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Introduction

n commenting on Thomas flann's Goethe and Tolstoi, Henry

Hatfieldl calls that essay “an extreme example of Mann's prac-

tice, which at times seems alnost an obsessicn, of thinking in

antitheses.” He #oes on to state that ¥Yann "must occasionally

distert his terms to it them intc 2 nest symmetrical system of
polaritieﬁ.“ This same tendency is present, too in Hann's fic-

tion, thoush there, dus to the differing natures of art and

criticism, any consenuent distortion of terms is no vice. Der

7od in vYenedig in particular, sugrests many such sets of dusl-
AL p .

ities.

"Death in Vvenice is the settins for a dizlectical formula

Mann drives az2liost to ¢Gnostic extremes through his maturest work.
Cut of the shameful, beautv; out oi darkness, light. From
sicknesé, health; from corrustion, life. Out of the pit, res-
urrection, ?

There are also such philosovhical and critical dualities
as the Schopenhauerian. Will and Idea, fschenbach's own Mind
and Art, the naive and sentimental of Schiller, which Mann
introduces early in the Nevelle, mvth and psychology, by which
Mann himself has described his literary technigue, and this list
is b no means meant to be exhaustive.

Tt 1is this writer's intention to exvlore ftwe such sets of

polarities: Romanticism and Classicism on the one hand and the

1. thowas Mann, An Introduction to His TFiction (London, 1951;,

pe. 154, .

2. Joseph Cerard Rrennan, Three hilosophical lNovelists (New

‘f’ork, lg’f}}«P s Do 133.
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tpollonian and the "ionysian on the other. Certainly these are
very closely related, but to eguate them would be to run the dnn-
ger of distorting the terms, for the two sets carry somewhat
different associations. For this reason they will be treated
eparately in this paper which will aspire to show the very great
“importance of both to the content and structure of Der Tod in

Venedisg.



The {lassic and the Romantic

"Romanticism bears in its heart the serm of morbidity, as
the rose bears the worm; its irnermost character is seduction,
seduction to death.” Thomas Kann,

The terms "classic’ and "romantic” are both somewhat nebu-
lous. Zach generation has successively reinterpreted them for
itself, and within each they have been a source of disagreement.
Thus the classzicism" of Corneille and Racine is not that of
teschylus or %oohocles, whereas the works of such a figure as
Burivides have been claimed as classical by some, by cthers as
romantic, and as jealously by both sides. Nor are the terms
necessarily mutually exclusive, for the gualities of both ssem
to have coexisted harmoniously in Goethe whose 'classical” works,
moreover, vrovided inspiration for the ¥nglish romanticists.

Yet, thoush ha»d te define satisfactorily, the terms nevertheless
have certzin broad meznings, and are commenly recognized as some=-
how antithetical.

"Classic?” refers, by and larze, to the qualities of balance,
form, objectivity, and restraint associated with the greatest
works of art of the ancient fZreeks and Pomans, and to the culture
of those veoples. OTerman classicism fl urished in the early
nineteenth century, and had its center in “Weimar. Including
mainly %oethe and #chiller, it was yet rooted in a long tradition

"On its formal side German Classicism is in the direct line
of descent from the vpseudo-classical doctrines of Coitz. Its

models were, above all, the incients, and its laws the theories



of iristotle. #or Coethe and “chiller, as for Lessing and

W

Winckelmann, the “reeks represented man in his highest perfec-
tion in an idvllic state of dignity and repose; the fireek gods
they imagined as dwelling in a timeless world as symbols of

the &olden ige, with fApollo, the serene 3un Cod, as the leader.

"Romantic,"” somewhat characteristically, is the Waguer term.
Tn the sense of adventurous, strange, odd, or fantastic, 1t was
first made popular in Fngland by iddison. Thence it made its way
into Cermeny, where it acquired very definite associations:

"For whatever the significance of Romanticism for other
countries, to the German mind it suggests 2 very definite school
of thouzht; 1t evokes e%pecially the remembrance of the little
group of critics and poets whose leaders were the brothers
Schlebel and their wives, the philosopher 3chelling, the theo-
logian Zchleiermacher, and the poets Tieck, Kovalis, and #Wacken-
roder, and which from time to time possessed local centres in
Jena or %erlin.“4

Their philosophers were Herder and Fichte, who taught
feeling over intellect and the subjective self over the objective
world. The ideas of sickness and death, cited in the foregoing
quotation from Thomas ¥ann, were present almost from the besgin-
ning:

"Interest in illness as creative, in suffering as redemptive

in death as a powerful stimulus to art and life, is a mark of

3. Leonard #ishley wWilloughby, The Romantic XMovement in Germany

(London, 1930), p. 7.
4. Ibid., p. 3.



“erman romanticism from the romantic-biolosical rhapsodires

of HMovalis to Wozzeckt!s poet in love with death. Himself tuber-

cular, Yovalis believed that sickness of the flesh may be rooted

in spirit, that life itself is a disease. lLong before Dr. Xro-

kowski ('] have never in my life come across a perfectly healthy
4

human being') and Nietzsche {t¥an is the sick animal?) the poet

of Hymns to the light had declared that 'The idea of perfect

health is interesting only from a scientii'ic voint of view. “ick
ness is necessary to individualization. How much Franz Schubert
owed his morbid fancies to a literary fashion that pushed Sym-

pathie mit dem Tode to the point of sentiment=lity, how much to

anxiety over his terrible disease is hard to determine. At least
we have the N minor ('Peath and the aiden') quartet and the zresa
¢ minor guintet to point to, as well as Hans Castorp's favofite
death-ditty !'Der L,J'.ndenb«-ax.um."5

This morbid side of romanticism is of critical importance,

expecially if we are to credit

2

¥ann's statement of the “"innermost
k3

2y

Character” of romanticism as "seduction to death.® In completing
this picture, it is necessary to sonsider three later figures in
the German romantic tradition, if only because of their dceminant
influence in shaping Mann's thought--3chopenhauer, iagner, and
lNietzgche.

"Mann has repeatsdly stated that these three romantics for-
med the constellation which lons dominated the intellectual sky

¢f his youth. 7e has testified to the intensity of his first

5. Twrennzn, p. 115,
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experience of their works, and especially to the vividness of
his'discovery' of Schopenhauef. '0nly once does a person read
in that way.f It is ann’'s earlier fiction which bsst records
his reaction to the three figures who stcod, in his view, at
the very summit of human culture. n6
The similarities in spirit and ideclosy of these three to

the Hltere Romantik are striking. 41l are subjective and emo-

tional, Bchopenhauer‘s pessimistic philosophy is decidedly
death-oriented. Tietzsche, himsel? sickly, made illness a
prominent motif in his writing:. “agner, afflicted with a skin
disease which rendered him unable to wear next to his skin any-
thing coarser than silk, and 2 virtual hypochondriac, recognized
an almest erctic ~uality in death, and gave it immertal form in
the Liebestod. Tn this he also prefisured the work of Freud,
whom Mann regarded as the psycholorsist The
"germ of morbidity,’” then, is indeed present in the heazrt of
romanticism, 2nd we shall perhaps find no more werfect example
of the “seduction to death” than in the fate of tustav von 4sch-
enbach,

The death motif makes its apnearance almost immediately in
the opening of the pNovelle to ischenbach taking an "extended
wa 1k

izuf#llig fand er den Halteplatz und seine timgebuns von

menschen leer. ‘“eder au’ der gepflasterten fingererstrasse,

6. Hatfield, p. 155,
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deren <chienengeleise sich einssm gleissend gegen Schwabing
erstreckten, noch auf der hringer Chausee war ein Fuhrwerk

zu sehen; hinter den ZZumen der Steinmetzereien, wo zu “auf
stehende Kreuze, ned&chtnistafeln und¥onumente ein zweltes,
unbehaustes Gré#berfeld bilden, reste sich nichts, und das
byzantinische Bauwerk der Aussegnungshalle gegeniiber lag
schweigend im Abglanz des scheidenden Tages. Ihre Stirnseite,
mit griechischen Xreugzen und hieratischen 3childereien im
lichten Farben geschmtickt, weist Uberdies symmetrisch ange-
ordnete Inschriften in “oldlettern auf, ausgewfhlte, das jen-
seitige Teben betreffende Schriftworte, wie etwa: n3ie gehen
ein in die Wohnune Cottes" oder: nDas ewige Iicht leuchte
ihnen'; und&der Wartende hatte w&#hrend einiger Minuten eine
ernste Zerstreuung darin gefunden, die Fromeln abgzulesen und
sein gelstiges fuge in ihrer durchscheinenden Mystik sich ver-
lieren gzu lassen, als er, aus seinen Triumereien gzuriickkehrend,
im Portikus, oberhalf der beiden apokalyptischen Tiere, welche
die ¥Freitreppe bewachen, einesn “ann bemerkte, dessen nicht gang
gewohnliche Frscheinung seinen Gedanken eine v8llig andere Hich-

tung gab. (8) 7

7. He found the neighbourhood wuite empty. Not a wagon in
sight, either on the paved 'ngererstrasse, with its gleaming
tramlines stretchiqgoff towards “chwabing, nor on the FBhring
highway., MNothing stirred behind the hedse in the stene-mascn's
yard, where crosses, monuments, and commemorative tablets made a

supernumerary and untenanted gravevard opposite the real ene.

{r
Lo

o '?1’;;-
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In almost every sentence & mementc mori! Erich Heller 8

finds in the first pases of Der Tod in Venedig "an overture

which contains in nuce the whole drama and is yet the beginning
of the story proper." In the paragraph guoted above, not Jjust
death, but Tenice”also appears symbolically for the first time
in the Novelle, "for it is, of course, already Venice which is
present in the glistening dezertion, the gleam of the departing

day, the Byzantine structure, the ornate fagade, the hieratic

The mortuary chapel, a structure in Ryzantine sty3e, stood fac-
ing it, silent in the gleam of the ebbing day. 'ts fagade was
adorned with £reek crosses and tinted hieratic designs, and dis-
played a symmetrically arranged selection of scriptural texts in
gilded letters, all of them with a bearing upon the future life,
such as: 'They are entering into the House of the lord!' and

'May the %ight Tverlasting shine upon them.' Aschenbach beguiled
some mitutes of his waitinz with reading these formulas and let-
ting his mind's eye lose itself in thelr mystical meaning. IHe
was brouvsht back tc reality by the sight of a man standing in the
portico, above the two apocalyptic beasts that guerded the stair-
case, and something not cuite usual in this man's appearance

#ave his thourh * In this, 2s in all other Fnglish

cuotations from Neath in Venice, the writer has used the H. T.

Lowe-Porter translation (MNew York, 1964). -

8. The Ironic Germen, 5 Study of Thomas Mann (Boston, 1958),

i

p. 102.



designs, and the zpocalvptic bheastsl 9

Ry far the most impsertznt death symbol in the fovelle
is the stranger, who appears first on the steps ¢f the mortu-
arv chapel, and later, in various guises, throughout the
narra tive:

"Missig hochgewachsen, mager, bartlos uadauffallend
stumpfn#sig, geh¥®rte der Mann gzum rothaarigen Typ und besass
dessen milchige und sommersprossige Haut. Offenbar war er
durchaus nicht ba juwarischen Schlages: wie denn wenigstens
der breit und gerade gerandete Basthut, der ihm den ¥opf be-
deckte, seinem Aussehen ein “eprége des Fremdl#ndischen und
Weitherkommenden verlieh. Freilich trug er dagzu den lande-
stiblichen Rucxsack wu die Schultern geschnallt, einen gelb-
lichen Gurtanzug aus lLodenstoff, wie es schien, einen grauen
Wetterkrazen #ber dem linken Unterarm, den er in die Weiche
gestittzt hielt, und in der Rechten einen mit eiserner ospitze
versehenen 3tock, welchen er schriig gegen den Boden stemnte
und auf dessen ¥rticke er, bei gekreuzten Flissen, die Hifte
lehnte. FErhobenen Hauptes, so dass an seinem hager dem lacsen
Zporthemd entwachsenden Halse der Adamsapfel stark und nackt
herfortrat, blickte er mit farblosen, rotbewimperten Zugen,
gwischen denen, sonderbar genug zgu seiner kurgz aufgeworfenen
lase passend, gwel senkrechte, energische Furchen standen,
scharf sp#hend ins eite. Zo-und vielleicht trur sein erh&hter

und erh®h~nder Standart zgu diesem Zindrucik bei-~-hatte seine

9. Tbid., p. 103.
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Haltunz etwas herrisch ifberschzuendes, “#hnes oder selbst
wildes; denn sei es, dass er, geblendet, geren die unter-
zehende Sonne grimassierte oder dass es sich wum eine dauernde
vhysiognomische Tntsteliuns handelte; seine lLippen schienen

zu kurz, sie waren vdllig von den Z&hnen zurickgezogen, der-
gestalt, dass diese, bis zum Zahnfleisch blossgelegt, weiss und

lang dazwischen hervorbleckten.” (8) 10

10. ‘He was of medium height, thin, beardless, and strikingly
snubnosed; he bslonged to the redhaired type:and:possessed its
milky, freckled skin. He was obviously not RBavarian; and the
broad, straisht-brirmmed straw hat he had on evén made him look
distinctly exotic., True, he had the indigenous rucksack buckled
on his back, wore a belted guit of vellowish woollen stuff,
apparently {riege, and ca+=ried 2 grey mackintosh cape across his
le?t forearm, which was pronped arainst his waist. Tn his right
hand, slantwise to the ground, he held an iron-shod stick, and
braced himself against its crock, with his legs crossed. His
chin was up, so that the “dam's apnie looked very bald in the
lean neck risins from the loose shirt; and he stood there
sharply peering up into space out sf cclourless, red-lashed eyes,
while two proncunced perpendiciular furrows showed on his fore-
head in curious contrast to his little turned-up nose. Perhaps
his heightened zand heightening vosition helped ocut the impresseim
tschenbach received. At any rate, standing there as thcugh at
survey, the man“had a bold and domineering, even a ruthless air«,

and his lips comrleted the picture by seeming tc curl back, eitha
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The stranger's fece, with its snub-nose and bared long white
teeth sugrests a deaths-head. His stance and his iron-shod stick
are reminiscent of a Diirer image of Death with his scythe.11 sut
the figure is composite, for

"..sthe strangerts long, scrawny neck with its starkly pro-
truding Adam's apple, red eyelashes over pale eyes, woulld amply
identifv the Lord oi #ell even if it were not for the two 'verti-
cal, energetic furrows' etched on his forehead and drawn down be-
tween his eyes, which--ever since Dante's day--have served to sye-
bolize the devilt's mythical horns.® 12

The association with Diirer is especially fruitful in ties

with the romantic past. Tn The Birth of Trapedy™’, Nietzsche

reccmmends Diirer's "The ¥night, Death, and the Devil'™ as a sym-
bol, and identifies the knizht with 3chopenhauer.

The stranger appears acain several times in the ccurse of
the action. The exact number of his appezrances is a matter of

disagreement. among critics, for nct only is the stranger himseif

by reason of some deformity or else because he grimaced, being
blinded by the sun in his face; they laid bare the long white,
lzlistenins teeth to the gums.

11. Heller, p. 104.

12. indré von fronicka, "Myth Flus Psychology: 4 Stylistic

tnalysis of Death in Venice,” in: Henry Hatfield, ed:, Thomas

Menn, * Collection of Critical Essays (Englewood Cliffs, WN.dJ.,
1964, p. 52.
13. translated by Trancis ¢olffing {(New York, 1956), p. 123.



a composite figure, but certain of his attributes occur singly

or by sugrestion in other characters of the lovelle. fertainly
he reappezrs more or less intact in the gondolier, who may also
be identified with Charon. 7The snub-nose, the appearance of
being "non-Ttalian}“as the original stranger was ncn-Bavarian,
the bared white teeth--all are sresent. He wields his gondolier’s
oar as his precursor did the iron-shod stick. The "malevolent

street-sinfer” is even nore strikingly a repetition of the ori-

|6

ginal. PRed-haired, snub-nosed, he was “scarcely a Venetian
type.* He haz the prominent “dam's apple, and the deep furrows
between his brows. /Andrée von tr-nicka % finds the stranger
reappearing also in "the lewd.znd lascivious old fop’ and 'the
goatee'd captain of the ship from Pola."” He sees the latter,
while on the realistic level selling Aschenbach a first-class
ticket to venice, drawing up "a first-rate devil's pact'':

"...er schrieb grosse Xrahenflisse, streute aus einer Bichse
blauen sand auf die 3chrift, liess ihn in eine té&nerne 3chale
ablaufen, faltete das Papier mit gelben und knochigen Fingern

und schrieb aufs neue. (20) 1°

16

Zrich Heller includes Tadzio also among the imares of

death, because "¥Mann makes him stand at the balustrade of the

15, "He made some scrawls on the paper, strewed bluish sand
on it cut of a hox, thereafter letting the sand run off into
an earthen vessel, folded the p%ier with bony yellow fingers,
and wrote on the outside.”

16. p. 112,
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(%)
i

terrace in a position reminiscent of the stranger in Munich:
twith hi= legs crossedY and one ¢f his arms tpropped a.ainst
nis waist, M

£11 these examples i lustrate lMann's expanded technique
of the leitmotif, itself a Wagnerian device, which encompasses
the repetition not merely cof phrases but of whole actions,

situations and characters. This technigue was to reach its
The Magic Magg}_"i‘wh 404

fullest development inAthe Joseph tetralogy,l7 It is used again,

to great effect, in Der Tod in Venediz, when Aschenbach, at

the nadir of his degradation, becomes the imase of the old fop
who had so disgusted him in the beginning of the story.
The early German romantics, such as the Schlegels, sought

to achieve a Cesamtkunstwerk, a "total work of art] which

should comprise music, literature, drama, and the fine arts all
in one form. It was a goal achieved in largze part by Richard
Wagner in his music dramas. In describing the techniques em-

ploved in Der Tod in Venedig, as we have already seen, critics

have resorted to such musical terms as "overture'" and "leitmotif¥
The evocation of DUrer's works has also besen alluded to. It may
not be too tenuous a hypothesi®s, therefore, that in his Novelle,
Thomas ¥ann has rescrted.tocthis characteristic technical approac
of romanticism, which, coupied with the overall classical style
of the story, led Erich Heller to call it "a parody of the class-

ical manner acnieved with Wagnerian methods.” 18

17. Hatfield, op. cit., p. 95.

1% p. 107.
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In & Sketch of Uy Ligg,lg Thomas !ann wrete that his own

trip to the Lido in the sprins of 1911 provided him with 'all
the materials for his novella. ;

"The wanderer by the North Cemeterv in Munich, the loomy
ship from Peola, the old foo. the ambizuous gondolier, Tadzio and
his family, the departure frustrated by missending the baggage,
the cholera, the honest clerk in the travel bureau, the male-
volent street singer, and whatever other element might be men=-
tioned--evervthing was given, " and '"showed its intervretability
and usefulness as an element of composition in the most aston-
ishing way.*»

Whereas this information is useful in explaining the source,
in a purely naturalistic sense, of the imvortant details of the

action of Der Tod in Venedig, only the veculiar nature of the

artist's imagination can explain the astonishing "interpretabil-
ity and usefulness™ of these details as elements of coaposition,
Por clues, however, it mav be useful to look to the locale both
of Thomas Mamnn's excursion and of the lovelle, the city of Venice
itself.

To the Cerman romanticists of the vreceding century, Venice
was a name to conjure with. It had long been regarded as the
outvost of the Fase, with its trade with the Levant and its By-
zantine architecture. The city vossesses long=-standing and
often intermingled historical and artistic traditions, especially

to the German mind. Ih reference to Der Tod in Venedig, HMann

19 nuoted by Gronicka, p. 48.



~15-

himself fresuentlv ouoted the openins lines of the Tristan
sonnet of Platents:
Wer die Schénheit angeschaut mit Augen,
Ist dem Tcde schon anheimgegeben,
Wird fdr keinen Dienst der Erde taugen.ZO
The title Tristan. reminds us that Richard Wagner is also
associated with Venice; his own Tristan was written there,
and he himself died there in what Hietzsche called the "hHallowed
hour.” In the Liebestod, Yagner echoes and at the same time
giveé a new 2and perfect form to the ideas of death and beauty
contained in Platen's poem and, later, in iMann's Novelle.
Nietzsche has alrzady been mentioned several ties in
the course of this study, and the philosophert's own experience
with ¥enice may, as Roger A. Nicholls 21 suggests, have played
an important role in Mannt's formulation of the action of his
story. Tn May 1836, lNietzsche was, as Aschenbach had once been,
forced to leave Venice because of the climate. Three weeks later
he wrote to his sister that he had left the city just in tiue,
because 2 cholers epidemic had mesnwhile come into the open and
Yenice was euvarantined.

Cn another level, the symbolic associations of Venice

make it a natural location for the story:

20 "Thoever has beheld beauty with his eyes is already sub-
mitted to death, is good for no earthly service."”
21. Nietgsche in the ZFarly Work of Thomss Mann(Berkely, 1955)

p. 90.
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"If ftfustav Aschenbach had no choice, neither had Thomas
Mann. He could not have chosen another scaene for Aschenbach's
doom. enice is its inevitable location. Ffor it seems a city
built by the verv Will to Power in honour of Death. Teeming
with Life, it is vet entirely Art, the residence of Eros Tha-
natoz, the lLiebestod, the music of which it has inspired Just
as it has inspired Yietzsche's one almost perfect lyrical peem.‘-‘22

The whole atmosphere of %the citv is unwholesome., There is
glways "the faintly rotten scent of swamp and sea.” Beneath all
else lurks the cholera, like the crouching tiger iann uses as a
recurrent motif, kept a secret by the city oificials out of love
of gain. There are more symbols of death: the gondolas are
coffin-black and dully black-upholstered.' Frederich J. Hoffman23
sees the limitless sea, connoting eternity and oblivion as a pre=-
géminent death symbol:

"Perhaps the most elaborate use of the sea Bvmbol 1s found

in Mannt's Death in venice,..Venice and the sea are at the begin-

ning of Aschenbach's decline !before he knows of it) framed neatl,
thouzh even then there are omens of disaster; as he falls in low
with Tadzio, the sea acts as background of the 'perfect form! of
his beloved; eventually we see the terrifyinsz conflict between
Aschenbach's notion of t'perfect form', which itself is empty,

and the chzos described both in the szea and in the pestilential

22. Heller, p. 106.
23. The *ortal No: Death and the lodern Imagination (Princeton,

1944), p. 11.
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streets of ‘enice,”

Aschenbach's !seduction te death” beszins when the sight
of the stranger swakens in him the desire to travel. It is a
seduction which is carried on by the shipt's captain, who pro-
duces a devil's contract, by the Charcn-figure of the gondolier,
and finally by Tadzio, who appears first as the perfect form
of beautv, then as an object of unnatural passion, and finally
as an image of deasth itzelf, It is in this seduction that
the romentic primarily manifests itself in the Hovelle. There
ar=, moreover, references, stated and implied, which tie the
work in with the literarv and historical traditions of Jerman
romanticism, ¥inally, there is the employment of character-

istically romantic technigues, such as the Wagnerian leitmotif.

pab

The classic manifests its«1f in Der Tod id Venedig both

in form and in content: 1in form, by its influence on struc-
ture and stvle; 1in content, through an abundance of allusions
to classical mythologv, historv, and art.

Structurﬁfb&n accordance with the Hovelle form, the story
is strikinely unified. Every part contributes to the whole--

there is nething extraneous.

"In Death in Venice there is indeed hardly a detail which

is not ttelling', which does not tell in its miniature way the

entire story. Yet the total effect is not c¢ne of overloading

T

but of complete luciditv. In fzct, what stays in the mind and

absorbs every detzil is a truly monumental vision: a man me&ting
fun Fule.
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in besuty, 2 man on his own, wihom we never see in the company
of other people, and of whose vast life we know next to nothing.,

...neath in Venice, alone ameng all the works of extreme psy-

chological realism, achieves in all seriousness the parodistic
semblance of mythic innocence. It is a triumph of deliberation

and intuition, helped not a little by the lixited scope of the

chosen form,! 24

Der Tod in Venedig is in Aristotelian terms, the imitation

of a single action, the destruction of Gustav von /fschenbach.
This unity of action is the foremost of the three traditional
"unities" of action, time, and vnlace, and the onlv one mentioned
explicitly in Aristotle's Poetics. Mann's HNovelle also main-
tains a certain unity of time, not the twenty-iour hour limit
commonly held to by Greek drama, but a span appropriate to a
short narrative. A1l the action of the story takes place in
the course of a few weeks. Txcept for the very beginning of
the Novelle, moreover, everything takes place in Venice, and
even feschvlus made a change of scene from Delphi to 4Athens
in the ZTumenides. The distinctly non-classical elements of
the structure, such as the use of the leitmotif, serve never-
theless, as was implied above, the classical a&im of unity.
The style exhibits the classical elements ¢of balance and
restraint. T©ven in the delineation of “schenbach's passion,

# distance of narrative aporoach is maintained which culminates

2l,  Heller, p. 99.



-19-

in the description of his death:

"inuten vergingen bis man dem seitiich im Ztuhle
Hinabgesunkenen zu #ilfe eilte. an brachte ihn auf sein
Zimmer. ‘nd noch desselben Tages empfing eine respektvoll
erschiltterte welt die Machricht von seinem Tode."” (82}25

It is a parody of Aschenbach's own style of which we
are told:

"Tttwas Amtlich-Brgieherisches trat mit der Zeit in
Gustav tschenbachs Vorfithrungen ein, sein 3til.entriet in
spéteren .Jahren der unmittelbaren Kithnheiten, der subtilen
und neuen A«bschattungen, er wandelte sich ins Mustergiiltig-
Peststehende, Geschliffen- Herk®&mmliche, Erhaltende, Formelle,
selbst Formelhafte, und wie die ﬁberlieferung es von Ludwig
¥IV wissen will, so Werbannte der Alternde aus seiner 3prach-
weise jedes gemeine “ort." (18)26

In describing Tadzio, ¥Mann even employs classical dac-

25. "Some minutes passed before anyone hastened to

of the elderly man sitting there collapsed in his chair. They
bore him to his room. ind before nizhtfall a shocked and
respectful world received the news of his decease,.

26. wJith time, an official note, something almost expcsitory,
crept into Gustave Aschenbach's method. His later style gave
up the old sheer audacities, the fresh and subtle nuances--

it became fixed and exemwlary, conservative, formal, even for-
mulated. Like TLouls XIV--or as traditicn has it of him--#A=sch-
enbach, as he went on in years, banished from his style every

common word, "



27: m,..ruhte die Blfite des Hauptes in un~-

tylic hexameters
verzleichlichem Liebreiz.” (34) The juxtaposition of class-
ical style with romantic subject matter inevitasly results
in an extreme irony: "Tristan in hexameters--the obvious
absurdity of the suggestion is the measure of the startling

_ . 28
success of Tieath in Venice.®

The classical content of the story is well represented
by the numerous mutations of the boy Tadzio in Aschenbach's
mind. 2t his first appearance, for examp’'e, he is compared
to a Greek statue:

“%elin Antlitz, bleich und anmutig verschlosszen, von
honigfarbenem Haar umringelt, mit der rerade ahbiallonden
Yase, dem lieblichen unde, dem “usdruck von holdem und
stittlichem Frnst, e~rimerte an griechische "ildwerike aus

) 29
edelster Zeit." (30)

“hen next we see him he is a Phaeax, favored ef the
zods. flmost immediately, he is 2 statue of ¥Eros, the god
of love:

Mesedas Haupt des Fros, vom gelblichen Schmelze par-

27. Heller, p. 108.

28.  Tbid., p. 107.

29. "His face recalled the noblest moment of Greek sculpture--
pale, with a sweet reserve, with clustering honey-coloured
ringlets, the brow and nose descendins in one line, the winning

mouth, the expression of pure and zodlike serenity.”
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ischen ¥Marmors, .it feinem und ernsten Frauen, Schléfen und
Chr vom rechtwinklisy einsprinsenden “erinszle des Haares dun-
kel urid weich bedeckt.? {34)30

Now he avpears as an angrv yeung cod, now as vouthful
A=slcibiades, wooed and sourht after b the other children,
now as Yenus, emerging from the spray:

", ..2u sehen, wie die lebendige festalt, vorm¥nnlich
hold und herb, mit triefenden Locken und sch8n wie ein Gott,
herkemmend aus den Tiefen von Himmel und Meer, dem Elemente
entsier und entranni dieser Anblick gab mythische Vorstell-
ungen ein, er war wie Dichterkunde von anf&nglichen Zeiten,
vom 'irsprung der Form und von der Geburt der G8tten.” (38)31

Tadzio, who will never live to grow old, is linked with
A-chilles. Iike Narcissus, he admires his own reflection in
the water. Aschenbach imagines himself as Socrates, holding
forth to Tadzio’s Phaedrus, as 7eus in the form of an eagle
bearing Tadzio sloft like Ganvmede, as Zevhyr with Tadzio as

Hvacinthus., 411 these associati-ns serve on the one hand to

30.. "It was the head of Zros, with the yellowish bloom of

Parian marblé, with fine serious brows, ane& dusky clustering
ringlets standing out in soft ®lenteousness over temples and ears
31, n"The sight of this livins figure, virginally pure and aus-
tere, with drivninz lécks, beautiful as a tender young god,
emersing from the devths of sea and sky, outrunning the elepend-
it conjured up mythologies, it was like a vprimeval legend,

handed down from the beginning of time, of the birth of form,

of the crigin of the zods."”



intensify the irony created bv the disparity between the real
situation and its elevated treatment, between the romantic

centent and the classical form, and on the other hand to pro-
duce a runality of denth through the combination of "myth plus

psvchology. "
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The Apollonian and the Dionysian

"Much will have been gained for esthetics once we have
succeed#d in apprehending directly--rather than merely ascer-
taining--that art owes its continuous evoluticn to the Apol-
lonian-Dionysian duality, even as the propogation of the
species depends on the duality of the sexes, their constant
conflicts and periodic acts of reconciliation.™ Friedrich
Mietzsche.

In The Birth of Tragedy, from which the preceding quo- .

tation is taken, ’"riedrich Nietzsche distinguishes between
the Apollonian and the Dionysian in art. In this he anti-
cipates Frazer and ¢ilbert HMurray in establishing the ritual
origin of Creek tragedy. A~Apollo, the god of the plastic
arts, stands for form, order, limitaticn and freedom from
extremes. Dionysus is the god of music, whose cult originated
in the barbaric Yast, and whose mysteries, celebrated by the
frenzied maenads, were accompanied by a kind of ritual mad-
ness, the mania. Dionysus represents whatever is passionate,
wild, Asiatic in art. Accordins to Nietzsche, the greatest
art can be produced oniv hy a combination of the two forces.

In Der Tod in Yenedig, A¢>sschenbach has, increasingly

throughout his artistic career, exalted the Apollonian at the
expense of the Dionysian. In so doing, however, he has

r R . .
moved even further away from the primitive passions which

supply the stuff of art., 4is & result, his work has begun
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to stagnate, as is evidenced early in the story by the
"Stelle, an der er sie auch heute wieder, wie gestern
schon, hatte verlassen missen und die weder geduldiger
Pflege noch einem raschen Handstreich sich fligen zu wol-
len schien.” (11) 32 hschenbach himself has some inkling,
at least, of the cause of this stasznation:

"Ungenligsamkeit freilich hatte schon dem .Jiingling als
“Yesen und innerste MNatur des Talents gegolten, und um ihret-
willen hatter er das Cefiihl geziizelt und erk&ltet, weil er
wusste, dass es geneirt ist sich mit einem fr8hlichen iinge-
fahr und mit einer halben Yollkommenheit zu begnligen. Réchte
sich nun also die geknechtete Empfindung, indem sie ihn ver-
liess, indem sie seine ¥unst flirder zu trasgen und zu befli-
geln sich weigerte und alle Lust, alles Entzlicken an der Form
und am #fusdruck mit sich hinwegnahm?" (ll)33

The Dionysian is symbolized in the monstrous landscape

32, 1,,,placde where yesterday and again today he had been
forced to lay it down, since it would not yield either to

patient effort, or a swift coup de main.”™

32. "In his youth, indeed, the nature and irmost eszence of
the literary gift had been, to him, this very scrupulosity;

for it he had bridled and tempered his sensibilities, knowing
full well that feeling is prone to be content with easy gains
and blithe half-perfection. 5o now, perhaps, feeling, thus
tyrannized, avenged itself by leaving him, refusing from now on
to carry and wing his art and taking away all the ecstasy he

had known in “orm and exrression.”™



which A“schenbach concocts for himself, a primeval wilderness
where fantastic vegetation grows unchecked, and where violence
lurks in the figure of the crouching tigere.

M)

"Closely invelved in all the symbols that seem to fore-
shadow fschenbach's death is a frightening consciousness of

Dio-

®

unrestrainable forces that had so long been denied. Th
nysian is the rebirth of the primitive and savage; it is the
power of nature suppressed by the tvrannical need for self-

control and social adjustment.’” 34

It is because he has so tyrannically suppressed the Dio-
nysian in himself and in his art, that Aschenbach feels so
strongly the need to travel. n a realistic level, ischenbach
is simply a man who has pushed himself too hard, mentally and
physically:

"1ls er um sein funfunddreissigstes Jahr in Wién erkrankte,
dusserte ein feinen Beobachter fiber ihn in Gesellschaft: '3ehen
3ie, Aschenbach hat von Jjeher so gelebt'--und der Sprecher
schloss die 7inger seiner lLinken fest zur Faust--; 'niemsls - =

so'--und er liess die ge&ffnete Hand beguem von der Lehne des

Sessels h#ngen.!" (13)35

34 micholls, p. 85.

35 "t nice observer once said of him in company--it was at the
time when he fell i1l in Vienna in his thirty-fifth year: 'You
see, fschenbach

closed the fingers of his left hand into a fist--'never like this-

. . . !
and he let his open hand hang relaxed from the back of his chair.’



The 2uthor of a “prose epic” on the life of Frederick of
Prussia, “schenbach has taken 2s his motto that of the old
hero himself, "Durchhalten," ("Hold fast."™) This association
of art with the military suggests a statement of Hietzsche's:

"The only way I am able to view Doric art and the Doric
state is as a perpetual military encampment of the Apollonian
forces. 4n art so defiantly austere, so ringed about with
fortifications--an education so military and cruel--could
endiire only in a continual state of resistance asainst the
titanic and barbaric menace of Nionysos. 36

The similarities between lLacedaemon and the Prussian
state have been drawn many times. J'very morning, #&schenbach
performed a 3partan-Prussian ritual beginning with a cold
shower, and commenced with two or three hours of unceasing
work. @Ry sacrificing the best hours of his life to his
Apollonian ideal “schenbach has succeeded in counterfeiting
the spontaneity that is not his by nature. ‘sschenbach pat-
terned the heroes of his works after himself:

"jber den neuen, in mannigfach individuellen Erschein-
ungen wiederkehrenden Heldentyp, den dieser 3chriftsteller
bevorzugte, hatte schon frilhzeitig ein kluger Zergliederer
geschrieben: dass er die “onzeption 'einer intellektuellen
und junglinghaften “#nnlichkeit'! sei 'die in stolzer.3cham

die Z#hen aufeinanderteisst und ruhig dastent, wxhrend ihr

36 The Rirth of Tragedv, translated by Francis Colffing

(vew Yorik, 1956), p. 35.
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die “chwerter nd Speere durch den ieib gehen.'"(15)37

“aint Sebastian was thus /schenbach's favorite sywbol
for his art, a2 =symbol for all who like himself labored on
the brink of exhaustion to achieve greatness despite scanty
resources.

tschenbach shrinks back from going Yall the way_to the
tigers,” but he does finally make his wayv to Venice. Erected
as it is upon fetid swamps, and crisscrossed by canals, Venite
is the nearest eguivalent of the "Umweltwildnis aus <Jdnselni
Tor#sten und Schamm (",..primeval wilderness-world of islands,
morasses, and alluvial channels.,') The %siztic cholera that
finally kills him, moreovér, has its source in just such a
primeval wilderness--'"den warmen lMor&sten des anges-Beltas,
-aufgestiegen mit dem mephitischen, von ienschen gemiedenen
Urwelt-~und--ilnsel wildnis, in deren Bambus--dickichten der
Tiger kauvert...'" (70) 38 The similarity in wordins of this

passage to the previocus one, especially in the recurrent motif

37. "The new tvpe of hero favored by fAschenbach, and recurring
many ti«es in iis works, had early been analysed by a shrewd
critic: 'The conception of an intellectual and virginal man-
liness, which clenches its teeth and stands in modes® defiance
of the swords 2nd spears that pierce its side.'®

38. w,,,the hot, moist swamps of the delta of the fanges, where
it bred in the mephitic air of that primeval island-junsle among
whose bamboo thickets the tiger crouches, where life ol every
sort flourishes in rankest abundance, and only man 2voids the

snot, ™
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of the tifer wnich appesars here for the third time in the
Movelle, serves to link the cause of “schenbach’s death with
the primeval wilderness, which we have alreadvy encountered
as a symbol of the Dionvsian,

Other such svmbols are placed throushout the story.
Thus there is the captain ofthe shin from Pola who had "a
beard like a goatts.”™ The "strancer' who, as we have seen,
reappe&rs several times in various disguises, is also a
symbol for Dionysus, for one of his characteristics is that
he never apnears indigenoué to the locale where he is seen,
whereas Dionysus, in Aschenbach's climactic dream of a bac=-
chanalian orgy is called "der fremde tott,” perhaps because
to the ancient Greek worshippers of ipolloy; he was élﬁﬁfﬁqpos,
"the foreigner,"Prefigurine that dream, Aschenbach sees one
morning the following scene in the heavens:

Tfeisse Federw8lkchen standen im verbreiteten 3charen
am Himmel gleich weidenden Yerden der G8tter. Stérkerer
Wind erhob sich, und die Rosse Poseidens liéefen, sich b#um~
end, daher, 3tiere auch wohl, dem Bl#ulichgelockten gehérig,
weélche mit Briillen anrennend die H8rner senkten. Zwischen
dem Felsenger#ll des entfernteren Strandes jedoch hiipften
die ¥Wellen empor als springende Ziegen. Eine heilig ent-

stellte ¥Welt voll nanischen Lebens schloss den Berickten ein,

und sein Herz tr&umte zarte 2beln.” (55)39

39. "Troops of small feathery white clouds ranged over the
RN
LLen 1Y
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This passage with its reference to P.an, the companion of
Dionysus, and to goats, animals which are identif'ied with the
god, sets the stage for fschenbach's dream.ho It is this
dream, a vision,of a Dionysian revel, which is really the
climax of the lNovelle. It contains all the elements attri-
buted to these celebrations by Nietzsche: the wild frenzy,
the manifestations of bestialitvy, the uninhibited display of
sexuzlity. A-st first Aschenbach is not present in it, but
finally he too i5 sucked down into the vortex of the hourglass:

"Aber mit ihnen, in ihnen war der Tr#umende nun und dem
fremden Totte gehbrig. Ja, sie waren er selbst, als sie
reissend und mordend sich auf die Tiere hinwarfen und dampf-
ende Tetzen verschlangen, als suf zerwuhltem Mossgrund gren-
zenlose Vermischung begann, dem Gotte zum Opfer. iUnd seine

Seele kostete Unzucht und Raserei des Unterganges.” (74) L1

39. (con't) sky; like grazing herds of the gods. A stronger
wind arose, and Poseidon's horses ran up, arching their manes,
among them too the steers of him of the purpled locks, who
lowered their horns and bellowed as they casie on; while like
prancing moats the waves on the farther strand leaped ameng
the craggy rocks. It was a world possessed, peopled by Pan
that closed round the spell-bound man, and his doting heart
conceived the most delicate fancies.¥

40.  MNicholls, p. &6,

P

L1. "Rut now the dreamer was in them and of them, the stranger

zod was his own, Yes, it was he who was flinging himself upon .
Lol

-~
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*schenbach is now “der 'nthusiasmierte,’ the possessed
0f the rod. He is infected with the holy madness, which
the screaming notaries call 3}405 , 2and "which an Italian
(or Fole) mizht well pronounce as 'zwei melodische &ilber
wie *dgio oder 8fter noch Adgiu mit rufend zedehntern u-
Taut am Ende. '" 42 Thus Tadzio is brought into the picture
and we realize that the episode in which the children call
his name on the beach early in the story prefigures the Dio-
nysian orpgy to come. Tadzio is thus revealed in his most
important guise, that of Nionysus.

In a number of ways, fischenbach's fate parzllels that
of another character in literature, ?entheus, in the Eacchae
of Turipides. He too has scught %o suppress Dionysus; he
too is seduced by him first to de:radation and then to death.
To gain access to the rites of Dionysus, Pentheus dons a
woman's garb, urged on by the sod himself. “schenbach, de-

based by his unnatural passicn for Tadzio aliows the barber

L1 (con't) the anim2ls, who bit and tore and swallowed smoking
bobbets of flesh--while on the trampled moss there now began

the rites inhonour of the fod--an orgy of promiscuous embraces--
and in his very soul he tasted the bestial dezradation of his
f2ll, " (68),

3

L2 lee 5tavenhagen.'The Hame Tadzio in Der Ted in Venedipg, ™

The German fGuarterly, XXXV (January, 1962), 20-23, ",,.two

musical svllables, something like Adgio--or, coftener Adjiu, with

a long-dravn-out u at the end." (32)



to paint his cheeks. I'entheus is preceded in degradation
by two eld men, Cadmus and Tereisias, ‘schenbach by one,
the old fop on the ship from Pola, whose imare he now be=-
comes.

éschenbach*siﬁ%ﬂ&; then, like Pentheus', is in trying
to completely deny the dark and passionate forces of the
Dionysian-~in both cases, tho=e forces tock thelr revensge,
Mann like Nietzsche believed that hoth “pollonian and Dio-

nysian elements are necessary in 2 work ef art: the latter

¥

to supplv the raw material of passion; the former to slve
order to tie whole. tthen ischenbach ignores this fact, the

first thing to suffer is his art. But, he has exalted the
Aepollonian over the ilionysian also in his life. /m a psy-
chological level, #schenbach's own passionate nature, so
long suppressed, finally comes to the surface, and its force
is now so strong that it takes complete hold and lead: him
to desiradaticon and destruction. The cholera which causes
his death, is related, ¢n a svmb:lic level, to the Dionyaian
primeval wilderness motif, thus linking; the naturalistic

“ith the mvthical ceause of his doom,



Prennan, Joseph ~erard. Three “hilosophical Hevelists.

Mew York, 1964,

Fraesi, Hobert. Thomas “iann, Fin Meister der Frzdhlkunst.
Zirich, 1955,
Yeuerlicht, Tgnace, "Thomas Manns:Mythische identifikation,”

The German guarterly, XXXVI (March, 1963), 141-151.

Hatfield, Henry Caraway, ed. Thomas lMann, 4 Collection of

Critical Essays. BRnglewood Cliffs, N.J., 1964.

-

---------- . Thomas Mann, An Introduction to His Fiction.

london, 1951,

Heller, FErich. THe Ironic German, 4 Studv of Thomas Mann.

Roston, 1958,

" Hoffman, Frederick J. The lMortal No; Death and the Modern

Imagination, Princeton, 1964,

Jonas, Klaus W, ¥Fifty Years of Thomas Mann. Minneapolis,

1955,

¥auimann, Fritz. The World as Will and Representation.

Roston, 1957

Linn, Rolf N. #"Conversation With Thomas Mann, The German

suarterly XXXIII (May, 1960), 225.

Mann, Thomasi Death in VYenice, translated by H.T. Lowe-Yorter.
b b J

New York, 19%k.

---------- . Der Tod in Venedis, Frankfurt am Main, 1966,
---------- . Last Essavs, translated by Richard and Clara

Winston and Tania and James Stern. MNew York, 1959,

---------- . Selected Issavs, New York, 1941,




eider, Charles, ed. The &tature of Thomas Mann., BEnglewood

cliffs, N,J., 1947.

Nicholls, Roger A. Nietzsche in the Early Work of Thomas Iann,

nerkely, 1955.

Nietzsche, Friedrich. The Birth of Tragedy, translated by
Francis Colffins. New vork, 1956,

Stavenhagen, Lee. "The Name Tadzio in Der Tod in “enedig,”

The German Huarterly, XXXV (January, 1962), 20-23,

Wwilloughby, l.eonard Ashley. The Romantic lMovement in Germany.

London, 1930,



	The Study of Two Related Polarities in Thomas Mann's Der Tog In Venedig
	Recommended Citation

	tmp.1270059692.pdf.RMjee

