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THE VENETTIAN PHAEDRUS

A formal lecture delivered in Spring, 1971.

For the next hour I am going to lecture on a work largely
autobiographical. whose hero is a charlatan and whose author is
therefore the same. This is not my own but the author's opinion
of himself., My lecture will therefore be an enquiry inte the
nature of the essential charlatan-- an enterprise inlthé spirit
and tradition of Plato's Ion.

- The work I shall deal with is a short novel, a novella, by
Thomas Mann, called "Death in Venice", or, more'accurately. "The
Death in Venicé", that is to say, "The Death Appropriate to Venice
Mann considered this novella in certain respects his most suécess-
ful work, a crystallization of all the elements of his artistrys

Having begun in so deprecating a manner, I ought first to
give reasons why this work is worth close study.

The first and general reason lies in Mann's command of words.
Let_me make a large claim for mim: juét as, perplexed by some
event in one;s life, say the advent of friendship, one might go
to a classical writer for help in mastering the matter, so, when
overwhelmed by certain subtle and complex experiences of civilized
modernity. one might read Mann in order to gain an apt and precise
language, a language with which to delineate and fix such experi-
ences, This descriptive use of words--"eros in the word“in Mann's
phrase -=-, this courting of things in language, seems to me to be

Mann's primary excellence,




Second, and more particularly with respect to Death in Venice,

there 1is the'enormous compositional care that has gone into the
work., If music can be descrited as the art without accldents, Death
in Veriice 1s a musical work, a work without unabsorbed events and
devold of eplsodes, It 1s even anélogous to & musical composition
in a more exact way, since it has movements, alternatine adaslos

and scherzi, as well as recurrences and resumptions of themes and
notifs. But more of this later,

And third, and peculiarly, Death in Venice seems to be absorb=-

ingly interesting because it is a timely work. It begins by givirg
its own season, year and century, or rather, the exact year is left
blank so as to exercise the reader's knowledge of contemporary circum
stances., The year, which 1s also very close to the yvear of Writing,
is in fact 1909, the season, spring. The story 1s set durlng one of -
beglinnings of the end of Europe, during one of the Balkan crises pre-
ceding the First wérld War. Mann clearly considers the degenerating
political situation as an expfessicn of the contemporary crisis hoth
of the “Europeanrsoul", and the artistis "self", a crisis which he
characterizes by the word "decadence". This word was once much used
to desecribe the modern situation, and its zoing out of use,is, I thir
a slgn that the mode it deslignates has becomevour "gecond nature’ --
when a preoccupation with the symptors had ceased to be the poet's pr
rogative, the mode became public property, In Mann's use; decadence
seems to me to be a way of being dependent on oﬁe's time, perhaps the
rery fact of dependence is itself the essential aspect. The depender
conglists of'this: there is a sickness of, and by reason of, the times

which becomes a preoccupation and always amounts te this, that




received goods have lost their savor, that there is irritability and
boredom with the forms of life of the community, 2 feeling that time
must be killed, and a consequent search for relief in the forms of
excess or perversion--in short a permanent sort of crigsis, “"Deca-
dence"'has. furthermore, the property that the attempt of those
caught up in this condition to overcome it, which attempt misht be
called "reaétionary decadence; ™ nearly always takes the form of a
kind of brutality, be it exuberant or mean.

The novella is, therefore, timely not merely in the sense of
being firmly sited in its own era, but also in tae sense of
courageously attemnting to come to grips with modernity--our own
modernity-=-itself,

Having given these three reasons, which are really thvee main
facets of Mann's artistry, I must immediately suy that they are e-
nually the ingredients of his charlatanism=--for to be an artist is to
bs a charlatan--so says Plato, so Nietzsche, and so, a3 we snall
see, said Thomas Mann.

| I shall now proceed to trace out in more detsil tne manner of
Mann's artistry as it appears in the novella.

Death _in Venice is, in Mann's term, a "pregnant” work--it was

to achieve this pregnancy that he gave it the compact riovella forme.
It is a work ffaught with meaning, and this burden takes n peculiar

form, the form of references, It is a novella of referenre and

reminiscence which fairly incites the reader to = scholarly hunt
through the Buropean tradition.

These references belong to a number of separately discernible
spheres, mingled but not blended. I shall procard to give a very

much curtailed review of the chief spheres.




There is, first of all, the autobiographical sphere. The wri-

ter Gustav von Aschenbach, the chief, and, in a manner of speakiﬁg.
only character of the novella, has, as we are told in an introduétor3
biography in the style oif an entry into a poets' Who's Who, a for-
eign mother and a North German father and has chosen Munich as his
residence, all just like Mann himself. In the catalogue of Aschen-
bach's works there is not one which 4id not eventually have a count-
erpart in Mann's writings: the "mighty prose epic on the life of
Frederick of Prussia® became an essay called "Frederick and the
Great Coalition"; "the novelistic tapestry 'Maja‘ by name", as well

as the story called "A Wretch® later became pa-1{ of Doctor Faustus

and ‘extensive notes for a --significantly unwritten--essay on “Spirif
and Art", a work attributed to Aschenbach and said to have heen com-
pared byhserious ijudges with Schiller's essay “On Naive and Senti-
mental Poetry*, are preserved in Mann's notebooks. But of chief
importance in the biographical sphere is theiinnér history of Aschen-
bach, the'crisis in his working life, of which more will be said

" later, and which, up to the fatal outcome, parallels Mann's own in

1911, Mann once remarked of Goethe's partially autobiographical

hero in The Sorrows of Young Werther that it is typical of poets tha-
thair:hero?S'die young and they grow old, Tne limits of the auto-
biographical -element, then, reveal the sober truth that the poet as
hpro'is not quité the poet as poets

A third sphere is what might be called the cosmopolitan set-
ting of the novella, whose sign and symbol is a ubiquitous hotel
manager with French fails and French tongue, voluble and agile. His
realm is the international luxury hotel which is the scene df Aschen
bach's secret and catastrophic adventure of the snul; that discreet
business organization devoted<to thé refined cave of étrangars. with

n




its subdued,‘anonymous. and yet exclusively intimate atmosphere.
Aschenbach is brought to hig fatal stay there by a veritable conspie-
racy of steamers, busses, motor boats, rallroads and his own recalci-
trant lmpedimenta: you may remember that he 1s deflected from his
flight from Venicebecause his luggage is misdirected. Thus the con-
veniences of modernity, the engines for travelling, in Mann's phrase,
"on the surface of the earth", in short, progress itself, forms the
backgrbund of the artist's decline. Mann elsewhere denominates the
whole sphere by the = derogatory - word "civilization" and associ-
ates 1t with the West, with France, or better, with the Frenchlﬁevo-
lution, and its rationality, rhetéric, and republicanism. So Aschen=-
béch, in an attempt to regularize and turn into the shallow channels
of social intercourse hils relation to the boy Tadzio, makes an abore
tive effort to address a French phrase to him.

Yet another set of clearly discernitle motifs helong to the

sphere of what might be called spiritual topecgraphy, that 1s, the

quartérs of the earth taken as habitations of the soul. The story
begins with a knowledgeable walk through Munich, Mann's city and'
Wagner's and the intellectual center of Germany. Aschenbach comes to
the Northern cemetery, and in front of the Byzantine funeral chapel,
a kind of Northern intimation of the facade of the Venetian St,
Mark's, where he has é sudden vision of a teeming swamp and tigers,
a lustful and luxorious visibn of the land whence comes the cholera
of which he will die, as well as the stranger god Dilonysus., He is
incitéd to take a vacation trip - "not exactly to the tigers", as he
puts it to himself, and he chooses to go to the sunny South, to take
a light version of the."italian Jéurney" whieh is a stock.experience
of heévy-souled Germahs. But going South, he ends up in VEnige on a

day devoid of sun, and Venice is nbt "?taly" hut the entrance depot




of the abandoned Bast, Far and Near, arcoitecturally and atmospher=-
ically a European Byzantium, Now Byzantium is a favorite setting
for Romantic poets=-~a latter-day Greece, artful, conspiratorial,
fraught with memories, decadent. 5So the coordinates of Mann's spire
itual geogfaphy are the melancholy North, the decadent Sonth, the
lustful East and the rational West.

Next a "Protestant“ sphere is discernible, Mann once commented

on Death in Venice that "the character of the whole is, after all,

rather Protestant than antique.” In this passage the term "Protes-
tant" has for Mann no particular theological connotation--rather it
refers to what is sometimes called an "ethos”, a circle of moral
meanings grouped around the name of Frederick the Great and Prussia,
Thus Aschenbach®'s morality has but one cateror-ical imperative, "en-
durance”, It is an ethics of the "despite”, of achievement despite
"Sorrow, pbverty. loneliness, weakness of body, nassion, and a
thousand hindrances”; it is a kind of kKmantianism of ﬁmcadencé. Ifs'

saint is St. Sebastian, dear to Aschenbach, who displays "grace under
torture” (and.is. incidentally, the saint oif the plague) and its hero
is Frederick, é ruler whom Mann sees as a magnificently malicious
demon, a being of incredible industry spurred on by a cold and lucke
less passion. Thus Aschenbach's Fredericianism i¢ a2 passion for
mastery which arises from a “thoroughly pessimistic relation to
passion itself. So Aschenbach, born in Schleswig, the province
Frederick conquered for Prussia, will fall prey to “tne revenge ol
subjugated feeling.,”

There is a second aspect to what Mann means by "Protéstantism",
another peculiarly German aspect, fof which thevr i¢ ne word in

English, except that it is possible simply to use the German word

which can be transcribed as "innerlinessz®, In its context the




classical oppesition of the public and the privele reaim 1S sup-
planted by thal of political and apolitical or »innerly"™ . Rather
than to circumscribe the term, letl me point out how it is evidenced
in the novella, namely by Kséhenbach's isolation and essential 3si-
lence. All the weightiest episodes of the work huve = dream-Llike
setting, when awareness of time. the mark of wakefulness, disappears,
just as Aschenbach's thoughts at crucial moments are characterized as
“dream-logic“ and the turning point in Ascrenbach's inner catastrophe
comes literally by means of a dream, the dream of the invasion of

the Indian Dionysus. But dreaming ig the activity of isolation and
marked by the preponderance of the inner world over the external.
Similarly the silence of Aschenbach is indicated by his speaking only
to officlals, to "personnel”, and that in the "Welzh" tongue, while
he more and more talks to himself. German itself disappears from

the scene as the plague spreads through Venice and Aschenbach'®s
countrymen leave. Finally he enters into a conspirvacy of silence
with corrupt Venetian officialdom to keep the fact of the plague quies
so that the boy without whom he cannot live will remain in Venice,
and from this arises his ultimate anti—pnlitica} dyeam of social
chaos, in which everything is possible, an® which ends in the dis-
appearance of all mankind but himself and the boy,

Yet another group of references are those centered around the

name.of Goethe. The imitation of Goethe was & major fact of Mann'®s

1ife as a writer. The novella which turned into Death in Venice was.
originally intended %o be about the love of the sevency-three year
0ld Goethe for a seventeen year old girl, an episode by ﬁ@ans of
whienh Mann meant to illustrate the theme of any poet's natural pro-
pensity for indignity. Mann later made a notation against the entry

in his notebooks about Goethe’s affairs "this become Death in Venice

1?.




Furthermore Mann read Goevhe's novel Yhe Elastive Affinitiss five
timas during the writing of the movella, in ovder to catch 1ts per-
fect “balance of sensuality and morality™. Seyond thig there seems
at first to be no immediate relation between the two works. But
not only fhe accﬁisition of a master's style for a novel about a

master of prose who had, so it is said of Aschenbach, become a "text-

book classic®, but a more peculiar feature of The Elective Affinities
made it a model for the novella. Goethe's novel is really what in
English is called a “"Gothic® novel, a novel of deliberately un=-
definable horror, at onee earthly 1lain and ethereally unspeakable:
an innocent child murder, adultery practised between husband and
wife, unintentional suicide, high-spirited sadism, and so forth. but
all this is delivered in prose sograceful, moderate, and even dain-
ty, that it is scarcely German.at all. The language of Death in
Venice preserves precisely subh a distance frém its subject matter
and it was for this that Goethe's novel served as a model.

Cne more borrowiﬁg from Goethe: while prevented from immediate
disembarkation in Venica‘by his luggage, Aschenbach is accosted by
'an old drunk‘dandy iﬁ a red tie, a pitiful and undignified case of
0old age=--later on, with a wild hope of pleasing tne boy, he tuins
/himself iﬁto just such a figuvure (even including the red tie) by
submitting to a process of cosmetic rejuvenatiori. This motif is

berrowed from a chapter called "The Man of ¥ifty Years"™ in The

Apprentice Years of Wilhelm Meister, Goethe's Wiggest novel,
I now come to the two spheres of reference which are most at

the center of the work,

The first of these I shall designate "Romanticism“.: WMann
occupied himself much with this term, by which he meant ¢ounter-

revolution, in particular the revolt of artistry against the baldness




¢f political revolution &g the primary inproving activity, tne re-=
volt, in his manner of speaking, of arttul music against literate
logic, of wordless depth against explanatory rhetoric, of complex
mysticism against crude clarity. It means the prevogative of pas-
sion in its remoie pathological forms, and it is essentially sub-
mission to and even a search for, what already is and always was,
especially for death. Such romanticism might be cailed decadence
in its inner aspect--in Mann's view a specifically German decadence,
Music is its characteristio art, because it is at once most
exact and most inarticulate, most exacting and most indulgent, most
artful and most licentiouss Aschenbach, who is given the high-
browed physiognomy of the romantic composer Gusta# Mahler.-is a
writer of prose in the city of music, that is, a man of form in a
city of dissolution. His relation to the boy Tédzip is essentially
"musical® in the romantic senses the sound of the boy‘svundecipher-
able Polish tongue strikes him as music, he hears his name at firsi
as "Adgic™, a reminiscence of that "unbelievably old-fashioned”
adagio which Nietzsche describes as enchanting him on his last night
in Venice. And at the scene of Aschenbach®’s death on tho beach of
Venice, a black cloth, thrown over an unattended camera, flutters
'in the wind, a reminiscence of the black flag planted on the beach
inbthe first version of the last act of Iristan, the flag in which
Pristan enshrouds himself to die. Parts of Tristan were scored in
Venice, and, of course, Wagner himgelf died there.

Although Mann did not know it until later, in the years just
before 1912 Maurice Barres had written an essay called “Yhe Death of
Venioe", which is largely a catalogue of romartic pilgrimages to the
decompbsing romantic Mecca, and which ends with these wordss “The

ocean rolls on in the night and its waves in breaking orchestrate




the motif of death by excess Of love of 1ife." The canbral romantic

motif of Degth in Venice is just that--the futal elfect of the wri=

ter's revivifiéation through passion. Appearances and reminders of
death and the underworld abouhd'and afe interwoven with the develop=~
ment of Aschenbach's passion for Tadzio, who is typically seen a-
gainst the void of the éea. In particular, there is a recurring
death figure, a reddish type with a death's head physiognomys: the
wanderer who outstares Aschenbach from the portico of the}funeral
chapel in Munich, the "circus director” of a cuutain with whom Aschen-
bach, when boafding the cavernous black steamer for Venice, signs a
Faustian contract, the outcast gondolier who ferries him-=-in a swim-
ming coffin;-to the Lido, the ballédeer who, spreading fumes of dis-
infectant, sings a hysteria-producing laughing song, while Aschen=
bach sits siﬁping pomegranate juice {(the pomegranate being a symbol
of the underworld) in the presence of Tadzio. Each of these wears

a yellow piéce of clothing as the sign of the "smouldering ugliness”
of sickness and, in particular, of the Indian yellow cholera which
will be the physical cause of Aschenbach's death.

. But aside from these occurrences within the text, the theme of
death is its tacit background. As Aschenbach appvoaches Venice by
sea, he recalis an unnamed "helancholy and enthusiastic” poet who
had once approached the city by the same route, and he recites some
of his poetry to himself. This unnamed predecessor is August von
Platen, a romantic lover of antiquity and of boys, and a poet of
striet forms. It is easy to conjecture what poem Aschenbach is
thinking of, It is a poem called "Tristan" and hss these‘closing
liness

“He who has looked on beauty with his eyes
Is already in the hands of death.

10




We shall return to them later,

Mann regarded the Tourth and central chapter of the work, which
he calls an "antiouicising" chapter and beging wilh a beautiful de-
seription of dawn in the claséicél style, as its most successful part.

This chapter is filled with references to Greek antiquity, some of

which I shall now note.

The first‘allusion to antiquity {(which occurs even. before ihe
central chapter) is that illicit gondolier who ferries Aschenbach
across thé lagoon of Venice and whom Aschenbach suspects of being a-
bout to send.him to the "House of Hades"; he is clearly Charon, the
ancient ferryman of the dead, who carries souls over the Styx. You
may remember that he is cheated of his pay and this corresponds
to +the <Tact .that..: Charon will not fer:'y those who do not pay
him an obol-~thus Aschenbach has not truly arrived and must reenter
the city properly a second time after his abortive flight from the
citye

The Lido, the beach of Venice, where Aschenbach is lodged, with
its shoreside life of playful leisure, is described by a direci quo-
tatioﬁ froﬁ the Odyssey, significaﬁtly g description of existence af-
ter death in Elysiuﬁ where “easy 1life is the lot of man, where there
is neither snow, nor winter, nor storm or streaming rain, but Ocean
ever sends a softly cooling breath and in bless~d leisure the days
run on.” Another time it is seen as Homeric Phaeacia, the nautical
1and of artful luxury, and Tadzio, in hir sailor suit, is a Phaeacian
youth living in indulgent elegance. Once the boy Jashu, who plays
the role of Tadzio's'slave, is given advice which 18 a diéect JUO-

tation from Xenophon's Memorabilia, from a passage dealing with the

ability of the mere sight of beauty to induce madness: "But my ad-
vice to you, Critoboulus, is to go and travel for a year, for that
much time at least will you need for recovery."”

11




In famt”‘mmﬂt of the classical references are descriptions of
Tadzio. Aschenﬁach thinkﬂ'mf,nim variouwsly as Hyacinth, the boy
killed by Zephvr out of jealousy af.Apollo; as Ganymede, the boy
carried off by Zeus to be his.cupbearer. as Narcissus, the boy hdpe—
lessly'in lbve’with himself, aé Cleitus and Kaphslus, two boys car-
ried off by Dawn; He is a sunlit statue of the noblest period, de=-
sceribed in words borrowed from the art history of Winckelmann, the
contemporary of-Goethe, who introduced the nbtion and appreciation
of antinue sculpture into Germany. Once he is deseribed in terms of
the famous Hellenistic sﬁatue of a “béy pulling a thorn from his
foot”, Another time he is a divinity, Eros, particularly "Eros self-
wounded” -=he often wears & blouse with a red bow, simulating a
wound, over his breast, a 5loqse on the collar of which "réstéd the
bioom 6f the head with & charm that was matchléss.” {(In fact the
~hapter is full of dactyiic hexameter tags, such as "the flfgké}i;g
blue of tie aether”, and “lobstérs 'rfl;-ﬁnfﬁg of f s'fdewzys";)

Tadzio also appears as Eros in another, more significant, form.
The Greeks, conveniently to Mann's theme, had the same representation
for Love and Death, a winged boy of about Tadzio's age, sometimes
recognised as a single deity~-Eros Thanatos, the Leath Eros. There
is an essay by Lessing called “How the Ancients Reoresented Death",
which deals at length with the invariable attribute of this Death
in ancient. representations:  that he stands 'in a graceful pose with
his legs crossed--precisely the description of Tadzio as he stands
near Aschehbach who is listening to the outcast balladeer while
drinking pomegranate juice and‘ihhaling the smell of the plague.

And finally, the boy appears as Hermes Psychagogus--Hermes, tthe Lea-
der of Souls, who‘conducts the poet, with a beckonine resture fami-
‘liar from anclent representations, out into the veld of the sea

and into‘nothingness.
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'Ii g neccsnary for a momert Lo Qcmsider how sntigulty comes
nold: by Aschenbaci and to WMan: Flmsell., Por the teormer it is a tra=-
ditien imparted in youth, thalt ls to émy, as part of the upbringing.
Similﬁrly Mann's faﬁiliarity Eith Greek mytho came Trom his childhood
reaﬁing‘- 1n fadt he had preserved, and use?! while writire Death in
Venice, a 6h11dhéod favorite rrom his mother's ity entitled "Text-

a3

book of Greek and Roman Mythology to be used in Uppor Scheols Tor

Young Ladles and Educated Persons of the Fenale SQX". BEut most of
the references to antiquity are accidental {inds o quﬁtations or are
' deliberately collected from books of reference = lexlaca, handbooKs,
and books of secondary learning. So, {or instance, ne found Clcero's
definition of eloquénqe as a "continuous motion of the soul", with

-

whieh the novella opens, quoted in Flaubert. Mest of the references,
however, come from secondary works somewhat ogutside of the pkilologl-
cal establishment, such as the book Psyche by Erwin Rhode, the friend

and defender to the classicists of Nietzsche's Birth of Traredy.

From this work Mann borrowed not only the passapge from the Qdyesev,
and the reference to the figure of Eros, but, most importantly, the
description of the orgiastic cult of Dlonysus on which iAschenbach's
catastrophic dream is based (though he did read EFuripides® Bacchae

in additioﬁ).

1 have delineated the spheres of rsference at some length and
made apoint of tracing thé sources of the oernbral one not merely he-
cause the work itself invites such an enterprise, but even more [eI=0
cause the intactness and separabllity of th2 spheres and the indirec-
tion and second-handedness of the sources arse an egsentlial characters
istic of Mann's artistry, that 1s, of his linguistie rvirtuesity, of
nis compositional art, and most importantly, of his corsclilentious mo=-
dernity, by which, I should now say, I mean in this cortext preclse-

ly a peculiar relation to the past.

13




Regarded as a characteristic of style, Mann himself gave a name

%

to his procedure--he called it "parody”, By "parody" Mann means "a
kind of mimicry" of the styles of the past. The cccagion for parody
is set out in Mann'g last large novel, written during the Second World

War, Doctor Faustus. The composer who 1s the protagonist conducts

what must be described as a soliloguy with the devil, which is made

to take place in the year in which Death in Venice was written--

indeed the time structure‘of the book is based on a parallelism be=-
tween the times before the First and Second Wo'ld Wars., The devil
has just commented on the devastating fact that the assumed and binde
ing convenfions of the arts have lost their power to carry meaning
and that the forms necessary to invention have become worn out;
whereupon the composer sayss "It might be possible to energize the
game by playing with forms from which, as is well known, life has
vanished.” And the devil answerss "I know, I know=--parody..."
Parody, tnen. is a nostalgic mode which makes the tradition

accessible by way of remotion and traduction. by making the tra-

dition a matter of learnedness, not in the sense of the organized

industry of the schools, but as an illusionistic creaming of secon-
'dary books, the playfully pedantic parodist at the same time makes

it serve him and holds it at arm's length=-in so employing the tradi-
tion he pronounces it dead.

In respect to style in the narrow sense, that is to say, dic-
tion, Mann's parodistic treatment is a matter, on the one hand, of a
wonderfully versatile mimicry of modes of speech, and, on the other,
of a descriptive language precise by the very fact of being somewhat
distant, By “"distant”™ I mean that words are used, as it were, with
raised eyebrows, fastidiously, exquisitely, with a virtvosity which
is essentially a kind of disengagement,

14




As far as composition iz concerned, the parodistic mode results
in something analogous to counterpoint, an int&rweaving of intact
whemes, namély precisely those 1 have just finished exiricating. It
might be said»that S0 musicai a use of themes requires a very exter-
nal relation to évents and pecple.

But the parodistic mode is most intimately related to the third

facet of Mann's artistry,his specific modernity, for, as the passage

from Doptor Faustus Shows, it is nothing but an attempt to do battle
with "decadence” ., Mann once characterized his literary mission as
the loving dissolution of the tradition, by which phrase he meant a
kind of médern re-use, and therefore abuse, of the past in an attempt
to £i1l the emptiness of the presente.

It is in more than one way no accident that the Greek past
plays a central rolé along these lines in the novella, and for this
“reason:s that antiquity offers for re«uée not only conventions and
styles but also myths, time~honored tales full of precise and pub-
licly accepted detail concerning events and persons of divine or .
grand stature,.

To characterize his later wofks. especially the novelistinc se=

quence Joseph and his Brothers, Mann liked to use the linkage “myth

élus psychology"”« By “"psychelogy" he meant, as we usually do, the
exposure of hidden persconal motives, which he superadded, as a kind
of modernization, to the mythical aura of his cheracterz. In Death
in Venice this "psychological®” aspect is absent, for Tadrio, on whom
the use of myth centers, is, so to spéak. not a person at all but a
living statue, so that the use of myth is, as it were, balder than
in later works.

Now how, precisely, are myths, or rather references to nmyths,
used to give meaning to the novelistic present? The answer is sim-
ple, sad, and significant: the reference is the meaning of the work.

15




Tadzie ig a cbngiameyation of mythicai shadows, he is Eros and

' Thanaios. Love linked with Death, but what love and desth might be

is not itself in question.

| I have often been taldq;in fact by a former dean of this col-
legé-Qa semihar story which precisely illustrates the deficiencies

of this use of myth. As you know, the rule for visitors to seminars
is that they may hgt speak unless there is'jmminent danger of internai
combustion. One night a certain academic was visiting a seminar on

Sophocles® Qedipus Rex, The'question that was being discussed was

why Oedipus chose to punish himself by putting out his eyes. The
visiter,‘who was beginning.to meet the requirement for contributing
befqre described, was invited to speak, and gave what he claimed was
a peffectly obvious and conciusive reason: that that was the punish=-
ment Sophocles had found in the myth. Whereupon a student, presum-
ably wiﬁh a look of Wide-eyed innocence, askeds "And why did he
chopsevto punish himself by putting out hié eyes in the myth?" That
is precisely the question the mode of meaning as reference or al-
lusion does not consider,

I would like to inject a comment heres this way of celebrating
‘our tradition by making a rite of it, by putting the seal of com-
'pletion 6n it, does not seem to me‘good or safe--perhaps we can talk
about this in the guestion peribd. But we do live in a state of
decadence! of falling away, the more so for no longer naming it aé
such, and Mann's way of laying the past to rest zeems to me vastly
better than the hatréd of it accompanied by ignorance which charac-
terizes the brutal branch of the phenomenon of decadence.’

But to return to the exposition and now to somewhat wider con-
siderations. |

Behind the parodistic style; as its source and ground, there
ig a view of the world which we must now look into. It is éaught in
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worke-the word "irony™. The signification which MNann gave it has its
origin in the romantic gchool of writers anﬁvtheir theorists,

"Irony" itself is a Greek word which means "dissembling” and which
was made notorioué by Socrates. %hen; in the Platonic dialogues, an
interlocutor refers to Socrates' "wonted irony“ he means Socrates’
strangely arousing claim not to know. "It is not that Socrates is
considered to be crudely pretending not to know what he ih fact knows.,
Rathef the ihterlocutor thinks that the claim not to know is itself
a subtle assertion'of knowledge--the knowledge of lgnorance-=sSo that
Socrates' dissembling reveals rathef than hides superiority. It is
precisely this aspect of irony that the romanticse abstracted--a cer=-
tain Superiority in intercourse, a sense of holding oneselfl aloof

and above the conversation. They combined with this attitude, or

perhaps found as its source, the idea of the human being as a "self”

7y

a meant an ovisinal source

or "subject”. By a "self"” or a "subject" i

7

of all representations; or more simply, of all experience, exactly
as when someone, inevitably, says in seminar that "everything is sub-
jective" s, From such absolute subjectivity they drew the sense of a
lack of responsibility and obligation, 'a right to hover above 1ssues,
to play infinitely with the creations of one's own thourht. Romantic
irony is thus a negative principle, anb“infinitely delicate play
with nothingness” in Kierkegaard's words, and is therefore easily
seen as the very principle of art, interpreted as the externalized
play of the subjiect, which is carried on éccordihg te no rules but
those established and recognized by itself. In the rommn%ic vocab-
ulary the complement of irony is enthusiasm, the--baseless--intoxica-
tion of the self with its own creations.

This must be the place to interject once sgain a brief circum-

seription of the term "romantic™, a term so irdigpensable to the dis-
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cwaaiﬁn of Mann's work. To begin with, thers are artless and cun-
ning remantics. By the artless kind I mean chiidren of sll ages en=
gaged in the‘self«indulgent excitation and expression of the emotions.
The others are the interesting romantics, in whom--I am using Mann's
words--a “yearning'and dreamy” aspect is supplemented by enormous
“artistic refinement". Let me quote from his essay significantly

P

entitled "Germany and the Germans“s: "The romantic”he says, is coun-
terrevolution, the revolt of music against literature...the pessimism
of honesty" as against the optimism of ratienal action. "The spe-
cial prerogative which it accords ts the emotional cver reason, even
in its most remote forms, such as...dionysiac jntexicztion, brings

it into a special and psychologically immensely fruitfnl_relation to
sickness.,” For Mann, Romanticism is, then, essentially a counter-
movement, a consequence of and reection to optimistic rationalism,
that is to'say. to the world of applied sciehme, snich defines a
counter-world of emotion, but does so wilfully, artfully, and self-

consciously., The romantic is the deliberately passienate, which we

may call the emotional.

With this understanding of romanticism Mann's *“irony" has the
following character. It too contains the notion of alootness or
hovering. But hovering is always between something, between two ex-
tremes or poles, and it:is consequently typical of the ironist that
he engages in what I>sha11 ecall "polar thinking", a variation of
thought which seems to me of great clinical interest since it is
" deeply characteristic of modernity. {OF course, 11T mightybe argued
that such polar thinking is the consequence of the polar constitution

of the world, but I shall here disregard that pessibility as unlikely.

There are three names behind Death in Venice, three spheres of

thought that Mann has appropriated for his own purposes--Schiller,
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Sehopenhauer, and Nietzsche--and it is precizely in respect to polar-
ities thaf-might be extracted from them that Mann absorbs thelr think-
ing. Among these, Schopenhauer is most tacitiy in the haekgrouhd;
Aschenbach's‘ﬁovel Maja, & novel "under the shadow of one idea;" 1is
the only explicit reference to him. Mann himself had planned a novel
}by that name, and his notebooks explain the connection of the title
with Schopenhauer's "Yeil of the Maja", the web of jllusion of iso=-
lation and appearance in Which we are caught. The novel was to set
éut ah interpretation of desire, in particular the desire of the weak
for "lite”, that is for those who have health and beauty, as the en-
tanglement of the isolated individual in the "Veil of the Maja”, and
was to presént the artist's mission as the double one of exposing and
preserving the illusion. The polarity here is that of life, that is,
hale and hearty mere existence, as opposed to deprivation and desire.
| The "Nietzschean" polarlty becomes explicit toward the end of
the novella, in the fifth and last chapter. Whereas the fourth,
central, chapter ig presided over by Apollo--it% begins with a descrip-
tion of the dawns of days spent within sight of the sunlit Tadzio,
the sun-god's ascent in his chariot. and the sunny beach==-the Tifth
‘and final chapter is dominated by Dionysus. It contains an exact and
lengthy description, in the tradition of fhucydides and Lucretius,

of the invasion and course of the plague, the Indian cholera, which
is insidiously wasting‘Venice and which forms the background of As-
chenbach's growing illicit passion for the Polish boy. Then comes

a night in which Aschenbach has a . dream of .the orgiastic entry of
Dionysus into Greece and his own soul; which dream const{tutes his'
internal catastrophe and the beginning of his end. The source of

the two gods which dominate the chapters is Nietzsche's Birth of
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Iragedy, though, of course, Manis aas made this important change--

that the savior god of The dirtn of Tragedy has become the destroyer

god of Death in Venice.

The last polarity is defived from ~chiller's essay "On Naive and
Sentimental Poetfy", the only work which 1is, together with its author,
mentioned by name in the nofella, namely when Aschenbach’'s essay on
"3pirit and Art" is said to be comparable to it. That essay, which

- Mann intended to write himself, was to be, in the words of the no-
vella, a work of "antithetical eloquence”, and Mann's extensive notes
list the "antitheses™ with which it was to deal: wopirit and Nature,
Spirit and Art, Culture and Art, Will and Representation, and many
more, 1in fact so many and so mutualiy involved that Mann's largest
critical attem@t was inteilectﬁally doomed from the beginning by
the very excess of polar opposites. The object of the essay was to
be to save the értist from the imputation laid upon him by Nietszsche,
of being a charlatan enslaved %o the “Olympos of Illusion”, by es=-
tabliéhing a type of "literateur" who would be free of such enslave-
mént, a digﬁified moral critic of ﬁis times, 2 man of intellect and

- psychological insight. Death ia Venice, in which such a writer is

invented only to be shown to be doomed to exposure and destruction
.must‘have made this enterprise morally impossible for Mann.

It was Mann's intention furthermore to set off this modern
"éentimental" Wriiér against a naive poet who might perhavs be
healthier and nobler but would not be so much a man of the times.

Let me here explain briefly what Schiller means by "naive" and,
especially, by the word "sentimental"”, The sentimental poet's con-
cerns are sentiments rather than objects of nature; he reflects on
impressions received; 'he is "subjective”™, while the "naive" poet,

such as Homer, who is for Schiller the naive poet par excellence,

sets out nature, that is, natural objects, in shining sculptural
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clarity, withoﬁt introspeatlion or rellection.

For dchiller this distincticn is largely coinoident with that
of Mancient" and “modern”--the ancients being naive, nanely "objeow
tive®, attending to what is given by nature, and the moderns "sub-
jective™, ﬁamely attending to themselves., Now, the founder of Ger-
man Romanticism, “ugust Schlegel, on his part identified the liter-

'ary distinction of "classical" and "romantic” with "ancient" and
"modern” (and I might inter ject here that Goethe, by whom Mann's
definition of romanticism was clearl& influenced, in his (Conversa=-

tions with Eckermann abruptly‘identifies the classical with the heal-

thy'and the romantic with the sieks) #&n argument might be made;
thery, that there is a kind of grouping of terms--naive, cléssical?
ancient on the one haﬁd and sentiméntal. romantic, modern on the o-
ther, which informs the novella as its most s@ecific "polarity”.
The‘iatter gréup circumsoéibes a notionlwhich plays a dominating

role in Death in Venice, the notion of "Art". The source of Art, P

with a cavital A, the Artist, is, for Mann, not oprimarily one who
possesses art, namely craft or knowhow, bﬁt a man whgse ultimate
preoccupation is with the conditicng themselves of his prbduétion.
The novella, then, turns centrally about the relations of the senti-
mental, romantic and modern éubject. the artist, to his opposite pole,
the naive and classical‘object of nature, which is therefore very
appropriately and tellingly vpresented in the guise of antiquity.

But just as the antique form is second-hand and modernized, so what
the artist of the novella faces is not an object of riature con-

ceived as having its own being, but a product of natural art., For

the boy Tadzio is always describeé as a statue, whose language is
music, and is said, in a thought borrowed from Schopenhauer, to be

the product of a "strict and pure will which, darkly active, had been
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able tc project this divine gculpture into the light". In a word,
the novella is about‘the gecadent artist's confrontation with & Live
ing work of art.

With a significant ineptitude, for which one hardly knows whe-
ther to laugh or té cry, the proponent of this problem presents him-
gelf under the guise of Socrates. .

Asvalways; Mann works from modern prototypes: he has in mind
not only the rationalizing, disintegrating 3ocrates of Nietzsche's

Birth of Tragedy, but\especially the Socrates of Hoelderlin's poem

by the same name, two lines of which are twice paraphrased in the
novella; they are: "He who has thought most deeply, loves what is
most alive, and in the end the wise man DbOwSs to the beautiful”.

But Mann did also read tﬁo Platonic dialogues while at work on
the novella, the Symposium, especially Socrates’ speech, which hap-
pens to be directed to Phaedrus, and the dialogue Phaedrus itself,

Mann's use of what he read in the dialogue is, as 2always, thor-
oughly parodistic, that is to say, the text, as in the case of
Schiller, Schopenhauer, and Nietzsche, serves as 4n occasion for
mimicry and reminiscence, not for responsible appropriation. In fact
one might say that the Platonic references in the novella contain no-
thing but external allusions to the dialogues and that to explicate
the differences would be to set out a new modern opposition to su-
persede the classical one of philosophy and poetry, namely that of
philosophy and Art in the sense before described--and it is possible
to find better contexts than this for that enterprise., However, it
does seem to me that Mann was in some way sensitive to the Platonic
text, since there are certain salient points which he quite particu-
larly and sure-handedly reverses.

The passages in question are Aschenbach's two sollloguies,
acknowledged by Mann to be the centerpieces of the work in which he
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apostrophizes the Venetian Phaedrus.

In the Tirst of these, which occurs in the "Apollonian™ fourth
chapter, the writer, under‘the influence of the ironist's enthusiasm
but still in control of himself, raises the setting of the Platonic
Phaedrus, the plane tree and the turf outside the walls of Athens.
_There Socrates is made to court Phaedrus, the wise man the beautiful
youth, and.thé courtship consists of instruction concerning desire
énd virtue., This is an adaptation of that part of Socrates' recan-
tation in the Phaedrus which describes the behaviour of the temperate
and the intemperate lover of beauty, including an adaptation of
Socrates' definition of beauty as the sole and only one among the
beings of the realm beyond heaven which can become visible, that is,
as visible form. Yhe passage closes with é reference by the romantic
Socrates to the Symposium, to "that perhaps most tender and most i-
ronic thought ever thought" by means of which the enthusiast seeks
to save his superiority and his dignity--the passage in which Phaedrus
himself claims that the lover, filled as he is with divinity, sur-
passes the beloved,

The second apostrophe.is spoken by the cosmetically re juvenated,
already infected Aschenbach in the “ﬁionysiac“ fifth chaptef. It
begins by once more characterizing beauty as visible divinity and as
such "the way of the sensual man, the way of the artist to the spirit”
and proceeds to set out the "problem" of the novella, the problem of
beauty. It is not the qguestion “what is beauty” that concerns the
sentimental Socrates but the problem beauty poses for the "artist®,
which was eXpressed by the lines from the poet Platen quoted aboves

He who has looked on beauty with his eyes,

Is already in the hands of death,

This problem, which is very much an autoblographical one, might

also be called the problem of "the two abysses™. Aschenbach, like
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Mann himself, is said to have be¢rn in his youth "problematical and
unconditional™, by which Mann means that he indulged in the uncom-

promising, dogged, melancholy, conscientiously thorough pursuit of

such insights as lead to the exposure of motives, the doubting of
talent, the betrayal of art, in shdrt, that he pursued such knoWledge
as consists of "seeing thfough" or "breaking up" things and is usual-
1ly called "anélytic". But these'sharp and bitter insights lose
their charm and begin to be felt as an abyss of dissolute and "inde=-
cent psychologism™, Aschenbach turns away from them in middle age
as having and conferring no dignity, and experiences what he terms
the "wonder of a reborn naivete“, But in the sentimental poet this
new naivete, this moral resolve to abjure psychology, takes the form
of a classicism of form, 2 "purity, simplicity, and symmetry®” which
results in a "moral simplification of the world", a moral ihdifference
It is in this condition of being under the discipline of a
thoroughly formalistic classicism accompanied by a strict regimen in
"his private 1life, that the emptiness of his inner life is invaded
and the second abyss 0péns. For the master of Classical‘form sees
a live work of art whiéh is fhe realization of his own efforts to be-
come a "naive” artist. And because it is flesh and blood, it brings
with it Eros and the formalistic poet of the "second”, that is, ac-
quired, naivete has no inner substance wherewith to withstand his
devastation. "For"--I am quoting from the second Phaedrus apostrophe-
"we poets...are not capable of rising, only of straying“.' In other
words, for the poet of'the novella, because he knows no lovable
wisdom and therefore has no love of wisdom, "the way of the artist
to the spirit"” which leads through sensual beauty, that is, through
visible spirit, is not viable; the poet's Eros precisely reverses
the erotic ﬁotion of the Sympesium- it is not a raising but a de-
meaning motion. And not only is the road not viable but (and this
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may be the same thing) its terminue is 1ift perfectly unclroum-
scfibéd—«there is no indication of what is meant by the "Spilrit".
Let me read a last quotation. "The masterly bearing oftﬁnﬁ
style is a lie and a foolery, our fame and honor a farce, the trust
of the crowd in us highly laughable, and the education of the people
and the young throﬁgh art a risky undertaking which is to be forbid-
den." | |

These words are not from Platc's Republic but from the second

Phaedrus apostrophe in Death in Venice. This is what Mann, perhaps

in thé end not so inappropriately, allowed Socrates to say about
"arc“} Let me summar%@e the reason for his condemnation: the artist
is a man of form and ﬂis form, or rather formalism, has a false re-
lafion~ﬁo the passions. | |

I have, in turﬁ, tried to show what the elements of the artist's
forms, of his artistry, are and what the vices of their virtues
might be, such that‘they impoSe on us and can be called charlatanism,.
Let me summari-e them aléo.

There is Mann‘'s linguistic virtﬁosity, his way of using words,
Aschenbach makes nine attempts to describe Tadrio, to render his ap-
pearance in words, only to realize‘that this descriptive use of
words, which Mann somewhere calls "Eroé in the logos", is forever
inadequate, and is, in fact, a hopeless enterprise. Nor are Aschen-
bach's words for human communication--perhaps the most telling re-
versal in Mann's use 0f the Platonic Phaedrus is that a dialogue,
which deals with the relation of eros and rhetoric, suggests to him
a soliloguy, that the writing Socrates has nd way to form and con=-
trol his love by logos, and that not a word ever passes between him
and the Venetian Phaedrus.

Then there is Mann's mode of parody, a way of battling decadence
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characterized by'a wilfully‘irrespansiblé and yet pefsistent. some-
how loyal, re‘ation to the'tradition, in which the present is re-
ferred to the past for its meaning. Associated with parody is a "mu=-
s1cal" mode of composition in which themes occur to provide mements
of allusion and reminiscence intended to elicit a pre-set reaction,

a device analogoué to what is called "leit-motif"™ in Wagnerian con=
texts,

And finally, there is Mann's manner of disposing of issues and
preparing them for novelistic use which he calls his “"irony“--a way
of seeing pfﬁblems in polar terms and playing with these, trusting
for.resolution to soméﬁhing indefinite called the "Spirit",

Let me end as I began with an apology for Mann and the study of

Death in Venice, Mann prided himself, rightly, on his 1ab0riously

conscientious purguit of the problems which he saw--and what he saw

and pursued in the novella was the problem of romantlc reaction.,

But this problem seems to me to be one of the most complex and recur-
rent aspects of modernity, the one which shows that to attempt to
battle the evils of our times while firmly planted within them only
leads to a deeper imﬁlication with them. To put it another way=-=-

Death in Venice is a serious reflection on what it means to have a

false relation to the passions and to the past,

Eva Brann, Tutor
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Linés from a Troubled Lover

Your heart is restless, cannot cleave to minej
When I approach, you seem to move away.

You lock to me a pilgrim at a shrine:

i sense the loneliness in which you pray.

The wistful ssdness that is in your face

Is there no less when you are overjoyed;

In springtime, you are still a winter place:
You feel no warmth; yet sunlight you avoid.
You yearn for perfect love between our souls,
And only sigh at my caress; and when

I gently answer, one must love by wholes,
Your look 6f sadness blossoms once againe.

My love, the flowers weep to see you smile!

Why not then come, take rest with me awhile,

Roger Greene
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Lovers' Walk, in Snow, in the Night

The sparking, dark-eyed fierceness of our words
Has made us pause; and like the wounded, we
Must rest from pain inflicted by the swords

We wield, each at the one we know should be
The gentlest to us and most gently loved.

We stand here breathing hard, as if we lance
Our souls, recoiling in the hate of love.

But mow our startled eyes have met; the glance,
A look baseeching, granting closer love,

Has passedy we touch again, again hold hands,
The moon has risen patiently, from white

To whiter in the crystal, breathless night.

But come: the winter air is sharp, and chills,

Our love will hurt and heal us as it wills.

Roger Greene
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Numbereg, Counting, and the Mesasurement of Length

This note criticizes the treatment of the measurement of length

and of counting in the Freshman Lab Manual, Part I, and suggests

alternative ways of understanding the same phenomena, It also

N

eriticizes the Manual's account of numbers and suggests another more

satisfactory view of them. Naturally, criticisms of this note are
more than welcome,

The first chapter of Part I of the Freshman lLaboratory Manual

deals with the measursment of length. Measuring length is reduced to
counting because, 1ike counting, it is said to be the finding of &
ratio between s multitude and a unit length that is the same as the
ratio between some number and unity (P. I-11).
T do not think that either this account of measuring length, this
account of counting, or the implied account of numbers is accurates,
Whén I think of .a table as eight feet long, I do not think of

of the length of the table as bearing the same ratio to the unit length

that eight bears to one., What I think is that the length of the table

is divisible into eight parts, each equal to the other, and to some other
length external to the table, The "eight-feet-ness" of the table, the
"heing-eight-feet=-long” of it seenms +o me to be something that is as
much "in" the table as its length is "in" the table., Indeed, it ig

its length. The length of the table may indeed be said, in addition, to
be octuple the external length. But the octuple ratio is a éonsequence

of its length being eight feet,
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But 18 the Manual's aceount of messuring is inaccurate, its sccouut

of counting must be inaccurste also, since the one is assimilated to
the other.’And,vindeed, it is inaccurate. When I have counted a

group of eggs, I do not think that the count T have come up withy

say twelve, is a ratio between the eggs I have counted and the unit
egg which is the same as the ratio between twelve and one. (P, 1-9)
What I think is that the multitude of eggs is divided into twelve items,
each equal to one another and comparable to the standard egg which is
external to them all and which, existing only as "idea" in the lo 08,
I am using to determine what shall be included and what éhall not be,
The "being twelwe" of?the eggs is in the multitude of eggss it is

not a ratie.

In large measure responsible for the Manuall's false definitions
of measuring length and counting is its equivocal use of the word
"numbers", The word “numbers" is used throughout the first chapter
sémetimes as if it could refer to things of a certain kind which can
enter into ratios and can have the same ratio to one another that a
multitude can have to one of the units in ite

Clearly there can be,..N0...ratic between things of different

kinds but only between things of the same kind, between eggs

eggs and between numbers and numbers, (FP. I-9)

But this meaning of "nuﬁbers" is‘no sooner affirmed than it is
denied in favor of anotﬁer onés

Strictly spesking, it is the system of proper names {not the

numbers) that we carry "in ocur heads"; the numbers themselves

are present wherever there are multitudes. The number twelve,
for example, is just as much a physical (!) characteristic of

a dozen eggs as is their shape, color, weight, or chemical

composition, (P. I-8)

This "more strict' wee’ of the word “numher“, however, to mean a

"physical characteristic" of a group, is only mentioned to be immediately
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forgotten, For in itlie very same paragraph in which it is said that

numbers are physical characteristics, they are spoken of as things
between which and eggs a one-to-one correspondence can be set up. (pp I 8-
That these two uses of the word "number" are radically distinct is
clear from the fact that although one might be able to speak of two
numbers as having a ratio to one another, one could never zay that two
characteristics had a ratio to one another. A further aBsurdity results
since by this account of numbers we do not, after counting, come up with
a number, Or if we do, then a third sense of '"number" (ratio) is added

to compound the confusion already caused by the other two,

An Alternative Account of Number and its Consequences for an Understanding
of Counting and the Measurement of lLength :

Let me suggest that numbers are neither physical characteristics of
things nor things themselves nor ratios between things but rather groups
of things; By this account the "number bobks" of the Xlements éoﬁtain
propositions aﬁout groupsiof things from Yhich considerations of place,
time, color, weight, shape, aﬁd individﬁal multiplicity have been
prescinded., This is why ﬂnumbers" can bé represented therebby straight
linés; all that is left is individuality and rclative size,

To count a number, multitude, or collection, then, is to determine
which}one of several predicates, e.g. two, three or four, each associated
with a sound in g certainworder, "two', "three'", "four", to predicate
of it, What predicate belongs to a given multitude will be determined
by matching the items in the multitude, making sdie they are all as much

the same as one another as required, one-by-one with the individual sounds
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aggociated with the predicates and reﬁeated in the proper order. [The
proper order among the sounds is derived from the proper order among

the predicates and has no intrinsic necessity; there is no reason that I
can see why the predicate signified by "five" could not be signified by
"four" and vice-versa,) When the individuals in the collection have been
exhausted, the predicate belonging to the multitude will be signified by
the sound last uttered,

There is nothing remarkable about this procedure: anyone with a
"counter"” in his hand need only push it every time another individual is
included in the tally*qnd, at the end, read off the name of the predicate
belonging to the multitude he has just counted. The procedure, in fact,
is fundamentally akin to that involved in determining whatl predicate should
be assigned to any subject: reason seeking and finding her own children,

To measure a length is to determine what predicate to apply to that

. length wﬁen it ig considered as diﬁided into parts each equal to some other
external length, Because the items in a "length colleation' are apparently
continuous with one another insteadvof, as in a collection of egys, discrete,
Yeounting" this kind of collection will require that that which separates
the individuals trom one another, the principle of individual distinctness
and, theretore, of individual being and knowability — lel us call it the
gnomon* - will have to be introduced into the "eollection" from the spatial
oﬁtside. The genesis and consequent intelligibiliiy of the individual
units which will‘be counted is precisely what aligning a ruler alongside an
object to be measured accomplishes, |

(In the case of counting, the gnomon remains outside each individual,
but non-gspatially, Its principle of countability, that bLy virtue of which

each one "counts" as one ot whatever is being counted, i.,e,, its "being-an-egg
»
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is other than it though at the same time intimately one with it, Some

of the counting gn‘omons‘are to be found in law books, TFor law books are
the depository of those defiﬁifions through which individual members of
Amportant ﬁolitical multitudes are generated and hence become knowable,
e.Z., citizens, dependents, corporations, states of emergency, etcC. Others
are in the books of united growers, e.g., 'Grade A Fancy Maple Syrup",

or artisans, e.g., "Twelve-Light Barn Sash", or the wisc, e.gs, "DHAY,
"hyperbola", Generally the making or altering of these gnomons is in the

hands of those who know or who have the power which in the mind of the

many is a sign of knowledge,

As in the case of counting, what predicate properly belongs to a
given continuous collection is determined by matching the items in the
required, i.e, that the ruler is well calibrated, one-by-one with the
predicates by means of their name, When the individuals are exhausted, the
predicate belonging to the multitude is that whose name is the sound last
uttered ér read off the ruler -- for most rulers also count the ones which
they generate and make known: they not only mark off equal distances:
they have on them predicate-symbols placed near the unit divisions, €.8.,
nwan, W3N, VM4Y, The meters in yard goods departments exhibit this
principle as do service sﬁaﬁion'gasoline pump nefers,

The difference between counting and measuring length is, therefore,
that although both involve counting images of a gnomon in an underiying
something which remains peculiarly unknown and out of reach, and although
both gnomons somehow seem responsible for the being of that of whi?h they
are the gnomons, thé gnomon of continuity is external to the counted while

the gnohon of discreteness is internal to it, But in both cases the
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unnamed is named, the unknown made known, through the association of
presumed identified parts of a whole with a certain kind of predicate,

Edward G, Sparrow, Tutor

3,
¥ This gnomon is one of a very limited class ofédsn_that can be
spatially approached; should it be destroyed, what it causes to be
(feet, meters) would also be destroyed, It is not accidental ggat the
National Bureau of Standards, the custodian of these material £L8m,
only allows the purified initiates to approach them, This is because
they dwell in a region apart (a cavel), as far as possible from the
turmoil of becoming while yet accessible to the very few who nust have
recourse to:them in order to rule the world which is theirs,’




The Shepherd’s Song

The last movement of Beethoven's Sixth Symphony ¢
entitled "Shepherd®s Song," 15 & remarkable piece of music,
considered by itself. Of the movements of the Pastoral Syn=-
phony it is, if not the most pastoral, certainly the most
innocent. This paper will examine "The Shepherdfs Song"
musically, and then discuss its innoCence,

The orchestration of the movement is not partic-
ularly vnusual. In addition to etrings and two each of
flutes, choes, clariﬁats, basgoons, horns, and trumpets,
two trombones are included in the instrumentation, although
theirs iz & rel&tivély minor role in the unfolding of the
movement., The burden of the melody ralls largely on the
strings, end particularly the firet violins. The horns are
used prominently as melodic instruments, and the wind instru-
nents are generally massed, in contrast to some other parts
of the symphony, partlcularly 1in the first and second move-
ments, where solo winds are very important. The string
basses seldom play the same parts as the cellog, and often
play plzzicato umdér the other strings pla?iﬂg the nelody.
There is little m&mipulétimn of the timbres of the instru-
ments for special effect, as there ig, for instance, 1in the
first mevement of the Erolea or, more blatantly, in the storm
in. thisg syuphony. The interest, when it $s not meleodlie, as

1t admittedly is most of the time, is dynamic or textural.
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Harmonically this wmovement 1l very tame. The rate
of harmcﬁic motion ls slow., The tonrlity of the plece 1s
always right around F, straying for éhort perliods of time
into C and Bb, but returning guickly to F. 4An lInteresting
kind of cadence occcurs twice at the bepminning of the movement
and once st the end. In mweasure 5, the cellos begin to play
2 pedal on the tonic and dominant over which the V-I cadence
that leads to the melody in messure 9 takes place. The ca-
dence itself, however, lnstead of occuring on the {lirst beat
of mneasure 9, setually takes plsce 1in measure 5 on the fourth
elghth note. Something similar happens in measure 12, where
the harmonic movement IV-V takes place on the upbeat to bar
13. ©On the next to last note of the movement, the lack of
any dominant feeling whatever and the premature fortissimo
generate the same sort of cadential motion. The effect of
all this iz that the cadences that are affected are weakened,
and thelr function as articulations, as stops in the melody,
ceases to be éarvedg As & conzseguence, the melodic flow,
degplite its emphatically square character, seems to be smcoth,
and to reach continually alter the next neasure.

The rhythms throughout the movemsnt are varlsd but
regular, Often, as ln, for instance, measure 32, the same
rhythmic pattern ls repeated {(three times in this case) and
then altered. PBut as often, the obsesgive harping on certaln
rhythns (e.g. measure 14E) that is 8o characteristic of this

gymphony as a whole ls demonstrsted. The downbeat 1s always
?
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prominent, and the music has not a trace of syncopatlon.
The only striking rhythmic change that I can detect occurs in
the motive that appears in measure 32, where the pattern
shifts from the waltz-like emphasis on the upbeat and down-
beat that charscterizes the maln theme of the movement, to
2 concentration on the first two beats of each'group of three.,
I shall treat the form of the movement by nmaking =
dlagram of the succesgive melodles that appear, but I must
first justify this practice. Since form is the orderly ar-
rangement in time of the action of s plece of music, and
since, as I have mentlioned, the action of the movement 1is
largely melodic, then its form ls dependent on melody., If
we suppase_the individual melodies themselves to be separate
in thought from their temporazl relations to each cther, then
the music can be divided neatly into what we might call sub-
gtance, the melodic raw material, and essence, the organi-
zation of the material in time, This pcint of view is super=-
filcially sattractive, for it might be argued that because
musiec 1s a creature of time and cannot live outside of the
passage of time, the way in which time passes in a plece of
music (1.e. the form of that plece) is its very being. By
this srgument, the melody and the other "matter” that 1g in
the music, because they are qualities that determine the
mods of beling of the musle, and not its very exlistence, can
be called its substance,

’ This srgument overlooks two facts about real music




2s it 1s written and hesrd. Pirst of all, it ignores the
presence of e certain necessity in the writing of music,

The theory above outlined presumes thers to be no logical
intercourse between the superstructure of a plece and its
substance, but the existeﬁce of the Peethoven sketchbooks
belies this view., Sketches, which document thevatﬁempt to
achieve an accomodation between the ides of the plece in

the com?oser'a mind end the fact of the written music, dem-
onstrates the imposgibiiityiof conecelving substance and eg=-
saﬁce separately, For what can the ides of the plece, that
standar& againgt %hieh the comﬁoser measures his productions,
be but iﬁs.essﬁnee; if the conception of the plece is not its
essence, how can 1t be said to be the completion of that
plece rather than some other? It cannot be denied, however,
that the demands of musical essence on substance and sub-
stance on essence are very resl. Could the B~Ninor Mass be
composed of mipuets? Could its Kyrie be & theme and vari-
ations? Could a fugue be written into the first movement

of Tschalkowsky's Pathetlgue Symphony? The negative an-
~swérs to the preceding guestions are not really extramusical,
The pages and pages of music that Beethoven rejected from
his sketchbooks sre testimony that there 1s indeed a mus-

ical appropristeness, a loglc to the marriage of form and watter,

The existence of musical taste, it seems to ne,

also militates against the metaphysical theory of dil-

4
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chotony between form and melody., The exlstence of wusic is
1ngeparabla'1ogic&1ly from the cspacity for, sand exerclise
of judgement on the part of its llisteners. But the presence
of thls faculty 1n listening to wusic presupposes some sort
of principle, no matter how narrow or baseless, by whilch
they accept or reject. One might argue that music@l taste
is & result of vogue, but this dces not in any way alfer
the fact of its presence in people. Somewhere a judgement has
to be mede, snd it iz plain that that judgement lg a reflec~
tion on the whole musical experlence., For while the sup-
posed elements of muzic may be separable in thought, although
it seems to me unlikely, they cannot be separable in sen-
sation. The passage of time and the motion of sound will
not wait on metaphysics.

8¢, with the intimate relationship hetween form
and melody in the last movement of the Pastoral Symphony
in mind, let us guickly meke & pleture of them. It is ny
contentlon that the whole of the movenment melodically is gen-
erated out of two motives in its beginning. The first,
which is properly speaking at the end of the storm, is des-
ignated (I) on the asccompanying music paper. The second,
which I call (IT), isg closely reisted to the materisl that
introduces it (III), although the sketches reveal that they
were comcelved separately, In the interest of brevity, I
shall list the melodic events of the movement with %hair

accompaniment, if any, below them, and the motlves to the

#
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right of thosze derived from them.
musical exemples printed below.
meagure # 4th movement, m, 146
melody {from,.) I

(accompaniment)

Roman numerals rTefer to

m.l mWm.9 m.32

CITT 1T 1V

(pizz.) (arpeggios)

msre. # m. 50 w, 56 m. 64 w. 80

melody v {1} 11T II VI (IX; ef. m. B& & 247
{acemp. ) {arpeggios) {arpeggios)

msre., # m. 99 m, 117 @m, 125 m. ylhﬁ m, 158
melody VITI (I} VIII (I1I) TI v v (1)
{accmp.) (III) (11) (VIII) (arpesggios)

msre, # m. 164 mwm. 177 m. 206 m. 237

melody I11 1T VIIT {TI) I (II, IIT)
{sccmp, ) {11) {(11)

mere. # w, 260

melody 111 finis

{mcemp.) (VII)

L know of no name for thils form..

There are &ie=

ments in 1t of a rondo, theme and varistions, even sonate

form.

¢

Lo

The guestion is, then, what kind of form iz 1it, and




what kind of plece is it? We can see the lightness of the
orgsnization of the movement by locking at this chart, It
1s hard tc mise the continuel repetition of melodies, the
lack of modulation, the simple textures, the slow harmonic
novemnent, and the rhjthmlc regul@rities. I have slready
remarked on the device of weakening cadences so as to make the
very regular four-bar phrases melt into each other. In fact
the first and only satisfying csdences in the movement are
in the final section of the plano, the section marked "sotto
voce." But these obgervations do not help to understand the
force of the movement,

The secret of the Shepherd®'s Song ls the guality
of its melodies. Though it may never be possible to make
pronouncements on what is natursl in a melody, or on what
effects are produced by varlous kinds of melodic combinations,
it is possible to generalize about the group of tunes in this
movement. Then, bearing in mind that melody iz the heart
of the movement, we can use thls generalization as a sort
of paradigm for the plece as a whole. We might sum up the
characteristics of rhythm, harmony, and orchestration enum-
erated above with the word "simplicity." The melodies here
are gimple, too, féund@d on a trlad sand s major'scale. But
2ll of Beethoven's melodies are buillt from material of this
sort; one ls reminded of the them of the first movement of
the Eroica, which is as unabashedly trisdic as the theme of
thlis movement. There is something‘morg to innocence than

' slmplicity, and there is something more to the melodic writing
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in this plece than trisds and scales, Without treading on
~’tha trescheroug and embarrassing ground of emotional analysils
of the music, I would like to maske two points. The first
concerns wuslc, and it 1s that the melodies in this last

movement have what I would ecsll a downward bilas, by which I

mean that descent in pitch, snd sometimes in dynamics, recelves

the rhythmic and formal emphasis in the plece, O course,
the most obvious exsumple of thisg is fragsment (I), which is
simply 2 serles of appgggiatureg. But sn exsminatlion of the
rest of the melodies shows a deliberate pattarn, snd the
sketches bear this hypothesls out. The final point I wish
to make does not really concern music, but rather words.
Innocence is egsentinlly & negative word, denoting an ab-
serice of evil.. Although gimplicity need not co=-exist with
complexity in the world to be meaningful, innocence inevit-
2bly implies guilt., The pastoral 1life, of which the sixth
symphony s presumably s plcture, is =a prawerful temptatlon
te those in the real world, but it is only =zeductive be=-
cauge of the corruption of the world. TIf 1t were not se-
ductive, moreover, it would be borine. To write a& pastoral
gymphony or to cémpose a pacstoral posw iz to be confronted
with corruption, for there are no pastoral symphonles in the
land of the lnnocent. It is as 1f one revealed that he

was clad by the act of‘disroblng. I think 1t is not al-
together meaningless to call the innocence of the Shepherd's

Song the innocence of the gulliy.

Submitted by

bz _
Navid S3tevenson, Tutor

Alan Roth Plutzig °71




R

4t Movewent
"o w146 f15e\
7 s

e P X Eﬂ ?- 2. -
{}' Find - ﬁ, ﬁ’@.@ 'gﬂ' : ~ b
A e O I ! 1] [ ] ] bl _&7C
[P N [ bl i v
s »,
B
L
A b 2 a & 2 { i ‘lf '[Io '[Io

o V,..I(m.m)

ﬁl«g m.237 e
LV 4 2

S ———

M.

Un T fsatto virg)

43






