appearance. The narrator thus establishes ClaNvdia as in part a construct of 

Castorp's imagination and then aligns himself closely with this creation. 

So far the discussion of the narrator's subjective involvement Nvith characters 

has centred on the difficulty of definitively attributing points of view because of their 
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ambivalent nature. The description of the portrait which Behrens has painted of 

Clawdia goes one step further. As Castorp comments on the quality of the painting, 

the narrator intervenes to contradict Castorp's opinion, and to explain why the 

painting is nowhere near as good as Castorp seems to think: 'Im ganzen. Gesicht war 

zu viel Rot, die Nase war arg verzeichnet, die Haarfarbe zu strohig, der Mund 

verzerrt, der besondere Reiz der Physiognomie nicht gesehen oder nicht 

herausgebracht [ ... ] als Bildnis seinem Gegenstande nur weitläufig verwandt' (Zb. 

p. 353). The narrator thus makes an objective criticism based on an initial observation 

of the painting. However, the ensuing description clearly shows a development in his 

response to the picture, and while the previous quotation demonstrates the narrator's 

ability, in contrast to Castorp, objectively to criticise the picture the following extract 

shows a fixated narrator, commentating on sensual detail Nvell in excess of Castorp's 

ability to articulate: 

Trotzdem war Hans Castorps Lob berechtigt. Die matt schimmernde Weiße dieser 
zarten, aber nicht mageren Brüste, die sich in der bläulichen Scbleierdraperie verlor, 
hatte viel Natur; sichtlich war sie mit Gefühl gemalt, aber unbeschadet einer gewissen 
Süßigkeit, die davon ausging, hatte der Künstler ihr eine Art von wissenschaftlicher 
Realität und lebendiger Genauigkeit zu verleihen gewußt. Er hatte sich des komigen 
Charakters der Leinwand bedient, um ihn, namentlich in der Gegend der zart 
hervortretenden Schlüsselbeine, durch die Ölfarbe hindurch als natürliche Unebenheit 
der Hautoberfläche wirken zu lassen. Ein Leberfleckchen links, wo die Brust sich zu 
teilen begann, war nicht außer acht gelassen, und zwischen den Erhebungen glaubte 
man schwach-bläuliches Geäder durchscheinen zu sehen. Es war, als ginge unter dem 
Blick des Betrachters ein kaum merklicher Schauer von Sensitivität über diese 
Nacktheit, - gewagt zu sagen: man mochte sich einbilden, die Perspiration, den 
unsichtbaren Lebensdunst dieses Fleisches wahrzunehmen, so, als würde man, wenn 
man etwa die Lippen daraufdrückte, nicht den Geruch von Farbe und Firnis, sondern 
den des menschlichen Körpers verspüren. Wir geben mit alldern die Eindrücke Hans 
Castorps wieder: aber wenn er besonders bereit war, solche Eindrücke zu empfangen, 
so ist doch sachlich festzustellen, daß Frau Chauchats Dekollet6 das bei weitem 
bemerkenswerteste Stück Malerei in diesen Zimmern war. 148 

The opening comment demonstrates clearly that this is the narrative justification of 

Castorp's response to the painting -a response based on attraction to Clawdia and not 

on a dispassionate analysis of the art. More than simply a presentation of Hans 
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Castorp's point of view this passage shows the narrator observing and articulating 

sensuality Nvith a sophistication far in excess of Hans Castorp's appreciation. 

The passage exhibits an interesting development which demonstrates the 

increasing narrative obsession with his subject. First, physical features of the woman 

are described, establishing a basic eroticism for the passage - 'BrOste', 

'Schiisselbeine', 'Leberflecken' [like a misplaced beauty spot], 'Nvo die Brust sich zu. 

teilen begann, and 'schwach-blauliches Gedder'. The adjectival qualification of 

these nouns enhances the sense of subjectively observed eroticism - 'zart', 

'schimmemde WeiBe', 'nicht mager', 'blaulich' - and the description of the veins, 

which are not depicted definitively allows the narrative to shift from observingwhat 

is actually there to an imaginative, unreal projection of idealised female fragility. The 

painting almost comes alive at the moment of narration and the stimulus for this 

vitality is an erotic 'Nacktheit'. What happens, then, is a kind of subconscious 

transferral of erotic desire from the narrated viewpoint to the painting. The final 

unreal imaginings are based on a posited perception of a synaesthetic mingling of 

feeling, taste and smell, related to the desire to kiss the figure depicted. More than 

the erotic attraction being stimulated by a multi-sensory perception, it is the collapse 

of these perceptions into one another which reveals a narrator creating a poetically 

charged response to fairly amateur art and in doing so revealing his own involvement 

with the subject of the art as an object of desire. The carefully articulated sexual 

fantasy is, of course, attributed to Hans Castorp. But the style of the passage 

demonstrates that the narrator is deeply implicated in the erotic response to Clawdia's 

portrait - at levels that the 'mittelmdBig' Hans Castorp would be unlikely to achieve. 

The final comment - that the portrait is indeed 'das bei weitem bemerkensiverteste 

148 Zb, p. 355. 
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StOck Materei in diesen Zimmern' - allows the narrator to retain a degree of 

ambiguity in the attributing of point of view. Having tried to pass off the artistic 

judgments as Castorp's point of view the narrator adds one final artistic judgment 

which sees him in a way corroborate the poetic response to the painting. The narrator 

therefore appears both to attribute the judgments to someone else and at the same 

time to align himself with the point of view. 

A prevalent subtheme of Det- Zauberberg is the individual's capacity 

objectively to appreciate the phenomenon of time. In the sub-chapter Schnee the 

sense of imminent danger comes from Castorp's erroneous perception of the length of 

time he has spent outdoors. In the previous chapter I discussed Strandspaziergang in 

tenns of the various narrative personae which are in evidence. Let us now consider 

the same sub-chapter in terms of the narrative voice as a commentator xvho again 

becomes absorbed in the stuff of his own nwative. In the sub-chapter 

Strandspaziergang the narrator as a voice of pedagogy attempts to give an 

authoritative analysis of time, explaining it in relation, for example, to music. 

Nevertheless, the narrator who attempts to theorise time is not entirely successful 

because his definition remains a symbolic explanation i. e. time defined in terms of 

something else. This method of definition is inherently unsatisfactory as it merely 

defers the problem of definition rather than resolving it. In the concluding section of 

Strandspaziergang the pedagogical tone of the narrative voice breaks down and the 

final analysis of time is given in terms of a personal experience of the narrator. Hence 

the authoritative voice of pedagogy disintegrates and the narrator enjoys a moment of 

reverie stimulated by the sense of infinity created by the seascape. In the description 

of the walk on the beach the narrator is present in various guises, but for this 
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discussion it is the sections of narrative revealing a subjective obsession Nvith the 

environment which are of central importance. 

The description of the Nvalk on the beach is introduced by the self-assured, 

pedagogical narrative voice, patronising the reader with the first person plural mode 

of address which deflates into a second person, familiar 'du' as the description of the 

walk begins. It is less that the narrator has moved to familiar terms with his reader 

(although this is indeed one effect of the stylistic development) than that the narrator 

moves to a reflective mode, and the ensuing ellipsis which follows the initial 'du 

gehst und gehst... ' indicates a retreat inwards so that the narrator acknowledges that 

one loses any objective sense of time Nvhen preoccupied by the 'Nvundersame 

Verlorenheit' (p. 745) experienced on the beach. The narrator then begins an elegiac 

apostrophe to the sea in which he pledges love and exhorts the sea to be audibly 

present in the narrative as a symbol of infinity and arrested time: 'wie du es im stillen 

immer warst und bist und sein wirst... ' (Zb. p. 746). As we saw in the previous 

chapter, this eulogy to the sea sits uncomfortably Nvith the self-assured narrative voice 

which has introduced the section and demonstrates a collapse of the critical self- 

awareness which characterises the voice of the pedagogical narrator. It is almost as if 

the self-assured mode is overtaken by one of immediacy of perception and response. 

The loss of self-awareness continues in a poetically charged description of the 

sea which is based on a synaesthetic mingling of sound, sight, taste and touch: 

Sausende Öde, blaß, hellgrau überspannt, voll herber Feuchte, von der ein 
Salzgeschmack auf unseren Lippen haftet. Wir gehen auf leicht federndem, mit 
Tang und kleinen Muscheln bestreutem Grunde, die Ohren eingehüllt vom Wind, 
[ 
... 

] der, [ 
... 

] eine sanfte Betäubung in unserem Kopfe erzeugt [ 
... 

1.149 

149 Zb. p. 746. 
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The description based on selected detail is structured to convey a vivid impression of 

the phenomenon, but this detail has come from a narrator preoccupied xvith the object 

of narration. The description continues with increasing emphasis on the sensuality of 

the situation: 'Die Brandung siedet, hell-dumpf, aufprallend rauscht Welle auf Welle 

seidig auf den flachen Strand [ ... ]' 
(ibid. ). In this description the syntax is reduced to 

a simple list, one detail layered on the next to intensify the immediacy of the 

sensation rather than to narrate with any sense of critical perception. The narrator 

concludes his reverie Nvith an oxymoronic comment leading to a call to withdrawal 

from any sense of the here and now: 'Tiefes Vergnijgen; wissentlich Vergessen 

Schließen Nvir doch die Augen, geborgen von Ewigkeit! ' (ibid. ). At this point the 

narrator can be seen to indulge in a Romantic withdrawal from real life. If Der 

Zauberberg is in any sense an exploration and critique of the German preoccupation 

Nvith Romantic death, the narrator is at this point indulging in the very essence of 

'Liebestod' which the narrative project sought to criticise. 

The passage ties in stylistically Nvith the theme of Der Zauberberg as a 

Bakhtinian narrative pandemonium. This is seen in the use of deixis which until now, 

as noted above, has been used to attempt to situate reader and narrator within the field 

of vision of the scene in hand. Here, however, the notion of deixis providing a fixed 

point of reference, breaks down as the narrator has found a situation in which any 

notion of fixity is impossible: j ... ] 
dort stcht ein Segel. Dort? Was ist das fifir ein 

Dort? Wie weit? Wie nah? Dasweißt du nicht. Auf schwindelige Weise entzieht es 

sich deinem Urteil' (Zb. p. 746). The sail could be a large one in the distance or a 

small one quite near - the narrator throws all sense of perspective and distance into 

confusion in a relativism which does not allow itself to be tied down. In this %vay the 

narrator experiences personally, and invites the reader to do likewise, the sense of 
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infinity and freedom of movement of thought and perspective which the sanatorium 

enviromnent allows linguistically and ideologically, an ever present feature of the 

ambivalence which characterises the narrative. Nevertheless, it is noted that this 

withdrawal from the real world cannot be any more than a transitory dalliance - 'Wir 

wiederholen jedenfalls, daß es Ferienlizenzen sind, von denen wir da sprechen' (Zb. 

p. 747). The narrator Nvho is free to abdicate his authoritative position is also at pains 

to return to the security of language to reiterate that the best Nvay to honour those Nvho 

no longer live is not Romantic resignation but 'der Pflichtgedanke, der 

Lebensbefehl'(p. 747). This reasserts the necessity of foun in any attempt to interpret 

the world which real individuals inhabit. 

One last way in which the narrative voice can be seen to step down from his 

authoritative position is by means of speculation. Claiming a lack of certainty about 

the events in hand reinforces the sense of the narrator as not superior to the characters 

in the sanatorium, and by creating an atmosphere of uncertainty the narrator gives 

supremacy to the mountain environment and the narrative. The speculative tone can 

be set simply by using words such as 'vielleicht' or 'wahrscheinlich', or it can be a 

more direct acknowledgement of the narrator's lack of certainty about a given 

situation. Let us first consider the narrative's use of probability in place of narrative 

certainty. Describing the doctors' consulting room and the items on Krokowski's 

desk the narrator -, wvrites: 'vor sich Papiere, wahrscheinlich den Krankenakt' (Zb. 

p. 244), or the cause of Castorp's cold is: 'er hatte sich erkaltet, Nvahrscheinlich in der 

Liegekur' (Zb. p. 225). Castorp begins to enjoy cigars again 'wahrscheinlich dank dem 

vorangegangenen Biere' (Zb. p. 99), the narrator remarks on Settembrini's clothes: 

'wahrscheinlich war das alles, was er an Garderobe besaß` (Zb. p. 129). Each of these 

examples implies a speculative approach to the situation in hand. The suppositions 
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are not, however, vague guesses at explanations, instead they are socially motivated 

remarks. Each supposition is based on a likelihood assessed from a secure bourgeois 

point of view, typical of the world below - one does not sit out on balconies on wet 

evenings, and always to appear in the same clothes implies limited wardrobe. 

However, to make such judgments is to ignore the disruptive misrule which 

characterises the environment. Normal processes of cause and effect do not obtain 

here - Castorp has not caught a cold on a wet night, Settembrini's limited attire hides 

a highly interesting and very human character. The narrative point of view thus 

contextualizes the narrative (and indeed the narrator) within the heteroglot universe 

which he has created. 

There are numerous passages where the narrative voice makes similar 

assumptions based on a set of social preconceptions and in so doing ignores the 

camivalesque licence which pervades the enviromnent of the 'Berghof. When 

describing the jewellery wom at Christmas by the women the narrator notes: 'man sah 

an den Frauen Schmuckstücke, die ihnen von liebender Gattenhand aus den Ländern 

der Ebene gekommen sein mochten' (Zb. p. 396). The narrator is again commenting 

from the security of a bourgeois understanding of married life. The jewellery is 

interpreted by him as a sign of marital bonding and as a connection to the stable 

world below. In reality, the sanatorium is a place of sexual unfaithfulness and it is 

just as likely that the jeNvellery is from a lover or is being Nvom to attract a lover. The 

narrator demonstrates his sense of bourgeois propriety Nvhen commenting on Frau 

Iltis's social contacts: Trau Iltis schien Witwe zu sein, denn sie erfreute sich der 

Gesellschaft eines »Brautigams«, von übrigens zugleich melancholischer und 

untergeordneter Erscheinung [ ... ]' (Zb. p. 320). The assumption made is that Frau 

Iltis can only enjoy the company of another gentleman if her husband is dead. Not 
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only does the narrator acknowledge a social motivation for his comment, his criticism 

of their physical appearance also shows the narrator's attitude to be drawn from a 

society, which places value on outward appearance. 

At times the narrator openly admits to a lack of knowledge about the nature of 

his narrative, its direction or the events which have taken place. The sub-cbapter 

Vingt et un opens Nvith an explanation that Castorp's sense of time is unreliable: 'es 

waren Wochen, wohl drei bis vier, von uns aus geschätzt, da wir uns auf Hans 

Castorps Urteil und messenden Sinn unmöglich verlassen können' (Zb. p. 759). 

Despite criticising Castorp's sense of time the narrator is not able to give a precise 

assessment either, and a page later he admits: 'dies Einst ist Vage; Erzahler, Held und 

Leser sind nicht mehr ganz im klaren über seinen Vergangenheitsgrad' (Zb. p. 760). 

The narrator also admits to having been surprised himself by events in his own 

narrative. At the start of the sub-chapter Ewigkeitssuppe undplbtzliche Klarheil, for 

example, the narrator states: 'Hier steht eine Erscheinung bevor, über die der Erzähler 

sich selbst zu wundem gut tut, damit nicht der Leser auf eigene Hand sich allzusehr 

darOber Nvundere' (Zb. p. 253). The event which the reader may find strange is, of 

course, that Castorp is suffering from tuberculosis, but this is not the cause of the 

narrator's surprise. Instead he is taken aback by the fact that the amount of text 

produced in narrating the first three weeks of Castorp's visit will far exceed the 

amount needed to narrate the subsequent three weeks. It therefore appears that the 

narrative voice is concerned both with the fate of individuals and with the 

phenomenon of narrative itself The sense of the narrator being less than sure of his 

material is established, as has previously been demonstrated, in the Vorsatz, where the 

narrator is not quite certain whether his narrative has similarities to the fairy tale or 

not and continues right onto the battle field of the Great War Nvhen the narrator is 
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again unsure of Castorp's fale: 'obgleich uns sein späteres Schicksal nicht 

vollkornmen deutlich ist' (Zb. p. 927). It therefore appears that the narrative voice can 

ignore moments of great significance by retreating behind his own narrative. This 

reinforces the sense of the narrator as no longer ultimately in control and relativizes 

the role of the pedagogical commentatorwithin his own text. 

The material discussed in this chapter has demonstrated how the narrative 

voice in Der Zzuberberg is in a state of constant slippage, oscillating between 

confident pedagogical certainty, and an admission of his own inability to control the 

direction of the narrative. As a voyeur the narrator takes part in the carnival of 

liberation which plays continually on the mountain, while as a gossiping commentator 

he also demonstrates allegiance to the bourgeois social motivations which the 

narrative challenges in its exploration of carnivalesque freedom. In the following 

chapter this sense of disorientation will be further explored in tenns of its ability to 

create a new sense of irony in the narrative, an irony which is not simply critical but 

also regenerative, and which draws the reader back into the narrative pandemonium 

and forces him to pursue the latent messages in the text. 
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Irony Revisited 

In the sub-chapter Freiheit Settembrini warns Castorp of the dangers of irony: 'Ach 

ja, die Ironie! Hüten Sie sich vor der hier gedeihenden Ironie, Ingenieur! Wo sie nicht 

ein gerades und klassisches Nfittel der Redekunst ist, dem gesunden Sinn keinen 

Augenblick mißverständlich, da wird sie zur Liederlichkeit, zum Hindernis der 

Zivilisation, zur unsauberen Liebelei mit dem Stillstand, dem Ungeist, dem Laster' 

(Zb. p. 304). Castorp reflects on Settembrini's remark and notes to himself. 'Aber 

eine Ironie, die >keinen Augenblick mißverständlich< ist., - was wäre denn das für 

eine Ironie [ ... ]. Eine Trockenheit und Schulmeisterei wäre sie! ' (Zb. p. 305). Castorp 

is therefore much more aware than Settembrini of irony's role in fostering 

complexity, and that without complexity only a rather dull and unreflected status quo 

could exist. The irony of the moment is, then, that Settembrini's remark functions 

ironically and invites a critique of his own premise. The narrator underlines 

Castorp's conclusion Nvith an irony that verges on sarcasm: 'So undankbar ist Jugend, 

die sich bildet. Sie läßt sich beschenken, um dann das Geschenk zu bemäkeln' 

(ibid. ). And so we have a preview of the ironic complexity of Der Zauberberg. 

Much of the critical attention given to Thomas Mann's oeuvre focuses on the 

ironic style of his writing. There is no shortage of definitions of irony as such and of 

Thomas Mann's irony in particular. Wolfgang Kayser, for example, asserts quite 

simply that 'bei der Ironie ist das Gegenteil von dem gemeint, was mit den Worten 

gesagt xvird'. 150 Hermann Kurzke sees the root of Mann's irony as a 'Selbstvemeinung 

des Geistes zugunsten des Lebens' . 
15 1 T. J. Reed notes that irony is a means by which 

1 
50 Kayser, W., Das Sprachliche Kunstwerk (Tübingen, 1992), pp. 111- 12. 
51 Kurzke, H., Thomas Mann: Das Leben als Kunstwerk (München, 1999), p. 250. 
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Thomas Mann 'hints that his words and his real meaning no longer coincide'. 152 He 

continues: 'It is as if he gets off the moving vehicle of his own narrative and watches 

it from an increasing distance'. 153 These comments attribute to irony a simply 

negative import, that it is a means by which to draNv the reader's attention to the 

instability of apparently true states of affairs. Reed, however, goes further, noting that 

Mann's irony also implies a positive reassessment of a situation by hinting at a 

conspicuously absent range of possibilities which reveal the narrator's real intentions. 

In his early work Thomas Mann uses irony to challenge what Erich Heller calls 'a 

stale traditionalism' of the epoch in which he is writing. Heller states that Mann's 

irony takes him far beyond this traditionalism and allows him to 'modify traditional 

forMS'. 154 

It Nvill be my contention in the following discussion that Der Zatiberberg 

represents a development in Mann's use of irony, and it is the purpose of this chapter 

to reveal a form of irony which will allow the narrator to acknowledge the ideological 

void of the age in which he is writing and whose dominant mood Nvas, as Heller 

states, Spracliskepsis, and to carry on communicating in the face of linguistic 

pessimism. 155 Closest to my reading of irony in Der Zauberberg comes Baumgart 

who notes: 'Das Beziehungssystem der miteinander infizierten Wertbegriffe wird also 

durch eine Ironie geregelt, welche in dem Thema kontrapunktisch ein Gegenthema 

anzudeuten weiB'. 156 While Baumgart acknowledges the propensity of one aspect of 

the narrative to bring into focus a contradictory aspect, and his study carefully 

analyses the sense of disorientation provoked by the dissonances between thematic 

152 Reed, T. J. (Oxford, 1995), p. 8. 
153 ibid. 
154 Heller, E,, Thomas Mann, The Ironic German (Cambridge, 198 1), p. 22. 
155 ibid. pp. 22-24. 
156 Baumgart, R-, Das Ironische und die Ironie in den Werk-en Thomas Manns (Müncher4 1966), p. 136. 
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strands, he does not investigate fully the extent to which mutually exclusive points of 

view are often simultaneously present within an image or utterance. What will emerge 

from the following discussion is an irony which allows an idea to be accepted and 

rejected at the same moment, an irony which allows an image to validate itself and 

call itself into question or which allows the narrator to comment critically on a state 

of affairs and at the same time show his allegiance to that state of affairs. To 

foreground this analysis I Nvill first consider the various functions of irony in Mann's 

oeuvre as a whole. 

Buddenbrooks marks a step fonvard for the modem German novel, reworking 

older, traditional forms and investing them Nvith an ironic tone in order to question 

and explore a social status quo and to develop the link between social decline and 

painful awareness. Irony in Buddenbrooks perpetually highlights a more pressing 

reality behind the trappings of social decorum and mercantile success. From the 

outset the narrative alludes to more complex structures of signification than the 

surface narrative would allow. Old Johann, for example, refuses to send more money 

to Gotthold, the son of his first marriage, Nvho has got himself into financial 

difficulties. While the reason offered is that Gotthold wastes money through loose 

living, a more deeply personal reason is at the root of Old Johann's refusal - the 

inability to come to terms Nvith his first Avife's death while giving birth to Gotthold 

and for which he still holds Gotthold responsible. Sivales notes that behind the 

facade of success and self-control 'even the unproblematic Johann has known 

deprivation of such intensity that the everyday world in which he and his secondwife, 

Antoinette, appear so utterly anchored never quite counts for as much as it did. ' 157 

Tony's perpetual references to the sanctity of family and firm ring hollow as it 
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becomes clear that this is the very altar on which her own happiness has been 

sacrificed while she remains oblivious to this fact. Hanno"s preoccupation Nvith 

musical reverie is almost depicted as the cause of his typhus. It is, in the end, irony 

that signals a Avarning that the family's increasing material success, expressed in 

terms of an ever greater aestheticism, is a root cause of its ultimate demise. 

Even at this early stage in Mann's writing it can be seen that while his irony 

signals the course of disintegration it also recognises a degree of value inherent in the 

bourgeois status quo. We cannot despise Gotthold as the brute who killed his mother, 

but his 'licentious' living does offend social mores; the mercantile Protestantism of 

the family does maintain a set of principles of hard Nvork and honesty which are in 

themselves valuable; Thomas's commitment to hard Nvork is honourable even if his 

financial speculation is unethical; and there is undoubtedly value in Hanno's aesthetic 

pursuits and Tony's loyalty even if the narrative signals a warning about the dangers 

of being dominated by them. While much of the irony in Buddenbrooks is directed 

towards a careful presentation of social stability, and a creeping malaise which 

secretes itself behind this image of stability, the narrative acknowledges the validity 

of behavioural forms which in the end may, nevertheless, become the victims of 

decline. The narrative may acknowledge a certain value in the mercantile success of 

the finn on the one hand, or the aesthetic indulgences of Hanno on the other, but the 

overwhelming import of irony in Buddenbrooks is to draw out the disjunction 

between the surface appearance of social life and the dangerous reality which lies 

behind the events. That disjunction recurs in Der Tod in Venedig. 

In Der Tod in Venedig irony allows the narrative voice to take an increasingly 

distanced stance on Aschenbach and this increasing distance functions as a guide to 

- (Boston, 1991), p. 63. 157 Swales, M., Buddenbrooks: family life as the mirror of social chang 
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the reader, measuring the extent to which Aschenbach is losing his sense of self- 

awareness. As Aschenbach becomes ever more infatuated with Tadzio he loses the 

desire to escape the cholera in Venice and the ability to see the reality of the 

perversion inherent in his obsession Nvith the young boy. At this level the story is the 

sombre account of a sophisticated capacity for self-betrayal. On the one hand, there 

is a metaphysical design to the story, one that imparts a sense of inevitability and, 

even, grandeur to Aschenbach's decline. In the end, the ironic presentation of 

Aschenbach highlights his failure to incorporate physical sensuality into his 

experience, so that an unbounded form of sensuality finally destroys him. Although 

irony may take several forms in Der Tod in Venedig (direct ironic comment, reported 

ideas, irony of situation, ironic import of mythological references) each aspect of 

irony serves to show the grandeur and folly of Aschenbach's experience. While the 

portrayal of Aschenbach focuses on his preoccupation with the beauty of form, the 

novella itself comes very close to formal perfection. The ultimate irony of Der Tod in 

Venedig may be that the text which sets out to highlight the dangers of the pursuit of 

formal perfection is itself an example of that perfection. The novella can thus 

acknowledge inherent beauty while warning of its destructive force. 

In a recent obituary on Stefan Heym, Ralph Giordano comments on the 

former's faith in the power of the printed word, an attribute which he sees as 

characteristic of the nineteenth century: '[er glaubte], durchaus in der Tradition des 

19. Jahrhunderts stehend, an die Macht des gedruckten Wortes und dass dieses 

imstande sei, gesellschaftliche Veränderungen beNvirken zu können. '158 lt is this 

confidence in the ability of the written word to communicate which is challenged by 

the mood of relativism evident in philosophy and linguistics at the beginning of the 
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twentieth century, and Der Zaziberberg bears witness to both faith in the ability of the 

written word to communicate successftilly and the awareness of language as an 

imperfect means of communication. In the previous chapters I have considered the 

various Nvays in which a strong sense of heteroglossia and slippage of traditionally 

fixed concepts in literature contribute to an untidy and disorientating narrative 

landscape, which, as I have argued, is in keeping Nvith the contemporary intellectual 

climate. I shall now seek to demonstrate how the ironic import of Der Zauberberg 

contributes to the web of ambivalence emerging from the text. In Der Zauberberg a 

highly sophisticated irony becomes a core stylistic feature essential to the thematic 

import of the novel. Ritchie Robertson implies as much in the conclusion to his 

article 'Primitivism and Psychology' when, in relation to the psychoanalytic content 

of Der Zauberberg he states that Thomas Manns irony lies in its ability 'to keep the 

primitive at bay, while acknowledging its charm and appeal'. 159 This interpretation is 

helpful as it acknowledges the multi-voicedness of Der Zauberberg and accepts the 

importance of the omnipresence of conflicting detail. 

In Der Zatiberherg there are various forms of irony at work. First there is an 

irony which signals to the reader that the reality behind a state of affairs is different 

from the outward appearance of that state of affairs. An early example of this type of 

irony in Der Zauberberg is a remark made about Konsul Tienappel as he assumes 

responsibility for the young Castorp. After the liquidation of the Castorp family firm 

there remain 400,000 marks, 'Hans Castorps Erbe, das Konsul Tienappel in 

mündelsicheren Papieren anlegte, indem er, seiner ver-wandtschaftlichen Gefühle 

unbeschadet, an jedem Quartalsbeginn nvei Prozent Provision von den fälligen 

'58 Giordano, R., 'Die Kehrseite', Die Zeit 19.12.01, p. 38. 
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Zinsen für sich in Abzug brachte' (Zb. p. 43). The remark, 'seiner 

verwandtschaftlichen Geffihle unbeschadet', shows how any sense of feeling for 

Castorp co-exists Nvith economic exigencies. In this Nvay the narrative underlines the 

fact that Hans Castorp does not become an adopted son of the family, but instead 

remains an object of family responsibility - he Nvill be looked after but at no cost to 

his foster family. The family life which replaces Castorp's parental environment is 

based therefore more on decorum rather than close family bonds. The absence of real 

family feeling is, of course, what pen-nits Castorp such a long stay on the mountain, 

where his attachment to the family remains distanced, and Nve are told that 

correspondence Nvith them became increasingly rare, fulfilling only the demands of 

social decorum. 

The general attitude underlying Hanseatic life is accorded similar treatment by 

the narrator. Hamburg bustles Nvith international trade, but this is undercut with a 

swathe of hypocrisy: 'Er sah die Kaufmannschaft in gelben Gummimanteln, wie er 

selbst einen trug, um Mittag in die Börse strömen, woselbst es scharf herging, seines 

Wissens, und jemand ganz leicht Veranlassung bekommen konnte, in aller Eile 

Einladungen zu einem großen Diner zu verschicken, um seinen Kredit zu fristen' (Zb. 

p. 45). Castorp's social milieu is reduced to the level of caricatured yellow raincoats, a 

milieu where dinner invitations are necessitated by bad speculation. The 'groBes 

Diner' is a symbol of opulence and business success while in this context it 

symbolises the opposite - the host's lack of solvency. Castorp's adolescence is 

therefore set against an image of cold and hypocritical attitudes exposed in the text by 

critical irony. Similar criticism is levelled at the social milieu in the discussion of 

159 Robertson, R-, 'Primitivism and Psychology' in Modernism and the European Unconscious 
(Cambridge, 1990), pp. 79-93, p. 91. 
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Hans Castorpýs military service - he is exempt because he is medically unfit. The 

narrator clearly makes the point that Castorp escapes, not so much because of his 

health but because he is Nvell connected: 

Auch mochte wohl sein, daß Stabsarzt Dr. Eberding, der am Harvestehuder Weg 
verkehrte, von Konsul Tienappel gesprächsweise gehört hatte, daß der junge Hans 
Castorp in der Nötigung sich zu bewaffhen, eine einpfindliche Störung seiner 
soeben aufwärts begonnenen Studien erblicken würde. 160 

The elevated register of narrative and the positive attitude to Castorp's studies are 

drawn directly from the social sphere in which the Konsul and the doctor are active, 

allowing the narrator to highlight the hypocrisy and dishonesty which lies behind the 

gloss of high society. But this is also a piece of narrative speculation, and is narrated 

from the point of view of general gossip (Auch mochte wohl scin') about why 

Castorp manages to escape military service. Thus Nve confront the sense of slippage at 

the heart of the novel's capacity for irony. 

The 'Berghof environment is, in appearance, a similar middle class milieu to 

the Hamburg society which Castorp has left behind, one in which the niceties, 

decorum and rules can be recognised as essentially bourgeois. However, these values 

are not the only behaviours encountered in the sanatorium. The sanatorium 

environment is also a place of misrule and carnivalesque inversion of the bourgeois 

values which give Castorp his security. On his first night Castorp is shocked by the 

Russian couple making love in the room next door, an act which is accompanied by 

waltz music rising from the valley below. The popular melody of a 'Gassenhauer' 

adds a note of frivolity to the sex act taking place in the next room, which offends 

Castorp's sense of what constitutes good manners. Coupled with shameless carnal 

Just the music appears morally dubious and hence comments critically on the 

substance of the social milieu from which it stems. The scene is charged with the 
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comedy of, a kind of comic burlesque which in the end says little about moral values, 

but comments critically on the staid mores of Castorp. The comedy of the scene lies 

not in the act itself, nor in its musical accompaniment but in the slow realisation by 

Castorp of what is taking place. The ironic import of the scene first causes the reader 

to see Castorp's need for a broader 'education', but the comic force of the scene also 

comments critically on the Russians, as such a vociferous performance is not what the 

average, self-respecting couple would aspire towards. In the end the combination of 

comedy and critique has a relativising import which suggests that behaviour 

considered incongruous in one social context can be regarded as normal in another. 

Critical irony is often used against Hans Castorp. On numerous occasions he 

enters into a discussion only to find that he has lost his train of thought or that he has 

lost the ability to determine the appropriate or inappropriate nature of his comments. 

His remarks on, for example, a coffin reveal a psyche which is far from normal: 'Ich 

finde ein Sarg ist ein geradezu schönes Möbel, schon wenn er leer ist, aber wenn 

jemand darin liegt, dann ist er direkt feierlich in meinen Augen' (Zb. p. 151). The 

comment reveals Castorp's reverent attitude to death or Nvbat Noble calls 'Castorps 

romantische Sympathie mit dem Tode«, 161 a reverence also evident in his remarks 

about illness, which in his eyes should not be treated with frivolity but rather with 

grave respect. Castorp's remark demonstrates an interest in death and its trappings 

which can then be read as a Romantic preoccupation which Thomas Mann often 

characterises as sickness in itself, and is the reason Nvhy he is offended by, for 

example, the carnivalesque behaviour of Hermine Kleefeld Nvho blatantly defies any 

sense of deference which illness may demand. Because of the incongruous nature of 

16() Zb. p. 51 
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Castorp's remark and the oblique view of life which it expresses, it relativizes Hans 

Castorp's point of view and establishes a second focus for the narrative which is a 

critique of any sense of Romantic preoccupation with the attractiveness of illness and 

death. While it might be thought ghoulish to derive pleasure from corpses in coffins, 

it is also the case that this, for Castorp, is the only sense of permanence and security 

which he has experienced. Although Castorp's attitude necessitates critique it also 

invites an understanding of his complex relationship to death which cannot simply be 

dismissed as pathological self-indulgence. 

Some of the best examples of this critical t), pe of irony centre on Castorpýs 

relationship to ClaNvdia Chauchat. In several scenes Castorp's obsession Nvith ClaNvdia 

amounts to a parody of medieval chivalry. Culler states that parody, by referring to an 

other work or style of writing, never allows the writing to take on any sense of reality: 

'by making its [parody's] model explicit it implicitly denies that it is to be read as a 

serious statement of feelings about real problems or situations'. 162 Hence %vhen 

Castorp springs into action it is never intended to be the case that he will be 

successful in his quest, and so the ironic situation requires the reader to take distance 

from Castorp and demonstrates that there is a greater reality in the situation of which 

Castorp remains unaware. The leitmotiv of the falling handkerchief (or napkin) is 

significant here. When Castorp notices Clawdia's napkin slip from her lap, an 

instantaneous event which the narrator draws out over half a page with a great sense 

of momentousness accentuated by present tense narrative, he moves immediately to 

pick it up. His movement is minimal and his action is futile because of the distance 

involved, but Clawdia notices his stance and his state of mind is revealed. Castorp 

161 Noble, C. A. M., Krankheit. Verbrechen und künstlerisches Schaffen bei Thornas Mann (Bern, 1970), 
p. 14 1. 
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also uses the excuse of a forgotten handkerchief in order to return to his room, and 

thus facilitate a 'chance' meeting Nvith ClaNvdia in the corridor. When Castorp closes 

the curtain to relieve Clawdia from strong sunlight he causes Joachim profound 

embarrassment and several guests have the opportunity to laugh at him, while he 

demonstrates a lack of awareness of the implications of his actions and of the manner 

in which he renders himself the subject of gossip. Any sense of Castorp as the 

chivalrous knight belongs to Castorp alone and in his quixotic quest for the lady he 

merely makes himself look ridiculous. The novel does not accord Castorp, sympathy 

in such instances but treats him instead Nvith considerable derision. At the same time 

the comic import of the situation and Castorp's simplicity of spirit also allow his very 

human side to emerge, and so the irony again cuts two ways by both offering a 

critique and the opportunity for regeneration. 

Castorp's lack of insight into and understanding of situations and phenomena 

remains one of the greatest ironies of the narrative. As a novel which purports to 

come late in the German tradition of Bildungsromane, Der Zauberberg allows its 

protagonist precious little education, and critics who see Castorp leaving the 

mountain as an individual who has achieved greater insight and new understanding 

tend to miss the point. 163 The narrator is continually at pains to point out Castorp's 

lack of understanding of ideas and situations to which he is exposed. Even at his 

parents' funerals Castorp is protected from a real appreciation of grief - he weeps 

because it is part of the ceremony associated Nvith the occasion, not because of a sense 

of personal loss. His reaction to their deaths is characterised by Tindliche Kiffile und 

sachliche Aufmerk-samkeit' (Zb. p. 37). His exposure to new ideas does not lead to 

162 Culler, J., Structuralist Poetics (London, 1997), p. 153. 
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immediate insight and a discussion with Settembrini poses difficulty for Castorp as he 

has eaten too much at dinner: 'und Hans Castorp, obgleich zur Zeit nicht eben scharf 

im Kopfe und von einer sechsgängigen Berghof Mahlzeit organisch stark in Anspruch 

genommen, bemühte sich, zu verstehen-` (Zb. p. 214). However hard he may try, 

comprehension and clarity remain closed to Castorp. As he attempts to express an 

opinion on Behrens and the 'Berghof we are told: 'Er murmelte Undeutliches, schien 

selbst nicht ganz klar über das, was er meinte"164. He makes a great effort to 

understand what Settembrini means about the advantages of technology for the 

enlightenment of the population but fails to see the logic in Settembrini's argument: 

'Das mutete den jungen Hans Castorp [ ... ] so doch in der Tat auf das aller 

bestimmteste konfus an. ' There is little sympathy in these examples for Hans Castorp 

Nvho remains a fairly mediocre, but likeable character - the point is simply reinforced 

that this is Hans Castorp who is not up to the demands of the discussion. Because the 

reader is given the clear impression that Castorp does not meet the challenges, 

intellectual or otherwise, which his environment poses, a disjunction emerges 

between Castorp as the simple, uncomplicated individual and the weighty intellectual 

content of the narrative. In this way the ironic import of the narrative refuses to allow 

the abstract debate to dominate, which would make for an unpleasantly cerebral text, 

and instead allows the very human and appealing character of Castorp, who remains 

to the end 'ein einfacher junger Mann', to be given an equality of status with the 

intellectual concerns in the narrative. 

So far we have seen how irony is a complex device in Der Zauberberg as it is 

not simply a means by which the reader is asked to treat a subject Nvith criticism or 

163 cf Noble (1970), p. 138-. 'Dort, auf dem Zauberberg, bleibt er [Castorp], bis 1914 der Krieg ausbricht 
und er, nicht länger der "simple junge Mand', sondern hellsichtig und gereift, in die Ebene hinunterfährt, 
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distance, but rather a device by which the very act of criticism invites an opposite, 

affirmatory response, as the original critique is in constant dialogue with its own 

narrative context. Let us now consider how this sense of ambivalent irony is 

developed in other structural devices in the narrative. The first area to discuss is 

reported speech and reported ideas which have traditionally been another means by 

which narrators (and speakers) present information critically by means of the 

subjunctive mood. Palmer notes that in the Germanic languages 'the subjunctive may 

be used in main clauses to indicate that it is what is said or was said and not part of 

the writer's or speaker's own statement'. 165 In the narrative environment of Der 

Zauberherg this form of narrative often functions as a critical irony, used to 

emphasise Castorp! s lack of understanding of the situation in which he finds himself 

Let us consider the critical irony which emerges from reported speech and subjunctive 

forms before evaluating the dialogic nature of this irony within the narrative as a 

whole. 

Waiting to go into the X-ray room, Castorp wonders if they should allow 

Clawdia to go first: 'Aber er wußte nicht, ob solche Höflichkeiten hier ortsüblich 

waren, ob nicht die angesetzte Reihenfolge hoch über Ritterlichkeit erhaben war' (Zb. 

p. 295). It is clear that the tenninology is Castorp's and we can feel the presence of the 

narrator, winking at the reader. While it is the narrator who reports the situation, the 

vocabulary clearly demonstrates Castorp's understanding of the moment. Castorp's 

ideas are expressed in overstated language. 'Ritterlichkeit', 'H6flichkeiten', 

'angesetzte Reihenfolge', 'erhaben' all demonstrate his exaggerated sense of 

deference to the supremacy of the environment, as these terms all lie on a plane 

um sich seinen Nfitmenschen im Kampf um ihr Ideal anzuschließen. ' 
l"4 Zb. p. 241. 
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beyond the basic politeness of allowing someone to go first. Castorpýs attitude of 

respect for the rules of 'Berghof' life is incongruous - he ascribes to the environment 

a kind of religious recognition as if it and its rules were absolute demands. The ironic 

import of the situation is that the reader has the sense of all these terms of chivalry 

being out of place in an enviromnent so often characterised in tenns of sexual 

libertinism, but at the same time the environment requires that social politeness be 

observed. The irony, in the end, demonstrates Castorp's inability to orientate himself 

within an environment defined in terms of extremes, and while his recourse to the 

language of chivalry is incongruous and betrays his own exaggerated understanding of 

his situation, it is also understandable that a moderate or understated language would 

be inadequate to articulate his 

The best example of reported speech in Der Zauberberg is a twenty page 

discussion between Settembrini and Naphta, where both maintain their respective 

intellectual positions and during which the narrator relates everything in the first 

subjunctive. The narrator could have presented the discussion as a direct speech 

dialogue, but there is good reason for not doing so. Direct speech would simply 

report the arguments as they occur, and would not allow the narrator any scope to 

comment on them. While there is nothing to stop a narrator intervening with direct 

commentary, such a style could tend towards crudity and would close the reading in a 

way which the open ended import of the first subjunctive does not. The subjunctive 

forms underline the fact that the ideas being expressed are partial points of view and 

the narrator is perpetually reminding the reader that he is distanced from them. The 

narrator concludes the report of the discussion Nvith the simple and highly dismissive 

phrase: 'und so fort' (Zb. p. 620). Abstract discussion is thus refused any authoritative 

165 Palmer, F. R. (Cambridge, 1998), p. 71. 
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status within the narrative. As the discussions between Settembrini and Naphta 

become increasingly complex and involved the novel begins to look away from them. 

In one scene Castorp! s gaze moves cinematographically from the two interlocutors to 

focus on ZiemBen Nvho is by that stage clearly seriously ill. The narrator is driving 

towards the point made by Martin Swales that the novel criticises the issue of 'the 

great current of German inwardness which can speak of Love with a capital V, as 

mystery, as transcendence, but has very little time and energy available to love 

anything or anyone that actually exists'. 166 The debate between Naphta and 

Settembrini may be important in terms of defining morality and proper law, but their 

theorising tends to lose sight of the real people Nvho are likely to be affected by their 

theories. The narrator allows the importance of discussion to be evident but draws 

attention to the real people whose importance is always the greater. 

One last example of reported speech creating ironic distance that I vvish to 

consider is given in a list of nouns and verbs referring to life after illness has been 

diagnosed from X-ray results: 'Also Ruhe, Geduld, Mannszucht, messen, essen, 

liegen, abwarten und Tee trinken' (Zb. p. 302). Although it is the narrator Nvho makes 

this report, the terms originate from various sources within the sanatorium. The first 

three are typical of Behrens' patronising tone, in particular the exaggerated 

'Mannszucht', while the next three are the essence of the sanatorium cure and are 

what the patients can actively do to aid the treatment of their illness - 'messen, essen, 

liegen'. The final two actions, 'Abwarten' and 'Tee trinken', are pathetic in their 

import and constitute a kind of everyday resignation which undermines the first six. 

They do not originate in the public or official aspect of the 'Berghof' life, but are 

instead either the private attitudes of many patients or a narrative attitude to the 

166 Swales, M. (London, 2000), p. 66. 
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progress of the cure. In either case, the official point of view which is validated by 

the authoritative status of the institution is undermined by a personal attitude 

conveying the reality of life on the mountain going past in a series of futile pastimes 

and indolence for those Nvho have previously led an active life. The 'Berghof is thus 

seen as arrested life or life in stagnation and in this Nvay the personal tragedy of the 

characters' situation is reinforced by asking the reader to step back from the official 

point of view offered by the public image of life in the sanatorium, while the 

sanatorium remains the only hope of a cure and return to meaningful life below. 

If the ironic nature of speech reported in subjunctive fonns allows the 

relativization of the lengthy debate between Settembrini and Naphta and highlights 

the secondary importance of intellectual debate to the consideration of real human 

beings, the same style of reporting unveils hypocrisy and self indulgence. Castorp 

undertakes to visit the very sick and dying on special occasions and to cheer them up 

Nvith flowers. Despite the humanitarian appearance of his gesture, Castorp is of 

course trying to satisfy his curiosity - he Nvants to see these people in their final stages 

of life and to treat them as objects of intellectual investigation. The narrative 

prefigures this with a description of the flower shop which is heavily loaded with a 

strong sensuousness, conveyed in the adjective 'Oppig, which is at once attractive 

and destructive. This description hints at Castorp's preoccupation Nvith the 

attractiveness of the destructive forces of sickness and death. The adjective 'Oppig' is 

that used in the novel's tragic counterpart to describe the sensuousness of cholera- 

infested Venice. While the original purpose of Castorp's visits was to mark special 

occasions, he is offended by Frau GemgroB calling his visit a 'netter Weiner Flirt' 

(Zb. p. 415), as the term detracts from the solemnity of the situation as Castorp 

perceives it. We see him making up his own rules as he goes along in order to satisfy 
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his curiosity: 'und daß er [Fritz Rotbein], um Blumenspenden entgegenzunehmen, 

auch nicht Geburtstag zu haben brauche, da Sterbende ohne weiteres und in 

Permanenz ývie Geburtstagskinder zu behandeln seien' (Zb. p. 416-17). The 

subjunctive forms allow the narrative voice to step back from Castorp's reasoning and 

to throw his gestures of magnanimity into question. This allows for the possibility 

that Castorp is less trying to comfort the sick and dying than he is using them as 

objects of (perhaps even voyeuristic) investigation. 

The above illustrations have shown how irony functions at a basic level by 

signalling to the reader that there is more to a given situation than meets the eye, and 

that behind a surface appearance there is a reality which is at odds with the initial 

perception. Barthes, in S/Z, acknowledges one kind of irony that can function in the 

text to close the reading. He notes that 'irony acts as a signpost, and thereby it 

destroys the multivalence ive might expect from quoted discourse. 167 In Der 

Z, auberberg, however, even situations which seem to have been critically undermined 

enter into dialogue Nvith the rest of the narrative which means that the critical import 

of irony is itself called into question by other features of the narrative. Hence even an 

irony which in itself is monologic in its import, typical of Buddenbrooks or Der Tod 

in Venedig, interacts with other aspects of the narrative which validates the aspect of 

the situation being undermined by the irony; for example: although Castorp's chivalry 

is derided, he is an inherently chivalrous person; the pomp and ceremony surrounding 

death are seen as illusory permanence, but they are nevertheless a valuable 

mechanism by which human beings try to come to terms Nvith death; the sanatorium 

environment may appear ridiculous but it has its own autonomous, intellectually 

liberating forcewhich cannot be ignored. Culler's view of irony supports this reading 
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of irony in Der Zauberberg. He asserts that in true irony there must be the possibility 

of more than one reading: 'for a sentence to be truly ironic it must be possible to 

imagine some group of readers taking it quite literally'. 168 Culler therefore recognises 

that for real irony to be recognized, it must be possible to hear at least two voices 

simultaneously. Barthes also recognises an irony of this kind as a mark of greatness 

in Flaubert who 'working with an irony impregnated with uncertainty, achieves a 
169 

salutary discomfort of writing' . 
It is Flaubert's skill in using irony to create a web 

of ambivalence which Barthes views as a great strength in his writing: 'he does not 

stop the play of codes (or stops it only partially), so that (and this is indubitably the 

proof of writing) one never knows if he is responsible for what he writes (if there is a 

subject behind his language); for the very being of writing (the meaning of the labour 

that constitutes it) is to keep the question Who is speaking? from ever being 

ansivered'. 170 There is therefore an irony available to narrators which, rather than 

closing the text by means of narrow satirical comments, allows the text to become 

open, to be turned inside out in what could be seen as a (carnivalesque) play of 

multivalency. 

While these first examples appear familiar as they exhibit the more traditional 

aspects of Thomas Mann's use of irony, it is important to acknowledge how this 

ironic style functions within a multifaceted work and establishes the trend of calling 

into question claims which are made in the course of the narrative, but yet also 

allowing those claims to retain their validity. The second Vype of irony, noted by 

Culler and acknowledged in Barthes's reading of Flaubert, is a type of narrative which 

allows narrative events, often of a mutually exclusive nature, to enter into dialogue 

167 Barthes, R-, S/Z (Oxford, 1974), p. 44. 
168 CUller, j. (London, 1997), p. 154. 
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with one another. However, instead of achieving any form of dialectical synthesis, the 

two perspectives refuse to marry and propel meaning along an infinite trajectory 

where no reconciliation need ever be reached, creating a strong ambivalence that is 

never resolved and which contributes to the iridescent flavour of the narrative. This 

process is possible because in Der Zatiberberg narrative discourse is not a secure and 

reliable phenomenon. Mikhail Bakhtin draws attention to this pluricentric nature of 

much novel writing: 'The prose writer makes use of Nvords that are already populated 

with the social intentions of others and compels them to serve his own new intentions, 

to serve a second master. Therefore the intentions of the prose writer are refracted, 

and refracted at different angles, depending on the degree to which the refracted, 

heteroglot languages he deals Nvith are socio-ideologically alien, already embodied 

and already objectivized. 171 The material, therefore, on which the narrator draws is 

already imbued with meaning and this meaning does not disappear when the material 

is incorporated into the narrative. The text thus resists closure and allows the 

coexistence of often mutually exclusive points of view. Let us now consider 

moments in the text where the ironic nature of the narrative contributes more overtly 

to the text's strong sense of ambivalence and conclude by looking at examples of 

reported speech as erlebte Rede in which the narrator's Point of view mingles with 

that of the character so that irony becomes one more means to ensure the slippage of 

sovereign status of the narrator. 

In his study of Buddenbrooks, Martin Swales considers and refutes the 

criticism made of that novel that it is a 'loose baggy monster' by examining the close 

knit and terse nature of the text. He considers how details distributed throughout the 

169 Barthes, R. (Oxford, 1974), p. 140. 
170 ibid. 
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text carry meaning, and have a function akin to a Wagnerian leitmotiv. 172 Der 

Zauberberg is similar in the terse structure of the text - details are not contingent 

entities, a feature which Mann himself recognised. In a letter to Ida Boy-Ed of 

9.10.1926 Mann comments on the compositional coherence of his text: 'Ein so 

dichtes Kompositionsgewebe hatte ich vorher nur im Tod in Venedig versucht - auf 

2 173 100 Seiten also: hier überzieht das Gespinst 1200! . Textual detail which in any 

other work might constitute what Barthes terms a 'thdmatique vide', i. e. details 

offered by the narrator which have little thematic relevance but which create the sense 

of a real, tangible environment that the reader can recognise as a possible world, is in 

Der Zauberberg both that and at the same time a symbolically loaded structure 

pointing away from a world which we can recognise as real - the surgery is the 

underworld, the flower shop is a place of destruction, the coffee set is an overture to 

sexual licentiousness. There is a perpetual tension between the mythologically 

charged 'Steigerung' and the bourgeois world of the sanatorium, with patients, beds 

and soft furnishings which we can perceive as real. 

An early example of this dialogic irony is the description of Hans Castorp! s 

father. CastorlYs father is unable to come to terms Nvith the death of his Nvife and as a 

result his business suffers: 'Sein Geist Nvar verst6rt und geschmalert seitdem; in seiner 

Benommenheit beging er geschäftliche Fehler, so daß die Firma Castorp empfindliche 

Verluste erlitt [ ... ]' (Zb. p. 30). The narrative comment is both a criticism of CastorIA 

father and a statement of basic humanity. On the one hand his father is a failure - he 

cannot come to terms Nvith his Nvife's death, and emotional attachment leads to failure 

in business. It is his heart weakened by grief which succumbs to the draughty 

171 Bak-htin, M, The Dialogic Imagination (Texas, 1981), pp. 299-300. 
172 Swales, M. (Boston, 1991), pp. 23-30. 
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warehouses and so Hans Hennann Castorp dies. There are echoes of the death of 

Thomas Buddenbrook who lacked the inner strength to survive in a modem world. 

Hans Hermann is a very human character. He has strong family ties and has lived a 

life in which people Nvere valued. In this sense his death is tragic and elicits sympathy. 

Hence the character, although only mentioned briefly is both criticised and at the 

same time validated, as his physical weakness points to a benevolent inner life. There 

is, however, no attempt at synthesis of the two aspects of his character, but instead the 

mutually opposing sides are held apart, answering each other with a perpetual 'but on 

the other hand'. 

Hofrat Behrens is also a profoundly ambivalent character, visible in his image 

as a doctor who is himself to a certain degree ill. There is evidence of his knowledge 

and capabilities as a physician. He can describe anatomy in detail, can diagnose 

illness from appearance and is a pioneer of complex pneumothorax surgery. On the 

other hand he is Rhadamanthys - the judge of the underworld. It is Behrens Nvho 

forces the last rites on the dying Hujus, and as Joachim tells us, he has 'den richtigen 

Ton in solchen Rillen' (Zb. p. 78), cajoling patients into submitting to death with his 

unsympathetic and condescending stock phrase: 'Stellen Sie sich nich so an! '. Hence, 

in a most irreverent way, the person who is responsible for the preservation of life is 

also the one Nvho seals the fate of many patients. There is little mention of patients 

leaving the 'Berghof cured - those %vho leave return to die and the novel is a 

catalogue of cases Nvho do not survive, their corpses strapped to a bobsleigh in a final 

undignified 'Exitus'. Behrens' flippant style, his exaggerated and heavily troped 

speech constantly appears as a veil obscuring an underlying reality of morose sadness 

stemming from the loss of his Nvife and seen in his 'blau quellenden Augen' which 

173 Letter to Ida Boy-Ed 9.10.1926 in ed. H. Wysling (Frankfurt a. M., 1995), p. 93. 
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hint at an essential weakness in his inner life. Behrens is a character who is at the top 

of his field, 'die oberste Autoritdt in der Welt', but the narrator qualifies the 'Welt' 

Nvith the phrase 'die uns einschlieBt' (Zb. p. 254). Behrens is therefore at once an 

expert in his field, and only an expert relatively speaking; he is a gifted doctor but is 

seldom seen to cure anyone - and it is indeed his expertise that kills Fritz Rotbein; he 

appears confident in front of the patients, but he is hiding behind a facade of jollity, 

which appears incongruous at moments such as the death of Hujus. The character of 

Behrens is thus composed of aspects which appear to be mutually exclusive, and each 

aspect invites an ironic sense of its opposite. 

A new arrival from the 'Flachland' will always be struck by the absurdity of 

the 'Berghof' rituals, and visits from below therefore create a kind of 

'Verfremdungseffekt' by which these rituals are seen as more than normal, a kind of 

'Steigerung' of real life. This is immediately apparent on Castorp's arrival and is 

repeated with the arrival of Uncle James. Numerous aspects of the 'Berghof' are 

incongruous and the narrator in no way invites the reader to accept this as a serious 

form of life. Corpses on bob-sleighs, hours spent lying in the cold, a discussion at 

dinner of how a corpse explodes - these examples serve to characterise the 'Berghof' 

as a phenomenon to be treated Nvith distance. Uncle James's abrupt departure 

underlines the fact that there are dangers in the sanatorium which can take hold of 

individuals, incorporating them into its terms of reference. The indifference which 

Joachim displays on Castorp's arrival and his language which is saturated -%vith 

sanatorium terminology and attitudes exemplifies the autonomous power which the 

environment exerts on the patients, a phenomenon very much in evidence in 

Joachim's remarks on the Tiegekur': 'Nur einige Altgediente, sagte Joachim, 

konnten beide Decken gleichzeitig mit drei sicheren Bewegungen um sich schleudern, 
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aber das sei eine seltene und geneidete Fertigkeit, zu der nicht nur langjährige Übung, 

sondem auch eine natürliche Anlage gehöre' (Zb. p. 142). The candour Nvith which 

Castorp later explains the systems of the 'Berghof' to his uncle shows the extent to 

which the 'Berghof mentality has ingrained itself in Castorp's psyche. Uncle 

James's disbelief and perpetual sense of disorientation function as an ironic critique 

of the 'Berghof as an absurd social microcosm. However, the strength of identity 

which it exudes lends it legitimation, and so it is able to answer the ironic criticism, 

and in the end it is Uncle James Nvho has to run off in hurry to save himself from, as it 

Nvere, the clutches of the environment. This dialogic irony not only implies a critique 

of the way of life on the mountain, it also implies an underpinning of that very 

environment. 

By allowing the sanatorium to answer back, the irony used against it redirects 

itself against Uncle James who becomes someone Nvho is not quite up to the demands 

made on him by life on the mountain. Many details in the naffative account of his 

visit repeat details first presented when Castorp arrived. The reader's initial 

impression is that the idiosyncrasies of the 'Berghof' are relativised and hence 

criticised by being seen through the eyes of someone from the 'real' world. The 

patients spend their time resting outside in freezing temperatures, and their rooms are 

not heated; conversations are centred on disease and draw on the technical language 

which Behrens has undoubtedly made part of the sanatorium's day to day vocabulary. 

Uncle James cannot have direct access to Behrens which his social position in the 

'flat' land would assure him, and he begins to get drawn into the processes of life on 

the mountain. The narrator tells us: 'Das Leben des Sendbotcn lief auf Schienen, - 

auf denen, die ihm gelegt waren, und daß es außerhalb ihrer laufen könne, schien 

keine Denkbarkeit' (Zb. p. 595). There is, therefore, the implication that the 
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sanatorium environment has a power of its own to shape the lives of those living in it. 

However strange the rarefied environment of the mountain may be, it is also a force to 

be reckoned Nvith - it does not recognise the rules of the Tatland' and in this sense 

gains a high degree of legitimation. Uncle James's departure can be seen as a 

successful escape from a potentially destructive environment and the message must 

also then be a signal that Hans Castorp should do the same. Such an interpretation is, 

however, only part of the story and would in itself constitute a kind of monologic 

irony. The irony goes much further than this and is dialogic in nature. Any monologic 

interpretation detracts from the validity of the sanatorium, and while it appears that 

Uncle James rescues himself, it is also possible to say that he was not up to the 

demands made on him by the institution. The 'Berghof' is a forum for new 

experiences and Uncle James runs away from these - he can never be a vehicle by 

which new possibilities are unveiled. In this sense the commentary on Uncle James's 

visit is also positive as it highlights the purpose of the 'Berghof' as more than a 

sanatorium, but as a place of 'Steigerung', where the intensification of feeling and 

knowledge happens; hence it is from this too that James runs. The sanatorium can 

therefore be seen both in terms of a manipulative and controlling force and as a place 

of greater insight and new possibilities. 

Another way in which the narrator can maintain ambiguity is in the use of 

symbolic detail. A symbol can often point to two or more possible meanings which 

are in some way mutually opposed. At the level of the symbol, however, both 

meanings must be coterminously present. Consider how Castorp is portrayed in 

relation to the concept of 'Arbeit: 'Denn vor der Arbeit hatte er den allergrößten 

Respekt, obwohl ihn persönlich die Arbeitja leicht ermüdete' (Zb. p. 279). Work is, of 

course, the comer-stone of the mercantile culture in which Castorp grew up, and it is 
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hard work, albeit not his own, which has created the financial security he now enjoys. 

Because this security has not, however, been created by Castorp's own efforts, the 

symbol of work serves both to highlight the necessity of hard work and also to 

highlight Castorp's distance from the world in which that real, hard work takes place - 

the concept of work is profoundly appealing, but only as an abstraction and not as a 

concrete reality. Despite the critically ironic glance at Castorp as an individual 

content to benefit from the labours of others, there is also a conciliatory tone 

heightened by the modal particle 'ja', inviting the reader to accept that Castorp could 

not really be expected to be any other Nvay. The narrative thus makes the point that 

Castorp is not cut out for work, and that while this may go against the principles of 

the family, it is not something which should be held against him, and Castorp remains 

an ambivalently attractive character. 

This sense of ambivalence is evident in the figure of Castorp's grandfather. 

Throughout the narrative we are reminded of details which underline Castorp's 

physical similarity to his grandfather, such as the protruding chin and shaking head. 

The image of the grandfather is openly acknowledged as an ambiguous symbol 

signalled clearly in the sub-chapter heading Vonz Grofivater in zweifachei- Gestalt. 

The real, living grandfather is merely an 'InterimsgroBvater' while the grandfather 

who represents permanence is the one in the painting or the wax-like figure in the 

coffin. Through the figure of his grandfather Castorp is drawn to the image of 

permanence inherent in the petrified image of death, which establishes an 

investigative preoccupation Nvith dying as a major theme of the narrative. The figure 

of the grandfather becomes the basis of this thematic strand which requires the 

phenomenon of death to be acknowledged in life as experienced by Castorp. The 

recurring references to Castorp! s physical similarity to his grandfather function 
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symbolically to underline this duality. There is not, however, any option of a 

dialectical resolution of the death/life conflict such as religious or mystical 

experience - instead the two aspects of the grandfather answer one another as 

mutually exclusive but co-present ideas. A small textual detail in the narration of the 

grandfather's funeral underlines the fact that the form and ceremony associated Nvith 

death only create a false sense of permanence. A fly, probably attracted by the strong 

scent of the tuberoses brought to hide the smell of death, alights on the grandfather's 

hand. However much the dead grandfather might represent permanence, the narrator 

reminds us that this too is illusory - the grandfather surrounded by the pomp of death 

is also a rotting corpse attracting flies. The ultimate irony of the situation is, then, that 

even the permanence sought in the traditions and ceremony of death are themselves 

transitory, but they remain the only means available to Castorp to come to terms with 

his repeated encounters with death, and so are both illusory and at the same time of 

profound significance. 

Another symbol which has a similarly ambiguous import is the thermometer. 

It offers justification and legitimation for belonging to the 'Berghof community. 

There is also a clear thematic link drawn between the thermometer and Castorp's 

cigar, Maria Mancini - the thennometer is both a 'Quecksilberzigaffe' and a 'glaseme 

Zigarre' (Zb. p. 242). The cigar in relation to Hans Castorp becomes a symbol of 

resignation; smoking is a kind of withdrawal from life. He explains this to Joachim in 

terms of smoking as a self-fulfilling exercise: 'xvie Nvenn man an der See liegt, dann 

liegt man eben an der See, nicht wahr, und braucht nichts weiter, weder Arbeit noch 

Unterhaltung' (Zb. p. 69). This sense of relaxation is acknowledged by Werner Frizen 

in his article 'Die "brdunliche Sch6ne"' where he notes that it is the cigar which 

prolongs a sense of inaction: 'die Zigarre ist es, die ihm das Aufstehenmiissen 
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erträglicher macht, weil sie das Liegenbleibendürfen ersetzt'. 174 The cigar, Maria 

Mancini, also remains a symbol of Castorp's link to the world below and it is not until 

late in the novel that he smokes a local brand, denoting a more permanent detachment 

from home. If we link the images of cigar and thermometer the conclusion can be 

drawn that both are symbols of Romantic resignation - smoking as a means of 

abstraction from the stressful practicality of life, and the thermometer as the guarantor 

of illness. Discussing the role of the thermometer as a glass cigar, the narrator tells us 

that: 'Auch Hans Castorp, wenn er bei Tische gefragt wurde, nannte wohl ein paar 

Striche mehr, als er in Wahrheit gemessen [ ... ]' (Zb. p. 282). This is to counter the 

thermometer's threat of removing membership of the 'Berghof society by indicating 

that disease has been cured, signalling the Nvay back to the 'Flachland' and real life. 

A moment of great annoyance for Castorp is Nvhen the mercury in his thermometer no 

longer rises. The narrator, too, grasps the sense of frustration in the exclamatory style 

of the erlebte Rede: 'Aber das eben war es, das machte sein Leiden vollständig! 

Merkurius stieg nicht mehr! ' (Zb. p. 322). In this case the thermometer threatens to 

remove Castorpýs legitimation to pursue his preoccupation with the themes of love 

and death. The thermometer as an ambiguous symbol represents both the Nvay back to 

meaningful life and the desire to remain within the rarefied and abstract existence of 

the sanatorium. The thermometer, as a phallic symbol, also implies a reference to 

sexual inadequacy - offering a greater measurement than is the case, mercury failing 

to rise - which would preclude membership of the sexually licentious sphere of 

sanatorium life. 

174 Frizen, W., 'Die "bräunliche Schöne': Über Zigarren und Verwandtes in Thomas Mann's Der 
Zatiberberg', DVJ-S 55 (1981), pp. 107-18, p. 108. 
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The image of the 'Lindenbaum' functions as a dialogic symbol. It is, as Reed 

states, a symbol which 'evokes the temptation of death for a man who has been 

rejected in love. ' 175 However, to see Castorp's dash into the horrific carnage of war 

as a result of rejection by ClaNvdia Chauchat would be to miss the point. The 

'Lindenbaum' song (Am Brwinen vor dem Tore) symbolises Castorp's love for what 

the song represents. Reed goes on: 'If the song is typically German, and if Castorp 

loves it, it follows that he "must love" the German world it stands for'. 176 While the 

'Lindenbaum' song may stand for a certain 'German world' it is not enough simply to 

equate this world with the Romantic 'Liebestod' vision of the song. That 'Liebestod' 

is balanced by the regenerative force of the carnivalesque environment of the 

'Berghof'. Indeed, in other literary contexts, such as Faust I, the 'Lindenbaum' is the 

focus of a carnivalesque dance of sexual liberty. In this Nvay the 'Lindenbaum' does 

not function simply as a vision of an indulgent idealisation of sorrow, but irtstead 

comes to represent a world view which acknowledges the attractiveness of the 

Romantic outlook but also insists on the value of a practical approach to living which 

precludes intellectual indulgence in the rarefied mountain environment. Thomas 

Mann also recognised a dual significance in the Tindenbaum' song: 

Das Lied wurde mir zum Symbol alles Liebenswert-Verführerischen, worin der 
heimliche Keim der Verderbnis lauert. Das Romantische ist viel reizvoller, sogar 
geistreicher, als das Humanistische. Aber ich fühlte schon damals, daß der Geist kein 
Recht auf das Reizvolle hat, wenn es dermaßen um den Menschen geht wie »heute« - 
für mich war schon damals »heute«, und für Nietzsche, als er sich Wagner vom 
Herzen riß, war es schon viel früher. 177 

Although Thomas Mann clearly sees the song as a symbol of Romantic death, which 

was the fatal preoccupation of the period in which he wrote Der Zaziberberg, and 

acknowledges that there is an inherent attraction in this preoccupation, he notes that 

175 Reed, T. J. (Oxford, 1995), p. 268. 
176 ibid. 
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this is not a luxury which can be afforded in an age which requires political 

engagement. The symbol of the 'Lindenbaum' therefore points backwards to the 

attractive Romanticism and forward to the possibility of German practicality in the 

modem Nvorld. 

The sub-chapter Schnee offers numerous examples of dialogic irony. It opens 

with general disgruntlement among the patients at the lack of sun. The self-interest of 

the patients is beautifully characterised in their demand to have what the brochure 

offers, even if this depends on events beyond the control of the sanatorium such as the 

weather. Nevertheless the patients are pleased to have a sun lamp for cosmetic effect 

and this even leads to a sexual encounter between Frau Sch6nfeld and her 'Kavalier' 

on the basis of the latter's artificial suntan. This situation is presented ironically and 

the reader sees the readiness of the patients to accept appearance for reality. While 

the narrative criticises the patients' behaviour it also elicits sympathy - the context of 

the 'Berghor as a place of affested existence has made the patients willing to deceive 

themselves. Thus the exposure of self deception also points to the tragedy of 

incarceration in an institution which does become, as Behrens continually denies, a 

'Bagno' and 'siberisches Berg-%verk' in terms of its psychological effect. Individuals 

find themselves in situations which increasingly emphasise their sense of 

hopelessness and culminate in a forced denial of meaningful existence in activities 

such as repetitive and inane English parlour games. While the narrative condemns the 

mode of existence, it also rescues the patients by pointing to a basic human need 

which, in the rarefied atmosphere of the 'Berghof, is distorted to, for example, 

grotesque and comic sexual encounters. The narrative therefore holds together at once 

the human need and the grotesque resolution of this need which in the end indicates 

177 to Agnes Mezer 12.1.1943 in ed. H. Wysling (Frankfurt a. M., 1995), pp. 1404 1. 
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the impossibility of normal existence on the mountain, while perpetually 

acknowledging the desire for this normality. 

Perhaps the greatest dialogic irony in the novel is Hans Castorp's adventure in 

the snow. Both the description of the storm itself and the 'education' he receives are 

highly ironic moments. It is an often quoted fact that Thomas Mann saw the chapter 

as the key to his novel - it is 'der Gral, den er [Hans Castorp], wenn er nicht findet, so 

doch im todesnahen Traum erahnt [ ... ] 1.178 It is, however, the case as noted by Harold 

Bloom that 'despite Mann's endorsement of the notion, Castorp is no quester, and 

pursues no grail or ideal'. 179 It is therefore significant that, as Thomas Mann makes 

clear in 'On Myselr, the goal is only 'erahnt', never 'effeicht'. One question which 

engages critics is the reason Nvhy, if it is so central to an interpretation of the text, the 

sub-chapter Schnee does not come much later in the book. The reason for this is not 

an oversight on the author's part nor is it aweakness in the novel's composition. Of 

course the thematic content of the sub-chapter Schnee is central to the thematic 

development of the novel as a whole, but the novel is not simply about Castorpýs 

recognition of ugliness as a constituent part of beauty, symbolised in the apposite 

images of youthful vitality and the hideous killing of innocent babies. While the 

imagery in Castorp's dream acknowledges an essential dichotomy which is one focus 

of the narrative, to leave this section as the ultimate message of the novel would verge 

on crudity. It is not insignificant that as Castorp nods off in the comfort and security 

of the sanatorium he forgets any insight his vision in the snow may have offered. A 

closer examination of the sub-chapter Schnee Nvill reveal that it is crucial to the 

development of the novel's central themes, but not by providing Castorp Nvith insight 

178 Mann, T., 10ber mich selbst (Frankfurt a. M., 1994), p. 82. 
179 Bloom, H., Thomas Mann's The Magic Mountain (New York-, 1986), p. 2. 
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and education, deepening his sense of experience, but rather in so far as it is a piece 

of dialogic irony which establishes more firmly for the reader the theme of 

pluricentricity within which Castorp is allowed to incorporate opposing features of 

life into his own experience, without giving precedence to one particular view. 

The sub-chapter Schnee exudes a strong aura of ambivalence which never 

allows the reader to pass conclusive judgment on the precariousness of Castorp's 

situation or the degree of insight he obtains. There is a persistent conflict between the 

sense that Castorp has placed himself in significant danger and the sense that the 

security of the sanatorium is never far aNvay; there is great scope for insight and 

education, yet it is doubtful that Castorp experiences anything even approaching an 

epiphany. Castorpýs desire to ski runs against the 'Berghof rules and, Nve are told, 

against the rules in all such institutions - patients should not overexert themselves as 

this may delay the curing of their illness. Castorp! s skiing is, in this sense, an act of 

rebellion. However, his stomping around on a pair of skis is never intended to give a 

picture of Castorp as a sports enthusiast and there is also a degree of mockery in the 

description of Castorp on his 'langen Pantoffeln'. Settembrini's call to take care can 

never be read as a serious warning, and is more a comment on Settembrini being a bit 

füll of himself as he retums 'pädagogisch befriedigt nach Hause' (Zb. p. 648). A 

situation imbued with comic potential cannot easily expose Castorp to mortal danger, 

and while there is, nevertheless, a very real sense of urgency as Castorp gets lost, the 

reader has the impression that the security of Davos is never far behind the white haze 

of snow. The sub-chapter perpetually defers any possibility of a fixed perspective as 

even the sense of time is distorted both through Castorp's absorption into dream 

sequences and a disjunction between Erzalilzeit and erzdlilte Zeit. Let us then 

consider Schnee in more detail and pursue the ambivalent import of the narrative. 
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The structure of the chapter is crucial to an understanding of the dialogic irony 

in it. Castorpýs attitude is foregrounded in a monologic irony to give a picture of 

arrogant self-confidence. Castorp sees danger in the white landscape which confronts 

him Nvith the essence of nature - the epitome of extreme attraction and concomitant 

destruction - and is at the same time proud to be taking on the challenge: 'in seiner 

Seele immerfort etwas bedruckt, gespannt, beklommen von der überlieferten Stille, 

der abenteuerlichen Einsamkeit, aber stolz, sie erobert zu haben, und mutig im Gefühl 

seines Wiirdenrechts auf these Urngebung' (Zb. p. 653). The narrator, however, 

relativises the danger inherent in the landscape and renders the whole expedition 

ironic: 'Ja, die Lockung der Fernen und Höhen war stark in Hans Castorps Gemüt, 

und auf Gefahr sich zu verspäten, strebte er tiefer ins wilde Schweigen, ins 

Nichtgeheuere, flir nichts Gutstehende hinein' (Zb. p. 655). Any sense of real danger is 

understated by the narrator stating the risk involved not in tenns of personal danger 

but in terms of breaking the rules of the 'Berghof' - 'auf Gefahr sich zu verspaten'. It 

therefore becomes unclear if CastorlYs sense of satisfaction comes from confronting 

nature unbound or from being a naughty boy! 

A few sharp gusts of wind are enough to end any sense of superiority over the 

Alpine environment, and Castorp is suddenly engulfed in what he perceives to be a 

violent blizzard. While the narrator is at pains to emphasise that the storm is indeed 

harsh, there are textual details which seem to undermine this point of view so that 

there remains the possibility of the ston-n only being violent in Castorp's perception. 

The narrator attempts to convey vividly the reality of the storm: 'Und Nvirklich Nvar 

dieser Wind von ganz gehässiger Art: die furchtbare Kälte, die tatsächlich herrschte, 

gegen zwanzig Grad unter Null [ ... ]' (Zb. p. 657). Despite the narrator's attempt to 

assert the reality of the severe weather, and the fact that minus twenty is a perfectly 



188 

normal temperature in the Alps, the text feels more like a personal impression on the 

part of the narrator conveying more a subjective sense of extreme cold rather than a 

dispassionately real evaluation. It may well be the case that the gusts of wind are 

harsh and biting: 'die dreinfahrenden Eisböen machten die Ohren mit scharfem 

Schmerze brennen' (Zb. p. 658), but rather than being seen as fatal the gusts of cold 

Nvind only make Castorp's ears bum. Hence there is a kind of understatement in the 

description in so far as it never really intends Castorp's ultimate demise while at the 

same time the reader has a concomitant sense of imminent danger in the nasty snow 

stonn that is in progress. 

In keeping with the intensification of feeling on the mountain the sharp gusts 

of Nvind are raised to a level of a Nvild and impersonal destructive force. As Castorp 

struggles against the snow he adapts his posture, 'um zu Luft zu kommen und. mit 

besserer Fassung dem gleichgültigen Feinde die Stim zu bieten' (ibid. ). He is blinded 

by 'NveiBer Verfinsterung' and as he advances he must take care to avoid bumping 

into trees. The narrator states: 'Es, %var das Nichts, das weiBe, Nvirbelnde Nichts, worin 

er blickte, wenn er sich zwang zu sehen' (ibid. ). The narrative style exudes a fierce 

paradoxicality of the 'white darkness' which contradicts the sense of Davos and 

safety lying not far off. The imagery is uncanny and menacing and the narrative 

draws the reader into a sense of real, imminent danger. While the purport of the 

narrative is to present Castorp pitted against the less than benevolent forces of 

destructive nature and looking into the abyss, the comments are also Castorp's 

personal perception of his situation, and the scene is tempered with detail which calls 

the sense of doom into question. Each statement is both a report of Castorpýs 

perception of his situation and a narrative comment on the danger in which he finds 

himself We are told, for example: 'es Nvar ihm, als solle er hier zum Schneemann 
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erstarren' (ibid. ). The narrator therefore keeps two possibilities co-existent - the 

sense of existential terror threatening Castorp and the sense that this simple and 

appealing young man cannot ultimately be destroyed at this point in the narrative. 

As Castorp reflects on his fate in the snow and prepares to spend the night 

outside, he imagines the process of death. The long description of death in the snow is 

a repeat of Behrens' description of how the body makes death a bearable process: 'Da 

gibt es sensorische Herabminderungen, Gnadennarkosen, Erleichterungsmaßnahmen 

der Natur, jawohl... ' (Zb. p. 66 1). Because Castorp's thoughts are a repetition of ideas 

he has gleaned from Behrens there exists the possibility that Castorp's sense of 

imminent demise stems less from the nasty weather and more from a preoccupation 

with death and dying which the perceived threat of the moment brings to the fore. At 

the same time the reader senses the real fear felt by Castorp and is forced to 

acknowledge that the weather is severe, it is well below freezing and Castorp is not 

wearing appropriate clothing. Once Castorp returns to Davos and deposits his skis 

with Settembrini the narrator steps back from the seriousness of the events in the 

snow: 

[er war] halb sechs in >Dorfk, wo er sein Sportgerät beim Krämer unterstellte, in 
Herrn Settembrini's Speicherklause Rast machte und ihm Bericht gab, wie er sich nun 
auch einmal vom Schneesturm habe betreffen lassen. Der Humanist war höchlich 
erschrocken. "'o 

The subjunctive mood and recourse to modally tempered language allow the narrator 

to assume an ironic distance from Castorp's report of his having been in mortal 

danger, and the almost parodic view of Settembrini's shock throw into question the 

extent to which the narrator now views Castorp's experience as significantly 

dangerous. The initial foregrounding, however, means that we can never actually 

adhere to one point of view. In our evaluation of Hans Castorp's adventure, therefore, 
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the reader must react both critically and sympathetically. On the one hand Hans 

Castorp is freezing to death in the snow, and on the other it is Hans Castorp Nvho has 

raised his experience to mythological proportions so that the sense of danger is a 

subjective perception which may be necessary to the development of the thematic 

strands of the novel but which never really puts him in any ultimate danger. It is not 

possible to resolve this dichotomy by choosing one point of view or the other as both 

aspects are in constant dialogue and so closure and final definition is perpetually 

deferred. 

It may, however, seem that as the chapter develops the reader is invited to take 

an increasing distance from Hans Castorp, Nvho believes he has been stomping around 

in the snow for hours when it has only been a matter of minutes. This is not simply a 

critical, ironic glance at Castorp to show him as someone who has lost all sense of 

reality. Instead this is an essential theme of the novel which the narrator has been at 

pains to elaborate throughout the narrative. A central concern of the novel is the 

question of the perception of time, which can at once be both long and short as man 

has no 'Zeitorgan'. Castorp is therefore experiencing personally the nature of time as 

it is presented in the novel. The narrator allows his theory of time as an ambiguous 

category to be lived out in Castorp's snow experience, and the reader sees this in the 

disjunction between erzah1te Zeit and ErzdhIzeit. All points of reference have been 

removed so that his experience in the snow is at once 'lang,, veilig' and 'kurzweilig. 

The perception of time as long when it is also relatively short reinforces the idea of 

the omnipresence of opposing detail. 

The dream sequence in the sub-chapter Schnee serves to reinforce the 

ambivalent nature of the narrative. At once there is a picture of strong and beautiful 

18() Zb. p. 679. 
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life combined with an image of extreme cruelty. Michael Beddow notes: 'They [the 

'Sonnenleute'] live in a spirit directly contrary to what the temple holds: not out of 

ignorance or self-delusion, but as the result of deliberate collective choice to assert 

and so create what they value in defiance of what is the case'. 181 If Castorp is 

searching for a grail it could be argued that the insight gained from his dream in the 

snow is that grail. 182 If the dream sequence in the sub-chapter Schnee is intended to 

be a simple allegory providing the key to Castorp's search then it has one overriding 

weakness. A great irony in the sub-chapter Schnee is that it actually contributes little 

to Castorpýs understanding of life or death. Instead, he returns to the 'Berghof, has a 

good meal and dozes off- 'Was er geträumt war im Verbleichen begriffen. Was er 

gedacht, verstand er schon diesen Abend nicht mehr so recht' (Zb. p. 679). While the 

reader may take from the reading of the dream what he Nvishes, Castorp, as I have 

noted above, achieves no obvious epiphany. Instead he leaves the snowy landscape 

more or less the same, eager young man as he was when he set out on his expedition. 

The question thus arises as to Nvhy, if it is a high point in the novel, the sub- 

chapter Schnee is located just over half way through the narrative. To read it as the 

ultimate message of the novel is then to imply that the remainder of the narrative is to 

a certain extent redundant. Let us therefore consider the location of the 'Sonnenleute' 

in the narrative and the reason Nvhy it is not located closer to the end of the novel. The 

dream sequence is not the answer to Castorp! s search but an answer. It allows him to 

181 Beddow, M., 'The Magic Mountain', in R. Robertson, ed., The Cambridge Companion to Thomas 
Mann (Cambridge, 2002), pp. 137-50, p. 148. 
182 This is a view supported by Reed who sees the message of the sub-chapter Schnee in relatively 
simple terms. 'Rational humanism is wrong if it refuses to recognize and explore the areas of darkness. 
Romantic anti-Reason is wrong if it wallows triumphantly in them. [ ... ] Indeed, for all his subtlety 
Thomas Mann is simpler here than his critics are sometimes prepared to believe. The clear-cut allegory 
was meant to be read as a clear cut-allegory. The complexities which surround it are more the result of 
the novel's growth than of any intention to veil or qualify this meaning. ' 
Reed (Oxford, 1995), pp. 253-54. 
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acknowledge the power of death and to posit love and not reason as the only 

combatant capable of subduing death. The dream also allows Castorp to reach his 

conclusion, however simplistic it may be: 'Der Mensch soll uni der Gfite und Liebe 

willen dein Tode keine Herrschaft einräumen über seine Gedanken' (Zb. p. 677). This 

conclusion certainly informs and defines the nature of his quest but it remains abstract 

and theoretical; it is far removed from real life, is never at any stage integrated into 

Castorp's consciousness and as the ultimate goal of his search is at risk of being 

crude. In the heteroglot narrative of Der Zauberberg any such conclusion can only 

ever be one point of view among many. Individuals in this novel are defined in terms 

of their untidiness and inconsistency and, to accept this neat conclusion as the 

ultimate message of Mann's novel is to ignore the complexity and web of 

ambivalence which characterise the narrative. The image of the 'Sonnenleute' is 

therefore highly ironic as it is intended as an explanation, but an explanation which is 

in itself ultimately unsatisfactory and that can only ever be part of thewider answer to 

Castorpýs search. It functions as an answer, but as an ambivalent answer to a question 

which Hans Castorp is still learning to pose. The passage is therefore a key, but not 

the only key to understanding and contributes to the trajectory of extended possible 

meanings which the narrative creates. 

One last example of this kind of dialogic irony is the presentation of Joachim's 

'desertion' to the 'flatland'. That the 'Berghof' is not a good place to be is a point 

which is raised throughout the narrative - Settembrini Nvams Castorp to leave for 

home immediately, Joachim makes an honourable attempt to resuffect a meaningful 

life and Uncle James comes to try to rescue Castorp. There is, therefore, a certain 

admiration expressed for Joachim's noble attempt to get back to the Nvorld of practical 

living: 'Hans Castorp für sein Teil bedauerte diesen Stillstand und gedachte mit Stolz 
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und Sorge des ehrliebenden Joachim, der mit heldenmutiger Kraftanstrengung des 

Rhadamanthys zähes Gewebe von Rederei zerissen hatte und zu seiner Fahne 

geflohen war [ ... ]' (Zb. p. 601). The sense of pride expressed at Joachim! s departure 

seems to be felt not just by Castorp but also by the narrator. The narrator allows 

himself this admiring look while knowing that he Nvill bring Joachim back to the 

mountain to die a tragic death. Were Joachim, however, to be allowed to remain in 

the army, to have a lasting relationship xvith Marusja and to be spared his drawn out 

death, many aspects of the narrative would be lost. Joachim's death allows the 

language of the sanatorium to be seen clearly; the value of his extreme decency is 

most apparent at the moment of his death and most importantly his death allows 

Castorp to experience a sense of real loss which Nvas not the case in his earlier 

experiences of losing parents and grandfather. The great irony of Joachim's death is 

therefore that it becomes a requirement of the narrative while at the same time his 

character is one that desperately charts life. 

So far we have considered irony in terms of its propensity in Der Zauberberg 

to ask the reader to look in txvo opposing directions, and rather than be used as a 

device to achieve a critical distance between text and reader, its function is to draw 

the reader into ambivalent states of affairs which resist simple resolution. The final 

aspect of irony to consider is perhaps the most contentious and brings our discussion 

to the subject of erlebte Rede. In his account of erlebte Rede, Roy Pascal examines 

the attitudes of Lorck and Walzel to this narrative technique. Both see erlebte Rede 

as means by which the text can depose the narrator from his sovereign position and 

allow the inner lives of characters to achieve predominance. Pascal summarises 

Lorck's view that erlebte Rede occurs 'at those heightened moments of creativity 

when the writer's imagination transports him into his characters, Nvhen he surrenders 
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to their existence and falls into a state of "utter raptness" ("v6lliges Entriicktsein"), 

oblivious to his real environment and the world'. 183 This dramatic language tends to 

overstate the case, but the notion behind it is indeed valid. It has already been seen 

how the narrative voice can be drawn into a character's point of view. Hoffmeister 

states the same case more effectively: 'Dem Autor, der die erlebte Rede venvendet, 

ist es darum zu tun, ein direktes Schlaglicht auf die geistig-seelische Situation seiner 

Figur zu werfen. Er muss daher unvermittelt seine objektive, übergeordnete 

Erzählerposition aufgeben und in das Innenleben seiner Gestalt tauchen. Zu einem 

ankündigenden �fühlte er" oder �dachte er" bleibt da keine Zeit'. 184 There are 

instances in Der Zauberberg where the narrative reports a piece of juicy gossip or 

where attitudes which are less than honourable are- conveyed to the reader and the 

extent to which the narrator is detached from the point of view remains ambiguous, 

because the immediacy and directness iMh which it is conveyed reveals the narrator's 

oxvn pretended abdication of distance. 

Hoffmeister acknowledges the double voiced nature of reported ideas: 'In 

jeder RedeNviedergabe stecken grundsätzlich zwei Aussagen, einmal die ursprüngliche 

Aussage des Zitierten, zum anderen die Stellungnahme des Zitierenden, die sich 

immer irgendivie in der Form der Redewiedergabe äussem müssen'. 185 What is in 

question here is the issue of what Bakhtin calls a hybrid construction. By this, he 

means that an utterance, once narrated, is no longer a single point of view but can at 

one and the same time be from several points of view: 'What we are calling a hybrid 

construction is an utterance which belongs, by its grammatical [syntactic] and 

183 Pascal, R., The dual voice: free indirect speech and its functioning in the nineteenth centu 
European novel (Manchester, 1977), p. 23. 
184 Hoffmeister, W., Studien zur Erlebten Rede bei Thomas Mann und Robert Musil (The Hague, 
1965), p. 20. 
185 ibid. p. 12. 



195 

compositional markers to a single speaker, but that actually contains mixed within it 

Avo utterances, two speech manners, two styles, two "languages", Avo semantic and 

axiological belief systems'. 186 An utterance can in this sense be both of the narrator 

and of a social milieu, another character etc. The point is that the utterance refracts 

and becomes at once authorial narration and language originating with another source 

and which brings Nvith it the force of its origin. 187 This is a feature of Thomas Manns 

use of erleble Rede in Der Zauberberg where it can implicate the narrator in the point 

of view. Interesting is the way in -which erlebte Rede is also a fluid entity in the text in 

such a way that the words which are reported may be integrated into a style that 

contradicts the sense in which they Nvere originally intended, or an idea or attitude 

may be reported but while the attitude is of a character the words are from the 

narrator. Bakhtin explains this as a phenomenon whereby 'the author has no language 

of his own, but does possess his own style, his own organic and unitary law governing 

the way he plays with languages and the way his own real semantic and expressive 

intentions are refracted within them'. 188 What wewill see in the following examples 

is narrative which sets ideas into a free flow of signification so that the idea can be 

accepted and at the same time rejected. We will see the narrative voice competing 

with other voices in the text and in this, %vay simple notions of narrative authority Nvill 

be seen to break down. 

186 Bakhtin, M., The Dialogic Imagination (Texas, 198 1), p. 305. 
187 Bakhtin develops this point in his description of what he calls character zones: 'These are zones 
formed from the fragments of character speech, from the various forms for hidden transmission of 
someone else's word, from scattered words and sayings belonging to someone else's speech, from those 
invasions into authorial speech of others' expressive indicators (ellipsis, questions, exclamations). Such a 
character zone is the field of action for a character's voice, encroaching in one way or another on the 
author's voice'. 
ibid. p. 316. 
188 ibid. p. 31 1. 
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I have already had occasion to refer to the Nvays in which and the extent to 

which Der Zaziberberg is a debate about the German attraction to Romantic 

decadence. Thomas Mann himself often refers to the critique of Romanticism which 

Der Zauberberg constitutes. However, to argue that he was an anti-Romantic figure 

would be to simplify a very complex issue. In his letter to Agnes Meyer of 12.1.1943 

quoted above he states clearly that Romanticism is 'viel reizvoller, sogar geistreicher, 

als das Humanistische'. 189 Instead it is a balance of affirmation and critique which is 

the key to Manifs creativity. Let us consider several examples where the text of Der 

Zauberberg deals with death as an attractive Romantic concept, and observe how the 

narrative voice by means of erleble Rede engages Nvith this theme. Quite early in the 

narrative Hans Castorp catches a glimpse of his first 'Moribundus'. He is deeply 

moved by the expression on the dying mans face, in particular his eyes: 'Wie 

würdevoll der Kopf des jungen Mannes mit aufwärts geschobenem Kinnbart auf dem 

Kissen gelegen hatte! Wie bedeutend der Blick seiner übergroßen Augen gewesen 

war, als er sie langsam zur Tür gedreht hatte! '. 190 The two exclamations are the report 

of Hans Castorpýs perception of the young man and the latter's imminent demise 

renders him interesting and exciting. He is 'w0rdevoll' and 'bedeutend', but only at 

the point where his life is coming to an end. Death is, in this case, presented as 

something highly attractive, and almost honourable. Although this passage is clearly 

what Hans Castorp saw, it is also possible to hear the lines as an exclamation from the 

narrator Nvho is also fascinated by the process of death. The use of erlebte Rede 

creates a great sense of immediacy 'which places the narrator within the same field of 

vision as Castorp and, moreover, allows him to share Castorp's response to the sight. 

189 in ed. H. NVysling (Frankfurt a. M., 1995), p. 140. 
190 Zb. p. 148. 
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These exclamations -%vhich assert that there is something excitingly attractive about 

the phenomenon of death demonstrate that it is appealing to both character and 

narrator alike. Nevertheless, the comments remain Castorp's, and so they function as 

a slightly exaggerated response to the noble head on the pillow or the enlarged eyes 

turning slowly towards the door, and the sense of theatricality is, of course, Castorp's 

own value-loaded judgment from which the narrator can retreat. 

This sense of ambiguous narrative perspective is also evident when Castorp 

returns from his first solo walk to the waterfall. In the description of his 

embarrassment at being seated close to Clawdia, unaware that he is dishevelled and 

covered in blood, the extent to which the detail is from Castorp's or from the 

narrator's point of view remains fluid. Hans Castorp returns from his walk-, his clothes 

stained Nvith blood - 'so daß er einem von frischer Tat kommenden Mörder glich' (Zb. 

172) - and sits down behind Clawdia. Certainly the sense of discomfort at seeing 

ClaNvdia immediately in front of him is disturbing for Castorp, but the narrator is not 

distanced from the attraction to Clawdia! s dubious character. The first remarks are in 

erlebte Rede: 'Aber das war doch des Teufels! Sollte er denn nicht zur Ruhe 

kommen? ' (Zb. p. 172). This is a direct ironic presentation of Castorp's inner state 

conveying his sense of frustration. Excitement, both intellectual and sexual, is 

troubling him and at the same time his predicament is almost comic. As the text 

develops we can hear the narrator as a presence in the scene, sharing in Castorpýs 

inner impression: 'Genau mit Pribislavs Augen hatte sie ihn angesehen, in sein 

Gesicht und auf die Blutflecke seines Anzugs geblickt, [again this is Castorp% opinion 

but the insistence of the naffative style lends the comment naffative legitimisation] - 

ziemlich rücksichtslos und zudringlich übrigens [the narrator shows his presence on 

the word "Obrigens", reminding the reader that this is an important additional detail 
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he has noted], wie es zu den Manieren einer Frau paßt, die mit Türen warf. Wie 

schlecht sie sich hielt! [the narrator is now clearly commenting on the dubious nature 

of Clawdia's character drawn from her casual attitude, and this can also be read as an 

exclamation of pleasure] Nicht wie die Frauen in Hans Castorps heimlicher Sphäre, 

die aufrechten Rückens den Kopf ihrem Tischherrn zuNvandten, indes sie mit den 

Spitzen der Lippen sprachen' (Zb. p. 172). The final comment on the women in 

Castorp's social milieu portrays them as bland and dull compared to Clawdia - these 

are women who conform to a social type because that is what society requires of them 

- and this criticism comes not only from Castorp but also, by implication, from the 

narrator. Clawdia is the attractive antidote to this - the narrator establishes her as the 

interesting, exciting and beguiling woman to whom Castorp is attracted, and at the 

same time enjoys her attractiveness himself The text oscillates between Castorpýs 

words and the narrators appreciation of them so that it is not possible to draw a clear 

line of demarcation between them. 

The narrator maintains his preoccupation with the darker side of existence as 

the narrative develops. Let us consider the following evaluation of Clawdia which 

comes initially from Castorp but is assimilated into the narrator's point of view: 

'während es klar und deutlich war, daß Frau Chauchats nachlässige Haltung, ihr 

Türwerfen die Rücksichtslosigkeit ihres Blickes mit ihrem Kranksein zusammenhing, 

ja, es drückten sich darin die Ungebundenheit, jene nicht ehrenvollen, aber geradezu 

grenzenlosen Vorteile aus, deren der junge Herr Albin sich geruhmt hatte... '. 191 This 

passage hinges on the modal particle 'ja' which sets up a register of a conversational 

exchange between narrator and reader in which the reader is invited to see critique of 

Clawdia as a perfectly obvious state of affairs. This is supported by the claim to her 
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illness and slovenliness being connected as 'klar und deutlich'. The question remains 

for Nvhom these facts are so clear and one answer is perhaps that this is the narrator, 

adopting a critique of Clawdia which is drawn from sanatorium gossip. Considering 

that Herr AlbiWs Worteile' were the Worteile der Schande' (Zb. p. 113) we again see 

a narrative voice enjoying close observation of Clawdia based on a narrative 

interpretation of her as an object of pennissiveness. Nevertheless, there is within the 

text a degree of scientific validation for this opinion in the forra of Krokowski's 

lectures, to which Castorp accords great importance. It is Krokowski who views 

somatic illness as a result of an underlying psychic state, and so while the narrative 

voice is implicated in socially motivated criticism taken over from Castorp, it is also 

the case there is indeed a sense in which the point made cannot be dismissed outright. 

The sub-chapter Forschungen offers numerous examples of the narrator 

reporting Castorpýs discoveries as he researches anatomy. In doing so the narrator 

raises the interpretation of the discoveries to the level of destructive sensuality. The 

extent to which this is the narrator's interpretation or simply the reporting of Castorps 

interpretation again remains ambiguous. Most of the chapter is constructed from the 

reporting of textbook detail, but in the novel the objective scientific material 

undergoes an intensification so that the processes of organic life become imbued Nvith 

an intense and attractive sensuality. We are told that Castorp read 'von der 

organisierten Materie, den Eigenschaften des Protoplasmas' and also 'vom Leben und 

seinern heilig-unreinen Geheimnis' (Zb. p. 377). Here the narrator is reporting what 

Castorp experiences, but the extent to which 'heilig-unrein' is understood by Castorp 

and to which it is narrative interpretation remains unresolved. The narrator can have 

the point for himself and at the same time attribute it to his protagonist. In ansiver to 

191 Zb. p. 173 
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the question 'Was war das LebenT, the narrator reports: 'Aber wiewohl nicht 

materiell, war es sinnlich bis zur Lust und zum Ekel, die Schamlosigkeit der 

selbstempfindlich-reizbar gewordenen Materie, die unzüchtige Form des Seins' (Zb. 

p. 379). The phenomenon of life as such is raised to the level of sensuality whose 

forms are 'Lust' and 'Ekel', 'selbstempfindlich-reizbar' and 'unzüchtig'. These are 

now subjective terms gathered within the reported idea, and it is not possible to 

distinguish whether they derive from Hans Castorp or from the narrator's personal 

engagement Nvith the material. So too is the description of 'parasitische 

Zellvereinigung' (Zb. p. 39 1), which is both 'üppig' and happens 'auf eine liederliche 

Weise', a point of view recognised by Castorp but also by the narrator so that it is at 

once a moment of Romantic 'Liebestod' experienced by Castorp and treated 

ironically by the narrator and also a momentwhere the narrator too is attracted to the 

inherent 'Reiz' of the observation, to the sensuality of the destructive parasitic cells. 

A similar dual perspective is evident in remarks made about Frau Salomon 

from Amsterdam. It has been current gossip in the sanatorium that Frau Salomon 

takes advantage of her examinations to parade in front of the doctors in revealing 

underwear. When the narrator comes to report her actions he draws on this general 

gossip as part of his point and also speaks in the warning tone of the sanatorium as a 

place with clear but unwritten rules: 

Frau Salomon aus Amsterdam zum Beispiel, trotz dem Vergnügen, das die 
Untersuchungen und das damit verbundene Zurschaustellen feinster Spitzenwäsche 
ihr bereiteten, reiste vollständig wilder- und falscherweise ab, ohne jede Erlaubnis 
und nicht weil es ihr besser, sondern weil es ihr immer schlechter ging. 192 

The narrative voice allows the report of Frau Salomon to be populated with 

vocabulary and attitudes drawn from the environment, and it is these attitudes which 

are legitimated by the absence of any markers which would distance the narrative 
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voice from them. The narrator's critical tone concludes in his reference to Amsterdam 

as a 'zugige Wasserstadt' so that it in no way constitutes a distanced observation of 

Frau Salomon. The attitudes are clearly drawn from the everyday gossip of the 

patients, but they are offered a degree of legitimation, not least because Frau Salomon 

does return to the sanatorium seriously ill. The narrator therefore relativizes the points 

of view in so far as they are presented as gossip and at the same time legitimates them 

with his own stamp of authority, and by allowing the progress of the narrative to 

corroborate the warning derived from the general attitudes to Frau Salomon of the 

other patients. 

I have sought to argue that within the untidy narrative environment of Der 

Zauberberg irony has become a hugely complex mechanism and thereby contributes 

to a great sense of disorientation. Irony is a device used to encourage a sense of 

pluricentricity in which a range of points of view, often conflicting, can 

simultaneously legitimate themselves. The ironic narrative style in Der 7, auberberg 

plays a central role in the creation of the polyphonic text. Even where irony tends to 

be more monologic in its import, the criticisms made enter into dialogue with other, 

contrasting features of characters and situations so that the irony contributes to a 

xvider, multi-dimensional impression being created. In this discussion of Der 

Zauberberg as a whole it has become clear that the narrative voice is repeatedly 

relativized by the carnivalesque subversions of order that take place. This sense of 

pandemonium contributes to the multi-voiced nature of the text in which no one 

single voice is privileged above the others, and in which trivial concerns of the 

individual are as audible as the weighty intellectual issues of the day. All of which 

might seem to imply that what Thomas Mann has created is an undeniably relative 

192 Zb. p. 491 
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universe in which no values are left standing. Yet paradoxically, as we shall see, the 

irony at work in the text is ultimately in the service of humanity It is as Walter Hof 

notes: 'eine Tugend [ ... J, die Virtus des Menschen, der der Wirklichkeit ins Auge 

sehen und sie dennoch jenseits der Verachtung ivieder lieben kann'. 193 Two things 

must still be addressed in this thesis. First, I Nvill consider the usefulness of this study 

of Der Zatiberberg as a tool with which to approach other modemist works of the 

period. In conclusion I will then seek to show how this text, which appears to 

deconstruct into a web of ambivalence, retains its own very stable brand of 

humanism. 

193 Hof, W., 'Ironie und Humanität bei Thomas Mann', Wirkendes Wort, 13 (1963) pp. 147-56, p. 155. 
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Der Zauberberg and the Modernist Canon 

In his recent contribution to the Thomas Mann Jahrbuch Michael Neumann notes that 

Der Zauberberg posed a great challenge to readers in an age which did not yet know 

Kafka and was unfamiliar with Joyce: 

Zu einer Zeit, in der den Rezensenten offenkundig weder der Ulysses noch die Suche 
nach der verloreneji Zeit schon näher bekannt waren, in der Kafkas Romane noch 
unveröffentlicht lagen und Berlitt Alexattderplatz und der Manit ohiie Eigeitschaf(eil 
noch Jahre in Zukunft standen, wuchs dem Zauberberg die Aufgabe zu, in 
Deutschland der Wahrnehmung des modernen Romans überhaupt erst die Bahn zu 
brechen. 194 

Neumann sees Der Zauberberg as the work in German letters that paved the way for a 

new tradition in novelistic prose, and I shall want to demonstrate in this chapter the 

manner in which Der Zauberberg not only breaks new ground but far exceeds the 

works which follow in terms of its ability, both thematically and above all 

stylistically, to engage with its contemporary intellectual landscape and overcome the 

pessimism inherent in it. Central to my analysis of Der Zauberberg is the notion of 

narrative instability. The essence of the narrative in Der Zauberberg is instability and 

unreliability. The narrative voice can be heard in a range of guises and registers and 

it is the versatility of this voice which characterises the narrative. Adomo sees a 

multiplicity of guises as a defining feature of Thomas Mann, the author: '[seine] 

Masken sind auswechselbar, und der Vielfältige [d. h. Thomas Mann] hatte mehr als 

eine'. 195 The essence of Thomas Mann as seen by Adorno is also a multivalent 

personality which cannot be defined in terins of a fixed or stable point of view, and 

this trait is extended and intensified in the narrative persona of Der Zauberberg. It is 

the overwhelming sense of ambivalence and unresolvable narrative complexity that 

makes Der Zauberberg a pioneer of the modernist canon. 

194 Neumann, M. (Frankfurt, 2001), p. 80. 
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Der Zatiberberg, as noted above, comes at the beginning of a tradition in 

narrative fiction which was forced to enter into dialoguewith, as Dowden points out, 

ca culture in which tradition has broken down into disconnected fragments and in 

which people lack a binding sense of larger purpose, unity, and identity'. 196 The 

pessimistic mood of the time is surnmarised concisely in TS Eliot's The Wasteland 

in which the crowds on London Bridge are characterised in terms of futility and 

purposelessness: 

Sighs, short and infrequent, were exhaled, 
And each man fixed his eyes before his feet 197 

Before concluding my study of Der Zauberberg it Nvill be useful to consider several 

other works of the period in the light of my analysis of Der Zauberberg. The works 

in question are Hermann Hesse's Der Steppenwolf, Hermann Broch's Die 

Schlafivandler and Alfred 136blin's Berfin, 41exanderplatz. 198 Each of these novels is 

written in the period of massive political and social upheaval following the First 

World War in which any 'binding sense of larger purpose, unity, and identity' was 

conspicuously absent. But in the face of social instability comes a. new-found 

creativity which attempts to answer the sense of existential crisis in the age. Each of 

these novels is characterised by a narrative complexity and a generic self- 

consciousness which arises from the strong sense of cultural crisis in the age in which 

they were composed. Moreover, each of these novels reaches beyond itself in the 

hope of another realm which might promise 'release from the acutelY felt malaise of 

195 Adorno, T. W., 'Zu einem Portrait von Thomas Mann' in Noten zur Literatur (Frankfiirt a. M., 1998), 
pz. 337-38. 

Dowden, S. D., A Companion to Thomas Mann's 7he Ma ic Mountain (Columbia, 1999), p. xii. g_ 
197 Eliot, T. S., Yhe Burial of the Dead in The Waste Land and other Poems (London, 1999), p. 25. 
198 The following abbreviations AiH be used to identify these works: 

SW Der Steppeimolf 
Sch Die Schlaffivaimiler 
BA Berlin A lexatiderplatz 
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Germany and Europe in the first three decades of the twentieth century'. 199 What I 

shall seek to demonstrate is that while the three novels to be discussed in this chapter 

exhibit an abundance of naffative complexity, it is Der Zaitberberg which - despite 

appearances to the contrary - remains the most truly modernist of the group due to its 

ability to maintain a strong sense of dialogism and multiplicity of perspective. 

In each of these works the splintered nature of the individual as a construct of 

ambivalent and contradictory forces is a central feature of the narrative. Hesse strives 

to let his protagonist reconcile polarised features of his personality while Broch 

explores the interaction of individuals with a collapsing value centre. The activity of 

the modem urban centre is explored by 136blin by means of a cacophony of linguistic 

mayhem which disorientates both protagonist and reader despite the honourable 

attempts of the protagonist to extract himself from that mayhem to lead a decent life. 

The challenge for each of these writers was to capture and explore the essence of 

modem living in an age in which the foundations of the establishment had been 

decimated politically and socially, and whose thinkers Nvere questioning the basis of 

certainty in literature and philosophy. Thematically these texts form a corpus in so 

far as they address the notions of identity thrown into question by the epoch and they 

also, to varying degrees, question the very foundations of narrative production in 

which the novel functions, as Swales notes, like 'a meta-commentary on its own 

textual performance'. 200 It becomes the reader's task not merely to understand 

characters in terms of the thematic import of the text but also in terms of the style of 

the narrative which refuses any interpretation that is closed or in any sense epic. It is 

an inherent process of disintegration which characterises the individuals in these 

199 Swales, M. (London, 2000), p. 8. 
200 ibid. 
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novels and the challenge which they offer is for the reader to determine a basis on 

which the human being can continue to exist meaningfully in the face of profound 

uncertainty and pessimism. Let us now turn our attention to the novels in question, 

using the above analYsis of Der Zaziberberg as a tool for interpretation. 

Hermann Hesse - Der Steppenwotf 

To reiterate a point underlined several times above, the analysis of Der Zauberberg in 

terms of a heteroglossia in which the narrative presence refracts into a multi-faceted 

and inconsistent point of view places it within a literary tradition that attempts to 

answer the inability of language to convey objective reality, a predominant trait in 

European intellectual culture of the early twentieth century. Hennann Hesse's Der 

Steppenwolfalso tries to enter into debate Nvith its contemporary intellectual climate 

in a similar Nvay to Mann's novel, relying heavily on psychology to explain the 

problematic mood of the age. The story is straightfonvard - Harry Haller is 

confronted with two traits of his personality in polar opposition to one another - the 

man and the wolf. In the course of a few weeks he explores aspects of life and a 

social scene which had been closed to him until meeting the prostitute Hermine. By 

means of a phantasmagoria of minor narratives in a magical theatre Haller is allowed 

to confront aspects of life which are necessary to his gaining a fuller understanding of 

himself and the age in which he lives. The novel emphasises the need for Harry to 

learn to incorporate humour into his experience of life and concludes Nvith an image 

of Mozart as the representative of both poles in Harry's personality, a combination of 

the sublime and the human. This novel, like so much of Hesse's oeuvre draws greatly 

on contemporary psychology for its thematic content, presenting the individual as a 
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disjointed, incoherent entity. As an exploration of Harry Haller's pessimism and sense 

of being out of kilter Nvith the age in which he lives, Hesse's novel can be placed 

within this group of works dealing with the definition of personal identity in a world 

which becomes increasingly defamiliarised. The extent to which it is a successful 

literary exploration of this concern, however, remains debatable. 

Critical reactions to Der Steppenwoý( acknowledge Hesse's ability to portray 

the inherent contradictions in the psychological profile of the individual and to see the 

correspondence between this phenomenon and the age in which the narrative was 

conceived. ZiolkoNvski, for example, states quite simply that '[ ... ] the Steppenwolf 

depicts a general phenomenon of our times: the tragedy of intellect in despair'. 201 

There is a general consensus among critics that Hesse's novel addresses the void 

created by the disjunction between the individual and his ability to acknowledge his 

situation in a given society. At the point where fixedness disappears, despair sets in 

and the individual has no basis on which to define his own existence. Baumer sees 

Harry Haller as an expression of the Zeitgeist: 'Ganz Schopenhauerisch empfindet er 

Schuld allein schon durch seine Existenz', and later: 'Und wieder wird das eigene Ich 

zum Modell des Zeitgeschehens, denn das Buch malt gleichzeitig den nahenden 

neuen Krieg drohend an die Wand'. 202 The state of mind of Harry Haller is clearly 

intended to be a condition typical of the time, and the novel is seen as a literary 

expression of that condition. Boulby sees the novel as an expression of the bourgeois 

condition: 'A man can choose between devotion to the aspirations of the saint or else 

to the drives of the senses, he may elect to martyr his instincts or his spirit; between 

both poles stands the bourgeois, characterised above all by the %vish not to surrender 

201 Ziolkowski, T., The Novels of Hermann Hesse (Princeton, 1974), p. 28. 
202 Baumer, F., Hermann Hesse (Berlin, 1968), p. 67. 
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his own ego to anything at all but to contain it, appalled by the postulates of any kind 

203 
of ethical absolutism'. 

Hesse, at the time of writing Der Steppenwo6(, is also very conscious of the 

problematic nature of a stale intellectual European status quo. In his essay 'Die 

Briider Karamasoff oder der Untergang Europa' he sees clearly that it is the 

importance of ambivalence, of having unresolved conflict which is the essence of 

Dostoevsk-y's art and which is a feature absent from European (as opposed to 

Russian) cultural traditions preventing Europeans from achieving a full appreciation 

of Dostoevsky's characters. He understands the predicament of the European social, 

intellectual and political climate to be an inability to appreciate ambivalence. Hesse 

writes: 

Der russische Mensch, der Kararnasoff ist Mörder und Richter zugleich, Rohling 
und zarteste Seele zugleich, er ist ebenso der vollkommenste Egoist wie der Held 
vollkommenster Aufopferung [ ... ] Ihm kommen wir nicht bei von einem 
europäischen, von einem festen, moralischen, ethischen, dogmatischen 
Standpunkt aus. In diesem Menschen ist Außen und Innen, Gut und Böse, Gott 
und Satan beieinander. 204 

Hesse is, however, unfair to the rich European cultural tradition from which he hails, 

and, as in much of his intellectual production, he tends to simplify the case. The 

problem inherent in the contemporary European condition was indeed the 

predominance of fixedness and the inability to incorporate ambivalence and 

contradiction into an acceptable world view. Nevertheless, to see the European 

condition in terms of simple binary oppositions is to oversimplify the issues. 

Moreover, it is to ignore the tradition of the comic novel which, since Rabelais, has 

over and over held derision and regeneration together as two sides of the same 

ambivalently spinning coin. It is, moreover, to ignore the fact that Dostoevsky is also 

203 Boulby, M., Hermann Hesse: His Mind and Art (Comell, 1972), p. 176. 
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part of that same European literary tradition and to see ambivalence as essentially 

Russian is to ignore Tolstoy's monologic faith in humanity. 

While it is the case that Der Steppenwot(deals Nvith the crisis in the European 

intellectual tradition in the early twentieth century and the lack of coherence in the 

psychological profile of the individual, Hesse's simplistic approach often forces his 

narrative to illustrate unsubtly aspects of psychology and the contemporary pessimism 

so that his narrative becomes too symbolically loaded. If the above reading of Der 

Zauberberg is to inform an interpretation of Der Steppenwolf it is immediately clear 

that the intricate web of ambivalence which is the stuff of the former is not evident in 

the latter so that it becomes a much less sophisticated allegorical presentation of 

issues, lacking Thomas Mann's artistic virtuosity. A closer examination of the 

narrative perspective and the manner in which the narrator engages with his material 

will also show that Der Stqppenwoý'is the result of this less complex narrative project 

and that it offers a less intricate investigation of the themes Nvith which the narrative 

is occupied. It will also be seen that the role of irony in Der Steppenwolf is minimal 

while in Thomas Mann's novel it is irony which allows the multi-faceted approach by 

enabling opposing points of view to be co-present and inforra each other. 

The narrative perspective in Der Steppenwol( is much more easily defined 

than that in Der Zauberberg. It consists essentially of three parts - the bourgeois 

nephew who introduces Harry, the narrator of the tractatus and the voice of Harry in 

the largest section of first person narrative. These voices are three knowable entities 

unlike Der Zauberberg where the narrative voice is bewilderingly unstable. The 

voice of the bourgeois narrator offers an ostensibly balanced and objective view of 

204 Hesse, H., 'Die Brüder Karamasoff oder der Untergang Europa' in Gesammelte Werke Band 12 
(Frankfurt, 1973), pp320-37, p. 324. 
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Harry as an essentially decent individual Nvho nevertheless remains distanced from 

society and is in some ways an outsider. Despite Harry's idiosyncratic behaviour - 

sitting on the stairs observing plants, excessive drinking, his casual love affair with 

Erika - the reader is invited to take a sympathetic approach to him, and there is no 

tone of condemnation from the bourgeois narrative presence. In this Nvay the reader is 

prepared to hear Harry before judging him. The opening section concludes Nvith this 

narrator offering an analysis of Haller's problem: 'Haller geh6rt zu denen, die 

zwischen zwei Zeiten hineingeraten, die aus aller Geborgenheit und Unschuld 

herausgefallen sind, zu denen, deren Schicksal es ist, alle Fragwürdigkeit des 

Menschenlebens gesteigert als persönliche Qual und Hölle zu erleben'. 205 A stylistic 

deficit is evident when such judgments are made - the person making this judgment is 

one Nvho spends his time playing Nvith a radio and occupying the middle ground 

between extremes. Such individuals do not seem to share in any degree the 

existential crisis of which they speak. 

A central concern of Der Stqppenwoýris the bourgeois condition as a middle 

ground between extreme states of being - the hero, the artist, the thinker, the 

uncultured animal etc. To be drawn to an extreme as an artist or thinker requires the 

middle ground to be abandoned and aspects of the self to be sacrificed in the service 

of cultivating excellence. The bourgeois narrator underpins the point of view that the 

bourgeois condition is a stable middle ground and his bourgeois status is not 

challenged by other facets of the narrative. I have argued that in Der Zauberberg the 

voice which narrates is perpetually in dialogue with other voices so that even the 

voice of pedagogical authority is undermined; in Der Steppenwo4( there are three 

different narrative voices which are clearly defined throughout and are not, as such, 

205 SW, p. 28 



211 

subject to any act of stylistic, interpretative or cognitive destabilisation. And this is an 

essential weakness in the novel. The nephew who introduces Harry Haller to the 

reader is a person not suffering any psychological trauma because of the age in which 

he lives and who is not plagued by suicidal urges. From the outset, therefore, it is the 

middle ground looking away from heroic extremes which appears to be Harry's 

ultimate goal, and the set of new experiences are intended to allow him to integrate 

extreme aspects of his personality, a kind of synthesis in which heroic extremes are 

reduced to fathomable, negotiable aspects of a moderate existence. The novel 

therefore presents the image of the bourgeois as the potentially content individual, 

and never is there any exploration of the bourgeois situation as being in any way 

problematic. Hence the novel tends towards simplicity, a stylistic defect which is not 

remedied as the narrative develops. 

Nor is the tractatus without its stylistic problems. It begins with the 'es war 

einmal' fairy tale opening, and purports to be a psychological analysis of Harry 

Haller, read by Haller as the result of a chance meeting in the street, and highlights for 

him the nature of the two conflicting aspects of his character. In the tradition of the 

fairy tale the reader is introduced to the character Nvith the secure 'es Nvar einmal' and 

ought to be on the way to an 'und wenn sie nicht gestorben sind... ' ending. The 

tractatus becomes an analysis of Haller's condition and a prescription to remedy it by 

allowing an integration of the opposing features of Haller's personality. It is, 

however, unimpressive in its structure and thematic content. First, the idiom of the 

fairy tale serves little purpose as the narrative is neither a cautionary tale nor does it 

develop a moral. Instead it pontificates by means of a fairly simple logic on the Nvay 

in which Harry Haller might come to terms Nvith his own complexity. Secondly, it 

exposes aspects of the Steppenwolf s character which are in no way related to Harry - 
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'Es gab auch solche, die gerade den Wolf in ihm liebten, gerade das Freie, Wilde, 

Unzahmbare, Gefahrliche und Starke'. 206 Nowhere in the novel do we ever meet this 

Harry who oozes such , vild passion. Instead Harry is a withdrawn character, and one 

memorable moment of untamed exuberance simply offended his hostess at dinner. 

The suggestion that the SteppenNvolf may rescue himself through humour also rings 

hollow as there is nowhere in the narrative where Harry is ever regenerated through 

either irony or laughter. The essential weakness in the tractatus is therefore that it 

reads like a piece of assured therapy, an antidote to Haller's pessimism, but remains a 

superficial exploration of a binary opposition in the human being, %vhich sounds like a 

banal reading of Kafka. 

Whereas in Der Zauberberg characters are defined by the languages which 

they speak, this is not the case in Der Steppenwoý(, where characters are defined in 

tenns of their actions and function in the narrative. The actions of other characters 

are in some way deemed necessary to enable Haller to achieve new insight into his 

psyche, and so these characters and their behaviours do not arise out of any sense of 

their being individual personalities endowed the possibility to develop freely, but 

instead are required by the line of textual development which the author has chosen. 

Characters are therefore products of narrative exigencies rather than having any sense 

of ostensibly real identity and are in no way as carefully integrated into the narrative 

project as those in Der Zauberberg where each character is in its very being the same 

as its function in the novel. Frau St6hr, Joachim, Behrens, Settembrini are all highly 

individualised personalities in their own right as well as fulfilling a thematic purpose 

in the narrative. Hesse's characters, on the other, hand serve as foils for Harry Haller; 

and there is never any sense in which these characters could stand alone outside the 

206 SW p. 49 
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narrative context in which they gain significance in terms of their relationship to 

Haller. Because of this there are lapses in the narrative fabric and gaps which remain 

unexplained and lend the narrative a sense of the ridiculous. There is no reason for 

Maria to end up in Harry's bed, there is no reason for Pablo to show him the magical 

theatre, Hermine takes an interest in Harry beyond that of a common prostitute but 

there is no real sense of a profound and transforming relationship. Thomas Mann's 

characters, on the other hand, by very dint of being untidily human hold together 

conflicting points of view and attitudes so that ambivalence becomes a mark of 

characters whom we can recognise as human and with whom we can empathize, for 

real human beings are inconsistent and ambivalent constructs. Hesse's novel has a 

much less subtle feel - he needs a set of experiences for Haller so he creates 

characters Nvho can offer him these experiences, but in so creating them his characters 

remain flat and two dimensional. 

Just as characters are contrived to serve as loaded symbols so too are events in 

the narrative. Let us consider, for example, the significance of jazz and dancing. 

Clearly the dances and music are modem subversive cultural phenomena designed to 

shake Harry from a state existence and to imbue him with greater vitality. Unless 

read with a view to their psychological significance the novel simply states that Harry 

goes dancing and listening to jazz music. Hence the events only ever contribute either 

to a banal psychological excursion or to a dull plot. In Der Zaziberberg there is also 

extensive portrayal of subversive indulgence in pleasure. The Walpurgisnachl scene 

is a case in point as is the game of Vingt et Un which leads to an orgiastic feast. In 

both cases the carnivalesque freedom offered by the situation allows areas to be 

explored which in normal social interaction remain closed. The carnival environment 

is, however, an opportunity for the basic realities of everyday living to be suspended 
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so that the explorations have taken place but they cannot become part of the 'real' life 

of the sanatorium. In this way the scenes of indulgence form part of the ambivalence 

of the narrative, allowing experiences to take place in unreal time so that they are 

both crucial to the development of the narrative but excluded from having a real 

bearing on the sanatorium environment which must always remain largely the domain 

of middle class conformity. In Der Sleppenwot(, however, even the artists' ball, 

which again offers licence for decadent, carnivalesque indulgence, only allows for a 

superficial presentation of androgyny and little else in the Nvay of insight into the 

inner lives of the characters, and these insights are not incorporated intricately into 

any web of narrative ambivalence as is the case in Der Zauberberg. 

Hans Castorp is clearly sent out on a psychological investigation. However 

debatable his ultimate education may be, Castorp is on a journey of inner self- 

discovery. So too Harry Haller, but the elements which conspire to give Haller insight 

into his condition are strangely schematic and simplified. Thomas Mann integrates 

elements much more carefully so that the visit to the doctor's surgery may well be a 

metaphorical descent into Hades, but it remains at every point recognisable as a visit 

to the consulting room. In Hesse's novel the dream sequence of the attack on the 

motor car, Harry's execution, breaking in the Steppenwolf etc. are all relevant to 

Harry's psychological development and symbolise aspects of his sub-conscious Nvith 

which he must come to terms before his education can be complete. These elements 

do not however, contribute to the overall narrative development by the extreme 

defamiliarisation they create. They do little more than draw attention to the fact that 

they point away from themselves towards other worlds which need not necessarily 

exist. It is hard not to feel that the psychology of the Jungian archetype lies not far 

beneath the surface of this narrative and that Hesse wants the strange powers of 
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recognition which Harry seems to have, and the content of the tractatus and magical 

theatre to be already latent in Harry. The lapses in logic and powers of divination are, 

therefore, highly incongruous and conspicuous in their lack of integration into a 

skilful narrative and persistently call for a theory of interpretation as they cannot be 

read comfortably in their own right. 

Hermann Broch - Die Schlafwandler 

Hermann Broch's Zeitroman is thematically a close relation of Der Zauberberg. 207 

Despite differences in emphasis and a sharply contrasting conclusion, the awareness 

of the need to articulate an age which is disintegrating in terms of values and identity 

is seminal to both. Where Thomas Mann's narrator is a perpetually refracted 

presence which, as will be illustrated in the concluding chapter of this study, in the 

end rescues meaning and sense of purpose from an existential void through comedy 

and irony, Broch's narrator is much closer to his subject matter. While Thomas Mann 

shifts academic debate into the mouths of Naphta. and Settembrini so that they 

contribute to the variety of perspectives the novel offers, and allows his narrator, and 

Castorp, to gaze towards more imminent realities such as the suffering of Joachim, 

Broch's narrator delivers the disintegration of values directly. In Broch's narrative 

the lives of the characters and the direct authorial comment in the chapters Zerfall der 

Werte all conspire to create a definite sense of monologic purpose in the portrayal of 

contemporary pessimism. 

207 cf Utzeler, P. M., 'Schlafwandler am Zauberberg. Die Europa-Diskussion in Herman Brochs und 
Thomas Manns Zeitromanen' in Thomas Mann Jahrbuch, 14 (200 1), pp. 49-62. 



216 

More than a thematic exploration of a historical period, Broch's novel, like 

Der Zauberberg, challenges the very premise on which linguistic art is formulated. 

Thomas Sebastian states quite rightly that: 

Brochs Romane handeln immer auch davon, daß sie geschrieben wurden, und daß sie, 
um als ein intendierter kommunikativer Akt zu erscheinen, Figuren vollziehen, die 
selbst noch zum Gegenstandsbereich dessen gehören, was unter dem weiten Thema 
Leben und Wert, Zeit und Form in ihnen verhandelt wird. Die Romane referieren nicht 
bloß das geschichtliche Ereignis des Zerfalls des spätbürgerlichen Zeitalters und seiner 
Kultur, sondern handeln auch von der Möglichkeit der Darstellung ihres eigenen 
geschichtlichen Orts - von dem Ereignis, das sie selber sind. 

208 

For Sebastian, Die Schlafivandler not only narrates but is in its structure a 

representation of the modernist condition, a condition which requires explanation but 

which is profoundly aware of the problematic nature of the linguistic basis of that 

explanation. It is from here that Broch explores the implications of the modernist 

existential void which ultimately destroys Pasenow and Esch, but which is exploited 

by Huguenau to advance himself Ziolkowski notes that Huguenau represents the 

'objective approach to reality that is necessary in order to overcome the useless ideals 

of the past and take vengeance upon Pasenow and Esch for their ethical guilt'. 209 

Like Der Zauberberg, Die Schlafivandler deals Nvith its contemporary intellectual and 

political landscape in terms of a set of languages. Sebastian notes: 'Denn der Roman, 

zumal der moderne Roman, hat nach Broch keinen eigenen Stil, d. h. keinen eigenen 

Blickpunkt auf eine ihm äußere Wirklichkeit, sondern er stellt selber vielmehr nur 

210 
noch eine "Stilagglomeration" epochaler Diskurse vor'. lt is in terms of a series of 

languages or discourses that Die Schlafivandler is narrated, to the extent that the 

narrative voice itself is not a definable persona but instead an agglomeration of ideas, 

even more abstractlY developed than the narrative persona in Der Zauberberg. 

208 Sebastian, T., Der Gang der Geschichte (Würzburg, 1995) 
209 Ziolkowski, T., Hermann Broch (London, 1965), p. 16. 
210 Sebastian, T. (Würzburg, 1995), pp. 38-39. 
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The first book in the trilogy, Pasenow oder die Romantik, opens in the 

confident tone of nineteenth century realistic narrative in the spirit of Fontane. But it 

is only a matter of lines before the narrative voice appears to become unwittingly 

absorbed by the stuff of his own narrative, a trait very much in evidence in Der 

Z, auberberg. The opening image is of Herrn v. Pasenow walking confidently through 

Berlin, but the development of the opening paragraph of over two pages in length 

gradually but definitively reduces the gentleman to a character disliked by the 

narrative voice, a point of view which is then supported by the reaction of others to 

his personality and his physical appearance. This establishes a repeated pattern of 

flouting the reader's expectations. Pasenow's hair has kept 'die Blondheit seiner 

Jugend' and what could appear as a sign of strength and youthfulness in old age is 

interpreted as a sign of incongruity and disgust: jenes r6tliche Blond, das an 

faulendes Stroh erinnert und einem alten Manne, den man sich lieber mit würdigerer 

Behaarungdachte, eigentlichnichtansteht'(Sch. p. 11). The denigration of Herr von 

Pasenow continues with the narrator underlining the disjunction between v. 

Pasenow's own self-confidence and the way he is perceived by others: 'Und Nvar Herr 

v. Pasenow solcherart mit sich nicht unzufrieden, so gibt es eben doch Menschen, 

denen das Äußere dieses alten Mannes mißfällt und die es auch nicht begreifen, daß 

je eine Frau sich gefunden hatte, die diesen Mann mit begehrenden Augen betrachtet 

haben sollte [ ... ]' (ibid. ). The modal particles 'so, eben, doch' imply the narrator's 

personal involvement Nvith the text and an attempt to elicit assent from his readership 

to a derisory evaluation of his character. The narrative voice thus aligns itself Nvith 

those in society who hold a negative opinion of Herr v. Pasenoxv, and from the outset 

the narrator draws a clear distinction between the security offered by outward 
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appearance and the sense of an opposing reality which lies behind it. This is similar 

to the opening pages qfDer Zauberberg. 

A description of Elisabeth in which her face is compared to a landscape 

develops the sense of the narrator's personal engagement Nvith his narrative and the 

sense of the narrative voice as a partisan observer: 

In ihrem Stuhl zurückgelehnt, blinzelte sie auf die herbstliche Landschaft, und das 
zurückgeworfene Gesicht, rechtwinklig fast gegen den gespannten Hals abgebogen, 
war wie ein unebenes Dach auf diesen Hals aufgesetzt. Vielleicht mochte man auch 
sagen, daß es auf dem Kelch des Halses schwamm wie ein Blatt oder ihn abschloß 
wie ein flacher Deckel, denn eigentlich war es kein richtiges Gesicht mehr, sondern 
bloß ein Teil des Halses, sah aus dem Hals hervor, sehr entfernt an das Gesicht einer 
Schlange erinnernd. Joachim folgte der Linie des Halses; hügelartig sprang das Kinn 
vor und dahinter lag die Landschaft des Gesichtes. Weich lagen die Ränder des 
Mundkraters, dunkel die Höhle der Nase, geteilt durch eine weiße Säule. Wie ein 
kleiner Bart sproß der Hain der Augenbrauen und hinter der Lichtung der Stirne, die 

211 durch dünne Ackerfurchen geteilt war, war der Waldesrand. 

Artistically the style is sophisticated - the woman gazes onto the autumn landscape 

and by the end of the section her physiognomy has become that same landscape. As 

in the descriptions of Clawdia Chauchat there is a strong sense of narrative presence 

directing the comparison. Although it is Joachim v. Pasenow who is observing 

Elisabeth, one can detect in this passage a convergence of character and narrative. 

Unlike with Claxvdia, there is no sense of erotic attraction which the narrator in Der 

Zauberberg clearly enjoys. Instead the narrator conveys the austerity of Elisabeth's 

appearance in order to underline the absence of sexual attraction in the socially 

motivated relationship between her and Joachim. Elisabeth is therefore defined in 

terms of the Nvorld from which she comes, and her physical appearance is an 

extension of the landscape in which she lives. Rigid features underpinned Nvith the 

connotations of 'unebenes Dach' and 'Schlange' do little to endear Elisabeth to the 

reader, and yet Elisabeth is a very human character who has an intense inner life. 

211 Sch. p. 119. 
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Significant also in this opening chapter is the tense structure which sees the 

narrative shift between preterite and present tense. The opening sentences give the 

impression of the stable and assured nineteenth century novelistic narrator and the list 

of concrete descriptions contribute to an ostensibly reliable narrative fabric: 'Im Jahre 

1888 war Herr V. Pasenow siebzig Jahre alt', 'er war sehr richtig proportioniert% 'er 

trug den Bart Kaiser Wilhelms F (Sch. p. 11). It has been noted how in Der 

Zauberberg a shift in tense from preterite to present generally marks a step from 

narrative clearly marked as fiction to narrative which demands attention as a 

statement implicating the narrator in the point of view. After about twenty lines of 

preterite narrative the narrative voice changes to the present tense. The change is not 

to make a general comment which is universally relevant and hence in the present 

tense, but instead to continue narrating the fiction of past events, but Nvith a greater 

sense of immediacy. The narrative voice thus reveals himself as subjectively 

preoccupied by his material. The quotation from above, 'so gibt es eben doch 

Menschen, denen das Äußere dieses alten Mannes mißfällt', demonstrates the 

narrator presenting the events to himself so that the distanced authority enshrined in 

the narrative preterite is relativized by a narrator demonstrating an overtly. subjective 

engagement. 

Bertrand's attitude to wearing a uniform is presented in a similar way. It is 

immediately clear that the narrative comment is supposition: 'Bertrand k6nnte zum 

Thema der Uniform etwa sagen' (Sch., p. 23). The basic attitude is a secular view of 

uniform as an outward sign of the need for hierarchical authority, an authority which 

has in the course of history been transferred from the church to state institutions. In 

the course of the discussion of uniform the narrative becomes increasingly 
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pedagogical in tone and as the theoretical import becomes stronger there is a shift 

from preterite to present tense: 

[ 
... 

] so mußte, da die große Unduldsamkeit des Glaubens verloren ward, die irdische 
Amtstracht an die Stelle der himmlischen gesetzt werden, und die Gesellschaft mußte 
sich in irdische Ilierarchien und Uniformen scheiden und diese an der Stelle des 
Glaubens ins Absolute erheben. Und weil es immer Romantik ist, wenn Irdisches zu 
Absolutem erhoben wird, so ist die Strenge und eigentliche Romantik dieses 
Zeitalters die der Uniform [ 

... 
]. 212 

Because of the shift in tense the narrator appears as the theorist, and his theory is 

essentially an assertion of the unavoidability in any society of a belief in absolute 

values. The point of view is, however, a critique of a belief in the absolute and 

explains the emergence of absolutes as no more than a historical process, a theory not 

far removed from the central concern of Nietzsche's Zur Genealogie der Moral. 

Thematically the narrative develops the problematic of a belief in the absolute, the 

challenging of which sets the tone for the intellectual climate of the early twentieth 

century. In this short extract the narrative voice reveals itself as the defining force 

behind the direction of the narrative, so that the character of Bertrand becomes a 

symbol of a narrative point of view rather than an autonomous individual. We have 

already seen that such direct narrative intervention in Der Zauberberg generally 

invites a concomitant critique to the extent that the narrator's point of view is 

relativised in the narrative context. This is not the case here. Broch's narrator makes 

a remark which highlights the arbitrary nature of tradition, but in doing so does not 

call its own status into question, and so retains a sense of stability in terms of the 

narrative voice retaining a degree of reliability. In Mann's novel it is the narrative 

voicewhich continually shifts its ground, so that Der Zauberberg reflects and reflects 

on the instability of the age not just thematically but also stylistically. 

212 Sch. p. 23. 
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The first novel in the Schlafivandler trilogy is therefore a highly ironic 

development of the nineteenth century narrative in which an authoritative narrator 

presents states of affairs which are ostensibly intelligible. The social order which is 

supported by this misplaced confidence is called into question, but it is intransigent 

and Joachim v. Pasenow must in the end submit to its unwritten laws. Elisabeth, too, 

is driven into a marriage which is socially motivated - her relationship to Bertrand is 

clearly more fulfilling but not what her social heritage requires. Despite the many 

pointers to the dangers inherent in Joachim's fulfilment of his sense of duty, it is this 

sense of duty which holds sway over the characters' behaviour. In the end Joachim is 

sent to a wedding night in which the focus of attention is his obsession with the 

appearance of his uniform. The final image in the first book is therefore of a staid 

sense of duty in the place of real passion. The note of pessimism is that the old order 

will remain to stifle passion and this is underlined in the short fourth chapter in which 

it is stated that children did in the end come into the marriage, underlining the notion 

that events Avill take their course and that the marriage will do its duty in producing 

progeny but it, %vill never be a union of erotic intensity. 

The second book in the trilogy, Esch oder die Anarchie, again examines the 

situation of the individual in relation to the society in which he lives, and this time 

presents two protagonists, both of whom can be seen to have suffered injustice - Esch 

has been falsely accused at Nvork and Mutter Hentjen is still suffering from the loss of 

her young husband. The narrator builds up a picture of emerging paranoia in the 

minds of Esch and Mutter Hentjen, %vhich is done by externalising their thoughts. As a 

reporter, the narrator seems to remain at a distance from Esch"s point of view. The 

details given about the various situations are coloured by a kind of reported speech 

which asks to be seen as the voice of the 'other", not a form of erleble Rede which 
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mingles the perspectives of narrator and character. Nevertheless, the narrative voice 

creates a character Nvho is appealing because of his sense of justice and hence the 

narrative voice may indeed share some of the frustration experienced by Esch, while 

inviting the reader to step back and see the latter within a wider context. 

Esch's sense of pessimism about the age in which he lives contributes to the 

thematic import of the novel which addresses the difficulties experienced by 

individuals in orientating themselves in a Nvorld which is becoming increasingly 

unfamiliar in terms of its ethical codes. The opening of the second book sees Esch 

assuming that Nentwig is being dishonest at work, and after having been sacked he 

uses his supposedly superior knowledge to elicit a good reference. Because Nentwig 

agrees to his demands, Esch interprets this as a sign of his guilt and subsequently 

writes to the police. All these details are given as reported ideas and the narrator is 

very clearly in the background, not part of Esch's point of view. 

Die Inventuren waren also geschwindelt, man müßte also den Mann der Polizei 
übergeben. Ja, es war einfach Bürgerpflicht, sofortige Anzeige zu erstatten. Der 
Brief war im Postkasten weich und dumpf aufgeklatscht, und Esch, die Finger noch 
immer in der Einwurfldappe, überlegte, ob er direkt zum Polizeipräsidium gehen 

213 sollte. 

The words 'also' and ja' function modally to mark the language as reported rather 

than direct narrative intervention in the text. The ideas then become partial points of 

view so that 'geschwindelt', 'Bfirgerpflicht' and the need to go to the police are all 

subjective attitudes to Nentwig and there is little sense of the narrator adopting Esch's 

feeling of injustice. The impression is strongly conveyed that traditional values have 

been inverted; but there is little attempt by the narrator either to occupy the space 

where the sense of injustice can be felt first hand or to offer a critique of dishonesty. 

It is Esch who is allowed to drift in a callous world which the narrator need not 

213 Sch. p. 188. 
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inhabit. In this sense the narrator of the second book of Broch's trilogy is a more 

stable and monological presence than the narrative voice of Der Zauberherg. The 

narrative text is about the perversion and slippage of values. But it does not 

narratively embody that process. 

The opening of the second chapter perpetuates the sense of Esch's 

disorientation in an increasingly unfamiliar Nvorld. Let us consider the presentation of 

reasons Nvhy Frau Hentjen has not replied to Esch's postcard. I have divided the text 

into six numbered sections for ease of analysis: 

1. Natürlich war es eine Kränkung für Esch, daß Frau Hentjen seinen Brief noch 
immer nicht beantwortet hatte, 

2. wo es doch im kaufmännischen Leben üblich ist, einen Brief in angemessener Frist 
zu erledigen, und gar ein Privatbrief zweifelsohne eine gewisse und nicht 
alltägliche Leistung darstellt. 

3. Immerhin ließ Mutter Hentjens Schweigen sich aus ihrem Charakter erklären. 
4. Bekanntlich brauchte bloß einer nach ihrer Hand zu greifen oder zu versuchen, sie 

an den rundlichen Körperstellen zu tätscheln, und allsogleich war jene starr 
angeekelte Miene da, mit der sie den Zudringlichkeiten stumm in die Schranken 
wies; 

5. vielleicht mochte sie mit ähnlichen Gefühlen auch seinen Brief in die Hand 
genommen haben. 

6. Schließlich ist ein Brief etwas, was von des Schreibers Hand beschmiert worden 
ist, ungefähr wie schmutzige Wäsche, und eine solche Ansicht war Mutter 
Hentjens ohne weiteres zuzutrauen. 214 

The first section of this quotation shows the narrator appreciating that Esch is 

understandably offended by Mutter Hent en's refusal to reply to his card. But the i 

subordinate clause (section 2) explains this not in terms of a personal insult but in 

tenns of bad business practice. The grounds for offence are not therefore explained 

by the narrator, but are rather Esch's own opinions presented in erlebte Rede. While 

the narrator does not criticise, the stance taken is distanced. In the third section the 

absent reply is not simply an example of inefficiency; it is instead the result of a 

weakness in character. This is again an example of erleble Rede in which the narrator 

can be seen to shelter behind the remarks which issue from Esch. The fourth section 

214 Sch. p. 247. 
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develops the critique of Mutter Hentjen by addressing her inability to view physical 

contact with anything other than a condescending disgust. Moreover, it is common 

knowledge that she dismisses any physical advance. The words 'bekanntlich' and 

'bloB' function modally to relativize the point of view as Esch's, and the narrative 

style allows a distance to be taken from the critique of the woman, which seems to be 

suggesting that she should be more open to invasions of her personal space. The fifth 

section shows Esch surmising that she may have received his letter with the same 

disgust as physical advances and the narrative voice remains distanced as this is 

Esch's supposition only. The final section then shows Esch adopting at a 

subconscious level a similar attitude of disgust towards his oxvn letter ('beschmiert', 

'Nvie schmutzige Wdsche'). The strong sense of reported ideas in this passage allows 

us access to Esch's state of mind, and it is interesting that it is his point of view which 

develops from a critique of Mutter Hentjen, to a point where he almost justifies her 

attitudes to himself And yet these attitudes are mere suppositions on his part. The 

access given to Esch's state of mind shows inner disarray, but the narrative voice does 

not become embroiled in the judgments in the same Nvay as the narrator of Der 

Zauberberg, so that the sense of disorientation remains a thematic, but not ultimately 

a stylistic concem. 

Unlike Thomas Mann, Broch does not allow his narrator to observe sexually 

titillating detail at close proximity. The sex scene involving Esch and Mutter Hentjen 

begins as a violation and ends as salvation. It is loaded Avith grotesque, bestial 

connotations and is narrated from Esch's point of view by an authoritative narrator 

but never do Nve get the physical detail that is so prevalent in Der Zaziberberg. In the 

second novel of the trilogy Mutter Hentjen represents an enduring Nvay of life; her self 

and her inn amount to an institutionalised world and Esch relies on this as part of the 
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system of values which characterises his desire for a secure world. However, these 

values are under pressure and hence the world in which Esch moves cannot escape 

the challenge. Leo Kreutzer defines Esch as 'bestimmt von iiberkommenen und im 

Absterben begriffenen Wertvorstellungen' .25 The sex act with Mutter Hentjen allows 

Esch to explore the destructive, anarchical worldwhich perpetually offends this value 

system. Kreutzer defines the anarchical side of existence as 'Aufl6sung fester 

Strukturen und Konturen im Sozialgetriebe, Verlust allgemeingültiger Ordnungen im 

öffentlichen Leben, und, als Folge dieses Vorganges flür den Einzelnen, Lösung von 

allen Bindungen an bestehende Ordnungen [... y. 216 The result of the union with 

Mutter Hentjen is 'Erl6sung'. However, this is the conclusion reached by the 

authoritative narrator, and is not necessarily Esch's own experience, narrated in an 

elevated tone redolent of the pedagogical register of Der Zauberberg. Any 

conclusion, therefore, made about the experience sits uneasily with the reality of the 

situation. Moreover, as Mutter Hentjen is subjected to a similar sexual encounter at 

the end of the third novel, sex becomes a moment of surrender in a mad world. The 

sense of salvation or bliss enjoyed by Esch is not therefore a transcendental moment 

of pure Romanticism but a transitory experience which is valid for the moment but 

which does not reconfigure the outside Nvorld; it merely redefines a moment in that 

Nvorld. 

The final novel in the tfflogy, Huguenau oder die Sachlichkeit, shows 

Huguenau as a slippery, unappealing character, Nvho demonstrates no trace of social 

responsibility, and the only law which he seems to adhere to is one of self- 

preservation and self-advancement whatever the cost to others. One Nvay in which 

215 Kreutzer, L., Erkenntnistheorie und Prophetic. Hermann Brochs Romantrilog gie Die Schlafwandler' 
(Tobingen, 1966), p. 107. 
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Huguenau does this is by exploiting language as a means to lie and cheat. It is the 

confidence in the printed word, symbolised by the printing press that is repeatedly 

misappropriated by Huguenau. He is able to convince the businessmen of the town to 

invest money on the strength of a forged note, and right at the end of the novel it is an 

intimidating letter which causes Frau. Esch to buy the business from Huguenau despite 

it never having belonged to him in the first place. In terms of natural justice and a 

shared sense of basic values, Huguenau appears to be a coward, cheat and generally 

disreputable character. Nevertheless, it is Huguenau who avoids being blown to bits 

at Ypres, Nvho takes charge of a business, makes money and manages to return to 

Mulhouse where he conveniently forgets the evils he has committed in the Nvar and 

leads a normal life with Nvife and family. 

In terms of narrative structure the third novel is built out of a diverse range of 

discourses. Malcolm Simpsonwrites that the novel 'must now represent the totality 

of life. To do this the novel requires a multi-dimensional form transcending the old 

naturalistic technique. Man must be portrayed in the totality of his experience, from 

the physical and emotional to the moral and metaphysical'. 217 The diverse narratives 

of the final novel in the trilogy go a long way towards achieving this goal; but they do 

so through stylistic means that are cognitively stable. These individual stories 

represent various aspects of the human condition at the end of the First World War - 

Hanna Wendling is consumed by loneliness to the extent that she retreats inside 

herself and loses any sense of family or outside world; Jaretzki has been mutilated by 

the Nvar and has lost any sense of purpose, living a life on the edge of despair as he 

can no longer define the world in which he lives; the 'Heilsarmeemadchen' cannot 

216 ibid. p. 108. 
217 Simpson, M. R-, The Novels of Hermann Broch (Bern, 1977), p. 42. 
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achieve happiness in a relationship with the Jew because of their conflicting 

ideologies; Esch and Pasenow are destroyed by a new world order which they cannot 

embrace and both are stabbed in the back as they look backwards to a world order 

which was easily navigable and whose inconsistencies were ignored in the service of 

an uncomplicated and clearly defined existence. 

The basis of security in existence depends to a great extent on confidence in 

language. And conversely, insecurity expresses itself in linguistic disturbance. In the 

third book of Broch's trilogy this distance is also in evidence. The diversity of styles - 

essay, story, lyric, dialogue - redefines the world order in which Huguenau can 

commit crime after crime and be rewarded with a comfortable family life in Alsace at 

the end of the war. Yet stylistically, the narrative presence in Die Schlafwandler 

remains distanced from his narrative material. While the sense of social 

pandemonium increases the narrator never allows this perspective to be dislodged. 

The story of Leutnant Jaretzki is the personal tragedy of an accountant 

dragged off to war, who loses his arm and whose trouble is compounded by his 

inability to see any purpose in a Nvar, %vhich has cost him an arm. The narrative shows 

compassion for him, but treats his gas injury and amputation as a state of physical 

affairs - with little sense of cognitive disturbance: Teutnant Jaretzkis Ann war 

amputiert worden. Oberhalb des Ellbogens. Kuhlenbeck machte seine Sachen 

gründlich. Der Rest Jaretzkis saß im Garten des Krankenhauses, saß bei den 

Bosketten und betrachtete den blühenden Apfelbaum. ' (Sch. p. 434) The simple 

linguistic structures present the amputation as a brutal fact. The arm has been 

amputated properly and Jaretzki's condition is presented as constatation of what is the 

case - Nvith no affective consideration. Jaretzki is treated by the narrator as a physical 

proposition rather than a human being Nvith feelings - he is seen as the remainder of 
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an amputation, 'der Rest Jaretzkis'. Jaretzki is now an incomplete human being in 

terms of his physicality, and appears to be more an abstract proposition than a real, 

living person. So too does the garden become an objectively described state of 

affairs, and despite references to potential beauty ('Bosketten' and 'de[r] bliihend[e] 

Apfelbaum') the objects are stripped of any affective import and are simply objects in 

themselves which Jaretzki observes but which provoke no sense of aesthetic 

appreciation in him. In this way the narrator remains a distanced observer, aligned 

with the impersonal force which is at the root of the social pandemonium and which 

is beyond critique in terms of any human value system. 

This sense of authoritative observation is the overriding register of the 

chapters entitled 'Zerfall der Werte'. While the decline in values which is explained 

in terms of historical processes ought to be regrettable, it is viewed not in terms of 

value judgments ascertaining the moral correctness of the process but is instead a 

state of affairs which exists in and of itself, an a priori process which is in some sense 

unavoidable. Hence Nvhen the narrator of Der Zerfall der Werle states that 'es Nvird 

all die innere Logik eines Huguenau in die Gesamtlogik der Epoche eingeordnet und 

in einen wesenhaften Zusammenhang zu jener Logik gesetzt, von der der produktive 

Geist der Epoche und ihr sichtbarer Stil durchdrungen ist. ' (Sch. p. 463) he seems to 

accept that unpalatable individuals like Huguenau who feed off the status quo are 

simply the product of a historical state of affairs which cannot be avoided. Rather 

than being judged in terms of good and evil, Huguenau is seen simply as an objective 

proposition, whose existence is explained (but not justified as it needs no 

justification) in terms of the Zeitgeist against which it appears. Although Huguenau's 

actions become increasingly dishonest and evil in terms of a conventional view of 

morality, in the narrative context even his murder of Esch, rape of Frau Esch and 
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exploitation of the traurnatised Pasenow are all mere events which arise because of an 

ideological state of affairs which negates every attempt at ethical judgment or 

resistence. The narrative shares in the dehumanized condition of which it speaks. 

Although Die Schlafivandler sounds a note of deep pessimism, the novel also 

demonstrates that within that pessimistic world there are still individuals who are to 

some extent significant. In its conclusion the narrative acknowledges this, even if it 

does not embrace the possibility of regeneration enthusiastically. The first novel ends 

Nvith a futile sense of living an unreal 'happily ever after', and Esch oder die Anarchie 

is ringing with a profound sense of injustice which eats at Esch throughout the 

narrative. His sacking, his failure in business and Martin's unjust imprisomnent 

present Esch as a person against whom the world is set. These features are 

compounded in the final novel of the trilogy as the character who exhibits the features 

of traditional evil is the one Nvho survives and prospers. The final paragraph of the 

novel attempts to sound a note of hope against a background of pessimism. It is in 

our wretchedness as human beings that salvation is to be found as it places each 

individual on a par: 

Und mögen wir auch von der stets zunehmenden Stummheit des Abstrakten umgeben 
sein, der Mensch verfallen dem kältesten Zwange, ins Nichts geschleudert, 
hinausgeschleudert das Ich, es ist der Hauch des Absoluten, der über die Welt 
hinwegfegt, und aus dem Ahnen und Herausfühlen der Wahrheit, aufsprießt die 
feierliche und feiertägliche Sicherheit, mit der wir es wissen, daß jeder das Fünklein im 
Seelengründe trägt und daß die Einheit unverlierbar bleibt, unverlierbar die 
Brüderlichkeit der gedemütigten Menschenkreatur [ ... ]. 

218 

However much there may be unity and a sense of brotherhood between people the 

preceding narrative means that the reader cannot lose sight of the horrific 

implications of humanity being thrown out of its safe existence in a world which has 

recognised its own abstract nature. Hence the concluding remark, 'Tu dir kein Leid! 

218 Sch. p. 715 
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denn,, vir sind alle noch hier! (Sch. p. 716), may be a call to hope, but it is a scant hope 

based on the hopelessness of the human condition in a world which has lost any sense 

of meaning or purpose because of its own intellectual development. 

Alfred DOblin - Berlin Alaranderplatz 

The story of Franz Biberkopf is a portrayal of a ex-convict who, after serving a prison 

sentence for the manslaughter of his lover, Nvants to live a decent life in society. The 

world which Biberkopf enters after his incarceration is not, however, a clearly defined 

environment in which a simple road leads to decency. Despite his desire to become 

an upright citizen, Biberkopf lacks the ability to take control of his own destiny which 

is continually shaped by the people he encounters who lead him back to petty crime, 

pimping and several brushes Nvith death. It is the heteroglot world of the Berlin 

metropolis that challenges and frustrates Biberkopf before he can reach a life of 

order, but which in the end will be characterised by mediocrity. The narrative is 

constructed using a montage effect offering a range of perspectives, none of which 

allows a closed monologic interpretation of the world Biberkopf inhabits. This is a 

world which challenges preconceptions and perpetually disorientates both reader and 

narrator, as Roland Links writes: 'Der Leser Nvird in den Trubel hineingerissen und 

gerat selbst, Avie Franz Biberkopf, in Venvirrung'. Links goes on to state that it is the 

very search for a clearly defined world which contributes to Biberkopf s downfall: 

Tranz Biberkopf ist der entfremdete Mensch, der [ ... ] in seiner Sehnsucht nach einer 
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geschlossenen Welt zur Beute jedes verbrecherischen Fanatikers iverden kann'. 219 

Ulrike Schlovin goes further, pointing out that Biberkopf is perpetually an outsider: 

'Biberkopf paßt tatsächlich pirgends hin. Für das kriminelle Milieu, in dem er noch 

am besten zurechtkommt und wo er echte Freunde hat, ist er zu naiv und ehrlich, für 

die politischen Gruppen zu ausgeflippt und nicht linientreu genug'. 220 The novel 

explores the relationship between Biberkopf and the outside world, showing him in a 

perpetual struggle to come to terms with the demands of that world and to impose 

order on his existence, but his attempts to harness certainty are futile because the 

world he inhabits does not allow itself to be closed in this way. 

Montage allows the narrator to build a picture of the world as a linguistic 

construct. The languages of official and public life are in constant dialogue Nvith the 

dialect spoken by Biberkopf and the other characters. The extra-linguistic symbolic 

representations of city life in the section 'Franz Biberkopf betritt Berlin' denote the 

various aspects of life in the metropolis. These symbols, however, are part of its 

official representation. They present an image of the city which decries the crime and 

prostitution that are the defining features of that world. In the narrative context these 

symbols must conflict with the reality of Biberkopf's world and in this way they are 

part of a linguistic portrayal of certainty which is hollow and flawed. This is the same 

official life which is narrated in the section 'Der Rosenthaler Platz unterhalt sich. A 

weather forecast, a list of stations on the tram line, advertising slogans and the 

telephone directory entries for the AEG factory in Berlin each constitute a discrete 

linguistic code that functions independently of the others, so that the discourses 

appear consistent in themselves but incongruous and hence disorientating when they 

2 19 Links, R., Alfred Döblin- Leben und Werk (Berlin, 1965), p. 87. 
220 Scholvin, U., Döblins Metropolen (Weinheim und Basel, 1985), p126. 
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clash, %vith each other. Conflicting discourses are therefore at the basis of Biberkopf s 

disorientation in the metropolis. These passages lead into snippets of conversations 

and reports: 

Guten Tag, auf Wiedersehen. - Hat der Herrwas zu tragen, 50 Pfennig. - Sie haben 
sich aber gut erholt. - Ach die braune Farbe vergeht bald. - Woher die Leute bloß 
das viele Geld zu verreisen haben. - In einem kleinen Hotel da in einer finsteren 
Straße hat sich gestern ein Liebespaar erschossen, ein Kellner aus Dresden und eine 

221 verheiratete Frau, die sich anders eingeschrieben haben. 

These short phrases create a montage of conversations which renders language 

fragmentary and arbitrary. Even the couple who have killed themselves are 

compressed news items - both their real and fictional identities remain irrelevant in 

the light of the story they have become. In all these examples language creates a 

world of misrule and disintegration within which Franz Biberkopf is challenged to 

build a new life. 

So far we have seen that the Nvorld Biberkopf enters on leaving prison is 

defined in terms of an eclectic mix of languages and he experiences the onslaught of a 

linguistic pandemonium in which all sorts of languages, ranging from instructions in 

the tram to weather forecasts, from newspaper reports to the names of stations on the 

tram line, participate in a carnival of discourses. These languages indicate worlds 

which exist beyond Biberkopf s universe and which he observes but into which he 

can never be fully integrated. The image of the world which is presented is an ideal, 

official phenomenon, and is far removed from the experience of the individuals we 

encounter in the narrative and who, populate it. Let us now examine the very personal 

impact this linguistic pandemonium has on Biberkopf After leaving prison Franz 

finds that he is impotent. This experience is narrated in medical language which 

conflicts with Biberkopf s status as an uneducated dialect speaker: 'Die sexuelle 

221 BA. p. 41. 
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Potenz kommt zustande durch das Zusammenwirken 1. Des innersekretorischen 

Systems, 2. Des Nervensystems und 3. Des Geschlechtsapparates. Die an der Potenz 

beteiligten Drüsen sind: Hirnanhang, Schilddrüse, Nebenniere, Vorsteherdrüse, 

Samenblase und Nebenhoden' (BA p. 27). The sophisticated, clinical language is not 

part of the Avorld in which Biberkopf lives and in which he cannot perform sexually. 

The impotence, which Biberkopf articulates to himself in terms of Berlin dialect, is 

expressed in the narrative using language that objectivizes and depersonalises the 

phenomenon. Biberkopf's individual experience is therefore wrested from him by the 

narrative and becomes a generalised element of official life to which Biberkopf does 

not have access. It is as if the narrative side-steps the personal, emotive issue and 

subordinates the individual to a superior order by adopting a linguistic mode which 

always holds him at one remove from itself 

Biberkopf views the world as an increasingly defamiliarised thing in itself, 

hidden behind the linguistic order which expresses it: 'DrauBen bewegte sich alles, 

aber - dahinter - war nichts! Es - lebte - nicht! Es hatte fröhliche Gesichter, es lachte, 

wartete auf der Schutzinsel gegenüber Aschinger zu zweit oder zu dritt, rauchte 

Zigaretten, blätterte in Zeitungen. So stand das da wie die Laternen - und - wurde 

immer starrer. Sie gehörten zusammen mit den Häusern, alles weiß, alles Holz` (BA. 

p. 9). Biberkopf s re-entry into the world is characterised in terms of that world as a 

phenomenon which proceeds regardless of the individual. His first tram ride sees him 

set against a -%vorld in which the animate and inanimate coalesce into a mass of 

movement against which he is poiverless: '[ ... 1 aber die Elektrische sauste mit ihm 

auf den Schienen weg, dann stand nur noch sein Kopf in der Richtung des 

Gefängnisses. Der Wagen machte eine Biegung, Bäume, Häuser traten dazwischen. 

Lebhafte Straßen tauchten auf, die Seestraße, Leute stiegen ein und aus' (BA p. 8). 
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Even inanimate objects in the outside world are endowed with a sense of 

personification 'which renders them active agents in an almost threatening universe. 

As Biberkopf goes out into the city after his time Nvith the JeNvs he sees the lights of a 

cinema: Tinks in der Münzstraße blinkten die Schilder, die Kinos waren' (BA p. 23). 

The linguistic structure subordinates the cinema to its definition in language. 

Biberkopf s sense of a defamiliarised world is created by the narrative language 

which renders him the object of that world and by discourses rendered incongruous 

because Biberkopf is not part of the world in which these discourses originate. The 

world which Biberkopf re-enters; is thus defined in terms of disorder and misrule, and 

in such a universe he is denied any sense of empowerment. 

Yet, in spite of all the modemist fireworks, the narrator in Berlin 

Alexanderplatz is not volatile in the same way as the narrative presence in Der 

Zauberberg. The narrator does not become embroiled in the narrative material to the 

same extent as the narrator in Mann's novel. In Berlin Alexanderplatz, the various 

discourses are intended to stand apart from the story of Franz Biberkopf in order to 

emphasise disorder and lack of coherence. It is against a myriad of languages that 

Biberkopf struggles. Simonetta Sanna writes: 'Es ist, als ob die unzweifelhafte 

Identität des Helden [.. ] in eine Polyphonie von Stimmen zerlegt und aufgelöst würde 

[ y. 222 The montage of raw discourses imposed one on top of the other creates a 

strong sense of language as bedlam. Because these languages remain very obviously 

external to the narrative of Franz Biberkopf there is never any implication that the 

narrative voice becomes embroiled in the narrative material. Instead Berlin 

Alexanderplatz remains a construct of shifting languages against which the individual 

must struggle to define himself. Sanna, describes this narrative envirom-nent as the 
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turmoil of an individual pitted against society 'doch aus der Perspektive von Berlin 

Alexanderplätz bezieht sie Natur und Geschichte, Instinkt und Intellekt, Höhe und 

Tiefen, Schatten und Licht, Wahnsinn und Vernunft zugleich ein und verbindet eins 

mit dem anderen`. 
223 

One particularity of the narrative attitude to the arbitrariness of language is the 

image of the posters advertising the comedy 'Coeur-Bube' in the Renaissance 

Theatre. The advertisements rely on the popularity of the show to attract a bigger 

audience and it is the celebration of the one hundredth performance which is the 

selling point. The narrator, however, analyses the arbitrary nature of this claim - it is 

only social tradition which accepts the importance of such anniversaries and events, 

and there is no ultimate reason why the one hundredth show should be supported 

more than any other. The narrator begins with the explanation: 'In der 

Hardenbergstraße ist im Renaissancetheater unter reichen Jubiläumsehren das Stück 

>Coeur-Bube<, diese reizende Komödie, in der sich anmutiger Humor mit tieferem 

Sinn vereinigt, nun schon zum 100. Mal gespielt worden` (BA p. 168). While the 

narrative voice assumes a pedagogical tone of certainty, it is clear that these words are 

quoted from a report of the official attitude to the comedy. This therefore becomes 

ironic reported speech, and so the notion of a comedy which is socially beneficial and 

intellectually stimulating is to a large extent undermined. 136blin's narrator presents 

this pedagogy as a reported idea and so retains for the great part a documentary 

relationship to the text. The ironic tone gives way to direct narratorial challenge in 

the ensuing narrative, for the poster which is intended to attract an audience could 

have a Nvide range of other, more arbitrary effects. The metropolis itself could be a 

222 Sanna, Simonetta, Die Quadratur des Kreises (Frankfiirt, 2000), p. 39. 
223 ibid. p. 41. 
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hindrance for people trying to get to the theatre; should the announcement appear on 

the radio it could elicit regret in people who are bedridden. Some people lead a 

serious life and do not appreciate comedy and the question is asked 'Nven reizt sie, 

was reizt sie, womit reizt sie, wie kommt man dazu, mich zu reizen, ich habe nicht 

n6tig, mich reizen zu lassen' (BA. p. 169). The narrator reports the objections to the 

official view of the comedy, and in doing so further challenges the official critical 

acclaim which the comedy has enjoyed. The assessment of >Coeur-Bube< underlines 

the multiplicity of views, and attitudes prevalent in the city and so point of view is 

seen as a subjective and fluid phenomenon which resists closure in terms of 

establishment opinions. 

The import of the conflict between official languages and the reality of life for 

individuals like Franz Biberkopf is that the narrative becomes intensely ironic and any 

sense of the possibility of positive definition is precluded. Unlike Der Zauberberg 

there is no conciliatory humour in this irony. Instead the narrative is simply propelled 

all the more quickly into a deepening sense of hopelessness. Each positive step for 

Biberkopf rings Nvith the fatalistic sense that he is being exploited or is on the brink of 

misfortune because he lacks the linguistic diversity to determine secondary meaning 

from states of affairs and proposals. The omnipresent sense of inevitability precludes 

any real possibility of regeneration for Biberkopf and thus any chance of him leading 

the life of an upright citizen, and yet Nve do not condemn Biberkopf for this as it is 

beyond his control. In the same way as the official image of Berlin is ironically 

undermined so too are Biberkopf's good intentions. This irony which undermines 

appearance and highlights a reality of disorder behind official language is in evidence 

throughout the text. The three major tragedies which befall Franz all exemplify the 

ironic fatalism which pervades the narrative. Being cheated by Diders, being duped 
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into taking a job which turns out to be look-out for a gang of burglars and results in 

him losing his arm, and the death of Mieze are the major events which lead to his 

descent into madness. They create an ovenvhelming sense that in Franz's Nvorld there 

can be no justice. 

Rarely does the narrator of Berlin Alexanderplatz address his readership 

directly, but on one notable occasion the narrator's intervention allows a glimmer of 

humanity to enter the narrative: 

Wir kehren nach diesem lehrreichen Exkurs über öffentliche und private Ereignisse in 
Berlin, Juni 1928, wieder zu Franz Biberkopf, Reinhold und seiner Mädchenplage 
zurück. Es ist anzunehmen, daß auch für diese Mitteilungen nur ein kleiner 
Interessentenkreis vorhanden ist. Wir wollen die Ursachen davon nicht erörtern- Aber 
das soll mich meinerseits nicht abhalten, ruhig den Spuren meines kleinen Menschen in 

224 Berlin, Zentrum und Ost, zu folgen, es tut eben jeder, was er für nötig hält. 

First, there is an ironic note in 'lehrreich' which seems to devalue the educative 

significance of the previous narrative, for after all, these characters are insignificant 

human beings. The narrator is also aware that there are only a few people who are 

actually concerned Nvith the story of these characters, and becomes a very unassuming 

presence in his own text. The narrator's justification for pursuing these individuals in 

his text is quite simply that 'es tut eben jeder, was er ffir n6tig hdIt'. The import of 

the narrator's remarks is then that while these characters are small people of little 

significance in the diverse landscape of the teeming metropolis, these characters in 

themselves may have value and importance, and anyone %vho chooses to share the 

narrator3s appreciation of this is at liberty to do so. And this is the limit of the novel's 

capacity for humanity, for any claim to ultimate significance or meaning Nvill be 

challenged by the heteroglossia of the narrative (and Berlin) so that there can never be 

any persuasive reason for having an interest in individual people, other than simple 

affection. 
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It is a feature of Der amberberg that characters are often vigorously derided 

by the narrative voice, but there is generally a regenerative force in the narrative 

which rescues individuals from ultimate destruction. In Berlin Alexanderplatz 

characters are also derided, but there is a distinct absence of benevolence to pull them 

back from this destruction. When Franz shows his stump to Reinhold there is a 

distinct lack of sympathy for his having been maimed: 'Reinhold verzerrt das Gesicht: 

sieht eklig aus, Franz schlägt die Jacke zu: »Früher war es schlimmer«' (BA p. 265). 

This narrative is very matter of fact in the manner in which it deals with Franz's 

injury. It presents three points of view, none of which is in the least humanly 

concerned about the injury. Reinhold sees Franz's stump as disgusting, and does 

nothing to hide his disgust. Franz expresses little emotion, expressing neither regret 

nor anger towards Reinhold, noting (almost disinterestedly) that his injury has looked 

worse, and the narrative voice speaks with a cold, disinterested distance which 

confinns that the arm looks terrible but offers no note of regret. The disgust which 

Reinhold feels for the stump is then transferred into a disgust for Franz which the 

narrative voice supports through a passage of erleble Rede implicating the narrator in 

Reinhold's point of view: 'Und dann kuckt Reinhold weiter seinen Franz an, der 

nichts sagt und nichts kann und ist so dick wie ein Schwein und kann nicht das Maul 

aufmachen, und Reinhold muß den weiter begrinsen und hört nicht auf (BA p. 265). 

The narýator does nothing to challenge the pathetic image of Franz; and the language 

expresses Reinhold's thought as much as the narrative point of view. There is 

therefore no opportunity for Franz to be rescued from his pitiful state, and it remains 

his own problem. A sense of perverse justification is then evident as Reinhold 

224 BA. p. 17 1. 
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receives if not approval, then at least no condemnation for his attitude to Franz and 

for what he has done. 

The theme of death in Berlin Alexanderplat. - has an altogether different 

significance to its portrayal in Der Zauberberg. While Mann's novel is an attempt to 

move beyond an idealised Romantic vision of death to the real horror of cruel death, 

136blin, in the ninth chapter of his novel, lets an encounterwith death be the catalyst 

which drives Biberkopf from insanity back to life. Sanna explains this as: 'Zundchst 

hört Biberkopf nur zu und antwortet. Schließlich nimmt er aber das Angebot des 

Todes an und gibt sich einen Ruck, uni - dem Schrecken entgegentretend - 

"heriiberzusteigen" zu ihm' (BA p. 56). For both Castorp and Biberkopf an encounter 

Nvith death is the impetus for a return to life. Castorp's vision of Joachim at the 

seance causes him to turn his back on Romantic preoccupation and leave the 

mountain to face the harsh social realities of war. Biberkopf assumes a new identity 

and a new name, but his return to the real world implies a kind of resignation to the 

forces of the metropolis and as he takes his job 'als Hilfsportier in einer mittleren 

Fabrik' (BA p. 409), and disappears into the humdrum life of the metropolis, the 

narrator remarks that there is nothing more to say about him: 'Weiter ist hier von 

seinem Leben nichts zu berichten' (ibid. ). At the point where Biberkopf, spurred on 

by the reality of death, returns to a more normal life he becomes meaningless. It is 

only in terms of his struggle to integrate into society that Biberkopf can be the hero of 

the novel, but as soon as he becomes a normal citizen his life loses significance. Der 

Zauberberg, on the other hand, makes the trivialities of daily life as important as the 

weighty issues of national life so that the concerns of the average individual can be 

elevated to objects of importance in the narrative - even if the narrator seems not to 

care about him as he takes leave of him. 
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One final point by way of conclusion. I have drawn on three novels for purposes of 

comparison. And I am aware of the danger that I may have seemed to succumb to a 

degree of critical ungenerosity in that I have used these texts in order to highlight the 

particular achievement that is represented by Der Zauberberg. I have no %vish to 

disparage the works by Hesse, Broch and D6blin, and while I do feel that Mann's 

novel is the finest artistic achievement of the modemist novel to come out of 

Germany in the 1920s and early 1930s, that was not quite, %vhat I was after. Rather, it 

was a difference in rhetoric. The other novels wear their modemist credentials on 

their sleeve, as it Nvere. With all three of them we are aware of overt forms of 

unstable, complex, multiple narrative. Whereas Der Zaziberberg looks secure - to the 

point of being resolutely old-fashioned. Yet on closer examination, it is Mann's 

novel that exhibits the most profound narrative slippage of them all. 

And the other difference - which brings me to my closing chapter - is that I 

believe that, more than any of the other novels, Der Zauberberg is sustained by a 

humanistic project, by a need, against very considerable odds, to find a place of 

humanity amidst the depredations of post World War I Europe. 
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Der Zauberberg: A Humanist Project 

While the novels discussed above deal Nvith asPCcts of the human condition 

interpreted in terms of crises in political and intellectual life in the early twentieth 

century, few novels deal as comprehensively or as thoughtfully with the problems life 

and culture in this era pose as Thomas Mann's Der Zauberberg. Where other novels 

sound a note of pessimism, Mann's work refuses to surrender to any sense of 

existential emptiness. This affirmation is achieved not least because Der 7, auberberg 

is an essentially comic project. Der Zauberberg, as noted earlier, is intended as a 

comic counterpart to the tragic import of Der Tod in Venedig. In his letter to Hans 

von 1101sen (9.9.1913), from which I have already quoted, Thomas Mann admitted 

that in terms of composition 'das Tragische ist das Leichtere' and to take the 

intellectual and political pessimism of his age and exploit it for comic effect was 

indeed a massive challenge. Nevertheless, such a project had a rich literary tradition 

of comic novels to draw on and it was not unprecedented that such a project should be 

realised. Hermann Hesse undoubtedly undertakes a project intended to rescue 

modem man from despair -but the schematisation of his narrative renders his 

conclusion utopian and implausible. D6blin and Broch portray the human condition 

in the early twentieth century as essentially hopeless. While their novels offer small 

encouragement, they certainly ring truer than Hesse's idealism. In their textual 

universes a new set of values emerges which disorientates and even destroys the 

individual whose sense of order is based on an out of date traditionalism. Thomas 

Mann acknowledges precisely that tunnoil but in his polyphonic universe with its 

carnivalesque humour there is room for a more positive value system. 

The overriding stylistic feature of Mann's novel is that it appears to offer 

secure prose redolent of the eighteenth century Bildungsroman; but in reality, this 
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secure tone is, I have tried to suggest, a veil covering a process of perpetual slippage 

in which the secure, sovereign narrator is continually displaced in a web of 

increasingly pronounced ambivalence. It is this ambivalent import which is essential 

to the processes of destruction and regeneration which are developed throughout the 

text. The narrator Nvho expatiates at length in an elevated tone on the nature of love, 

time and the theory of his own narrative, the narrator Nvho pretends to understand the 

prevailing mood of the age is the same narrator Nvho casts a leNvd glance down a 

cleavage or eavesdrops on a couple making love. The voice of self-assured certainty 

is the same voice that openly admits a lack of certainty about what is going to happen 

to his protagonist. The perpetual slippage of supreme knowledge and the 

disintegration of a respectable social status quo into a milieu character-ised by rancour 

and gossip is a key concept in understanding what it is ftt sets Der Zauberherg apart 

from the other great novels of the period. When Dowden claims that Mann 'never 

achieved the breakthrough into a new and original expression of the modem 

experience' he does not acknowledge the powerful contribution that Der Zauberberg 

makes to its contemporary intellectual climate in the manner in which it 

acknowledges the existential complexities of the age and is able to go on 

communicating meaningfully in the face of them . 
225 Let us first review Der 

Z, auberberg in terms of a (postmodern) self-referential text and then examine the 

means by which the narrative pulls itself back from an existential void in order to 

conclude with a new, sophisticated humanism. 

Because Der Zatiberberg maintains the appearance of a Bildungsronzan it 

seems at first glance a highly improbable Nvork to be labelled modem, let alone 

postmodem. Nevertheless, the above reading of Der Zaziberberg has shown the novel 

225 Dowden, S. D. (Columbia, 1999) p. xviii. 
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to be a microcosm of inconsistency and ambivalence. In the f irst chapter of this 

thesis Der Zauberberg was analysed in terms of a linguistic heteroglossia in which no 

one language was allowed hegemony over the others. In this way the novel was 

viewed as an untidy phenomenon which refused final definition. Eagleton writes that 

in the postmodem universe 'there is no concept which is not embroiled in an open- 

ended play of signification, shot through Nvith the traces and fragments of other 

ideas. 226 Hence, the heteroglot, %vorld of the market place, of conflicting languages 

and thought systems or ideologies which are in constant dialogue Nvith each other is at 

home in the intellectual climate of the world after structuralism. This is a world in 

which ultimate meaning is perpetually deferred and any attempt to secure meaning 

results in one more ideology, which is in itself one more relativized point of view. 

Religions or political and social institutions which purport to offer ultimate truth are, 

in terms of postmodemism, simply creating ideologies which have the appearance of 

ultimate truth but which are in reality more linguistic propositions floating in a sea of 

other similar propositions. Because these ideologies are often conditioned by cultural 

traditions, their arbitrary status need not always be immediately evident. A 

postmodem approach to language allows such ideologies to be deconstructed and 

their origins as arbitrary linguistic propositions to be revealed. In tenns of literary 

criticism the impetus which this new movement in thought provided was expressed by 

Barthes in his concept of the Nvriterly text. If any given ideology is denied 

justification in terms of a priori status then each text becomes the impetus for more 

writing, the impetus of a new creative process based not on fixed ideology but on 

writerly freedom. 

226 Eagleton, T., Literary TheoEy (Oxford, 1992), p. 13 1. 
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Eagleton sees the intellectual climate of 1968 as a working out in the real 

world of the essence of a postmodernist or post-structuralist ideology: 'Post- 

structuralism Nvas a product of that blend of euphoria and disillusionment, liberation 

227 
and dissipation, carnival and catastrophe, which Nvas 1968'. These features of 1968 

are extremes in opposition, and this is the stuff of life on the magic mountain which is 

also a place of intensification and extremes. While acknowledging that post- 

structuralism is a movement emerging about forty years after the publication of Der 

Zauberberg, it is my contention that, under several aspects, the novel demonrnstrates 

the subversive qualities of postmodern thought. The discussions of other people's 

health become euphoric gossip while despair and disillusiom-nent are met with parlour 

games, stamp collecting and other banal activities whose purpose is to camouflage the 

indolence inherent in the arrested existence on the mountain. The mountain 

environment also permits the exploration of the forbidden - it is the place of sexual 

awakening, images of the grave and communication with the dead. A range of sexual 

identities is explored, from heterosexual monogamy to homosexuality and 

necrophilia. Carnival indulgence is met Nvith the horror of suicide and cruel suffering, 

Nvith rancour, jealousy and confrontation. Der Zauberberg is a pandemonium of 

behaviours, attitudes, ideologies and, of course, languages. The upshot of this is that 

each individual aspect of the sanatorium conflicts with another aspect and so 

displaces the possibility of the mountain as a place of closure and ultimate meaning. 

This is an environment in which no single ideology can ever emerge as the defining 

force. 

Blatant contradictions in the narrative fabric of Der Zatiberberg such as the 

Vorsatz or the discussion of time in the sub-chapter Strandspaziergang have been 

227 ibid. p. 142. 
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analysed in detail above. It has been seen that an interpretation of Der Zauberberg 

which relies on ambivalence to define itself cannot accept the grand sounding claims 

made by the narrator, and indeed by Thomas Mann, about the ultimate meaning of the 

novel. The importance of the sub-chapter Schnee has been discussed, and while it is 

generally agreed among the critics that although it may be crucial to an interpretation 

of the novel, it is not the final message of the text. The Russian kiss between Castorp 

and Clawdia is another significant event, as is the final comment by the self-assured 

narrator on the importance of love in any new world order. A revaluation of these 

passages in the context of the narrative as a postmodern universe which perpetually 

resists closure Nvill lead us to a conclusion which recognises the inherent humanism in 

Der Zaitberberg. 

Clawdia. tells Castorp that she has come back to the sanatorium Nvith 

Peeperkorn because she needs his help - she does not know what to do with an ageing 

Dutchman suffering from bouts of malaria. She reacts to his appreciation of her 

ffiendship Nvith a kiss: 

Da küßte sie ihn auf den Mund. Es war so ein russischer Kuß, von der Art derer, 
die in diesem weiten, seelenvollen Lande getauscht werden an hohen christlichen 
Festen, im Sinne der Liebesbesiegelung. Da aber ein notorisch »verschlagener« 
junger Mann und eine ebenfalls noch junge, reizend schleichende Frau ihn 
tauschten, so fühlenwir uns, während wir davon erzählen, unwillkürlich von ferne 

an Dr. Krokowski's kunstreiche, wenn auch nicht einwandfreie Art erinnert, von 
der Liebe in einem leise schwankenden Sinn zu sprechen, so daß niemand recht 
sicher gewesen war, ob es Frommes oder Leidenschaftlich-Fleischliches damit auf 

228 sich hatte. 

This passage holds together many of the narrative techniques and guises analysed 

above, and is thematically ambivalent, presenting the love expressed in a Russian kiss 

as an ultimately undefinable phenomenon. The Russian kiss, which is a symbol of 

spiritual, higher love is not allowed to escape its physical reality. The Russian fonn of 

Christianity relies, like Catholicism, on iconic representation of spiritual ideals, and 
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the kiss can be seen as an extension of this technique of representation. The narrator, 

however, also assumes within his pedagogical guise the voyeuristic stance which 

refuses to see the kiss only as an expression of philios, at most agape, and underlines 

its erotic nature. In this way the idealistic notion of Clawdia and Castorp as mere 

friends is undermined. Since their sexual encounter any kiss between Castorp and 

Clawdia has to imply a reference to that liaison. This is also another example of the 

narrator as pedagogue, subsuming the person of the reader in his lofty '%vir', imputing 

an attitude to his reader which is an unclear and ambiguous point of view. Despite 

the inherently ambivalent nature of the text, the narrative tone remains confident, and 

some kind of human value is declared against all the odds. 

After his utopian dream in the sub-chapter Schnee Castorp muses on the 

relevance of death to his experience of life. He has witnessed the beauty of the sun 

people with the horror of witches tearing children apart as its counterpart, and his 

conelusion is: 'Ich will dem Tod keine Herrschaft einräumen über meine Gedanken! ' 

(Zb. p. 677). Nevertheless, Castorp's earliest experiences have been created out of 

repeated encounters Nvith death and his understanding of permanence and continuity 

is defined in terms of the form and ceremony associated with death. However much 

Castorp may wish to deny death any supremacy in his thoughts, he is not successful in 

his quest. This would be too simplistic and would not sit comfortably with the 

ambivalent text, %vhich has come before. Although death may be denied any ultimate 

supremacy in Castorp's mind, it is the case that he must go on an expedition which 

takes him close to the realities of death, and even consider his own demise in the icy 

wilderness of the mountain. Death is also an omnipresent force in a tuberculosis 

sanatorium and so it is essential to come to terms with its reality. The series of 

228 Zb. p. 820. 
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seances towards the end of the narrative bring death close, but Castorp turns away 

before it becomes a reality and very consciously seizes life. Despite the definitive 

decision to embrace life in all its complexities, the relevance of death is always an 

omnipresent constituent of life in the polyglot world of Der Zauberberg. It is 

therefore far too simplistic to vow that death shall have no dominion over his 

thoughts when it is death which plays a central role in his experience. 

The narrator's claims in the conclusion of the novel are similarly 

unsatisfactory. The fonnal voice of pedagogy returns to say that Castorp will 

disappear from view and attempts to conceal his fate behind the grand sounding Tinis 

Operis' which seems to place the value of the Nvork of art above the value of the 

simple Hans Castorp. The narrator mimics Settembrini's gesture of regret, touching 

his eye as Castorp moves out of sight, but it is a condescending parody out of step 

with the sense of very real horror swallowing up young lives. The first person plural 

narrative mode includes the reader in the opinion that Castorp's fate is of no 

importance: 'und wir möchten nicht hoch wetten, daß du davonkommst. Ehrlich 

gestanden, lassen Nvir ziemlich unbekümmert die Frage offen' (Zb. p. 980). The 

second person familiar form of address becomes patronising. The very likeable 

character of Castorp cannot simply be left to wander into oblivion (or not) without a 

word said about his ultimate fate. Thomas Mann has created a character whose 

destiny matters enormously to the reader; in no way can the question of his destiny be 

left open and the reader remain 'unbek0mmert'. The narrator's lack of interest only 

serves to underline the point that Castorp's fate is of the utmost importance. The basis 

of the humanist project in Der Zauberberg lies in the text's persistent tendency to 

shift attention from rhetoric and fine outward appearance back to the reality of the 

individual's own private existence which must be accorded value. 
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Once this humanist project has been understood, the necessity of ambivalence 

comes sharply into focus. It is essential that the narrative voice which purports to be 

the sovereign commentator on events on the mountain modulates into a voYeuristic 

presence, concerned Nvith titillating detail and lewd sideways glances. It is essential 

to portray aspects of life which touch on realities as they are experienced by 

individuals. While the voice of pedagogy sounds the note of grand literary traditions 

and public experience, Der Zauberberg is primarily concerned Nvith the inner lives of 

characters and these inner lives are made up of common fears, of preoccupation xvith 

trivial detail, of sexual excitement and of gossip. It is therefore of central importance 

that the voice of formality constantly slips into the voice of common concerns and 

interests so that the day to day realities of life for the individual are highlighted. 

To summarise briefly the indulgent and rancorous attitudes which the narrator 

assumes: there is, for example, the attitude of disgust towards the Russians from the 

'bad' table, he is enthralled by the close observation of Clawdia's portrait so that the 

narrative is far in excess of the object it narrates; he attends to the obscenities on 

Behrens' coffee set and draws attention to the lesbianism of the Ethiopian princess. 

In this Nvay these preoccupations become part of the narrative fabric and are as 

important, if not more so, than any summative value judgments which the narrator as 

pedagogue may Nvish to make. Issues such as those of good taste are central to an 

understanding of the inner lives of characters. In the sanatorium individuals are not 

preoccupied with the pressing issues in world affairs as is Settembrini, nor are they 

concerned Nvith the finer points of art. Instead the inner lives of the characters revolve 

around everyday, common place issues such as sexual liaisons, the progress of illness 

and gossip. By paying attention to these details the narrator lends them validity as 

states of affairs which must be taken seriously simply because the controlling 



249 

presence in the narrative devotes such a high degree of attention to them. This 

narrative interest in the apparently unimportant and trivial details of sanatorium life 

means that they must be read in conjunction Nvith the demanding intellectual and 

philosophical concerns of the narrative. While the novel makes demands on the 

reader intellectually it also requires the reader to engage with these apparently minor 

concerns by making the focus of the narrative, in part, the everyday realities for 

ordinary individuals rather than the weighty public issues of the day. 

It is, of course, the preoccupationwith inner, personal concerns which renders 

Thomas Mann's characters so very human. It is not the intellectual pedagogy of 

Settembrini nor is it the savagely sophisticated discourse of Naphta which is 

endearing to the reader. Instead it is the images of frailty, of inadequacy and of 

genuine suffering which are at the base of the novel's humanity; the reader becomes 

fond of Settembrini at moments when his own philosophical beliefs contradict his 

way of life, when his endearing belief in human reason appears naive and implausible 

in the face of Naphta's intellectually more rigorous faith in cruelty and teffor. The 

novel genuinely grieves for Joachim in a Nvay which is not apparent for other tragic 

victims of illness. This grief arises out of the thwarted ambition to serve in the army, 

his delightful chivalry, his understated relationship Nvith Marusja and basic simple 

virtue and sense of honour. It is the termination of an inner life of basic values and a 

sense of duty which render Joachim's death all the more tragic. Despite her socially 

cumbersome mannerisms Frau. St6hr is another character Nvho is never destroyed by 

the weight of narrative comment against her. She is characterised by her repetition of 

gossip and perpetual malapropisms, and her dinner conversation is on the level of the 

number of different fish sauces she can prepare and the seriousness of other people's 

illnesses. Nevertheless, the essence of Frau St6hr's character lies in her concerns 
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Nvith such trivial details and it is at the moment of their appearing incongruous in 

society that they also become her mark as an individual human being. Fish sauces 

may be the day to day reality of life for Frau St6hr and it is this reality from which she 

is cut off. That she remains to the end of the novel demonstrates the necessity of 

people Nvith mundane conversation and teeth like a rabbit to be present along Nvith 

weighty intellectual and philosophical issues. Simple concerns are therefore as 

important in this novel as the grandiose themes of, for example, time, love or death. 

The multi-voiced structure of Der Zauberberg means that for every grand 

motif there is present beside it a simple concern of an individual. A case in point is 

the theme of time. The narrator extrapolates at length on time as a subjective 

phenomenon which, as we saw above in the analysis of Strandspaziergang, catches 

up Nvith the narrator and leaves him in no way certain of the nature of his own 

narrative material and throws the validity of his own theory of time into question. As 

well as being the object of philosophical investigation, time is the commodity these 

patients crave more than anything: the Herrenreiter puts his wife into financial straits 

to extend his life in the sanatorium by consuming vast amounts of expensive oxygen; 

Hermine Kleefeld is robbed of youth by her incarceration on the mountain; Frau 

St6hr is cut off from her married life and enjoyment of domestic organisation; the 

parlour games and crazes such as photography and stamp collecting are designed to 

make time pass more quickly and speed the return to the world below, but these 

pastimes also shorten the experience of living. On the philosophical level time is a 

deeply ambiguous element, and its role is also equally ambivalent in the personal 

lives of the characters. On the one hand they attempt to preserve time at all costs, but 

on the other they are involved in activities designed to make time pass more quickly. 

It is from this ambivalence that a picture of time as an essentially human element 
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emerges and the interaction of the patients Nvith the phenomenon is one more Nvindow 

on the inconsistency of human existence. 

That Der Zatiberberg is a humanist project is a fact recognised by several 

critics. Swales entitles the conclusion of his recent study 'A Last Ditch HumanismT 

and places the humanist project of the novel in the context of heteroglossia or pan- 

relatedness stemming from the novel's whole leitmotiv structure which 'derives not 

from the novelist's ability to desubstantialise human experience to the point where 

everything becomes re-negotiable in some playful, highly aesthetic mode, but rather 

from the ivish to bear vAtness to the complexity of human feeling, thinking, knowing, 

remembering'. 229 In his study of Der Zaziberberg Bruno Hillebrand writes: 'Ziel des 

Rornans [ ... ] 
ist die Darstellung der Humanität, Darstellung der historischen wie 

kosmischen Situation des Menschen. Der Roman ist der Schnittpunkt beider 

Linien'. 230 Hillebrand also recognises that any definition of the individual in Der 

Zauberherg must be in terms of his or her ambivalent position at the point where the 

eternal sense of man as a rational being and his ephemeral nature as a physical being 

coalesce. To see the human being only as a product of historical process is to ignore 

his position in the cosmos, and vice versa. In this Nvay the individual in Der 

Zaziberberg is produced at the confluence of synchronic and diachronic processes and 

therefore sits uncomfortably within both. It is the imperfection of identity which 

Hillebrand sees as the key to an understanding of Der Zauberberg. He writes: 

'[Thomas Mann sieht] die Aktualität und Rechtfertigung des Romans in einem 

inhumanen Zeitalter. Er sieht sie nicht triumphal und selbstsicher, er sieht sie 

229 Swales, M. (London, 2000), p. 88. 
230 Mllebrand, B., Theofie des Romans (Frankfurt, 1996), p. 283. 
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zweifelnd; mit verschämten Äußerungen umkreist er sein Thema'. 23 1 Against the 

background of political and ideological disintegration the presence of untidy 

humanity functions all the more urgently as man's saving grace. 

Thomas Mann's vision of humanity was not, however, formed on the basis of 

an anarchic freedom of lawlessness akin to a moral wasteland or existential void 

which becomes an excuse for nihilistic decadence. It is this particular of humanity 

which characterises his preference for Goethe over Tolstoy, and which clearly 

preoccupies him in the years leading to the completion of Der Zauberberg. For 

Thomas Mann addressing humanism is not to rejoice in frailty as an excuse for 

inaction but to seek a means of making sense of the pandemonium which is the world. 

He sees Goethe's humanist ideal in his attitude to education as a means of imposing 

form on humanity: 

Nur freilich fehlt das anarchische Ideal vollkommen darin, vielmehr fällt sein Begriff 
der Menschlichkeit, der Menschenwürde, Gesittung und Bildung so sehr mit dem der 
feierlichsten Ordnung und Stufung, mit einem so ausgeprägten Sinn für Ehrfurcht, 
Überlieferung, Symbol, Geheimnis, für Disziplin, Rhythmus, eine reihenartige, fast 

choreographische Gebundenheit in der Freiheit zusammen, daß man diesen Begriff 
wohl als staatsmännisch im höchsten und schönsten Sinn, im Gegensatz zu Tolstois 

232 »Herauslassen aus den Bänken« ansprechen kann. 

Mann sees the essence of humanity in the imposition of some kind of decency on 

human behaviour. Some of the most moving moments in Der Zauberberg come at 

the point where individuals are required to use language and ceremony as a means of 

coming to terms with tragedy, as a means of giving a tragic situation a form which 

allows the individual to come to terms with it. It is not however, simply %vith the 

imposition of rigidity on life that the individual realises his human potential. One 

profound irony of Der Zauberberg is the conflict between the rational, and, as Mann 

writes in his essay, Rousseauistic idealism and belief in reason, and the 

23' ibid. p. 284. 
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Schopenhauerian will of the world in which the individual is forced to reside which 

causes much of the form to be cast into an ambivalent light in which it is 

momentously necessary and equally hopeless and hollow in the face of human 

suffering. In the end, Der Zauberberg becomes an ironic revaluation of Thomas 

Mann's interpretation of Goethe's belief in the supremacy of form. 

In his essay Lfibeck als geistige Lebensform Mann asks the question 'aber 

welche Idee ist es, die dem »Sorgenkind des Lebens«, dem zwischen die 

pädagogischen Extreme gestellten und ins tödlich Extreme hinaufverschlagenen 

jungen Abenteurer in seinem Frosttraume aufgeht, und die er so glücklich mit der 

Seele ergreift, weil sie ihm als die Idee des Lebens selbst und der Menschlichkeit 

erscheint? ' Mann Nvants to arrive at a definition of the ground that lies between the 

extremes of experience on the mountain and which is 'die Idee des Lebens und der 

Menschlichkeif. His answer is that it is a middle way, 'es ist die Idee der Mitte. Das 

ist aber eine deutsche Idee. Das ist die deutsche Idee, denn ist nicht deutsches Wesen 

die Mitte, das Mittlere und Vermittelnde und der Deutsche der Mittlere Mensch im 

groBen Stil? i. 233 To see Hans Castorp as representative of a Gen-nan middle road 

between extremes is, however, not fully to grasp the essence of the humanism in Der 

Zauberberg. Castorp's is not a compromise position between extremes in which each 

pole is modified in any kind of dialectical synthesis. Instead the conflicting aspects of 

experience and logic remain omnipresent in the character of Hans Castorp so that he 

becomes the place for unresolved conflict. This unresolved conflict is the basis of 

Der Zauberberg's humanism as it points towards the impossibility of clear definition 

232 Mann, T., 'Goethe und Tolstoi', Essays Band 2 (Frankhirt, 1993), pp. 45-84, p. 75. 
233 Mann, T., Tfibeck als geistige Lebensform' in Esgys Band 3 (Frankfurt, 1993), pp. 16-38, pp. 35- 
36. 
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in human experience, and in this way begins to explore the essential untidiness of the 

human condition. 

Although Thomas Mann Nvas concerned to defend humanism in European 

culture of the first half of the twentieth century, he never - neither in Der Zauberberg 

nor in his essays and letters - developed a comprehensive definition of the thematic 

relevance of humanism in his own work. While he admires the Rousseauistic 

confidence in the power of man's rationalism seen in Goethe in the form of 

discipline, and while he sees a 'middle way' as a distinct form of a specifically 

German humanism, Mann never quite touches on the fact that it is the totality of 

experience which Der Zauberberg portrays that is the key to its humanist project. It is 

at moments of suffering and tragedy as well as at moments of extreme comedy that 

Der Zauberberg most clearly reveals its humanist sub-narrative, but this project can 

only be fully understood in terms of the linguistic construction of the narrative which 

allows access to the inner lives of characters, including the narrative voice, through its 

range of registers, moods and modalities. 

Let us consider some specific examples of this basic humanism in Der 

Zauberberg. One of the first instances of real human suffering in the novel is the 

tragedy of Tous-les-deux and her sons. The narrative perspective offers no note of 

sympathy to the woman, but is instead aligned with the indifferent and impersonal 

attitude of the patients. She is more a novelty figure Nvho, is only of interest because 

she provides a focus for gossip and offers the patients a topic of conversation. When 

Castorp speaks to her he is more concerned not to make a mistake in his French than 

with the gravity of the woman's situation. The attitude taken to Tous-les-deux is 

similar to the unsympathetic attitude taken to Hermine Kleefeld. Hennine is 

presented as a sloven who appears to be in some way responsible for her own illness 
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through her lax attitude. What is demonstrated is a misplaced interest, and the reader 

is inclined to feel that the real issue of an individual's personal tragedy must take 

second place to their value as the subject of gossip. By shifting the focus away from 

what ought to be the central concern of these characters, the narrator draws attention 

to the great absence of concern for the individual in the sanatorium - and this goes to 

enhance the sense of personal tragedy as a lonely experience. 

The death of Joachim is a climactic moment of tragedy, and it is all the more 

so as the language and attempt to express grief falls far short of the reality of that 

grief Joachim's death ends his military career, his chance of a relationship Nvith 

Marusja and any meaningful life in the world below. While Hans Castorp is intent on 

remaining on the mountain for as long as possible, it is Joachim's desire to return to 

the exigencies of life in the real world. There is therefore a great sense of injustice in 

that Castorp can indulge in his abstract intellectual preoccupations while Joachim is 

thwarted in his desire to live a real life. In the narrative of Joachim's death the 

inadequacy of language to communicate tragedy becomes evident and, as I have 

sought to show above, a distinct gap emerges between what can be said and what 

actually needs to be said. Castorp's tears are given a scientific definition which 

avoids any emotive content, there is hardly any explicit communication of mutual 

affection between the cousins, and Joachim's mother must remain stoic in the face of 

her son's death because of social convention. Despite the perpetual avoidance of any 

overt display of emotion the novel is able to intensify the loss because of the gap 

between the reality of the situation and what is actually said. Social convention is 

seen in all its outwardness, and grief remains unarticulated beyond this. In the 

resulting Leerstelle the sense of grief and tragedy cannot be fully articulated but it is 

starkly expressed in silence. This is the same silence Nvith which Joachim knowingly 
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approaches his death, a path plotted by the unfolding of 'Berghof' practices to deal 

Nvith his advancing illness. Joachim's chivalrous attitude proves inadequate in the 

face of death but it is the only means he has to come to terms Nvith his own personal 

tragedy. 

It is also the case Nvith more minor characters that their basic humanity is 

revealed through the conflict of their personal situation Nvith the requirement to 

address tragedy in terms of the social conventions of the 'Berghof. Any time these 

conventions are breached the patient is chastised by the social microcosm of the 

sanatorium. Receiving the last rites of the church is forced upon patients Nvith 

Behren's commanding 'Stellen Sie sich nicht so an! ' so that inevitability is given pre- 

eminence over personal tragedy. Frau St6hr's chatter about her fish sauces and 

superstitious hang-ups point to a Nvoman whose concerns may appear trivial but for 

whorn these concerns remain, on a personal level, highly significant. The 

Herrenreiter's over use of oxygen to hold onto his life for as long as possible and the 

concomitant criticism by the patients for wasting money again highlights the 

individual set against an imposing social order which offers small comfort at 

approaching death. Even the comic moment of the Herrenreiter trying to jump out of 

bed rather than receive the last sacrament and then lying down quietly because he 

realises the futility of the situation is highly tragic as it is the moment of final 

resignation in the face of death and another example of the cold inevitability with 

which death is received in the sanatorium. Even this lack of sympathy contributes to 

the humanist import of the novel because each instance of non-recognition of 

personal tragedy is also a defence mechanism by which the other patients save 

themselves from acknowledging their own personal predicament and, by ignoring 

reality, face the challenge of life in the face of death. 
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If humanism is a central - albeit unspoken - concern of the narrative then a 

dominant feature of that humanism must be love. This cannot be a generalized, 

transcendental love but a complex love at one Nvith the heteroglot universe of Der 

Zauberberg. SNvales notes that Der Zauberberg is at home in a textual universe 'in 

which characters, settings and values spin in a strange suspension of contingent 

signification, where there is no substance, only discourse'. 234 He also notes that the 

text does not end as a piece of pure, self-referential writing but enters into dialogue 

with the real concerns of individuals who have come to matter to the reader. He goes 

on to state that the novel views Castorp affectionately and sees the basis of this 

affection as 'the love which holds out some kind of answer to the agencies of death 

235 
and meaninglessness' . The love which Der Zauberberg explores is not a love 

which lends itself to clear definition - it is not only agape or philios, nor is it only 

eros; it is, rather, a much more complex phenomenon. The love in Der Zauberberg is 

a constantly shifting phenomenon which does not lend itself to precise definition. It 

is clearly present as eroticism which Castorp must explore and eventually experience 

in a night of liberating experiment; it is sheer camal lust and it is a more elevated, 

spiritual force seen in the emotional attachments which develop between, for 

example, Settembrini and Castorp, Joachim and Castorp and even the reader and 

Castorp. Let us now consider some examples of the portrayal of love in the novel 

which will allow the underlying humanism of the narrative to come more clearly into 

focus. 

Castorp is exposed to love in its most camal form in the course of his first 

night on the mountain when he is shocked by the Russian couple's love-making in the 

234 Swales, M. (London, 2000), p. 82. 
235 ibid. p. 83. 
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room next door. He is confronted by an orgiastic display of cavorting which offends 

his bourgeois sensibilities but also forces him to consider erotic love as a real and 

actual presence that cannot be ignored. This is a disreputable side of human nature 

which he has not yet explored intellectually (he is, of course, familiar with the 

backstreets of Hamburg's St. Pauli) and which challenges the beliefs and traditions 

within which Castorp has grown up. Moreover, this overt love-making is not simply 

an exclusive act of intercourse, a pornographic coupling. Instead, the love-making 

scene is an agglomeration of perceptions which render it an essentially heteroglot 

moment. It is a moment of musical interlude, it is a chase, there is clearly a high 

degree of enjoyment and fun, and it is a moment of great shame for Hans Castorp, but 

also one which is socially justifiable as the couple are married. Finally, the love- 

making takes place within the context of illness and could be read as a comic overture 

to a conflict between Eros and Thanatos. Erotic love is, in the end, not presented as a 

forbidden which must be concealed at all costs, but instead as a highly enjoyable and 

even socially acceptable business, provided the bedroom walls are thick enough to 

conceal the activity. What Nvas for Castorp a socially umnentionable activity, 

confined to the back rooms of St. Pauli, is now tinged with excitement and fun, to the 

extent that both reader and narrator have enjoyed the glimpse of sexuality at work. 

The narrative thus challenges Hans Castorp to integrate this experience of love into 

his own view of the world. 

The physicality of love is also the subject of Krokowski's lectures, 'Liebe als 

krankheitbildende Macht', which view illness as the result of love energy being 

channelled in the wrong direction. On the one hand these lectures probe the 

psychological profile of the individual and the implications of psychology for the 

emergence of illness. On the other hand his lectures address extreme sexual issues 
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such as the theory of orgasm which shocks his polite society audience. Love is 

therefore treated as an intellectual phenomenon which offers an explanation for a 

physical condition. These lectures eventually end up addressing notions of the occult 

and mysticism which place physical love within the realm of the supernatural. As 

each layer of theory is added love becomes less and less a phenomenon easily 

definable either in tenns of physicality or spirituality so that it is increasingly seen as 

a polyphonic entity which does not lend itself easily to clear definition. Within the 

heteroglossia of the novel, even Krokowski's grand theory is relativised because the 

sanatorium is also the place where individuals climb up drain pipes and over 

balconies for the sake of illicit sexual encounters. It is the place where an artificial 

sun tan is enough of an excuse to begin a sexual liaison. 

The physicality of love is most pronounced in the character of Peeperkorn and 

his redefinition of spiritual and religious love in terms of sensuality and physical 

indulgence. His philosophy of 'Der Mensch ist g6ttlich sofem er fiffilt' is taken to 

extremes and Peeperkom simply exudes presence and importance. While his 

language is incoherent, it nevertheless communicates as much, if not more, than 

articulate speech. I-Es language is imbued Nvith his character, and his character is in 

essence a deep love of the sensuality of living. Peeperkom nevertheless poses a 

problem for Cla-%vdia - she has clearly become involved Nvith him sexually, probably 

on the basis of his exuding great sensuality, perhaps also because of his great wealth. 

His recurrent bouts of malaria leave her needing assistance and it is to Castorp that 

she turns. Peeperkorn, as an object of love, is in no way a simple phenomenon. He is 

attractive but seriously ill; his love of life and indulgence in bacchic pleasure do little 

for his ailing health, and his religion of indulgence is therefore closely aligned -%vith 
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his physical degeneration. His loss of sensual experience through impotence is the 

impetus for his suicide. 

Heteroglot love is epitornised in the character of Clawdia. Chauchat. She is 

independent and articulate, competent to stimulate Castorp intellectually, but her 

character is also defined in terms of her physical appearance and mannerisms. 

Clawdia represents the forbidden and dangerous, she symbolises androgyny and hints 

at latent homosexuality in Hans Castorp. Being Russian renders her a dubious 

character and her marital status is questionable. Her behaviour is licentious and she is 

seductively attractive. For Castorp, love of Clawdia is a dalliance with the dangerous 

and forbidden, it is a sexual awakening, but it is also an emotional attachment to his 

youth as Clawdia's physiognomy awakens memories of Castorp's childhood 

admiration of Pribislav Hippe. Clawdia's portrait is the stimulus for much of 

Castorp's intellectual investigations and research into medical science. In the 

assonance of the Walpurgisnacht tying together of le corps, Famour, la mort', the 

implications of love reach as far as a love of death and so love is even signalled as a 

necrophilic attraction. The connection between the dangerous and the attractive, the 

disruptive and the exciting are challenges to his clearly defined existence as a 

bourgeois citizen of Hamburg. ClaNvdia shakes Castorp from complacency and leads 

him to new experience even if the consequences of this are extreme. She is the focus 

for all his carnival celebration and speaks the language of indecency which, for Hans 

Castorp, is French. Love of Clawdia is not therefore a simple love of a woman 

evident in Joachim's uncomplicated attraction to Marusja, it is a complex love which 

is defined in terms of sensuality and intellect, in terms of indulgence and prohibition, 

it is this love which is discovered on the '%vay of genius' and which makes the 

greatest demands on the lover. 
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Love is a complex notion for Castorp. He has been deprived of close family at 

a young age and any sense of family love is undermined by the clinical Nvay in which 

his assets are liquidated and interest is taken from the investments for his 

maintenance. Castorp is an object of family responsibility but not of family love. 

Even in his childhood the search for permanence is a search for the security of which 

he has been deprived through the deaths of his mother, father and grandfather. This is 

the clearly defined life symbolized by the 'Taufschale' and borne out by family 

tradition. Castorp"s childhood is a perpetual round of coming to terms Nvith loss by 

means of symbolic representations. Ms youth is characterised by fulfilling 

expectations and finding a role for himself which becomes his social status. Even his 

freedom to retire to the mountain is the result of a lack of family ties. It is therefore 

all the more tragic when the slowly emerging relationship between Joachim and 

Castorp is ended by Joachim's death. It is this same bond which is broken by death in 

the case of Tous-les-deux and her sons, of Karin Karstedt and her futile struggle for 

life in the face of imminent death, of 'die 10berftillte' Nvho dies laughing. These are 

uncomplicated relationships all of which demonstrate love relationships with 

individuals or life in general and which are destroyed by illness. All these individual 

stories need to be acknowledged in any definition of love within the narrative of Der 

Zauberberg. 

The love which Der Zauberberg presents is, then, a complex and polyphonic 

love which incorporates sensuality and spirituality. It is the love of the Russian kiss 

which combines the spirituality and formality of high church occasions and a 

passionate and sensual physicality. It is a phenomenon which does not let itself be 

tied to any of the traditional definitions of love as mere emotional attachment and it is 

erotic, camal love tempered by intellect. It is a love which acknowledges the fears 
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and concerns of unimportant individuals, of Frau St6hr whose language offends 

education and whose conversation offends decorum and social nicety. It is the love of 

Hermine Kleefeld who whistles through her lung but who regrets the passing of her 

youth and her isolation on a mountain. And love is an elevated spiritual experience 

which expresses itself in close friendship and emotional attachment, in genuine 

sorrow at moments of death and parting, and again in the Russian kiss. It is the love 

between Castorp and Joachim which dare not be expressed, it is the love between 

Castorp and Setternbrini, evident as Setternbrini movingly touches the comer of his 

eye at Castorp's departure. 

The passages of Der Zauberberg which deal specifically with the theme of 

love are generally written in the authoritative mode of the voice of pedagogy, 

confident to inform the reader comprehensively about what love is and treating it as 

an intellectual proposition rather than an organic and imperfect category. Any closed 

approach to love as a narrative theme sits uncomfortably Nvith the carnivalesque, 

heteroglot import of the text. The narrative voice, on occasions, tends to trip over 

itself and in the end demonstrates through its own inadequacy the ultimately 

undefinable nature of love. The slippage of the narrative voice into a refracted 

presence which is both formal and informal, objective observer and voyeur, means 

that the reader can in no way accept as final the attempts to define love even in terms 

of an ambivalent physicality and spirituality, for this is to ignore the common and 

basic concerns of day to day living which form a less elevated love. A discursive and 

analytical presentation of love is essential as the novel also explores the notion of 

Romantic Tiebestod'. While acknowledging the charm and attractiveness of this 

form of love, the narrative offers an interpretation of death which is in no way an 

idealised release or Romantic union with a spiritual realm. In the carnivalesque 
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atmosphere of the sanatorium Eros is not the counterpart of but the victor over 

Thanatos. 

In the sub-chapter Schnee Castorp views the cruelty of death in contrast to the 

ideal image of healthy, vibrant youth. The vision of the sun people represents all that 

is pure, good and lovely, and Castorp is drawn to the conclusion that despite the 

inevitability of death which lurks in the background, the latter should not be allowed 

to destroy the sense of beauty or vitality which can be found in life. The conclusion 

Castorp reaches is presented as a kind of erleble Rede implicating the narrator in the 

point of view: 'Die Liebe steht dem Tod entgegen, nur sie, nicht die Vernunft, ist 

stdrker als er' (Zb. p. 677). Love must therefore be defined not in any sense of epic 

idealism but in terms of its dialogic relationship to death and reason. While the 

narrative implies an appeal not to give precedence in life to abstract intellectual 

activity, as seen in a theorising narrator or a verbose Settembrini, it cannot be ignored 

that the latter's enlightened eighteenth century rationalism and his confidence in 

human reason renders him a benevolent character even if he is not able to be part of 

any real world in which his philosophy can be lived. Therefore the display of life 

seen in the dream vision becomes an over simplified point of view. This is a stylised 

and unreal kind of love of life %vhich ignores the complexities of intellectual 

challenge and death. To reject intellect and reason in favour of life is to create an 

equally biased and incomplete form of love, and to ignore the fact that there are 

intellectual realities, not least death, which require articulation in language however 

imperfect this may be. 

Let us consider the sentence which critics often view as the key to an 

interpretation of the novel in more detail: 'Der Mensch soll um der Gfite und Liebe 

Nvillen, dem Tode keine Herrschaft einräumen über seine Gedanken' (Zb. p. 677). 
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This remark is not simply Castorp's own opinion but (it seems) the opinion of the 

narrative voice, it is another example of erlebte Rede which conjoins narrator and 

protagonist. However, to refuse death any hegemony is, for all its appealing idealism, 

not a realistic proposition in the context of a tuberculosis sanatorium where every 

patient must live with the very real and imminent prospect of death. Moreover, after 

this apparently clear and direct message the narrator will muddy the waters in the 

following chapter Nvith the very moving account of Joachim's death. This death is in 

no way a Romantic passing, and its great tragic import demands recognition, 

discussion and evaluation. The tragedy of Joachim's death is an example of death 

triumphing over the 'Gfite' and 'Liebe' which Joachim embodied. The strong 

idealism which the quotation expresses thus appears to be founded on a view of love 

which is sentimental and contrived. This is a Romantic vision which in the end lacks 

substance and while it adds one more layer of meaning to love as a theme, it is a layer 

of meaning which is probably unattainable and thus a pleasant goal to bear in mind, 

but at the same time a perfectly unrealistic end. It is therefore quite appropriate that 

as Castorp nods off at the end of the chapter he also begins to forget his great insight, 

as it is not an insight which can have lasting value in the narrative. 

Similarly, other descriptions of love are interesting on an intellectual and 

theoretical level but lack any sense of ultimate truth value. The closing paragraph of 

Forschungen sees Castorp embraced by physiological sensuousness, a coupling of his 

medical research and erotic desire. This conjoining enables him to experience 

physicality not as something forbidden but as something essentially beautiful. The 

notion of beauty as sheer physicality is an essential part of an understanding of love, 

and it is the physical side of love which Castorp must integrate into his own 

intellectual experience. The highly poetic mingling of sensual and spiritual imagery 
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in this passage unites two aspects of love which render it a highly ambivalent 

phenomenon. This is the same intellectualisation which occurs in the description of 

the Russian kiss at the other end of the narrative. The problem Nvith both descriptions 

is that they remain elevated and theoretical interpretations of love as a binary 

structure. Such formulations are, in the last analysis, simplistic and unsatisfactory. 

The heteroglot environment of Der Zauberberg precludes adherence to one extreme 

and Castorp comes, as SNvales notes, 'to apprehend not the rightness of one value 
236 

system, but the human totality of which such schemes are a part' . And it is in this 

universe that love becomes not a phenomenon reducible to a set of polar oppositions 

but a perpetually fluid and perfectly ambivalent entity. 

The presentation of love in Der Zauberberg is the ultimate product of the 

heteroglot narrative in which mutually exclusive notions of sensual and spiritual are 

only part of a myriad of other meanings and definitions which must also be included 

in any definition of love. Love is a mystical notion, it is homosexuality and 

necrophilia in their most attractive forms, it is a phenomenon born in the shifting 

voices and languages within which the individual must try to define himself, it is a 

love based on humble concerns and high minded intellectualism, a love existing in a 

perpetually refracting and unstable universe, and so it is ultimately a love based on 

imperfection and the impossibility of definition. But for all its instability and 

slippage, this is also a love which grieves in the face of death and which places the 

value of the human being higher than the intellectual problems of communication and 

reason. By the end of the novel Hans Castorp is not simply an intellectual 

proposition; he is a character who matters. It is not enough to say that he has served 

236 Swales, M. (London, 1980), p. 55. 
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his purpose and that it is now more or less irrelevant to the demands of the narrative 

, %vhether he lives or dies. 

The war into which Castorp disappears was the first mechanised war fought in 

a quagmire of mud and body parts. If the novel has a humanist message it must be 

that such destruction of young life cannot be treated as an abstract, intellectual 

phenomenon, because beyond theory and problems in philosophy there are real 

human beings whose final destiny is this hoffor, and it is profoundly tragic that these 

individuals are to be brutalised in a war of surpassing destructiveness. Rather than 

offer any evaluative conclusion or re-interpretation of the status of the individual in 

this horrific world order, the narrator simply retreats inside the voice of pedagogy 

which by now has lost its sense of authority and side steps the issue with a rhetorical 

question: 'Wird aus diesem Weltfest des Todes, auch aus der schlimmen Fieberbrunst, 

die rings den regnersichen Abendhimmel entzündet> einmal die Liebe steigen? ' (Zb. 

p. 981). In the context of the true horror and real human cost of the war the narrator's 

distanced fonnality is inappropriate. This is the voice of an intellectual culture which 

is outmoded and which requires redefinition because the old culturaý givens are no 

longer valid. While the fonnal narrator looks to a love redolent of a bygone age, a 

love which is clearly definable in tenns of a stable social status quo, for the reader 

any love which emerges from this 'WeItfest des Todes' must be a complex 

phenomenon, a love which incorporates all the inconsistencies, trivialities and 

ambiguities which characterise individuals in the heteroglot universe of Der 

Zauberberg. This is a love born in the carnivalesque universe of the sanatorium 

which acknowledges the intellectual demands and philosophical problems posed by 

living, but which posits beyond these real human beings which, for all their 

imperfections and self-contradictions, are worth loving. 
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