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PREFACE (Not to be read by those who lack frivolity)

At this late hour (L300 AM) when my honors project lies

comple ted, I find myself left wlth a c@rtainfhollownesa, a

consuming 5;81re to rewead ngéélogy of ﬁérals, a tremendous
wdmiratiohszr Erich Heller, a painful wish to begin the
Jaaeﬁh noVéis (which,'Ikéonfeaa with shame, I haveé't read),
an 1nsatiaﬁie thif;t for deépsr study of Freudian bsychology,
& lang représsed u?§§ tdkdive back into SchOpenhauér, wilth
whom I've fécently become acquainted, and an enormous throb-
bing "wkiter's callous” on my right middle finger.? In other
words, althéugh my project lies strewn araund me here after
& final bur%t of Dionysian fervor, it's behind me‘élready.
The followfng pages are really one stagé in its gréwth,
frozen intd‘being on paper. The reader will problbly suggest
that it should have continusd maturing, and I sgree. With
no false modesty, I acknowledge fully my vast ignorance of
Nietzsche and Mann, of whose works I've barely touched the
surface., Bomething like this is a new things it's Idea and
Experience constantly compounding and deepening itself as the
writer develops it and himself. I found myself rereading
whole volﬁmes with frustrating slowness when I knew I should
be covering new material, or taking long, meditative walks

to hash out some irrelevant point that took up a single senw

tence. Scholarship has a strange inertia that drives one



deeper and desper into it if he's not careful. I console
mysélf by énnouncing that I've made nearly every possible
mistake there is in preparing this paper, and I'vé learned
from the mistakes, In fact, a new urge tolgut mygelf through
this torture again 1s alrsady being born béﬁgﬁme énother OVer=
powering Ié@n has captivated me and demamd&,iﬁveaéigation@

What fascinates me as a student-philoﬁopherjérkxer about
just such ém enterprise 1s its creative as well éé gonstruce
tive aspects., Here I must point out {at the riskjaff%@@ﬁﬁimg
Nietzschsaﬁ) the Dionysian and Apollonian parts of something
éven as mundane as a college honors project. The very idea
that I couid invent my own chapter titles and subjects was
heady, amd;its responsibility a challenges |

My naf;ete is probébly smusing, I express 1t primarily
because after this year my composition will find oblivion in
the schooliArchives and I, in future years, as a toughened,
sophisticated veteran of papers, theses, and expoéitions, will
look back iﬁ superior amusement at my effusions now. DBut at
this moment I can't express my satisfaction enough at hand-
ling this project. Its ideas found form in countless (and
comical) outlines and intricate diagrams that were adopted, -
found lacking, and discarded in almost a year of researehingﬁ
It was ressarch highlighted by sudden bursts of insight and
enthusiasm and long, gray periods of lethargie fact«finding
and infuriating back-tracking.

My thanks are manys to Mr, Meyers, my advisor, for his

suggestions, inspiration, and long, patient efforits to direct



my hubrle éspirations; to Dr., Pearson, for grantiﬁg me the
privilege to attempt such a projeety to Professceramder
Waal for agreeing to review the work; to Mr, McDoﬁald for
his suggeséions and criticism (mostly eriticism) that spurred
me my long=suffering mother, who acted as a study hall
supervisor during vacations; to all my friends, and especially
my roommates, who bore the brunt of my erratic study houks,
preoccupation, and extended soliloquies on Niet&séhe and Mann,
This paper, full of its few virtues and many
has been one step in my seeking for knowledge, but the process
constantlyjmoves forward., I have am almost uncomtrollable
urge to turn my back on this completed effort, but that would
bz a denial of its significance. Nietzsche talks about running
ug:ptairs toward knowledge, and I suppose I can regard it as
one step. But I'm already a level or two beyond it, and I
hesitate even to turn its pages now. While a part of me,
the project was a real contribution to my self-realization as
person and student. But with it as a springboard I'm taking
unlagylike: leaps toward new learning experimmces, both en-

joyable and tedious. MNostly enj]



INTRODUCTION

There is at once a thim line and an emorm@%giguif
between the artist-phllosopher and the philosOpaggwartistm
Where one épreads out his ideas inm a dazzling and often be-
wildering array, the other builds a framework with them and
sonstructs the » fiectional experience of a 1&teatfphilo§p@ﬁys
Where Nietés@he exultently seresms an aphorism, Mann comnstructs
& novel, ‘

Thomas Eihn lived in the shadow of a philosopher who
&ffected'tﬂe German consciousness in ways that we;e both
realized and unrealizable. The questions and nagging truths
that he revealed were realities that Mann wrestleﬁ with as
& German and as an artist throughout his 1life.

&fterzpreseﬁtimg a very short blography of Nietzsche
and a few éeneral comments, I will first outline the ma jor
tenets of ﬁietzsche's philoSophy, then present anéexposition
of his condept of the Artist. This will be followed by a
study of Mann's essay on Nietzsche, |
It is important to include this essay here both as a necessary
transition and as a presentation of the 'pévspsetlive through
whieh Mann saw Nietzsche's 1life. It does not necessarily
reflect his attitude toward ad 1 of Nietzsche's philosophy.
Indeed, Nietzsche's ideas had so saturated Germaa,gultpre
and Mann himself that he was probably barely consciougyof the
fact that he was working with Nietzschesn concepts in a great

deal of his writing. The ensulng pages will then delineate



my undevstanding of Hann's transference of Nietzschean philoso-
phy into hils coneept of the Artist.

For thils reason I have begun my paper with an overview
of Nietzschean philosopy. It is precisely this total impact
of his outlook upon Msan's age that I want to convey im
carrying Nietzsche'over into Mann's writings. It is often

the vast implications of Nietzsche's thought that Mann

handles im his fiction. He attempts just sueh a rendering
of philosophy into art in transferring Schopenhauer!s The

World as Will and Idea into his novel Buddembrooks. Unfor-

tunately, the rest of his work does not present so discernable
a transition., I make this clear because I detest philosophical
"lint-picking." Tying together interesting tidbits about
Nietzsche's and Mann's persoaal likes and dislikes is not one
of my goals.

The profundity of what Nietzsche's philosophy implies
for living made me babble as iHans Castorp did in the face of
intellectual excitement, FObtunatékg;'Mann didn't babble -~
he wrote. And because he grasped the profundity; the enigmas
and the implications of his precursor's thought, he was able
to build grtistic frameworks to present them or to seek their
resolution. This is the Mann I seek: the philosopher-artist,
who not only saw Nietzs
implications and resolutions., Once he had experienced them

s realities, he asserts at one point im The Magie Mountain,

he could rise above them as @& artiste.



Mann's works specifieally coversd in this pasper includeg
Novels ¢

The Magiec Mowmtbtalin

Dr. Faustus

The Confesszions of Felix Krull, Confidence Man

Storless
Death im Venice
Tonio Kroger
Tristan
Fiorenza

Little Herr Friedemann

Eesays:
Nietzsche's Philosophy in Light of Contemporary Events

Essay on Schopenhauer

Freud amd the Future



BIOGRAPHY AND INFLUENCES

Attracted by my style and talk
You'd follow, in my footsteps walk?®
Follow yourself unswervingly
80 =« careful == shall you follow me,l
Friedrieh Nietzsche was born in 18Lly at Roeken, a small
village in the Prussian province of Baxony. While the boy
was still very young, his father died and he was left to
be raised with his sister Elizabeth by their mother. &z a
chilé, Friedrich was very deeply religious mmd well-mannered:
The tight little Lutheran home gave Nietzsche many
lasting traits, including a contempt for common
humanity, admiration for discipline, a habit of
hero-worship, and a haughty, anachronistic sense
of honor.2
He studied philology at Bonn and lLeipzig and finally
received a fine position at Bfisel. After a dazzling friend=
ship with the giant composer Wagner, Nietzsche broke with the
man, @nd im pursuit of his health he travelled over mueh of
Europe., In the meantime, he put out essays and books that
gained him much notoriety and 1little praise. Nevertheless,
Nietzsche considered himself "great and wicked" and continued
to write until he became hopelessly insane in 1889. ILiving
in peaceful oblivion and nursed by his slister, he died in
1300,
Tracing the influences upon Nietzsche would be the sub-
ject for another honors project; as an enthuslastic and
brilliant scholar, he read deeply and widely. Although he

"outgrew” Plato, Kant, Hegel, and Schopenhauer, they exdrted

obvious and powerful effects upon him, and although he later



vehemently denounced Darwin, the naturalist deeply affected
his "secientifie"™ and evolutionary trends of thought. Lesser
but noteworthy English and American influsnces were Carlyle,
Emerson, Shakespeare, and Keats, The German giants Goethe
and Wagner helped mold the young man artistically. What he
did with these influences csm be glimpsed in the following
pages., His impact on Germany and later philosophy is still
debatable, but the appearance of his philosophy is indis=
putably a Buropean event. HEven Will Durant, who is not
particularly partisan to Nietzschean philosophy, admitsy
He spoke wl th bitterness, but with invaluable
sinceritys and his thought went through the clouds
and eobwebs of the modern mind like cleansing
lightning and a rushing wind. The air of European
philosophy is clearer and fresher now beeause Nietzsche
wrotee. :

This appearance is an event that modern man is still trying

fé deny, justify, or explaine



CHAPTER NOTES #1

lpes edrich letzsche, Joyful Wisdom, (New York, 1960),

Pe 1i,

Zivic Bentley, 4 Century of Hero-Worship, (Boston, 1957),

p. 86,
g1l Davant, The Story of Philosophy, (New York, 1926), p.483,




APQOLLO AND DIONYSUS

The Birth of Tragedy, which sets forth Nietzazche's famous

concept of the Apollonian and Dionysian influenees upon
artistie ecreation, has been the subject of debate for years,
There are reliable scholars who claim that Nietzsche "pre-
ferred" the Apollonian element, snd equally reputable men
who declare just as firmly that Nlietzsche affirmed and reafw
firmed his preference for the Dionysian throughout his life,
For Nietzsche, &pollo's influence in Greek tragedy
manifested itself in “appearance"
In fect, we might say of Apollo, that in him the
unshaken feith in thils principium and the calm
reposs of the man wrapped therein receive their
sublimest expressiony and we might consider Apollo
himself as the glorious divine image of the prin-
ciplum Iindividustionis,whose gestures and expression

tell us of all the ioy and wisdom of "appearance"
together with its beauty.l

Rising out of the primitive "dream" art of ancient Greece,
the Apollonian artist expressed "his own state, E,e., his
oneness with the primal nature of the universe. . srevealed

to him in a $ymbolical dream-picture."@ This characteristie

of art gives us the harmony of our apt, 1ts restraint and
Intrinsic balance. Most ménifest in the discipline

artist, Nietzsche ssys that Apollo, as an ethical god, re=
guires self=knowledge and selfwcontrol. For the Greeks, his
influence taught them to reiterate "know thyself" and
"nothing in excess.” Thus, Apollo becomes an inherent and
necessary constitﬁent of artistic expression.

Nietzsche speaks relatively little of thils Apollonian
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espect in The Birth of Tragedy, while he rises to lyricall

heights describing the Dionyslan. This approach eould

cause misunderstanding, but it i1s not hard to fathom. It

iz much sasler and much more likely for one to wax poetie

over passion, whiech Dionysus represents, thanm over discipline,
which Apollo symboliges. One is limlited in the amount of
exulting he can do over self-control without losing fervor.
Discipline is necessary, just as girdles, forks, and waste-
baskets are necessary, but we aren't liable to belabor the

point. I stress this ineguality because The Birth of Tragedy

leaves one with a dazzling Impression of Dionysian frenzy

and a vague, wispy remembrance of a few Apollonian restraints.
For this reason, many jump te the conclusion that according

to Nietzasche Dlionyslan elements in art are the best and most
desirable,

Out of the dithyrambic verse of barbarian festivals
Dionysian verse erose. "The Dioaysiaﬁ musician is," says
Nietzsche, "without any images, himself pure primordial paim
and 1ts primordial reechoing.”t This attitude is at once
strangely joyful and sorrowful. It stresses the utter
savage joy in knowing both pa in and well=being. There is no

gray Wsltschmerz for Nietzsches the Dionysian man exults in

the pinnacles of his happiness and the chasms of his despair.
He is the wine-fllled, frenetic daneer of the sncient festi-
vals, who relinquishes all of his individual identity to
become a mrt of the sweeping stream of instinctive power

and joy that runs through all of 18fe. But 1t is an



enigmatie power because this instinet is both frenetic and
lethargic,” according to Nietzsche, because the Dicnysian
spirit is encased in a world of individual end soa%pl limita-
tionseg
For we must reallize that in the ecstacy of the
Dionysien state, wl th its annihlletion of the
ordinary bounds smdlimits of existence, there is
eontalined a lethargle element, in which are
submerged all past personal experienees.5

He compares the Dionysien man with Hamlet, who has
perceived Ythe nature of things®; but time, Nietzsche con-
tinues, 1s "out of joint"™ and he cannot acty it is as if
he is asleep, lethargic. Art must become the saviour for
the disoriented splrit because 1t is the only means by
which the Dionyslan expresses the primordial power he has
glimpsed. 1In @reek art, Nietzsche says, this insight ex-
pressed itself through the satyric chorus.

How then do these Apollonian and Dionysian elements
combine to present us with finished art? In Greek tragedy,
says Nietzsche, the Apollonian "dreamsstate™ inm the actions
of various characters in an imaginary setting combines with
the searing reality of the lyrical chorus., There is a sense
that one aspect cannot exist without the others

When he thought of these deities, the Griek artist
in particular had an obscure feeling of mutual
dependency s and it is precisely in the Prometheus
of ABEschylus that this feeling is symbolized.
Nietzsche uses Prometheus as the suppeme example of Dionysian

suffering in searech of Apollonien justiee. We respond to

Prometheus because we recognize hls fellow-zuffering, bub



Apolleonian ideals have brought about his suffering. When
Apollo and Dionysus were united in Greek tragedy, the world
saw 1ts height of creative artistry.
Unfortunately, however, Buripides brought abomt the
initial perversion of this union in a kind of pseudo-
Apollonism that was in reality "esthetic Soecratism.” Turning
the cold 1light
degraded the inmstimetive and natural parts of the creations
and exalted logical presentations. Thereafter, Greek art
degenerated in impact and artistic value.
This division into two elements of art results in mass
confusion for students of Nietzsche. Notable among these is
Crane Brinton, who declarescs
The Dionysian is A4 Good Things it is God's and
Nature's primal strength, the unending turbulent
lust and longing in men which drives them to con=-
quest, to drunkenness, to mystic ecstacy, to love-
deathss The Apollonian is A Bad Thing -= though
not unattractive in i1ts proper placeg it is man's
attempt to stop this unending struggle, to find
peace, harmony, balance, to restrain the brute
in himself.7

Walter Keufmann, a well-known Nietzschean scholar,‘diSagrees:
In The Birth of Tragedy, Nietzsche did not extol

one at the expense of the others bgt if he favors
one of the two gods, it is Apollo.

Mencken further declares that Nietzsche "divided all mankind
into two classes,"? To be sure, Nietzsche later incorporated
Dionysian "immorality® into his Ubermensch, but at the time

he wrote The Birth of Tragedy, he was not interested in

exalting one god above another. His introduction to The Birth
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of Tragedy states this from the outsety

These two distinct tendencles run parallel to esach
other, for the most part openly at varisnee, and
tinually incite each other to new and more

* 7 blrths, which perpetuate an antegonism,
only superficlally reconciled by the common term
"Art®y t1i11 at last, by a metaphysiecal miracle of
the Hellenic will, they appear c¢oupled with sach
other, and throughw¢his coupling eventually generate
the art-product, equally Dionysian and Apollonian,
of Attic tragedy.’

In every artist, then, struggle these dialectie ten=
dencles of Dionysus and Apolle. Their synthesis is arts

natural truth presented in a harmonic framework.
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1Fr%édrich Hietzsche, The Birth of Tragedy, (New York, 1954),
Pe 954,
“Tbide, Po 957

3Tbid., p. 966.
&Ibid., Pe 971,
STbid., pe 984,
OTbid., pe 997.
7trane Brinton, Wietzsche, (New York, 1965), p. 39.

Swalter Keufmarnn, Nietzsche: Philosopher, Psychclogist, Antiehrist,

(llew York, 1964), p. 108,

gﬂenry L. Mencken, The Philosophy of Friedrich Wietzsche, (Boston,

1913), p. 72.

10gietzsche, Birth of Tragedy, p. 95L.
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THE WILL TO POWER

The fremzled Dionysian reveler, who exhibits the primordial,
universal forces of Ppain and joy, stirred Nietzsche's imagina-
tion and euriceity. This instinective life-love grew from his
understanding of Schopenhauer's Will to Live, the overpowering
desire for survival in all living things, but it encompassed
muech more. As Nietzsche's philesophy grew and matured, his
concept of the Will to Power became increasingly complex and
central to his way of thinkinge.

Over each people there hangs a tablet of valuss.
Behold, it is the tablet of self-mastery; behold,
it is the voice of its will to power.l

This statement of Zarathustrals undergirds the entire
movement of Nietzsche's phllosophy and of his concept of man,
for there is an upward movement that ever strives beyond itself
and toward a goal. In order to provide a grasp of this tenet,
we must consider as many aspects of it as possible.

The Will to Fower§1§ not, first of all, dependent upon
external forces or obstaéles, but derives from an imner source.Z
It 1s an enormous, welling surge of inner power that mani=
fests itself, strangely, in love. However, the love Nietzsche
speaks of is not the altruistic self=giving of the Christian,
but the savage lust for 1life that stirs our primordial roots.
Thus, 1life represents more than mere existence or struggle
for survivalg it is the intense recognition of every pleasure
and pe in lmpinging upon the eonsciousness, wlth a consuming

joy because of its very realization. It is the triumph of the
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man who has suffered and who 1ls willing to suffer again because
thils recognition has reaffirmed his deep awareness of Life.
The Will to Power, then, indicates more than a survival of the
fittest, There ia almost a willled upward evolution implled,
generated through a lust for the life force within us. The
tightrope walker bravely moving across a rope over an abyss

In Zarathustra would be a positive indication that Nietzsche

spoke of a conscious effort on the part of the individual
to control his Will to Powers.

Thus we arrive at a cornerstone of this peart of his
philosophys self-overcoming. Zarathustra described the pro=
cess metaphérically in terms of the famous cemel, lion, and
child. We are first, he says, the camels we accept unques=
tioningly the burdens which our society has placed upon us ==
its laws, morality, and responsibilities. Then We become
lions =~ no-sayers == and hurl off the bonds. We must say "no"
to all doctrines and ethical systems that have heretofore
bound us. After this complete rejection, we are capable of

becoming children -« yea=sayers =« who are selfish, amoral,

and innocently and wickedly happy:;;
The actual process involvéd in this self-mastery is

another subject for endless debate. Kaufmamn has attempted

to categorize Nietzsche's Will to Power as sublimated instine-

tive drives that are conquered through reaa>n.h Reason, or

rationalism, as Kaufmann also calls it, is a poor choice of

words, if only because of its manifold connotations. Nietzsche's
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anti-intellectualism would rebel at such a neo-classieal in-
terpretation of his all-important idea of self-mastery.
Thomas Hanna abttributes this misunderstanding to an overs
simplification of the Apocllonian and Dionysian forees, be-
cause Apollo does not equal Reason and Dionysus, Instinet.
The savage forces whiech bring about growth must be controllsd
by an overall effort of human will., Zarathustra defines
self-masterys
Whoever cannot obey himself recelves commands. .
BEven when it commands itself, it must atone for
its gommand. It must become gudge and avenger
and sacrifice to its own law,
"Obey" is often translated "command." There is more implied
here than reasong
"Freedom of the Will® -~ that is the expression for
the complex state of delight of the person exercising
volition, who commands and at the same time identl-
fies himself wi th the executor of the order =-- who,
as such, enjoys also the triumph over obstacles,
but thinks within himself that it was really his

own will that overcame them.l

There is then implied a self-willed directing snd controlling

of upward forces. A4s Kaufmann insists, the intellect too is
an Important aspect of thig'aOncept, because the forces whiech
push us recklessly forward also demand the incisive and
ruthless control of the mind in striving after the truth and
shattering stultified dogma.

The self-mastery of the individual is a continuous

process which changes as the individual ‘an

change; it thus takes on a creative aspect, which we shall cover
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more thoroughly in our discussion of Nietzseche's artist,
The process must, however, go beyond the single entity who
generates its the constant self-overcoming becomes a self-

gsgsertiveness and extends beyond the individual,

"Will to Power,” Morgan says, "means wlill to risk power

in order to get more power and spend 1t."8 In Beyond Godd

and Evil, Nietzsche states simply, "The 'non-free will' is
mythologys in real 1life 1t is only a question of gtrong and
weak walls.*’9 He constanily makes Zarathustra tell his
listeners to "become Hard." One must harden himself to pity
and empathetic responses toward those we disregard in striving

upward, as Perry in The Present Conflict of Ideals explainssg

Nietzsche tesches. . .that the strong man will

not be governed by the feelings of others, but by

his own will to mastery. He will be hard in the

sense that he will assert himself without scruple.iO

When we go beyond the individual in discussion of any
philesephy, we become entangled in ethical considerations that
.govern man's relationships with man. On this account Nietzsche
has received the greatest censure. If Zarathustra had remained
in his mountain cave qQuietly overcoming himself, we probably
would never have struggled Wl th the doctrine of the Ubermensch
or even have heard of Nietzsehe, But the man driven by his

self=-mastered foreces comes down from the mountaintop and hurls
invective at the "herds" in the marketplace. He is above them,

beyond them. He 1lives outside their thght ethicel snd religiocus

framewords., He 1s amoral, immoral, and joyfully wicked.



CHAPTER NOTES #3

lFrieérich Nietzsche, Thus Spoke Zarsathustra, trans., by Marianme

Cowan, (Chicago, 1957), p. 56,
“Ralph Barton Perry, The Present Conflict of Ideals, (lew York,

1922), p. 160,
Sﬁietzssbe, Zarathustra, pp., 21=23,
Qﬁ&l%éri&éuﬁﬁaﬁngﬁéegzsche, chapter 8,
2 Thomas Hanne, The Lyricel Existentialists, {(New York, 1962),

ppe 167-170.
6§ieiasche, Zarathustra, p. 115,

"Friedrich Nietzsche, Beyond,Good and Bvil, (New York, 1954),

p. 400,
SGeorge Allen Morgan, Jr., What Mietzsche Means, (Cambridge,

1941), po 6l
Mietzsche, Beyond Good and Evil, p. 404,

1O0perry, The Present Conflict..., p. 163.
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MORALITY AND THE UBERMENSCH

When I came among men, I found them sitting on an
0ld concelty they conceded that they had known for
a2 long time what was good and what was evil for
the human race. . oI disturbed their sleepliness
when I taught that no one yet knows what is good
and what 1s evil except the creator.

And the creator is he who creates a goal for man,
and an aim and a future for the earth. Good and
evil do not exist until the creator creates them.L

The man who has overcome himself, Zarathustra, informs
the men of the world that there is no longer a moral absolute.

No wonder they are ditsturbedl With admirable deliberation,

Nietzsche explores the psychological re@sons for morality in

his Genealogy of Morals and concludes that an ethical or
religious absolute 1s necessary for the weakened will which

needs moral dependence in order to function. He also covers

this ‘concept in depth in Beyond Good and Evil and Joyful Wisdomg

He who feels himself dishonoured at th
"being the instrument of a prince, oxr &
sect, or even of wealthy power. .
to be this instrument, or must be s
and before the public =- such a per
pathetic principles which can at all ;
appealed to: -= prineciples of an uncondi: w‘al ought,
to whieh a person cam subject hémself without shame,
and can show himself subjected,

6ﬁght of

This idea of 3ubjeeﬁioﬁ to a standard must be understood

in light of Nietzsche's view of the Will to Power and its
result in thecﬁbermensch. The Will to Power lets nothing
stand in its ways 1t grows,‘overeomss, and strives upward.

Any conceptual boundaries or fr&a@werks are nonexlstent and
cannot impede 1its forward movement. Thus, those systems whkieh

bave lmpeded menkind's developmmt for abstract purposes are
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useless and even deplorables

Nietzsche came to the conclusion that this universal
tendency to submit to moral codes -= this unreason-
able, emotional falith 1in the invariable truth of
moral regulations =« was a curse to the human race
and the chief causs_of 1ts degeneration, inefficlen-
ey and unhappiness.?

In addition to loathing the doctrines of Christlanity, a
tople dealt with in a later section, Nietzsche despised its
hold over men. Morality, or values, %o Nletzsche are dynamie
and’ever~changing -« within each epoch, each man, and each
moment. For Christianity to clamp down the behavior of a
single historical time, place, and circumstance upon a mankind
that has spread in place and time beyond that hist@ricai
moment is to Nietzsche deplorable, Once more, this ethieal
system has decayed into a negation of 1life, and thus directly
opposed the Will to Power., In one of his most moving attacks
against Christianity, Nietzsche accuses that reiigion of the
destruction of European cultures

' The hatred of the "world," the condemnation of
emotion, the fear of beeuty and sensuality, a béyond,
Invented to slander this world all the more, at
bottom a longing for Nothinginess, for the end, for
rest, for the "Sabbath of Sabbaths” -~ all this,
together with the uneondi tional insistence of Chris-
tianity on the recognition only of moral values,
has always appeared to me as the most dangsvots and
ominbus of all possible forms of a "will to perish";
at the very least, as a symptom of a moat fatal di-
gsease, of the profoundest weariness, faint-hearted-
ness, exhaustian, anemia -- for judged by moralit
(especlally Christian, that is, absolute morality
life must constantly and inevitably be the loser,
because 1life 1s something essentially unmoral, -
indeed, bowed down under the wé&lght of contempt and
the everlasting no, life must flnally be feplt as
unworthy of desire, as in itself unworthy.
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In combating this slave-morality, Nietzsche, as Morgan
points out,5 d093 not make the mlstake of superimposing his
own standard upon mankind. Men, he asserts, must utilize
both Good and Evil to their fullest capacities. This puts
man-beyond the entitles of Good and Evil, then, as valués in
thsmsel§35.6 At this point Nietzsche presents the neeessity
for "experimentation™ in the deepest sense. The superior man
must constantly test himself and his surroundings in order
to determine that which brings him closest to self=fulfillment
at each moment, and this fulffllment 1s his only ultimate
, value g

He should. . . judge a given action solely by its
effect upon his own welfare; his own desire or will
to 1live; and that of his children after him. All
notions of sin and virtue should be bax ished from
his mind. He should weighteverything in the scales
of individual expediency.7
Perhaps in this quotation Mencken uses the word "expediency™
too loosely. Nietzsche's philosophy was not a glorified
utilitarianism or a mere gratification of sﬁall pleasures.
Self=ful#iillment of the Will to Power within an individual
1s the actualization of all conditions that move the Will
upward and outward. This actualization is Nietzsche's primary
departure from Schopenhauer., Rather than negating or dissemina-
ting the Will into aesthetic tranquillty, Nietzsche channels
1t, through a self-consecious unmorality, into a dynamic and
self=substantiating force. Morgan calls this "an Apollonian

culmination of a Dionysian world,“g because 1t indicates a

disciplining of uncontrolled forces., We thus come to understend
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more fully Nietzsche's attitude toward Christianity.
Nietzsche's attack on Christisnity is probably the greatest
cause of his notoriety, and his cry that "God 1s deadl”
has echoed down the years to scandalize modern ears as much
as it did when he first uttered it. He prophetically foretold
an age when Christlan symbols would lack relevance for con=
temporary mang "to have lost God meaiy madnessy and when
mankind will discover that it has lost God, univeraal madness
will break out."9 Kaufmenn further emphasizmes Nietzsche's
angulsh over the loss of Gode
He felt the agony, the suffering, and the misery
of a godless world so intensely, at a time when
others were yet blind to its tremendous conseqguence,
that he was able to experience in advance, as it
were, the fate of a coming gemeratione.
It would be a mistake, however, to consider Nietzsche's
declaration a cry of sorrow. Llke much of his philosophy,
these words commingle joy and daspair. God is dead, he exults,
and long live man! The reason for exultation becomes clear
when one understands Nietzsche's conception of Christianity

as a "faulty perspective” and "weakness." It is an evil,

whieh "has waged deadly war against this

gher type of man. .
Christlianity has sided with all that is weak and base,"ll
Nietzsche 1s not against God per se, but against vhat the

Christian God has made of his worshiperss

Just as the Darwinlian finds that clivilization inter-

feres with natural selection, so Nietzsche finds

that Christiantiy tends to excuse 1ncom§eten@e,

lower standards, and negate aspiration.iZ

Christ, then, becomes the epltome of this disastrous
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plague that has overcome humanity. Strangely entugh, however,
Nietzsche itreats him ambiguously. Jesus was for the German
hhilosopher "the first and last Christien,” who should have
died for himself sl one, consumed by his own suffering. Ine
stead, early Chrlstians, especlally Paul, claimed he died for
mankind, and thus vitiated the real man. He became the symbol
of selfless suffering, and finally that self-sffacement turned
into the goal of the Christian. For Nietzsche this suffering
for the sake of a nonexistent entity is the greatest sin a

man can commit, for it means the dlsavowing of everything that
makes an indi?&dual uniguely human and alive,

We must remeﬁber that Nletzsche glorified suffering -=
not suffering for suffering's sake, but for the sake of one's
humanity. The gray self«desnial of the Christian represents
a "herd morality" that is weak and vile. True suffering
occurs when man, in his "pride and wickedness" hurls himself
recklessly into living a life bent on achieving personal
power, The Christian psychology, on the other hand, forces
man to look outward so much that he fails to confront himself s

The pathos which develops out of this condition calls
itself faiths closing one's eyes to oneself once

and for a8ll, lest one suffer the sight of incurable
falsehood,l)

Thus, Christianity is who@ly unrealistic and false «-

a delusion for which millions are sacrificing themselves.
Loving one's neighbor 1s the greatest falsehood, propounded,

according to Zarathustra, because it is a perversion of
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an unrealized self-love:
You cannot endure yourselves and do not leve your-
selves enoughy that 1ls why you want to seduce your
neighbor_ to love you and glld yourself with his
mistale. L
Love your nelghbor, he says further, but love yoursell
firaty then you can approach your nelighbor with integrity.
There 1s almost a pathological desire in the Christlan, he
indicates, to mortify himeelf -- sacrificing "all freedom,
2ll pride, all selfwconfidence of spirit; it is at the same time
subjectién, self-derision, and self=mutilation."l5 Because,
under the guise of reformation, Imther perpetuated this lie,
he is despicable. Nietzsche conslders his efforts a woman's
"hysterical scream” and "the victory of mediscrity, philis-
tinism, and a mob psyehology that 1s the end of all true
spiritual grandeur."l® And lastly, in the Christian's longing
for afterlife, Nietzsche saw the final demoralization of the
human spirit, since for the saks of later reward, man sac-
rifices and renounces the last shred of his humanity.

With the acknowledgement of Nietzschean unmorality, we
enter upon one of the greatest ambiguities or problems of
Nietzschean philosophy, one which philosophers and artists
have grappled with since his works became knowng for we are
left with the ?bermensch -= the mountaintop man. After an
examination of this concept, a closer look at the problems
it creates willl give us the key to Nietzsche's eguivocal
position in philosophical history.

Whet is the nature of the Ubermensch? Writers on Nietzsche
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define him variously as the master-class, the superman, the
leader, the dictator, the artist-philosopher, the byrant,
the aristocrat, or the phileosopher. This variety of inter-
pretations stems from Nistzsche's own vagueness on the subject.
According to the philosopher, the ﬁbermensch 1s the man who
has overcome himself -- hence, the ﬁgggganseh. He controls
and channels his will with a joyful (and wicked) wisdom. He
is the Antichrist. He is Dionysus. He is Zarathustra. He
is related vaguely to the "blond beast" that once overran
Europe. The literal-minded student of Nietzsche achleves =a
headache if he investigates volumes to discover an exact
description. One can dnly determine some characteristies of
Nietzsche's Ubermensch and draw his own conclusions. Zara-
thustra gives us some help:

That you have contempt, you superior men, makes me

hope. For those who have great contempt have great
"68VerenCee ¢ o

You creators, you superior men! One can be pregnant
only with one's own child. » »

Whoever sees the abyss =~ but with an eagle's eyesy"
whoever grasps the abyss == but with an eagle's
talons ¢ he has courage. » .

Be of good cheers what does it matterli How much
is still possiblel ILearn to laugh at yourselves
as it is necessary to laugh.l?

In Beyénd Good and Evil Nietzsche lists some of Europe's

foremnners of the Ubermensch as Napleon, Goethe, Beethoven,
Stendhal, Heinrich Heine, and Schopenhauer. If we are to

take his censure of Napoleon for his corruption seriously
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In The Geneology of Morals, we have only artists and philoso-

phers left among our ﬁbermsmseh—preeuvsgra. And yvet, when
Nietzsche ecriticizes the artist (with Wagner in mind) as a
deceiver,” we wonder if he considers the artist to be man's
final goal,
Nietzsche continually speaks of the need for ereativity
on the part of the %bermenschg creativity in meeting new
situations in order to survive, and ereativity in the act of
overcoming one's weaknesses., The ﬁbermenaeh is constantly
"making himself new," as well as suffering and growing be-
cause of that sufferings -
Well-being, as you understand it -- is certainly
not a goal; it seems to us an endy a econdition
which at once renders man ludicrous and contemptiblés -
and makes his destruction desirablel The discipline
of suffering, of %reat suffering -« know ye not that
1t is only this discipline that hgs e oduced all the
elevations of humanity hitherto?l
This comment rings a familiar note, for it brings us back

to the very origins of NietZsche's philosophy and The Bilrth

of Tregedy. We have the Dionysisn men., He is a matured
Dionysian entity -~ one who has combined the Apollonian and
Dionysian elements of his bersona1ity into a new man == the
Ubermensch -= who channels the primordial forces within him
into new heights of self-reallzation:
» o offow is 1t that on the contrary he finds reasons
for being himself the mverlasting Yea to all things,
"the tremendous and unlimited saying of Yea and
Amen"?. . «"Into every abyss do I bear the benedics

tion of my yea to Life"., , .But this sgain is the
very essence of Dionysus.l
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It is somehow fitting that Nletzsche ends hls last book,
FBece Homo, with emphasis on the same god, Dionysus, with which
he had begun writing many years before. As Kaufmann points
out, Nietzsche's concept of Dionysus matured gradually into
the combination of Dionysian drive and Apellonian restrainty
the artist. Does this mean that Niletzsche's Ubermensch is
the Artist? Nietzsche strongly hints at the artistie qualities
of his'%befmensch, bat never tells us outright that he is one.
He would probably say that each %%ermanaeh has his own set
of echarscteristicsy these artistic touches only f#how Nietzache's
personal preferences, Another alternative would be that Nietzsche
envisioned a social aristocracy of "self-overcome" men. But

although>he spoke abeut ‘the necessity for a "

erd® in ordor

for the %ﬁermenachen to exist, we have little r@asoh to be-
lieve that Nietzs

goal. True, the Ubermenschen would use and exploit the "slaves"”
when necessary, simply because theymasses are incapable of
living in an unmoral, undirected society and Aeed maneuvering.
But the aristocracy he presented is more cultural, intellec-
tual, and artistic than political, as: Georges Chatterton-

Hill explainszg |

The superior race, which is #trong, which incarnates

the unchecked Will of Power, which loves bemuty and
symmatry, which is in every respect a race alike

of conquerors ans of artists =-- of congquerors and

artisté#, understood not in the narrow sense of the
words, but conquerors and artists in every domain,

whether physical, moral, or aestheti¢ -- this

superior race will have a moral code reflecting its
character, a moral code in which all the virtues

of the Will of Power will celebrate their saturnalia, . .20
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The chief characteristic of the %bermsnsch is his isola-
tion., He is not a part of the socisty whiech spawhed him. In
overcoming himself, he has overcome ths need for the soclety

from which he grew. In Four Prophets of our Destiny Hubben

envisions this:
The truly valuable belngs are artists, philesophers,
and perhaps alsc the saints. . ,The future man is
needed, the superman, whom soclety will not yet
g;c;ggii;nigg 53 whom ;t will attach the stigma
N
At this point the serious student of Nietzsche, if he has
lasted this long, begins to feel misgivings, It is acceptable
to be superior to everyone and be set apart because of it.
It is acceptable and even desirable to overcome onesélf and
feel the joy of this mastery. It is even acceptable to feel
the depths of suffering and peer into the Abyss.

But alone? To be ever and always above and apart, never
éppreciated, never accepted, never loved? It is an idea that
is hard to bear philosophically and psychologically. We
modern children of Freud see this as the height of maladjuste
ment and thus thoroughly unacceptable, because we have learned
to view man as both a social and existential creature.

Perhaps this very impossibility7%@£g§h§sm>isolation has forced
many to turn away from the lyrical philosopher for more "sane”
approaches to 1life, because we find that Nietzsche may have
been just as unrealistic in his "isolation" resolution as

Schopenhauer was in his "Nirvena."

Williem Barrett characterizes this problem well in
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comparing Nietzsche's Ubermensch to Goethe's Faust. DBoth
Faust and the %barmsmxeh are dissatisfied snd unsatisfiable

in their respective developments. Bot&~f learned how to

utilize theifr "devils" to thelr advantege. Eventually, how-
ever, Faust resolves hls problem by learning to involve him-
gelf in meaningful sectivity and find a certaln satlebilitygp
but the Ubermensch does not recognize the lack or basic
vacuuwn that exlsts at the root of his insatiability. "Is
the Supsrman to be the extraordinary man," Barrett asks, "or
the complete and whole men?"&2 In other words, is a leck of
basic security a condition to:gought after and cultivatad or
overcome through compromise?®

We are stepping outside of Nietzsche's philesophical
framework if we begin to question the advisability of his
Tbermensch in light of the rest of his theories. But if we
regard the philosopher as one of Freud's psychological |
predecessors (as Mann does) and as one of the fathers of
existentialism, we can begin to see the implications of the
TUbermensch for succeeding generations, If the Ubermensch is
not psychologically possible and this impossibility brings
sbout the despair of an entise age of philosophers and artists,
then its enigma is indeed a matter for consideration. Its
very ambiguous nature bore into the souls of an entire nation
and raised itself to the prime concern of artists and phileso-
phers of the twentleth century. Barrett pictures Nietzsche

as Zarathustra runnling up the mountain before Reality with
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insane laughter forsver tsalling behind. Whether or not this

is an scecurate picture of the man or his philosophy 1ls debatable.
What is more certaln is the problem of the %%@rmenseh Nietzsche
brought forthes is the Ubermensch -= the genius, the artist-
philosepher, the self-overcome-man -- always destined to

be apart from soclety? Does he suffer because he is apars?
Nietzasche's only resolution -« an unsatisfying one -« gcould

be Eiarnal Recurrents.
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ETERNAL RECURRENCE

Nistzache's philosophy of Eternal Recurrence is at once
his ultimate attack against Christisnity and his supreme
proof of the desirability of the ﬁbsrm@nsch. It is simply
the concept which deseribes the eternal waves of re-sxistsnce
that all mankind, all nature, and all things undérgo. We
will, says Nietzsche,, live every moment of this life again
exactly as before, an infinite number of times here on earth
and among all of our fellow human beings. One can almost
hear him sayings "If you Christians can languish away this
1life for the sake of an Afterlife, my super-people will live
thls life over and over agalin just to prove their love for
1£.," It is the ideal antithesis of what he considered one
of Christianity's most debilitating doctrines. Kurt Reinhardt
characterizes the other aspect of this tenet:
The ambivalence of the philosophy of Nihilism is
finally resolved and Nihilism itself conquered and
overcome in the vision and the doctrine of "eternal
recurrence." . . .In more concrete termsg the doctrine
of the "superman" of the future presupposes the doc-
trine of the "Eternal Return"; for only the man
who has conquered, overcome, and transcended him=
self, has become seasoned enough in his "joyful
wisdem" to desire §h@ eternal return ofiall being
and of all things.: )

Kaufmann sees this aspect of Nietzsche'!s philosophy as to=

tally inseparable from that of the’Ubermensch. It is only

X
the Ubermensch that is willing to 1live the sad=joyful life
for all eternity.
I support this aspect of his phllesophy with reserva-

tions, since many readings of the tenet zeem to reveal
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primarily a desire for some type of immortality on Nietzschéls
part, rather than a hard=bitten acceptance of the present.
His "Drunken Song” seems to indicate thiss

Oh man! Take heed «-

What does deep midnight say?

I slept, L1 slept ==

I have awakened from despest sleep.
The world is deep

And deeper than the day had thought.
Deep 1s its sorrow

Joy == deeper still then heart's own pain.
Grief speaks: Departl

Yet all joy wills Eternity,

Wills deep, deep Eternity.

' nevertheless, is

Zarathustra's "everlasting flow,'
Nietzsche's justification for the Wbermensch and is his
greatest test of courage. If he can bear this 1life repeated-

g

ly, he is truly the Ubermensch and awaits esch recurrence

with joye
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THE ARTIST

If Nietzsche had characterized the Artist at any point
in his career, there would be no difficulty in outlining
his characteristica. But once again he has left us with
fregmentary pletures and vivid impressions of his concepts of
art and the artist, and the student must attempt to plece
tegether a coherent whole. We know that the artist could be
an Ubermenschy he is part Dionysus and mmrt Apollog he is a
deceivery he 1s Wagner, CGosthe, and Sophocles.

We

knowifrom The Birth of Tragedy that the artist em-

bodies the qualities of both Apolle and Dionysusg

I shall keep my eyes fixed on the two artistic
deities of the Greeks, Apollo and Dionysus, and
recognize in them the living and conspicuous repre-
sentatives of twe worlds of art differing in their
intrinsic essence and in their highest aims. I

see Apolle as the transfiguring genius of the
prineipium inviduationis through which alone the
redemption in appearance 1s truly to be obtaineds
while by the mystical triumpheaitcry of Dionysus tho
spell ef individuafleon is broken, and the way 1igg,
open to the Mothers of Being, to the innermest
heart of thingsel

In other words, the particular Apollonian framework of the

art presents Dionysian Tng“ﬂ in its purest forme Ifyvekkeep

in mind Nietﬁsche'sﬁﬁberﬁgnsﬁhg we can underst&n@wthi§,idu
relation to the artist himself. Thpough Apollonian control,
he channels his Dionysian tendencies 1nto creativity, self=
overcoming, and art. Nietzsche describes the artist absorbing
"this entire world of ?hnnomena, in order to anticipate be=
yond i1t, and through its ddstruction, the highest artistie

primal joy, in the bosom of the Primal Unity."?
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In other words, the artist writes from his own ex-
perience, from his own joy and deepest suffering. This
Dionysian aspect of the artist requires the Apollonian ==
the artist creates out of psyehological need in a seif-
governed framework of art. He is an anguished Creator, and
thus a God,

who, in creating worlds, frees himself from the
an%ulsh of fullness and overfullness, from the

suffering of the contradictions econeentrated
within him.?

The anguish and the pain he feels is a result in part
of glimpsing his primordial potentiality. He 1s a man, butb
he is governed and moved by forces and drives from all df
nature. He desires to live and yet to die, to laugh and yet
to be sorrowful, to conguer and yet to submite. This concept
coincides with Nietzsche's belief in the essential unmorality
of the natural man. The recognition of this lack of natural
restraintasis, of course, a chaotic realization. Man can
reach the highest pinnacles and the deepest depths. His
freedom to move in all directions, morally and psychologically,
is a staggering thing. Hence, the "lethargy" Nietzsche talks
abouts Like Hamlet, the artist is mesmerized by the possibili=
ties open to hime Through Apollonian control, he csn channel
thexforees within him beyond himself, and once objectified,
they serve as stepping=-stones for further action and self=-
overcoming., Nietzsche senses the exceedingly dangerous aspect

of this part of his inaights
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Indeed, it seems as 1f the myth were trying to
whisper into our ears the fact that wisdom, es=
peclally Dionysian wisdom, is an unnatural abomina-
tiony that whoever, through his own knowledge,
plunges nature into an abyss of amnihilation, must
also egpect to experlience the dissolution of nabure
in himself.lt
From this dissolution can come art =~ it must come if the
artist is to overcome himself. An intrinsiec @ rt of this
"dissolute" aspect of artistic creation is health, or, more
specifically, its opposites "To an intrinsicel 1y sound
nature," Nietzsche affirms in Ecce Homo, "illness may even
act as a powerful stimulus to life, to an abundance of 1ife,"D
This necessity for i1illness was for Nietzsche more than
mere opiniong it was a moving conviction. %A man must have
experience tﬁrough both his strength and weakness," he says
in BEcce Homo, and the supreme weakness is physical incapacitye.
He goes on to insist that it was 1llness itself that bra  kt
him to some of his greatest truths, personal and univérsal.
Greek tragedyy he adds, grew out of a profound need. "In
short,¥ Nietzsche says, "the Apollonians of the mask. . .are
the inevitable consequendes of a glance into the secretiand
terrible things of nature.”6 Kaufmann characterizes tragedy
as Greek "comfort" for deep wounds of the spirite'
At this point we enter upon art as another aspect of
overcoming. "We are not presented with an elaborate theory
of aesthetic value, but we find that the creation of beauty

1s envisaged as the response of a fundsmentally healthy or-

ganism to the challenge of disease,“8 Keufmann asserts,
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as we recognize That art 1s stimulated out of disease and
ill-health for Nietzsche, who struggled with the problem
himself. 1In faet, says Kaufmenn, Nietzsche is the best
example of his own theorys
s » ofew men have fought more heroically against
illness and agony, seeking to derive insight
from thei¥ suffering, utilizing their talents %o
the last, and making their miserg a &tepping
stone to new and bolder visions,.
The specifie art that results is another ambiguous area,
Of all artistic manifestations, Nietzsche covers only Greek
tragedy, Wagnerian opera, and music in general. Since we
have discussed his unification of Dionysian and &pollonian
qualities in Attic tragedy, andinvestigation of his musical
insights may give additional awaﬂ@%gss of the &Art he glorified.
"What power was it that freed Prometheus from his vul-
tures and transformed the mpiyth into a vehicle of Dionysian
wisdom?” Nietzsche asks, and answers himselfs: %It is the
Heracléian power of musicg which, having reached its highes$
menifestation in tragedy, can invest mythssz with a new and
most profound significance.”lC This new joining of music
and tragedy awakened "a longing anticipation of a metaphysi-
fal world.”
Nietzsche agrees with Schopenhauer that music is the
"immediate lasnguage of the will," and further gives us the
symbolic image of Dionysian Truths: the tragic myth. Music

giVes us the reality behind phenomena. In discussing opera,

he shows how the recitative creates the perfect balance of
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Apollonian and Dionysian elements. The volece {(the prineipium

individuationis) brings forth music, the universal, primordial
Truth. The Apollonian "veil,® the drama, lifts from the
Dionyslan Truth and we understand it fully. From this concept
Nietzsche soars into the height of his aesthetic doectrineg

Here the Dionysien, as compared with the Apollonian,
exhibits i1tself as the eternal and original artis-
tic force, which in general calls into existence the
efitire world of phenomenas in the midst of which

a new transfiguring appearance becomes necessary,

in order to keep alive the animated world of in-
déviduation. If we could conceive of an incarma-
tion of dissonance =« and what else is man? ==

then, that it might live, this dlssonance would
need a glorious illusion to wover its features with
a veil of bemuty. This is the true artistic func-
tion of Apollos in whose n@ame we include all the
countless manifestations of the fair realm of
11lusion, which at each moment render life in
general worth 1ivin§land impel one to the experience

of the next moment
This last quotation 1s an lmportant one. It expresses
the Apollonian ideal as more than a restraint or control,
but as an enhancer and preserver as well. The dissonance ==
the chaos -- that is man, the Artist, reguires such a veil
of control only so that he can eventually create beyond him-
self and out of his inner "dissonance.” This is the Nietzschean

Artist,.
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MANN'S ESSAY: “NIETZSCHE'S PHILOSOPHY IN THE LIGHT OF RECENT
HISTORY"

Shortly after completing his novel Dr., Faustus in 1947,

Mann was preoccupled with Nietzsche the man when he gave this
legture, In the minds of those who heard him there was un-
doubtedly the link of Nietzsche and Hitler and the War just
paste With this slituatlion before him Mann attempted to pre-
sent Nletzsche as a person, a political foree, a philosopher,
and an artist.

He begins by showing the philosopher as a Hamlet figure,

He describes his own reaction to the man as that of "reverencs
and pity," because Nietzsche was a person "called to knowledge'
but not really capable of handling it.

In an attempt to discern some of the forces that shaped
him, Mann presents & short blography of Nietzsche and concludes
that he could have had a respectable and distinguished life.

His downfall came, however, in his constant desire to "overresch®
himself, Yto climb to the fatal height where advance and retreat
alike become imposgible.” The key to this merciless drive is
Nietzsche's destiny, Mann asserts, which. is his genius, and his
genius is disease, He adds hastily that disease in itself does
not produce genius: whe is sick alone determines this. He then
asserts that Nietzsche's contraction of syphilis can give insight
into the man's development and describes a scene that Nietzsche
related to a friend of an accidental and embarrassing entrance
into a brothel.

Mann considers this incident a Y"traume" in Nietzsehe's 1ife
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and points out numerous passages in his writings that szeem to
reflect 1ts effects, gecause of 1t he contracted the syphilis
which spurred him into a demonic search for self-knowledge and
ultimate "insighte crueler than his temperament could bear,"
His frenzies of creativity can be described simply as "over-

stimulation" or "vanishing rationality,” and Zarathustra is the

outeome of just such frenzies. Greatly over-estimated by Niet-

zsche, this book is inferior, Mann insisté, te Beyond Good and

Evil and The Genealegy of Morals. Even the objects of his great-

est condemnation, Wagner and Christ, are hated more with passicn

than with convietion, as Nietzsche repestedly shows in one con-
Nietzsche's philosophy, however, remi@ned a coherent whole

throughout his life and requires study with its consistency in

mind. "What is this idea?" Mann asks--

It must be broken up into its ingredientsw and its
contending elements within his personality analyzed,
if we are to understand it. Those elements, named
~as they come to mind, are: 1life, culture, conscious-
'ness or cognitien, art nobleness, nit ty, instincte.
The dominant notion in this whole complex is that of
culture, which is equated almost with life:itselfi-
Culture for Nietzsche is the aristocracy of life; and
linked with it, as its sources and prerequisites, are
art and instinct whereas the mortal enemies and de-
stoyers of culture and 1ife are consciousness and cog-
nition, science and finally morality. Morality, as
the guardian of truth, attacks the very core of life,
since 1life is essentially based upon appearance, art,
deception, perspective, and illusione. Error, Nietzsche
avers, is the parent of all vitality.

He goes on to shoﬁfwietzébhe’s agreement with Sehopehhauer
that 1ife 1s an aesthetic phenemenon, and as such, wisdom stands
higher than truth, which is a moral valus. To this "tragilc wis-
dom'" Nietzsche gave the nsme Dionysus. The philosopher's harsh-

est condemiation was vented upon the Soeratic "theoreticel man.”
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In The Birth of Tragedy, Nietzsche expressed his hope that

the German spirit would rise above this stultifying raticonal-
ism to a "pebirth of tragedy.™

Mann then briefly analyzes “Of the Usefulness and Disade-
vantages of History for Life.” Nietzsche loathed the study of
history as a science because it tied the present down to s
past that is static. Science as a positivistic study is at
fault for this scientism, and should be dismissed in favor of
a "suprahistorical point of view."” The hero, the great man, is
the real goal of all history. Mann cautions that this concept
can be twisted into fascism.

Nietzsche, he says, was, above all, a psychologist. He,
like Schopenhauer, saw the intellect as a tool of the instinc-
tive willg'the will_which rises out of "bad impulses™ and should
be obeyed. Hence, the "revaluation of all values."

He compares Nietzschel's attack on morality to that of Oscar
Wilde and abttributes much of it to the era's anti-Viectorianism.
In contrast, Nietzsche advocated @ drunken intoxication with all
that life offers so that one may suffof just for the sake of the
emotional intensity. ™"In overleaping himsolf," Mann seys, "he
was bloodilj cutting his own flesh, practicing flagellation,
moralism.” He then questions Nietzsche's Page againstcmorality
and ' asks whether humanity itself is not our "outside" by which
we messure our actions, Nature and l1life combine in man to form
mind, "and mind is life's self-criticlsm. This humene something
in us," he adds, "throws & pitiful glance at Nietzsche's 'hygienie

doctrine! of life.”
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The two major flaws in Nietzsche's thinking, according to
Menn, lie in his "willful misinterpretation of the relative
power of instinct and intellsct on this earth,” and "the utterly
false relationship inte which he puts life and moerality when he
treats them as antagonists.” Has there ever been a danger of
too much intellectualism? he asks, He goes on to assert that
life and morallity as such cennot be separated and adds that the
real division comes between ethics and aesthetics. "Not morality,"
Mann states, "but beauty 1s allied to death, as many peetg have
said and sung."

Because of this sestheticlsm, Nietzsche could extol war with-
out really sensing the imilieﬁti@na of what he said. Mann then
shows how this abstract principlevms superimposed upon a culture
that saw nationalism where it should havé seen sestheticism.
Nietzsche, he insists, did net greate faseism, but he sensed its
coming and railed against it. He was, in fact, more socialistic
at heart than fascist. Hefwanted to "permeate things with human
spirit,” Mann says, and this is socialism. Mann shows how he
foresaw not only the need for European and international unity,
but alse spoke out against a‘meehanistic fcause and effect” uni-
verse. |

What does this leave us with, then, as a phil@&@phy? Menn
answers '

In the final analysis there are only two basic ‘
attitudes, two points of views the aesthetic and
the moral. Soclalism is a strictly meral world-
view., Nietzsche, on the other hand, i1s the most
uncompromisingly perfect aesthete in the history

of thought. His major premise, which eontains
within itself his Dionysiac pessimism--namely, that
1ife can be justified only s an aesthetic phenom-

enon--applies exactly to himself, to his life, his
thinking, and his writing.
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Bscause of this aesthgtisism, one must approach Nletzsche
with certain prasuppaaiti@ns. Mann considers his stance a
"deep irony that thwarts the understanding of the simpler reader,”
His diatribes wewre, he continues, "the self-lashing of a man who
suffered profoundly from 1life.” In studying him "literalness
and straightforwardness are of no avail, Eathar; cunning, irony,
reserve, are requisite.” Mann glves exeamples of Nletzsche's
warning against himself and his céggtant c@m&qnpg_goﬁ to ‘bake
him "seriously" and adds: / N
Nietzsche pronounced curses upon the *
1 man," but he himself was this -theoreti-
cal man par excellence. His thinking was sheer vir-
tuosity, unpragmatic in the extreme, untingec
sense of pedagocic responsibility, profoundl
ticals It was in truth without relationship

Feie
to that beloved life which ke defended and ailgd abovs
all else. o

He heralled a new age that stresses Ygolitude,” caps

by Kierkegafird, Bergson and others. It is a trend that seeks

"a concept of humanity of greater profundity than

1¢ complacent-
ly shallow view of the bourgeois age."

And yet Nietzsche's glorification of evil is als6e a product
of a bourgeois age, an age that a war-torn world has grown be=
yond. Mann concludes with a comment upon Nietzschefs philosophy
which had high relevance:

I cannot conceive of the supradenominational religion
of which he speaks as other than allied to the humeni-
tarian ideal, a religiously based and colored humanism
which, out of depths of experience, having survived
many trials, includes all knowledge of the lower and
daemonic elements of man's nature in its homage to the
mystery of man.

"Religion,” he adds, "is rgvefggce--revefﬁgce first of all
for the riddle which man is.” What we need, he continues, is

a new atmosphere in which man can sesk his humanity, and poets
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sand artists can help to establish this kind of culture. But 1t

is not a "taught" atmosphere: "it must be experienced and suffer-
ed." Nietzsche suffered through his philosophy and was driven
into a "grotesque error,” and this error makes him the tragic

figure we see today.

#4A11l quotations in the preceding Six.pages have come fyom
Clara Winston's translation of Mann'’s address, delivered on
April 29, 1947, and recorded in the book Last Hssays,
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TOWARD THE UBERMENSCH-ARTIST

The praf@ran@g[ncvalistéfhave shown for writing
in imeges rather than in reasoned arguments is
revelatory of a certain thought that is common
to them 8ll, convinced of the uselessness of any
prineiple of explanation and sure of the educative
measage of perceptible appearance.

== Albert Camus

The Myth of Sisyphus

This statement of Camus presentz his belief that the
philosopher must speak in images 1n order to convey his ideas
most honestly. This belief is certalily worth consideration
when dealing with philosophers such as Nietzsche and many
subsequent thinkers and artists who have valued psychology
above systematics in the propounding of their individual
viewpoinks,

The so=called “phileophical/novelist“ conveys his
philosophical message through the actions and interactions of
characters who are seeking life stances in a world of psycholo-
gical reality. Through fiction the writer usually documents:
the development of his own attitude toward life and human
relationships, disguised by fictionalized characters and
situationss As a result, we are likel§ to find philosophical
traces of the minds which influenced the writer and which spoke
to him in such a way tkat his own experience and thought
brought about an existential melding of abstract thought and
~humen development. In other words, we have difficulty in
separating another mam's philosophy in its "pure" form from

the fiction off antartist who has grown with 1t, rejected
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it, and/or modified it as his own experience has dictated.

With this difficulty in mind, I have purposely avoided
exhuming tidbits of Nietzschean philosophy in Mann's worka.
Nietzasche's ldeas spoke existentially to a young artist who
struggled to overcome his own wesknesses and who sought
honestly to maintain hils integrity in the face of the sesthetie
and human polarities within his own personality. In develop-
ing his self=rsalization as a humanistic individual and as an
artist, Mann first welcomed, then rejected, and finally modi=-
fied Nietzache's philosophy into a workable stance toward
his own life,

We have seen in the preceding summary some of Mann's
commendations of and reservations about the philosopher's
doctrines. With these opinions in mind, we will move from the
philosopher=artist to the artist-vhilosopher and witness the
Impact of a dynamic philosopher and his ideas upon a sensitive

artist and his writing.
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Thomas Mann, born of bourgeois parentage in 1875, lived a
young life rich in the advantages of culture. A poor and undis-
eiplined student, he nevertheless read a great deal, and during
his twentieth year, he became acqualinted with the werks of
Nietzeche. In A Sketgh of My Life he describes Nietzsche's in-
fluence:

I leave to the critics to investigate == should
they feel so inclined -- what sort of modifica-
tion, what sort of transmutation the art and

ethos of Nietzsche suffered in my case. It was,
at all events, a complicated serty; it held it-
gelf scornfully aloof from the fashionable and
popular doctrines of the philosopher; from the
cult of the superman, the easy "renaissancism,”
the Caesar Borgla aesthetics, all the blood ==
and beauty =- mouthings then in vogue. The youth
of twenty was clear upon the relativity of this.
great moralist's "{mmoralism" . . . In a word,
what I saw above all else in Nietzsche was the
victor over self. . . My Nietzsche experience. . .
made me flnally proof against the baleful romantic
attraction which can =- and today so often does ==
progcesd from an unhumen valuation of the relation
between 1ife and mind.l

The words "vietor over self" and "relation between life and
mind" are key here: they represent major themes of all of Mann's
writing. He quotes Goethe's statement that "to do something one
must be something," and perhaps this d0ncept alone provides the
real limk between Mann and Nietzsche. The spiritual kinship was
obviously theres he calls Nietzsche's writings "gelf-critictsm”

and preceeds to look into himself witthhe Germaen philosopher's
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words before him. The resolutions both men come to are poles
apart, but their dealings with the problems of Art, the uncon-
scious, the German spirit, illness, and isolation are sharsd.

In his S8ketch Mann claims that he made a "good citizen® of:Nietz-
che. The isolated Ubermensch beeomes the Artist; the "blond
beast® becomes the blond, "natural® member of orthodex bourgeois
eulture; the Will to Power becomes the Unconscious, and Zarathus-
tra's mad laughter becomes ironic humor. If we look, then, for
"philosophic” traces of Nietzsche in Mann {(ef which there are
many), we are barely touching the deeper union of the two.
Nietzsche, with savage and perceptive insight, brought to light
central problems &f the German and of the artistic eonsciousness:
Mann recognized their comﬁon source, and utiliz ng the tool of
fietien, documented his own path toward their resolution.

"One must harbor chaos in order to give birth to a dancing
star,” is one of Nietzsche's simplest and most profound statements,
Borrowing from Hegel and S8chopenhauer, he acknowledged the power
of unconscious and conflicting forces, but drew from their concepts
new insights. Mann, too, recognized that the artist must feel the
chaotic elements within his own personality before producing their
synthesis in arts But early in his life, he came to the realiza-
tion that there are for the arbist the "moral® 1ife and the "aes-
thetic" life, and although they are often concomitant, both have
within them elements that are productive and destructive.

This i1s not an especially modern insight. Plate, recognizing
+the morally unstable nature ef art, hoped to resolve any problems

By banishing poets from his Republie., Avistotle attempted an ex-
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planation of the joining of real emotion and aesﬁhetie response

in the "eatharsis," and Longinus tried to differentiate aesthe-
tielsm from reality by defining the uplifting of everyday actlon
inte art as the "sublime." It has taken medern man, however, to
seriously question the aesthetic and moral aspects of human nature
and their relatienships. One of the best explanations of the
ambiguous correlatien of the two is given by Geoffrey L. Bicker=
steth in an analysis of King Leary

Now suffering, the mere fact of i%t, as normally
experienced, whether it be our own or that which
we share by sympathy with others, diminishes in
proporfion to its severity our sense of being
truly alives If sufficiently intensified and
prolonged it ends by turning life into that dull
mechanical routine of utter misery which is barely
distinguishable from a state of not living at all.
When, therefore, this lowest dead level of existence
e o o18 suddenly and mysteriousiy so "raised aloft"
as to become its topmost living peak; when, in other
words, it unexpectedly evinces the power of making
us feel that we are never so intensely alive as
when our suffering comes nearest to destroying all
sense of life, our reaction is such that we are
filled with that blend of wonder and fear which we
call awe, the experlence itself being none other

- than that of the Beautiful. . .But whereas, when
contemplating the sublimity of suffering, we felt
that this power lay in the nature of suffering it-
self, and were awe~struck by the seeming paradox, we
nows « eorealize with a shock of surprise == not, of
course, by reflection, but intuitively =- that jin
so feeling, we were the victims of an illusion.

This elevation of suffering =-- reality == into’Beauty can
result, Mann felt, in cdhfuaion between reality and illusion: so
much so, that the individual reacts in life to an aesthetic re-
sponse to reality. In other words, there is a dual nature within
the imaginative individual that makes him beth the actor and

audience in the drama of his own life. The cathartic experience,
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then, l& a continuous proecess within the artist -- he 1s at once
the sudience, aesthetically experiencing the Beauty observed in
suffering, and the character who feels the raw edges of his own
paln. The aesthetliec response is not only a safety factor to
shield him from the pain of his experiences, but alszo has the
potential te take him from the reality of that living. The moral
questien arises in maintalining one’é integrity (beth in the sense
of "wholeness" and of "self-respect") in the face of such inner
duality.

I have belabored this peint because 1t is a motivating
factor within each of Mann's cheracters and within the author
himself. In one essay after another, Mann cries out that suffer-
ing is net beautiful, war 1s not noble, and death is not a lofty
ideal; but in his fietion he weaves the aesthetie and the moral
experience within the individual and reveals their deceptive
natures == a deceptiveness, we remember, that was his greatest
criticism of Nietzsche.

An illustration of this appears in the juxtaposing of two
early short stories of Mann's, "Little Herr Friedemann" and -
"Disillusionment.? 1In the former, a small, deformed humpback
falls in love with a beautiful woman who tantalizes and then
rejects him; wunable to bear his suffering, he commits suicide.
In the latter, which is almost a monologue, an "extraordinary
man" describes his complete inability to enjoy living. "I have
no sense of actualitlies,” he says. "Perhaps I am too socon full,
perhaps I am too soon done with things. Am I acquainted in too

adulterated a2 form with both joy and pain?“5 In presenting both
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of these parts of human nature, Mann, like Nietzsche, acknow-
ledges the potentialities and polarities of the human personality,.
This(acknowledgement is a recognition of inner “chaos” or ths un-
conscious potential behind the "mask" with which we live., Throughe-
out hls writings, Menn reveals the entire spectrum of ar%istic
potsntiall ﬁis characters are unique in themselves and dilsplay
unforgettable personalities, but theyare startlingly similsr in
some respects. All have strong "Dionysian or ¥Apollonion" ten-
dencies, or stand in a crucial position 1n relation to

society., Their particular~§@ﬁ%i@n&win these categories

usually determine the course of thelir entire lives. &n
oVersimplification of these @ rticular fendencies in the
characters covered here’is represented below. It serves its
co-~function as a gimmick and a8 a quick way of diéeerning

the shadings of artistic personality which Mann delineates
through his fietionQ' I will use both Mann's and Nietzsche's

terms for the polarities representeds

Isolation
Ubermensch
"letting go" ‘WiseIpline
Dionysus Tohio Krdger | Apello %
' ~Zeitblom Savenarole- =
Soclety

Herd
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The Apollonian and Dionysian tendencies that deter=
mine the artlst are important psyechological factors int
the development of the artist for both Nietzsche and Mann.

In "Death in Venice" Mann's artist Aschenbach exhibits
the utter decay of Apollonian disecipline as Dionysian forces
overcome it. He is a wrlter whose favorite modto iz to
®Hold Fast™ and whose whole 1ife is characterized by relentless
self=disciplines During a vacation in Venice, the elderly
author is driven to distraction by his fascination for a
beautiful young Polish boy; he contracts cholera, and in a
private ecstacy of aesthetic drunkenness disg quietly with-
out ever spesking to the childe The work is laden with irony,
but points out with serious intensity the polarities within

the personality of the creative artists

The union of dry, conscientious officialdom and
ardent, obscure impulse, produced an artist. . .And
yet the pure, strong will which had laboured in
darkness and succeeded in bringing this godlike
work of art to the light of day ~- was it not known
and familiar to him, the artist?

This "pure, strong will," we remember from Nietzsche,
has its "lethargic" aspect as well as the "strong" -- well-

illustrated in The Magiec Mountain by Hans Castorp. His

restraint ebbs away in the lax atmosphere of the Berghofg

he experiences "reckless sweetness" in his heart at the sight
of Madame Chauchat and seems to taste its "boundless joys

of shame," while his "excellent chair" becoﬁes the location
of his wild, sensual dreams. Hans' "letting go” opens into

a complete moral and éisciplinary relaxation: Dionysus has
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overcome a not-very=resistent Apollo.

In Adrian Lesverkihn Mann hendles with greatest agility
Nietzsche's concept of the Apollonian and Dionysian, both
in the artistic personality and in the art iteelf. He deals
with the idea of the absolute union of Apollo and Dionysus
in both artist and art and their ultimate effect,

When Zeitblom and Adrian Leverkihn are young, they hear
lectures by a musician, Kretschmar, who delineates some of
the musical philosophy behind Beethoven's symphonies and
sonatas, especially the "subjective" and "conventional®
aspectsgy

Where greatness and death come together, he de-
clared, there arises an objectivity tending to the
conventional, which in its majesty leaves the most
domineering subjectivity far behind, because therein
the merely personal == which had after all been

the surmounting of a tradition already brought to
its peak == once more outgrew itself, in that it
entered into the mythical, the collectively great
and supernatural,.

In a discussion of this lecture, Adrian brings forth
his idea that a certain "barbarism” im music is necessary
in order to give life to an old musical "culture," and a
later lecture by Kretschmar confirms this idea. He concludes
that the "elemental” harmonic beginnings of music lie at a
"mythical" creative core of all melody, and that these
primordial roots can be re-invoked to produce new forms of
music in epoch after epoch. He discusses the story of Biessel,
an American founder of a religious sect, who used voecal and

rythmic patterns in ereating religious music that acted as

direct expressions of the plety he intended to express.
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As Adrlan grows, these ldeas develop in his mind and
in his art, untll, in a discussion with Zeitbom he outlinea
his belief that the "organizational and "subjective"” aspects
of art can be united. "0ld or new,” he says, "I will tell
you what I understand by 'striet style.' I mean the complets
intsgration of all musical dimensions, their neutralilty towards
each other due to complete organization¢”6 The effect, as is
soon evident, is outwardly chaotic, but inwardly as precise
and harmonically perfect as the "magic square" of mathetical
calculations that Adrian hangs above his desk. IHere 1is hhe
"new" Dionysus that Nietzsche spoke about: the elemental,
unrestrained mythical roots of music that are so basic as
to be totally ordered.

The Apollonian restraint of Adrian's outward appearsnece
is the necessary cover for the comples intellect behind
hisk"mask.w Only at the end does the Dionysian take over
completely, in Adrian's ®confessior before his friends of
his pact with the devil. '

~ Interesting parallels lie In the descriptions of both
Adrian and his musics they combine the concepts of utter

simplicity of appeaﬂiﬁéafarisihg out of basic conflilict:

Zeltblom describes Adrian: Zeitblom describes Adrian's
®f a lack of naivete I Lamentations of Dr. Faustus:
would not speak, for in the end But precisely in the sense of

naivete lies at the bottom of resume there are offered musécal
being, all being, even the most moments of the greatest conceivable
conscious and complicated. The possibllity of expressions not as
conflict =-- almost impossibls mechanical imitation or regression,
to simplify -- between the in- of course; no, it is like a per-
hibiticns and the productive feetly conscilous control over all



urge of inborn genius, between
chastity and passion, jJust that
i1s the naivete out of whicech
such an artist lives, the soil
for the difficult, charaeter-
istiec growth of his work; and
the unconscious effort to get
for the "gift" the productive
impulse, the necessary little
ascendancy over the impedi-
ments of unbelief, arrogance,
intellectual self-conscious-
ness g this instinctive effort
stirs and becomes decisive at
the moment when the mechanical

studies preliminary to the
practice of an art begin to be
combined with the first per-
sonal, while as yet entirely
ephemeral and preparatory
plastic efforts.(

This
art,
ness
Mann
mind

a consumate art,

of the Dionysus=become=Apollo.

This union is the
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the "characters" of expressiveness
whéeh have ever been precipitated
in the history of music, and

which here, in a sort of alchemical
process of distillation, have:been
refined to fundamental types of
emotional significance, and crys-
tallized. » +Does it not mean the
"break-through" of which we so
often talked when we were considering
the destiny of art, its state and
hour? We spoke of it as a problem,
a paradoxical possibilitys the
recovery, I would not say the
reconstitution -- and yet for the
sake of exactness I wikl say 1t ==
of expressivism, of the highest,
and profoundest claim of feeling

to a stage of intellectuality

and formal strictness, which

must be arrived at in order that
we may experience a reversal of
this calculated coldness and its
conversion into a voice expressive
of the sould and a warmth and sin-
gcerity of creature confidence Is
that not the “braak-ﬁgrough?“g

"break-through" is the revitalization of an artist, an

and a culture through the ultimate simplicity and whole=

We thus fin& that for

the Apollonian and Dionysian polarities of the unconscious

can be united within a powerful personality to produce

"metaphysical miracle”

that Nietzache disecussed in The Birth of Tragedy.

The recognition, then, of the untamed essence of the un-

conscious, or the realization that one's %spirit® is stronger

than "nature" (society),

Artist.

becomes the basis for the %bermensch~

Mann, like Nietzsche, felt that art rises out of-
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a need to overcome "weakness,"

either in the form of physieal
illness or a spiritual "dislocation." Once one recognizes the
hidden potentialities of his mind and spirit, in other words,
he must control his will in order to keep it from 1ts more
dangerous or frightening possibilities. This type of control
results in an aloofness, an apartness, that will always be
necessary for the man who wishes to grasp fully the chaotic
elements of his nature and hold them at arm's length.
Tonio Krdger, one of Mann's earliest spokesmen, charac-
terizes well the reasons for his artistiec nature:
The artist must be unhuman, extra=humeny he must
stand in a qQueer aloof relationship to our hAumanitygs
only so is he in a position, I pught to say only so
would he be tempted, to represent it, to present
it, to portray it to good effect.lO
He, like Nietzsche, points to Hamlet as the tragic figure who
was "called to knowledge but not born to it" <= & man, we

recall, who was "out of joint" with his times. This "out of

jointedness" is symbolized in Tonio Krdger by lonio's relation-

ship to two blond bourgeois friends, Hans and Ingeborg. Hans,
Tonio's youbhful idol, and Ingeborg, his earliest love, re-
appear symbolically when Tonio has grown up and left his home
town. Onee again he senses poignantly his separation from the
bourgeois "blond" roots of his childhood and longs unbearably
for acceptance by his two "lovers." As in his home city he
is set apart and unaccepted; neither his dark looks no#% his
imaginative spirit will allow his quiet amalgamation into the
society he yearms for. That night in bed Tonio's isolation

yushes in upon himg
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He thought of the dreamy adventures of the senses,
nerves, and mind in which he had been involved: saw
himself eaten up with intellect and introspection,
ravaged and paralysed by insight, half worn out by
the fevers and frosts of creation, helpless and in
anguish of conscience between two extrmmes, flung
to and fro between austerity and lusty raffine,
impoverished, exhausted by frigid and artificially
heightened ecstaciesj erring, forsaken, martyred,
and i1l -- and sobbed with nostalgia and remorse.

Tonio finally acknowledges in a letter to his Russian
friend Lisabeta Ivanovna that he is indeed a "bourgeois,"”
but a bourgeois gone astray. He is accepted neither by the
"blonds" nor by the "bohemeians” and can accept neither way
of life fully. He admits being secretly drawn to "the blond
and blue~eyed, the fair and living, the happy, lovely, and
commonplace,”l2 but they are, he admits, too shallow for his
total love. Yet he cannot deny who®ly his attraction to them.
"I admire those proud, cold beings who adventure upon the paths
of great and daemonic beauty and despise 'mankind,! but 1 do
not envy them," he writes. He cannot accept austere, aesthetic
aloofness either; and so the young Tonio (and young Mann)
set out on a life bent to reconsiling the inner "weakness"
that brings about their art,

Spinell, in Mann's Tristan, is a pathetic exsmple of the
not-quite-overcomer. A resident at a sanatorium, the young
German writer becomes enchanted with the wife of a German
businessman. His small attempts at "self-overcoming" are

efforts to curb a wayward spiritual lethargy that is never

mastered. He @escribes "people like himself" to Frau Kldterjahn:
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We are feckless creatures, and aslde from a few
good hours we go around weighted down, sick and sore
wlith the knowledge of our own futiliity. . & kind of
decorum, & hyglenic regimen, for instance, becomes

a necessity for some of us. To get up early, to get
up ghastly early, take a cold bath, and go out
walking in a snowstorm -- that may give us a sense
of self«satisfaction that lasts &s much as s hour.
If I were t0 act out my true charscter, I should be
lying in bed late into the afternocon. My getting
up early 1s sl 1 hypoerisy. « »

The beautiful Frau ngterjahn and he are united in mystie
harmony as she plays music from "Tristan" on the piano, and
Herr Spinell falls before her on his ¥nesz. When she becomes
fatally 111 and her irritated, bourgeois husband is sent for,
Herr Spinell writes him a letter of rebuke for his "uncon=
sclousness” of her refinement., "The world is full of what T
call the unconsecious type," he writes, ¥and I cannot endure
ity I cannot endure all these unconscious types!"lu

- The ensuing scene between the businessman and Herr Spinell
is painfully ludicrous. While the writer stands frozen in
embarrassed silence, the irate husband refutes the'insults of
the letter and leaves., Later, when Spinell takes a walk and
accidentally comes upon the dylng woman's lusty and healthy
baby, he turns -- "his gait was the hesitating gait of one
who would disguise the faet that, inwardly, he is running" --
and goes back to 8 life of shy, sporadic attempts at'ignely
self-overcoming. '

Three of Mann's heroes are almost true Ubermenschen in

their overcomlng. Througg7thiif self-mastery, they master the
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socisty whiech gave birth to them, and stand aloof from it.
But since they are essentially overcoming one facet of their
personalities, there 1s an ultimate imbalance &n the results.

They are Aschenbach of Death in Venlece and Savonarola and Lorenzo

of the Fiorenga, who finally fall short of ﬁbermensch-status,
because they are secretly wooers of the very society théy s tand
apart from. Mann describes Aschenbach's ambitions:

s o« sbut he had attained to honour, and honour,

he used to say, 1s the natural goal towards vhich

every cohsiderable talent presses with whip and spurs

Yes, one might put 1t that his whole career had

been one conscious and overwheening ascent to honour,

which left in the rear all the misgivlngs gr selfw

derogation which might have hampered him.}

Savanarola, a fiery ascetic, who was once renounced by

the woman he ardently loved, becomes the religious leader of
Renalssance Florence in Mann's play Fiorenza. The play ltself
is quite universally acclaimed as one of Mann's most contrived
creations, but the characterization is vivid and valuable for
observing the author's ideas of the leader with artistic bent.
Savonarola's foill is Iorenzo De Medici, a shrivelled and dying
ruler who has brought artistic richness to Florence. In hime
self he is ugly, but the aesthetic wealth with which he has
uplifted Florence has put her at his feet., When the two leaders

meet, their words reveal their real &ttitude toward their aloof

positionss

Lorenzo: Savonahola:
Oh, my dreams! My power and art! e o oI that suffered sos. . o
My power and art!{ Florence was my Ambition says: my sufferings

lyreg Did it not resound? Sweetly? must not have been in vaine.

It sang of my longing. It sang of They must bring me fame. One
beauty, it sang of great desire, it _might laugh at th@ docility

sang it sang the great song of life. 1Tof the world -~21
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Lorenzo wants Florence's subjection to him and Savona-
rola wante her to die for him, and both will#woo her to this
end., They, in overcoming thelr weaknesses, have gone beyond
their society, but they look back on her and reach out as
Nietzsche's Ubermensch would never do.

Of all of Mamn's artists, two would qualify as %bermsnsehéﬁ
in the Nietzschean senses Adrian Leverkulhn and Felix Krull. |
Two suchkh dlsparate heroes demand explanation as holders of
this title, whieh Tonio Krsger may interpret. We recall his
“proud, cold beings who adventure upon the pa ths of great
and daemonic bemmbty and despise 'mankind.'" This type of
person would be theaﬁbermensegen Nietzsche described in their
wicked unmorality.”

Adriam Leverkithn of Mann's Dr. Faustus does not "despise®

mankindg ke simply doesn't care about it. Germany rises and
falls about him as he composes his musiec in utter detachment.
He neilther depends on society for his spiritual well-being
nor intends to contribute to it for its well=being.
Adrlan, discussing music with Zeitblom, characterizes
his musical ideal:
The ruthless indifference of one who has risen
above it towards the sheer earthly difficulties of
technigne is to me the most eolossally entertaining
thing in 1life, .
This "ruthless indifference” could characterize Adrian's

attitude toward involvement in the 1life about him. Exeept

for his temporary attachments to the woman Marie and the child
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Nepomuk and his traces of senbtimentality in his cholece of
physieal surroundings like those of his chilldhkood, Adrian is
detached from the world.

In ensuing sections, we will see how Adrian, as an Uber=
menseh, rises with indifference beyond all boundaries, religiouns
and moral, to a complete self-mastery. This mestery, Mann
effirms, must be wholly aesthetie in order for it to be achieved.
And since, @&s we know from his essay, beauty is allled with
death for Mann, the Ubermensch-Artist, Adrian Leverkihn, is
doomeds

Felix Krull, on the other hand, is so thoroughly apart

from soeiety that he can superficially enter inte it w th

spiritual immunity. Hig hllarious confidence gamegwgéé merely
geames and the society that nurtured him in his plaything. He
could have been, if Nietzsche had had the intent or humor,

the philosophert!s comic prototype of the Wbermensch. We re-
call that Felix too, although always involved in a particular
situation with other persons, affirms at the outset, ". . ofor
in early youth an inner voice had wamed me that close associa=
tion, friendship, and companionship were not to be my lot,

but that I should instead be inescapably compelled to follow:
my strange path alone, dependent entirely upon myself, rigor-
ously self-sufficient.” And so the handsome young man skips
from plot to plot and bed to bed with an aesthetie Ilmmunity
that we, as partielpators in a comedy, find amusing and even

enviable,
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Onee we have established Mann's artists as self-over-
comers, we begin to understand the essential unmorality of
thelr natures., Morality for Mann, we must remember, had a
profounder meaning than the mere~e§hieal connotations of
Nietzsche, Mann's morality is diametriecally opposed to
esestheties," and as sueh represents actuality, humenity,
or, as Heller terms it, "reality." The unmoral nature of the
world of the self-overcomer becomes the "day" and "night"
shadings of all human experience: that whieh accentuates or
detracts from the life-experienee of the individual. The
self-overcomer of Mann, recogniziing his separation from
society, becomes as Nietzsche's "lion" a "no-sayer" to that
society's standards, or he may, as Hans does, enter upon
Nietzsche's "experimentation" with values and experiences to
determine which ones enhance life for him. I will explore
some of these day and night shades of experience in analyses

of The Magie Mountelin and Dre., Faustus, novels in which he was

@ble to develop his iddas with subtlety.

The equivoeal nature of siekness appears in mueh of Mann's
work and undoubtedly rises out of Nietzsche's claims of its
"heightening" capacity in artisiic creativity, as well as
Mann's oanQXperienee. For Hans the first confrontation with
wall=to=wall illness is8 a bewildering one. Sickness has made
a soclety all its own, a society of which Mans cannot be a
part until he develops susplicious symptoms himself. His
excl tement over the rise in his temperature is an ambiguous
one, compounded of fear and anticecipation. The ensuing "ill-

ness” also has equivocal effects on Mamn's young hero. He
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finds hils sensual receptivity heightened to a dizzylng sen-
sitivity and ideas fall upon kim with a new impact and sig=
nificance. He "babbles® in excitement over this new physical
eand intellectual awareness. DBut another aspect of his sickness
reveals 1tselfl simultaneously, and i1t is not without its
attraction., Herr Albin, a young "incurable" speaks beneath
Hens' porch shortly after his arrival, and his words reveal

egn underside to illness that Mann continues to weave as a
leitmotiv throughout the novel until its climax much later in
the "faun" vision Hans experiences while listening to his
records, I will include here Hans' introduction to this
"night" side == the abrogation of responsibility == of physical
11lness, followed by 1ts culmination in Hans''music~dream,

in order to show its complete inculcation into the youth's
sensibilitiess

But Herr Albin was inexorable. . ."I'm sick of it,
fed up, I can't play the game any more =« do you
blame me for that? Ineurable, ladies, as I sit
here before you. . .Grant me at least the freedom
which is all T can get out of the situation. In
school, when it was settled that someone was not to-
move up to the next form, he just stopped where he
was, nobody asked him any more questions, he did
not have to do any more worke o o

ARSI RS I S SRR SR

The young faun was joyous on his summer meadow.

No "Justify thyself," was here; no challenge, no
prlestly court-marial upon one who strayed away and
was forgotten of honour, Forgetfulness held sway,
& blessed hush, the innocence of those places where
time 1s noty "slackness" with the best conscience
in the world, the very apotheoslis of rebuff to the
Western world and that world's insensate ardour for
the "deed."20
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Herr Settembrinl holds out againé§ this self-indulgent
tide upon whieh Hans le ts himself drift. *"Disease has nothing
refined sbout 1t, nothing dignified!®2l he cries out in anger,
but the diverse currents of dlsease within Hems 1ift him up
into new insights and drag him down into years of "letting go.”

Adrisn's illness, his "pact with the devil," of course
directly parallels what Mann éupposed Nietzsche's contraction
of syphilis to be. Hi# illness wends a slow course throughout
Leverkuhn's ensuing twenty-four years after the Nietzsche-
leverkihn incident in a brothel, until the composor,‘&ike the
German philosopher, composes his Ecce Homo, "The Lamentations
of Dr. Faustus,” and lapses into coéploto insanity. Mann's
devil (who is even more diabolically enjoyable thah Dostoevsky's

in The Brothers Karamozov) explains the function of Leverkuhn's

illness:

"Disease, indeed I mean repulsive, individual,
private disease, makes a certaln critical contrast
to the world, to life's mesn, puts a man in a mood
rebellious and ironic against the bourgeois order,
makes its man take refuge with the free spirit,
with books, in cogitatione . .What has come about
by the way of death, of sickness, at that 1life

has many a time clutched with joy and let itself
be led by i1t higher and further. . .What uplifts
you, what increases your feeling of power and might
and domination, damn it, that is the truth."

&nd yet he describes with gleeful morbidity how the organs

Yor-

rot away, one by one, with boring predictability in the
dinary™:man, who experiences no simultaneous heightening.

The reader, nevertheless, is ironically aware that however
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Faustisn or Nietzschean the sufferer 18, his innards are also
disintegrating with painful slowness == a "night" side to
the most glorious heightening of the invalid's art.

Mann applies this "disease™ motilf to the German culture
as well, Nazism, the disease, at firast stimulates and arouses
the German people to new plateaus of national pr ide, Zel tblom
says, while insidiously eating her away from the inside.
Mann's brilliant sliding of time perlods, one over the other,
in recounting his story accentuates this theme. As Leverkuhn
becomes infected, rises, and finally succumbs, Zeitblom re-
cords his private reactions to the same phenomena in the
society around hime.

In the courses of these two novels, Mann traces the day
and night sides of the religious speetrum from pole to pole.
- From the utter masochistic subjugation of humanity under the

Christian aestheticism of Naphta in The Magie Mountain to

Zeiltblom's mildly mystical humanism in Dr, Faustus, Mann ham-

mers away with conscientious curiosity at the various faces
of religion and religious experience. Me doesn't fail to bring

into both novels ("Research" in Magic lountain and the talks

of Adrian's father in Dr. Faustus) the metaphysical instabili-

ty of all of nature and natural phenomena with its possible
purposiveness,

Let us recall Mamn's statements about religion in his
discussion of Nietzsche:

\
I cannot conceive of the supradonominat1oﬁxr§ligion
of which he spesks as other than allled to the
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humenitarian 1deal, a religlously based and colored
humanism whieh, out of depths of experience, having
survived many trials, includes all knowledge of the
lower and daemonic elements of man's nature in its
homage tc the mystery of manes . oRelligion is rever-
ence ~= reverenee [irst of all for the riddle whieh
man 1is.
This sattitude requires, we must remember, the unmoral sort of
§6
"experimentation” that Nietzsche demanded of the Ubermensch.
He would probably frown upon Mann's experimentation with reli-
gion, but to follow the philosopher's ideal strictly would call
for such investigation. Mann's thorough methods of propounding
and representing various religious views, especially in Dr.
Faustus, indlicate that he too 18 a conscientious experimenter
in the finest sense,

Mann's most repeated "religious" affirmation is the in-
stability and equivoecality of existence. We must, he insists,
foree ourselves to recognize this:g

All actuality is deadly earnest; and it 1s morality
itself, that, one with 1life, forbids us to be true
to the gulileless unrealism of our youth.

Like Nietzsche, Mann distrusts the religion that demands
human sacrifice for san abstract i1deal. The humanism of a
Zeitblom would probably reflect what Mann considered his own
most "religious" attitude, But Adrian Leverkithn, the Uber-
mensch, rises above his early religious involvement so that
he, as an artist, can return and move freely within the
framework that could have bound him. Peraaps§Adriaﬂig§aaé
Serenus! most "religiously" edifying lessons=in their youth

come from Adrien's father, when the oldsr man gives his



b2

talks on natural science. He points out an exquisite crys-
talllne structure that grows just as arganic substence

doesg Mann'’s way of making a moral»aégﬁgﬁﬁiaz division even

at the natural level. From thess early days and onward,
Adrian 1s continuously confronted witkh the day and the night
shades of his existence and environment. When he has mastered
his acceptance of the instabilities and equivocalities at

the root of things, he can manipulate them and create beyond
himself. I am convinced that Mann considers Adrian's training
and his assoclations with natural seience, religion, and
metaphysics, as well as those with music and the people

around him, as religious or moral experiences, in the sense
that Adrian is exposing himself to his education with the
intention of grasping and understanding as many aspects of
life as possible,

This scrupulous honesty in facing the equivocalities of
existence, we recall, is a mandate of both Nietzsche and Manns
don't blind yourselves to reality, they say == accept it and
create through it. Mann goes a step beyond Nietzsche in this
attitude by remaining completely open to a universe that
may or may not contain a divine entitys Nietzsche has ex-
cluded entirely suéh an option.

But Adrien, the ﬁbermonsch, carries his experimentation
beyond moral boundaries and "falls" in the eyes of his creator,

Adrian's lebtter to Kretsechmar, delineating his reasons for
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turning to musie, expresses his diséatisfaetion with all other
types of endsavor, including theology. He cannot, he adnits,
"respect” the areas of study he has mastered and become bored
withe "I have not warmth," he says ruefully, and calls his
boredom the coldest thing in the world., And yet Adriants
fescination with the religious never ceases, as he alsc ads=
mits in this quaint way, to his teachers

Yo think me called to this art, and give me to underw
stand that the 'step aside” to her were ncilong one,
My Lutheranism agrees, for it sees in theology and
music neighbouring spheres and close of king and
besides, music has always seemed to me personally:

a magic marriage between theology and the so diver
ting mathematic. Item, she has much of the labor-
atory and the insistent activity of the alchemists
and nigromancers of yome, which also stood in the
sign of theology, but at the same time in that of
emancipation and apostasy:; it was apostasy, not from
the feith, that was never possible, but 1n the feithg;
for apostasy is an act of feith snd everything is

and happens iIn God, most of all the falling from

Him,

Adrian, the Ubermensch, rises beyond religion so that he
may safely use it == "wed" it to his art., He, like Nietzsche,
has grasped the "wicked wisdom" that turns even the holy into
an aesthetic tool. This, Mann indicates, is the ultimate
form of religious aestheticism == morality, or human reality,
is no 1onger a department of theology. In falling to malntaln
the moral-aesthetic tension of the religious element in his
life, Adrian makes a pact with the devil, EXcerpts fro§
Adrian's final "confession" doecument this pacts |

Newer had I felt more strongly the advantage that
zmusie, whlch says nothing and everything, has over
the unequivocal wordy yes, the saving lrresponsibili=

ty of all art, compared with the bareness and bald-
ness of unmediated revelation. . .S0 did I feed
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my arrogeance wlth sugar, studying divinity at Halla
Academle, yet not for the serviee of God but the
other, and my study of divinlty was seecretly al-
ready the beginning of the bond and the disguised
move not Biblewards, but to him, to him the great
religiosus.

When we reeall that Hans envisions the evolution of
nature toward ths humsm a8 a canderous disease, or that Adrian's
Tfather talkkes 1 ins to show that animete an d inanimeate matter
are really united, we come to understand Mann's ultimate
censure of Adrian. The Ubermenseh-Artist falls from grace
because he refuseg te acknowledge the unstable, khuman, "moral®
aspect of the religion ke brings to life in his musiec. I
becomes static and aesthetiecally perfect., Man is a riddls,
Mann says, and true religion must acknowledge this. Waen man
and his ideals or faiths are held at arm's length and pressed
into a harmonle framework, they lose thelr reality, their
morality. Man is day and night, beauty and ugliness, moral
creature and aesthetic creature. When recognition of this

equivocality ceases, Msann belleves, the beholder must bear

the curse of‘his blindnesse

As the reader has undoubtedly discerned, Mann's "night"
slde of existenee is that which 18 death~directed, ors: more
speeifically, directed toward nonulifing. The Will to Live
and the Will to Die are unnamed actors in all of his storles
and rise to the vislble surface only in such characlters as

Settembrinl and Naphta in Magie Mountaln., Settembrini and

Naphta, clearly representing Life and Death forees 1ln the life



65

of Hans Castorp, battle for the youth's "soul" on an intellec-
tual plane, while he feels thelr subitle emotional conquests
88 he acte out his life in the sanatorium. And yet even these
life and death figures are ironically poritrayeds Settembrini
will brutally massacre those who Oppose‘him politically, and
Naphte seeks death, he says, in order to achieve lasting life.
Iife and Death meet Hans everywhereg in music, romanticism,
psychology, seience, and wherever else the human mind and
body intersct. Hans, like Hamlet, succumbs to the "lethargy”
born of the lnability to act in face of equivocation. His
emotional resolution to this inactivity comes in the "Snow"
chepter, where the youth, who is caught in a snowstorm, has
a dream-visidnithat awakens him to the ideal stance in the
face of Life and Death. In his dream Hans sees an idyllic,
simplified community where persons interact with "sweet cour-
tesy" in the shadow of & hideocus temple where he finds two
0ld hags dismembering a child. When he awakes, Hans rsmbles
in ecstacys
I know all of man.  .But he who knows the body,
life, knows death. I have dreamed of man's state,
of his courteous and enlightened social statey
behind whieh, in the temple, the horrible blcod-
sacrifice was consummated. Were they, those child=-
ren of the sun, so sweetly courteous to each other,
in silent recognition of that horror%®. . .The reck-
lessness of death 1s in life, it would not be life
without it == and in the centre is the position of
the Homo Del, between recklessness @nd reason, as
his state 1s between mystic community and windy
individualisme. . .Love stands opposed to death. it
1s love, not reason, that is stronger than deaths. . »

FPor the sake of goodness and love, man shall let death
have no sovereignty over his thoughts.<)
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The acknowledgement of the "underside” of life, Mann says,
makes that life the valuable, active foree that it cam Dbe,
With that recognition, man overcomes his Hamlet-like inaction
snd masters his own will., This recognition, a8 we have seen,
must come in all phases of our exlistence -- religlous, artietie,
naturel, ete., and be a dynamic attitude toward each new
experience.

And yet, problems remain to be solved that Mann and
Nietzsehe both saw and for which neither could offer definitive
BNSWers.

Early in Dr. Faustus Zeltblom and Leverkuhn discuss musics

"A gift of 1life l1like music,"” I responded, "not to
say a gift of God, one ought not to explain by
mocking antinomonies, whielh only bear witness to
the fullness of her n&ture. One must love her.”

"Do you consider love the strongest emotion?”
he asked. :

"Do you know a stronger?”

"Yes, interest."

"By whiech yourpresumebly mean a love from which
the animal wermth hes been withdrawn,”

"Let us ggraa on the definition!™ he laughed.
"Good nighti®

Interests the cold neutral word that motivates the Faustian
mans It is not an easy word to accept becauée of our roman-
tic concepts of the "love of knowledge" and the "search after
truth." The incredible equivocality of Interest's existence
comes not In the life-death motif, but iIn the earlier, deeper
one of reslity versus the aesthetic. The ambiguous nature
of this Interest is its ability to become Disinterests the
préfound unmorality whieh cen look like love because 1t accepts

8ll things for the sake of thelr aesthetiec presence. This
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is precisely the Love that Zarathustra could exult over. Nietzsche,
who rarely ever kept a friend, could "love" everyone for the
sake of the aesthetic expsrienee. OUOnee we have entered thils
aesthetic reality, we can no longer spesk of Life and Death
forees because no morality exists here over whieh they can
contend. When the aesthetic enters the moral Ekife, however,
life and desth war over the victim of Beauty's fascination while
leaving the object itself untouckhed. Aschenbach muses on just
such a possibilitys
And has not form two aspects? Is 1t not moral and
immoral at onces moral in so far as 1t is the ex-
pression and result of discipline, immoral == yes,
actually hostile to morality -~ In that of its very
essence 1t is indifferent to good and evil, and
deliberately concerned to make the moral world
stoop beneath its proud and undivided sceptre?25
Clavdia Chauchat's effect on Hans also demonstrates the
moral chaos that Beauty inflicts upon the beholder, as Hans'
"letting go" drags him farther and farther from partiecipation
in his own life,
Who then is left untouched by the total unmorality of
Beauty? The smswer can sgaln be flound in Manns the person

whose strongest motivation is Interest, i.e. assthetic Disin-

terests Just such a person is Adrian Leverkithn of Dr, Faustus,

whose perfect union of Dionysus and Apollo has:made him the
ﬁ%ermensch. His polar opposite is Serenus Zeitblom the human-
iste Thomas Mann lies somewhere between and feels the constant
torture of thelr moral-sesthetic tension.

It is in this sense that Msnn is truly a bourgecis artist.
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An swareness of the connotations that the word "bourgeois"
has for Mann is vealuable, sinee it 1s, of course, a more
profound concept than the usual soclo-political meening would
indicate. In light of Nietzschean philosophy, the bourgeosie
woudd be neither the "herd” nor the "masster-class.® It
would be somewhere between, with roots in the mass culture and
Inclinations and aspirations rising above that culture. For
Mann the meaning would have deeper subtletys the bourgeoils
man would stand symbolically tetween the strictly moral masses
end the wholly aesthetic %bermenschen. Here too stands Thomas
Mann. The fact that the day and night aspects of 1life do war
within him and must be overcome repeatedly, that he cannot
overcome the attraction for society's companionship and admira-
tion, and that he must assert Apollonian resfiralnt over un=
controllable and conflicting forces, identify him as the not=
qaite;ﬁbeﬁmensch. Nietzsché himself does not qualify, al=
though he went mad trying. The philosopher's mistake was his
Inability to recognize his own moral nature and its incapabili=-
ty of achieving complete aesthetic distance from the world’
and from himself. It i1s not easy to find sny human being
whose artistic life has wholly or almost wholly obliterated
his moral one.

The modern artist who best succeeds at such a departure
is James Joyce, whose "fingernail paiing” behind his art
denotes a craftsmanship that has so e¢losely approached pure

aestetic distance that he can return {(like Felix Krull) into
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2 fletlonalized moral world and move with immunity through

it. The profoundly persoiml happenings in his own life are

objectified into an artistic framework t%gt approaches per-

fection in balance and design. One is affected by his work

as Zeitblom is by Leverkuhn's musics
But precisely in the sense of resume there are
offered musicel moments of the greatest concelvable
possibllity of expressiong not as mechanical imiltaw-
tion or regression, of coursejy; no, 1t ls l1like a per
feectly conscious control over all the "characters”
of expressiveness whiech have ever been precipitated
in the history of muasic, and which here, imn a sort
of alchemical process of distillation, have been
refined to fundamental tgg&s of emotional signifi-
cance, and erystallized.<

Joyce's work is outwardly chaotic and inwardly as balanced

as Leverkiuhn's "magic square,” where all the numbers horizon-

tally and vertically add up to thirty-two.

Mann's realization of this essential difference between
the moral and the aesthetic in man is most evident in his use
of ironic humor. This handling of the funny is far different
from that of Nietzsche's, whose Zarathustra hurls down his
exultant laughter on the heads of the herd he leaves behind
in the market plece. We recall Barrett's reference to Zara-
thustra's "retreating” in joy to his mountain cave., This
laughter indicates an avoidance of inner reality precisely

because 1% does involve a "running away,."

Mann repeatedly
illustrates this type of "fleeing" humor in many of his

characters. Zeitblom describes Leverkuhn's mirthe

His love of laughter was more like an escape, a
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resolution, slightly orgiastic im its nature, of
life's manifold sternness; a product of extraordinary
gifts, but to me never gquite likable or healthy.27

In The Magie Mountain, Behrens, the controller of the

sanatorium, exhibits a simller type of humor in the face of
his siek residentss

"Morning, gentlemen, morning,"” he said. "How's
everything in the big world? I've just come from

an unequal duel with saw and scapel -- great thing,
you know, resection of ribs. . . The chap today

knew how to take the joke -- put up a good fight

for a minute 0¥ so. == Crazy thing, a human thorax
that's all goney pulpy, you know, nothing to catech
hold of == slight confusion of ideas, so to speak‘"gg

This 18 & style of wit that indicates an avoidance of reallty,
an unwillingness %o - 166k insidé oneself and face the pain and
conflict there.

Mann's humor, however, can be called a confrontation
of this inner reality. It is the most psychologically mature
comedy because it acknowledges human dualities and weaknesses
and objectifies them. The wery fact that they are objecti=-
fied benignly and without censure indicates that they are
recognized and accepted as a part of the human personality, and
their distance from ourselves evokes a smile of recognition
and acknowledgement. Mann's use of this objective recogni=
tion manifests itself in his use of irony and paradox. One
often feels that Mann's characters don't understand themselves,
and we smile at their misconceptions. But the skill with whichid
he has revealed the hiddeh, opposite sides of their character
is his mastery of the ironic literature. Paradoxes in language,
tone, and &l lusion abound in Mann. His use, for example; of

The Phaedrus in Aschenbach's descent is the ultimate in - el
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paradoxical handling of a dialogue dedieated to Beauty's
“uplifﬁiné“ nature.

This attitude toward polarities in character may be
the door to the resolutions which Nietzsche and Mann seek
philosophically, and the key is in thelr humor. Nietzsche
sees his Inner paradoxes and shouts triumphently that he will
rise on the tides of thelir power and overcome them. Mann
sees the paradoxes and documents them. His means of "over-
coming," thon, 1s acknowledgement through art, and because
our most hidden, humsn tralts are spread before us, we smile
in recognition. Who then is ultimately more brave, Nietzache
or Mann? Nietzsche runs ahead of his "lion," laughing at
his abllity to outrace himg Mann turns and grins him @own.

I must throw my vote to the intrepid grinner,

A conclusion to a paper such as this is difficult because
there is no final statement I can make that will indissolubly
tie Nietzsche and Mann together and state their relationshipe.
Nietzsche represented a psychological and a philosophical
breakthrough into the twentieth century. Mann took some of
the fragments of this brsakthrough and investigated them,
turning the jagged pleces in the light and han@ling them with
delicate curiosity. He found Nietzsche a recognizer of deep
truths, but knew through his own experience that the philosoper's
anawers o human needs were mistsken. Perhaps their most
deeply unifying conviction lay in thelr decision to regard the

recognition of the equivocalities of existence and man's
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responsibility to face them a moral affirmeation rather than

a spiritual failure. But Mann went a step further in using

his skill as & nearly consummabte artist to delineate the
sesthetlic and the moral aspects of living and thelr effects

on the human personality. The perfect gberm@nseg~§rtiat,

apart and above society and dedicated wholly to his art he
finally discarded as his private ideal. The "blond people”
who lived in what Conrad called "saving darkness" he also laid
@a8lde. The tension between the two became an artistic as

well as a personal goal, &n artist who spoke out in times of
national stress and who suffered with his people in thelr
defeat also left that socisetys; as a result, he combined
aesthetic craftsmanship iIn 1ts highest form with a heartfelt
desire to communicate human truths to his readers. In a sense,
he is a "betrayer" of Nietzsche, the aesthete, on wne hand,

and on the other, of the herd, the common man. But in this
teriious union of aestheticism and morality, Mann found lnsights
into himself and, thus, into the reader, that are unsurpassed;
he produced an art that ranks him as one of this century's

finest writers.
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