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ABSTRACT
A Poetics ofCare, or
Time and thédaseinof Modernism in Thomas Mann and Martin Heidegger (1924/1947)

Kevin Parker Eubanks
(Under the direction of Eric Downing)

A Poetics of ‘Care’, or Time and the ‘Dasein’ of Modernism in Ta®flann and Martin
Heidegger (1924/1948eeks to establish the usefulness of Martin Heidegger’s reforamulat
of time and subjectivity during the period from 1924-1947 for reconeéping
interpretations of time and tragic experience across thérgpeof literary and philosophical
modernism(s). Between the earliest expressions of his temtparalfhe Concept of Time
[Der Begriff der Zeit (1924) andBeing and TimdSein und Ze€jt(1927) and its later
incarnation(s) in, for exampldhe Origin of the Work of AftUrsprung des Kunstwerkes
(1936) andThe Thinker as Pod®Aus der Erfahrung des Denkgr(¢947), Heidegger finds
conventional modernist approaches to time either too subjectivisboorrelativist in
formulation. Heidegger not only rejects a conception of time asirihahich subjectivity
happens but also an idea of time as tioatard which subjectivity is oriented from the
outside. In neither case, according to Heidegger, do these framings ¢thptenegbeddedness
of time for the subject. For Heidegger, time is much more thaokjeet of a definable and
radical, even playful, experimentalism with which we have consssociate modernism; it
is neither comprised of stable modes (past, present, future), mdriésarchical, subjective
or even a relation among other relations that, along with the questiomepfare said to have

preoccupied the modernists, most notably the questions of narrative, histbsybjectivity.



According to Heidegger, temporality tise relation of being itself, what he calBaseinas
being-thereor being-in-the-worlg and it is thusat Daseinthat the very possibility of a
distinctly modernist narrative, history or subjectivity is configured.

In a much more fundamental sense, Heidegger proposes time as a phemnaimenon
which subjectivity is always already happening, and as early as 1924 evesodaesas to
equate time with the subject, or with what he calls “hurh&torical Dasein” Although it is
the most conspicuous heir to the cultural obsession with time that is typicdllp $aive
dominated high modernism, the full scope of Heidegger’'s remarkable study of thtypora
during the period from 1924-1947 has never been elaborated — neither in terms of its
potential literary applications nor in terms of its engagement with the hatorament of
modernism itself. Emphasizing the works of Heidegger's contemporary and {édawan,
Thomas Mann, namelijhe Magic MountaifiDer ZauberberfyandDoctor FaustugDoktor
Faustu$, which bookend this crucial period in Mann’s own developn@wardwhat |
would like to call a Heideggerian recognition, | trace the way in whas$ein the historical
momentat which time “temporalizes itself,” emerges as a construct capakbgtdining
these configurations and of fostering radically new interpretations of botertip®rality of
modernism as well as the modernism of temporality. In a final chapteralend into
account Heidegger’s insistence that tim®aseinasbeing-therds also always aldeing-
towardsthe possibility of its absolute impossibility,” | explore the “rumor” ((&m) of the
endof art that preoccupied a later modernism and ultimately argue that theuggting
mark of both modernism and the modernist time-novel is the tragic recognition that

modernismis the historicabeing-towardsts own impossibility.
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PREFACE

Thomas Mann is arguably Germany’s most revered novelist. Thiiseisiot only to
the ingenious facility of his art but also and in part to aaditerary heroism with which he
is typically associated, a liberal-humanist, democratic antivigat suffuses every one of his
most notable works and that in its own way has always stooddngstesistance to the
conservative forces in art and politics that achieved their ukiregpression in National
Socialist Germany during World War Il. Thomas Mann’s actegstance against fascism in
Germany, his forced exile, and his emotional struggle withhisdory is for the most part
well-known and well-respected. The memory of Martin Heideggerthenother hand, is
always bathed in the light of disapproval because of his complidity the National
Socialists during the tumultuous years of the Second World War aadd®of his apparent
unwillingness to come publicly to terms with this past in thes/éallowing the war. His
short-lived tenure as a Nazi party member and life-long silenciae issue, along with the
corresponding resentment these realities have provoked, have placedrki permanently
it would seem, on trial.

Despite these well-known differences, it is nevertheless isungrthat literary
scholars in Germany and the United States have thoroughly nelgldatevery real
correspondences in the works of Mann and Heidegger, especially doeinaetiod from
1924-1947, which one could argue frames the most important span of theictivespe
professional development, and in this very real, historical sensm ldiad Heidegger are

powerful contemporaries. The front end of this period marks the publictigiann’s self-

Vii



describedZeitromanor time-novel,The Magic MountairjDer Zauberberg) (1924), as well
as Heidegger'sThe Concept of TimfDer Begriff der Zeit (1924), a critical preparatory
work toward the monumentdéleing and TimgSein und Zejt(1927), in which Heidegger
first introduces readers to his modernist reformulation of tintethe subject that he calls
Dasein The latter end of this time period not only marks an important moinetite
definitive maturation of shared ideas first develope@he Magic MountairandBeing and
Time but it also culminates in the publication of the so-called gseaftorts of both writers,
Mann’s Doctor Faustug1947)and Heidegger'3he Thinker as Po¢Aus der Erfahrung des
Denken (1947) andThe Letter on Humanisifiber Brief ber den Humanismugl947), in
which both Mann and Heidegger seek explicitly, and with a sympath@itional intensity
that grows out of their mutual proximity to the events themsgteesome to terms with the
contemporary events in German history that more than anythirg ddgermined the
respective fates of their lives and work.

In Mann’s late workDoctor Faustusthe protagonist Adrian Leverkihn, much like
Heidegger himself, violates everything around him — himself, hismaliis art, his friends
and family, and even history itself — and yet scholars still éelvliether in the end he is
condemned or saved for his hubfri fact, Mann claims that Adrian “bore the suffering of
the epoch” [“das Leid der Epoche tragt’] and confesses that he Yasloeed any “creature
of [his] imagination” more than Adrian Leverkihn [flach nie eine Imagination [...]
geliebt hatte wie ihn”] $tory 88/Entstehung81). What strikes me most here is that

contemporary scholars already predisposed against Heideggerharnzhlvfor a continued

! Rudiger Safranski iMartin Heidegger: Between Good and Eitans. Ewald Osers. Cambridge: Harvard
UP, 1998] not only recognizes this correspondemteden the real-life tragic fate of Martin Heideggad the
fictional tragedy of Adrian Leverkiihn depicted ihdmas Mann'®octor Faustusbut he also organizes
Heidegger’s biography around Mann'’s fictional model

viii



engagement of his philosophy in light of his infamous political tiesmately blame
Heidegger's downfall on precisely the same cultural-historighéumwith which Mann so
clearly identifies his modbelovedcharacter. Thus the gist of my project is to explore this
unlikely affiliation and to demonstrate that if “it was throughdefinite orientation of his
thought that Heidegger fahto the proximity of National Socialism™ (Wolin 6), then it was
this same orientation through which Thomas Mann delhy from such proximity. In so
doing | hope to bring together two very significant figures ofndar history, whose work is
often thought, and justifiably so, to be caught up in very different, evanethaally
opposed, intellectual traditions. Despite the obvious distance(s)dretivemn, however, it is
partly my goal to show that Mann and Heidegger do indeed belongnilarsintellectual,
historical and aesthetic orbits. One could argue, for instancet ihgirecisely the relevance
of Heidegger’'s and Mann’s works for a particular understanding ah@eihistory and the
proximity of these works to the historical period in question thatthetsvorks of the former
dismissedand those of the latt@cknowledgedand it is this dramatic and unfortunate irony
that my project hopes to both illuminate and reconcile through gopsitaon of Mann’s and
Heidegger’s respective literary and philosophical treatmentsarfernist time and tragic
experience.

Though | am steadfastly opposed to the aggressive intolerance of afan
Heidegger’s critics, my aim is not to exonerate HeideggerheRal am interested in
reopening the potential of his body of work, in particular the congmstie temporality
described inBeing and Timefor exploring the historical, even the literary or imaginative,
character of the controversy that surrounds Heidegger’s thougbntiaversy, by the way,

that Mann himself anticipates and narrates in G¢th Magic MountaimndDoctor Faustus



the novels that frame the historical period under study. Put anotlget wish to investigate
the way the drama and fate of Heidegger's philosophy reson#ttenatrative forms of
possibility, such as the ideas of time and the tragic in modéiteistture. Although well-
established figures in the fields of philosophy and literary ripeamong them Jacques
Derrida and Stanley Corngold, have long called on literary schiolasplore the potential

of Heidegger's work to facilitate new and provocative entrigs literary and cultural
analysis, the call has gone largely unanswered. To answerathig Poetics of ‘Care’, or
Time and the ‘Dasein’ of Modernism in Thomas Mann and Martin Heidegger (1924/1947
carries out a detailed analysis of the evolution of ideas ofitinffdlomas Mann and Martin
Heidegger during the period 1924-1947 with a view toward answeringe iarnd, the ways

in which the evolution of these correspondences supports a complimemdry a
comprehensive understanding of modernist time and tragic experience.

Toward this end, the first two chapters of my dissertation setooatcomplish two
goals, respectively. First, | situate my task within the brohorical scope of transnational
literary and philosophical modernism in order to demonstrate both teeaneke and
necessity of rereading conventional approaches to modernist timeagedytrin literature
and philosophy from the standpoint of an approachrdwtiresboth Mann and Heidegger.
The second chapter devotes itself to historically justifying @ochtsrg the comparison of
these two, presumably very different figures by tracing tparsge historical development(s)
of ideas of time and tragic experience in the works of ManrHmidegger during the period
1924-1947. Among other things, this task will involve an investigation lbdth the
changing weight assigned to history and historical thinking throughaiperiod (and not

just by Mann and Heidegger, of course) as well as their unchgrsiiared preoccupation(s)



with the themes of death, history and the traditioBitfung For the purposes of following
Heidegger’s part in this comparison, | intend to undertake aafditerary analysis of
Heidegger’s famous characterization of time and beifgeaginand, in what amounts to the
same thing, to introduce and explain key principles of his so-cahsgehetrable” (Eiland)
theory of temporality fronBeing and Timeéhat informs so much of the dissertation. All of
this will go a long way toward preparing the reader for theectestual analysis that makes
up the larger part of my argument, toward ameliorating sontkeo€hallenges that always
accompany any encounter with Heidegger’s idiosyncratic and miahzed language and
presentation, and toward justifying the analogy | set up bet®@asainand Mann’s literary
world(s) Most importantly, perhaps, my plans for the introduction will go a \eaygtoward
demonstrating that it is through such correspondences that | elywatw Heidegger as an
essential voice in modernist discussions of time and narrative and ({dad the modernist
Zeitromanmore generally) as the key to reading Heidegger from anyigosif fairness,
authority and objectivity, which is also to say, from the positiowlwdt Heidegger himself
might callauthenticity| Eigentlichkei}.

My third chapter explains the problem of time and tragedy in modernist marbsti
considering the character and nature offtiere or what Heidegger calls tlo®ming-
towardsof being-towards-deatht argues first and foremost that Heidegger’'s description of
being-towards-death and the tragic deferral that is said to always @eopihresonate
meaningfully with what has been called the “dilemma of closure” that hauntsuttagive
atmospheres 6fhe Magic MountairandDoctor Faustug Heidegger's famous description

of death as “the possibility oDjaseiris] absolute impossibility” BT 294) and the central

2«Although it knows its end absolutelyDaseir] will always be that in relation to which it witiever know
anything: the knowledge of the end always withdrassoncealed in being deferred” (Stiegler 231).
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problemof Being and Timewhich Heidegger describes as the impossibilitpaseirs ever
grasping itself as a whole, closely parallel Mann’s own time-problerhg @resents them in
The Magic MountairandDoctor Faustusnamely the problems associated with the end and
with endings. My reading in this chapter intentionally limits its attentiohéd=austian
moments in both novels and thus to a direct and focused analysis of what might béealled t
novel’s imagined response to Heidegger’s reading of being-towards-death itoorder
demonstrate the ontological basis of Zegtvertragetime-pacts] entered into by Hans

Castorp and Adrian Leverkuhn, that is to say, the ontological basis of the “dilemma of
closure,” which is without question a key narrative feature of both novels.

My fourth chapter considers the problem of time and tragedy in modernisivearrat
with a view toward th@ast or what Heidegger calls both thaving-beerof Daseinand the
ontological ground ofiistory. Despite both the influence of Adorno on Mann'’s portrayal of
history inDoctor Faustusas well as the implications of the famous Adorno-Heidegger
debate, which revolves almost exclusively around Adorno’s rejection of Heidegger's
historical metaphysics, Mann cannot be saiDactor Faustugo have simply and slavishly
laid out in narrative form Adorno’s influential brand of historicism. As | atteimpt
demonstrate, Mann refuses in the end to deny the past an ontological deptbsandehat
Heidegger likes to calbaseiris authenticsense of the past as having-beerl Ha Magic
MountainandDoctor Faustusthe difference between what Heidegger calls an inauthentic
and an authentic history, or the difference between the history thatrvegand the history
that onas, is clearly evident in the tension that marks the impossibility of “telling’tim
(Cohn) in Mann’s novels. The source of this impossibility lies in the awkward demand

placed upon the narrators to narrate the complex temporalities of their s)bjest(kward
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because, as | suggest, “telling time” involves narrating a past thahig todsl must at the
same time cast something aside (as both Heidegger and Adorno affirm), andcitseslyre
the recognition and recovery of this loss (however incomplete in the end) thaiutesishe
tragic insight of Mann’s protagonists and any measueithfenticexistence in Heidegger.
Thus, as | hope to confirm, Mann’s treatment of history does indeed describe the deeper
matter of historical authenticity and of what Heidegger dmlag-historica) which emerges
in The Magic MountairandDoctor Faustusas the commitment to a notion of the past as
having-been that in its unavailability, in its being cast as&laainsalways alongside
Daseinand ultimately determines not only the life and fate of Hans Castorp and Adrian
Leverkihn but also the typically overlooked significance they are meant by blangdest.
My final chapter also sets for itself two goals and focuses exclysiweMann’s and
Heidegger’s later writings and on the intersection that links the question ofviimthe
guestion of the possibility of art under modernism, as is perhaps appropriate@faiesion
that hopes to situate Mann and Heidegger at the margersof modernism. First, it
continues to follow the development of Mann’s and Heidegger’s ideas of time and
temporality by taking up the idea of tedof time as well as thendof art — the latter, of
course, is the powerful “rumor” (Geulen) that preoccupied both Mann and Heidegger
throughout their respective careers, but especially during the historical periodtioguat
the end of which Mann and Heidegger directly engage the tragic, unspeakaliteaguilt
accompanies a historical trajectory out of which the sort of world emergesdh thki
impossibility of art can even be imagined. Secondly, and with a view toward theoguasti
the end of art, | demonstrate the way in which Mann’s narratives help to both mediate the

alleged differences and also illuminate the correspondences betwetn typacally
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understood as a very public and contentious debate between Adorno and Heidegger, a debate,

moreover, which to a large extent still shapes our beliefs about modernism anditpoder
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Chapter |
Introduction

Not the Usual Suspects: Toward a Rereading of Modernist Time in Mann and Heidegger

This is a dissertation about time and modernism: about the place of time in
modernism, and about the place of modernism in time (which is also to say, in history)
Insofar as it plans to explore these topics and their intersection in sfiesificy and
philosophical discourses from the modernist period, its first obligation is to sketttiteout
contemporary critical atmosphere that both explains and justifies its approac

Almost all contemporary discussions of modernism recognize the importance of
modernist experimentations with and break frof! @&ntury narrative time conventions and
the historical conditions which prompted both. On the one hand, modernist representations of
time are said to have developed as a response to historically specificedeats in
technology and the cultural and intellectual shifts prompted by these advansehust as
the historical foundations of realism lie in"L8entury industrialism, scientific positivism and
imperialism, modernist representations of changing perceptions of timéenesaid to
reflect the even more technically accelerated and epistemologicainénted nature of
modern experience in the twentieth century as the bulwarks"afe¥ury realism collapsed
under the weight and impossibility of their own ambitions. This is the subject gf man

critical works that explore the question of modernist time, including Stephen Kemisad



work The Culture of Space and Tirfi©83) and Ronald Schleifefdodernism and Time
(2000) (Kavaloski 34-5).

On the other hand, modernist representations of time developed independently as
purely aesthetic responses to the restrictive, prohibitive time-convention§ oéd@iry
realism. In the realist novel, generally speaking, the predominant mode o$ limearity,
which relies upon an absolute chronological sequence of beginning, middle and end in which
the end justifies the beginning and middle in a relationship of predetermined harmony. In
fact, the success of the realist novel may be said to depend upon the degree to which this
harmony is realized through its reestablishment at the end of the novel (&810
Kavaloski 26-32). Ultimately, realist literature claims to depict not drywtorld but time
itself as it isand assumes that it is the same for everyone (Kavaloski 28). Thus it is said that
narrative moves away from representing time as it is for evergoveed a distinctly
modernist literature that exposes a very different idea of time and/r@skit the very least
always relative to a subject and thus as diverse as individuals themselves.Ratdt, a
prominent early voice in the shift toward modernism, puts it this way: “thestepttowards
seeing one’s object as it really is, is to know one’s own impression as itisgatly
discriminate it, to realize it distinctly [and] [O]ur education becomes cet@oh proportion
as our susceptibility to these impressions increases in depth and variety8j1hkewise,
as Ford Madox Ford would eventually argue, “It became very early evident td whtta
was the matter with the Novel [...] was that it went straight forward, wh¢rehTo get...a
man in f[ijction you could not begin at his beginning and work his life chronologicalhgto t
end. You must first get him with a strong impression, and then work backwards and forwards

over his past” (gtd. in Kern 31), and Virginia Woolf, too, laments the “appalling narrative



business of the realist” and claims that “[Neither] Life [nor time] isr@s®f gig-lamps
symmetrically arranged; life is a luminous halo, a semi-transpangatape surrounding us
from the beginning of consciousness to the end” (2089).

The primarily aesthetic shift that takes place with modernism toward ithieging
of a subjective, pluralistic experience of time is also the subject of a liicgldristory;
some notable examples include A.A. Mendilowime and the Nov€lL952), Theodore
Ziolkowski’'s Dimensions of the Modernist No&P69) and Ricardo Quinones¥4apping
Literary Modernism(1985) (Kavaloski 31-5). In order to summarize these two tendencies
(the historical and aesthetic influences on modernist representations oftittne criticism
of modernist time, I'll limit my analysis to the works of Kern and Mendilow esithey
constitute, respectively, the most comprehensive and the earliest treatfitbetsubject,
and because both so clearly embody traditional and long-accepted approaches toitime quest
of time and modernism they will best help prepare readers for the comparisisrtiiesdim
of my study and that seeks, in part, a reevaluation of the questions these approaches
obviously privilege.

Stephen Kern’3he Culture of Time and Space, 1880-18H8ms that “[f][rom
around 1880 to the outbreak of WWI a series of sweeping changes in technology aed cultur
created distinctive new modes of thinking about and experiencing time and €eened
sets about describing and outlining these changes from a broad variety of perspietrn
writes that individuals and even nations “behave in distinctive ways when theégdgelre
cut off from the flow of time, excessively attached to the past, isolated ingbenpy without
a future, or rushing toward one” (3), and he confirms with respect to the cultural and

historical specificity of modernity what Mendilow’s observations had direanfirmed with



respect to the literary treatment of time under modernism: that atdeasbimprehensive
changes in thinking about time during this period, both of which have major implications f
understanding the literature of the period, include the affirmation of a plusétitpyesand
temporal experiencand the affirmation of the reality of a private, wholly subjective
experience of time, for which the philosophy of Henri Bergson is said to form the
“theoretical core” (8). And finally, he organizes, as does Mendilow to a lessart, the
ideas of this period on the nature of time around three pairs of opposing views thatpgccordi
to Kern, encompass the debate as a whole: whether time was homogenous or hetespgene
atomistic or a flux, irreversible or reversible (11).

No study of modernist time would be complete if it didn’t acknowledge the
intellectual contribution of Bergson’s philosophy of time fréime and Free Willwhich
had a far-reaching influence on modernist literature. And the core of thisnicéligelocated
in his theory ofdurée[duration]. Bergson defines time as pure quality and space as pure
guantity, the former purely intensive and heterogeneous and the latter pueelsiveexand
homogenous. Pure duration is “a qualitative multiplicity, with no likeness to number; an
organic evolution which is yet not an increasing quantity; a pure heterogestaity which
there are no distinct qualities [or partsTHW 226). Bergson was solely concerned with the
way we know ourselvas time, a fact that both influenced and precipitated Heidegger’'s
critique of Bergson’s temporality Being and Timeand his increasingly predominant focus
on thevalueof the past for the present meant that for Bergson time was, as it wastlynpli
for Kant, a matter of freedom, and more particularly, a matter of subjectedofre In
Creative EvolutiorBergson describes the best outcome of modern philosophy as one in

which the “material world [will] melt back into a single flux, a continuity offing, a



becoming” (qtd. in Kern 26). It is precisely this ethical shadow that attendsddésgiotion
of duration which shows the most eloquent influence of Bergson on Marcel Proust, that the
past in duration is the source of freedom and happiness. Thus only a life open to the fluid
movement of duration has access to an essential source of individual freedom and $rappines
(Kern 62). For Bergson, absolute knowledge can only be given in intuition, such astthat s
of universal intuition shared by all which“our own personality in its flowing through time
— our self which endures.” Referring to time in spatial terms can only endlatigae
knowledge since the spatial figuratives used to describe temporal expeneage fall short
of articulating the human experience of time, indeed falsify it. RecognizingBergson
attempts the following definition: “let us free ourselves from the space whichliesde
movement in order to consider only the movement itself [thought without an object]t the ac
of tension or extension, in shqire mobility We shall have this time a more faithful image
of the development of our self in duration [...]” (gtd. in Kern 24). According to Kern, “the
effect of this trying analogy is to underline the difficulty [and in the prodeése it] of
expressing in words the true nature of our existence in time, which [Bergssrifiaehtion’
[...]” (Kern 24-25). Ultimately, the idea of duration as a continuous, heterogeneouth#bw
cannot be measured and that constitutes the comprehensive becoming in which every human
dwells and which every human consciousness occupies as long gedtly influenced
modernist representations of time in literature and philosophy, including Hertdegge

Adding to the influence of philosophies of time, such as Bergson’s, fields as diverse
as modern physics, psychology, sociology, economics and industry also mounted forceful
and convincing oppositions to a classical, Newtonian notion of absolute or homogenous time,

in which time is defined as a “sum of infinitesimally small but discrete 'ufdexn 20) that



flows at a steady, uniform rate completely external to the human expedtitcWhatever
their differences, these developments all posit time as relative, plurakdraight with
contradiction. In fact, the most important repercussion of, say, Einstein’s thaatgtofity,
was the conclusion that there is no privileged observer. No one was in such a privileged
position that he/she could see the world (and timsd) is Likewise, time could no longer be
understood as a constant, homogenous, stable and absolute phenomenon. One is always
seeing things in terms of one’s relation to them. And it was not only modernatureethat
celebrated and exploited these contradictory elements of nature; ratiteadmion, it was
discovered, is built into nature itself.

Modern technological developments, as one would expect, seemed to only confirm
and exploit the philosophical and scientific revelations about the charact@eddgia
relative flux. Kern acknowledges that the cinema, for example, emerged oatdefnist
experiments in photography and cinematography and sought to capture the movement of
objects in time in order to adequately represent time as flux rather thantetamds
discrete, as reversible rather than irreversible. According to Kern, ftietse of history,
the uninterrupted forward movement of clocks, the procession of days, seasons, and years
and simple common sense tell us that time is irreversible and moves forwatéadarate”
(29), but the technological innovations of cinema and photography almost immediately
challenged these views. With cinematic technique, time could be reverseddsgpioed,
fused, interrupted and with the novelty of the photograph, the moment, the perspective, the
slice or instant was ripped out of the temporal continuum and exposed without commentary
and thus without the system of control which would have ascribed to it a greateseor les

degree of value.



For Kern, the introduction of a standard universal world-time in July 1913,
precipitated by advancements in communications and transportation and the expahsgon of t
global marketplace, dramatically qualified the experience of an absdbjgetioe,
international time and supplanted the heterogeneous, cultural, natural timemrcgefi an
earlier age; and more broadly speaking the establishment of universartatimesenforced
an experience of time drastically different from an inner experienceef Nevertheless,
although this new “public” time was viewed as more or less accurately markingduad
succession and the broader public accepted the introduction of standard time without
guestion or concern, artists and writers reacted almost immediatelyegyasve
implications for human knowledge and experience and to the sharp distinction between
“public” and “private” time that it emphasized (11-16).

Kern offers several familiar examples from the world of modernisatitee to
demonstrate the reaction of modernist fiction to this emergent, fundamentallynisbde
understanding of the character and nature of time. Joseph Conrad’s protagbmesSecret
Agentis a Russian anarchist in England charged with blowing up the Greenwich observatory,
the most “graphic symbol of centralized political authority” (Kern 16). ©O¥dé&le in The
Picture of Dorian Grayinverts public and private time when the portrait of Dorian ages
while he himself remains young. Proust’s Marcel experiences a deegyepand erratic
time that is out of sync with other characters in the novel and that cannot be accoubyed f
a “dial superficially marked” (qtd. in Kern 16). Kafka’s characters endu@éological
terror that is often tied to temporal experience; when Gregor Samkasatedind himself
turned into a giant insect, his initial reaction is shock at having missed théh@aivill get

him to work on time. And JoyceUlyssesffers the reader variodsnesof extreme



heterogeneity. Not only are Odysseus’s mythic travels compressed ineryhaief

confines of Bloom’s 24-hour sojourn through Dublin and in turn the strict confines of the
hours of the day extended backwards and forwards across the spectrum of charaeter
thoughts that seem unconfined by time, but each episode that makes up the novel would
appear to suggest a unique experience of time. (Kern 16-18)

Of course, the modernist’s view of time as flux also owes much to the other
modernist developments in literature, namely the growing belief, firsukated by William
James in 1884, that human consciousness is “a stream and not a conglomeration of separate
faculties or ideas” (Kern 24). The notion that thought or consciousness is comprised of
separate units of feeling or faculty (as in Kant, for instance) implsitfgests a spatial
representation of time, which Bergson (and Heidegger) worked continuously to suppress;
fact, Bergson called the spatial representation of timeeaAlong with Bergson and
Husserl, James believed that “[e]ach mental event is linked with those beforféeantlear
and remote, which act like a surrounding ‘halo’ or ‘fringe.’ [....] The whole aingss and
slows, and different parts move along at different rates, touching upon one another like the
eddies of a turbulent current” (Kern 24). In short, these three belong mors tw the same
camp, which believed that time is not composed of discrete parts and thus is notjointed
rather, it flows (Kern 24).

While Kern offers a privileged space for literature in his study, insofas apdcific
engagement with the cultural, social and technological changes of the age hedaltthe
scope and measure of the effects of these changes on modernist societyles hisv
treatment of literary texts is always brief and marginal. And thougmibeargued that the

literary selections of A. A. Mendilow are anything but comprehensively remias/e of this



engagement, Mendilow’s focus Time and the Nove$ on the aesthetic operations that
underlie and accompany this shift as opposed to the historical developments that ragy or m
not have made them possible but that are nevertheless reflected in moderatistditer

indeed, according to Mendilow, it is precisely these aesthetic operatiostatthe
modernisnof the work.

For Mendilow, as for Kern, a modernist view of time presents something like
Spengler intended with his description of modernity as a world of things-begoather
than of things-become, the world-as-history as opposed to the world-as;@atorld of
time rather than a world of space (3). According to Mendilow, time under matesis
longer subjugated to space but rather space is made to submit to time. Mendigpatesti
studies like Kern's when he acknowledges the way in which the time-obsesdier2df t
century is conditioned by the increased pace of living, a wide-spread sensearfisfente
of all forms of modern life, and more particularly, by the rapidity of social aodanic
change. The loss of assuredness and the anxiety typically associatdtewapid changes
that characterize modernization lies at the foundation of literary modesnidrséssion with
guestions of time. (Mendilow 3-10)

For the modernist novel, Mendilow writes, the static symmetry and unity of
Aristotelian-Newtonian time and action could no longer be imposed on the dynamic
formlessness of life, which the modernists experienced not as an unchanging unibposnd w
but as a variable, flowing and alienating reality. Endings no longer resolve msobig
rather signal the beginning of new ones. Nowhere is this more apparent than in Mann’s
Magic Mountainwhere the novel ends with the outbreak of world war. Hence the character

of our future perspectives shifts continuously and uninterruptedly opens up new horizons



almost infinitely. This emphasis on change and movement only underscores doterhar

the time-obsession of the modernists, where time is no longer a matteh air fegrtainty

but only of doubt, but then at the same time, of potential and possibility. Like society and

culture, the novel in the age of modernism acquires for itself a protean shagg, quali

character, and focus as it embraces a certain elasticity and feteagbe rigid, formulaic

rules of its predecessors. And time, since it functions as a conditions the vejliposk

narrative, lies at the heart of not only cultural but also narrative expertares especially

true of the problem of portraying the passage of time. (Mendilow 3-21)

Despite modernists’ efforts to represent time as it really wasyriiciiccording to

Mendilow, in its thematic, formal and medial limitations, always resigtsattempt:
As fiction is a time-art, the problems of its structure, conventions and
techniques form a veritable arabesque of different time-values and factors
[....] The novel is not a ‘pure’ art; it must have a subject, related, no matter
how exiguously, to the world we live in and know through our sense. The
theme must deal with the behavior of human beings who act, feel, and think in
time and are subject to all its vagaries, varieties and variations. [....] All
fiction must as in life begin and end and be comprised of events, however
tenuously they may qualify &ventswhich precede, follow and relate
somehow to each other. [Moreover] The medium of fiction imposes the most
serious limitation on the expression of a variety of temporal experience
because the nature of language and communication, even as a time-art, is that
of distinct and separate units of meaning which must be followed sequentially

so that meaning unfolds time[...]. (Mendilow 31)
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The problem arises when the writer wishes in a medium, which is decidedly dlgainst
attempt, to create the effect of simultaneity, of constant presence obihtyn of
reversibility, of immediacy, which is all to say, an experience of timelvlpproaches a
lived, that is, a human or real, rather than artificial, experience of timeexpegience of
duration — and it was, of course, a foundational objective of modernism to experintent wit
pushing the boundaries of the medium in order to accommodate and test the limitatiens of t
form (Mendilow 31). Itis important to point out, Mendilow adds, that as hard as the writer
may try to approximate this experience, it is always the reader whosmdlo@comes so
closely bound with the narrative so as to be indistinguishable from it — the satfjuenti
narrative itselandthe reader’s experience of the text as narrative collapse into eacmother i
the experience of reading which itself cannot escape participating in the chutatgon it
signifies. This, according to Mendilow, is why one of the hallmarks of a great isahel
extent to which itapturesa reader; it is so deceptive, artful, illusory and binding in its
existence so as to intervene between the reader and his immediate percepélory,ahres
giving the reader a direct sensation of bemthe novelin this way the reader forgets both
himself, the author and the novel — the entire artificiality of the exper{®&heedilow 32-3).
Suffice it to say that, alongside its seminal insights into the relatbsiieen time
and modernism, Mendilow’s study not only confirms the manner in which Bergson’s theory
of duration greatly affected the way the modernist novel treated chraggoteand structure,
but it also inaugurates the critical tradition that cannot seem to move beyoimdithef this
recognition. Bergson writes ifime and Free Will*We instinctively tend to solidify our
impressions in order to express them in language. Hence we confuse theitssdfinghich

is in a perpetual state of becoming, with its permanent external object pmuthég with
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the word which expresses the object” (qtd. in Mendilow 150) — consider thetimeydor
example. Such an impasse shows the inherent difficulty of communicating aXpexteace
of time through a medium almost diametrically opposed to the possibility of such
communication, and this is why fiction may be described as a sort of “contracrif e
between writer and reader, and between the perceiver and the perceived object (qtd. i
Mendilow 151). Mendilow describes the novel as “a fictitious narrative in prose wéegis s
to illustrate and illuminate human experience and behavior within the limitatnposed by
the medium of language and by the necessities of form, by approximatilngely as
possible to what we apprehend as reality. The test of its immediate sgateg®wer to
evoke the feeling of presentnesg...] andat that reality [...]” (238). Thus Mendilow
successfully shows the difficulties involveddainga novel, especially in a modernist age
hyper-aware of the complexities and the inescapable aporetic charamenratinicating or
representing a lived time and experience. In the end, Mendilow suggests, the stoderni
novelist may be said to have spent a lifetime coming to terms with Bergson'g. theor
The so-called Bergsonian period of modernist literature from which the “usual
suspects” are gathered, e.g. Joyce, Woolf, Faulkner, Svevo, Proust, etc., représiats
moment in history when novel ideas of time influenced a series of innovative response
the arts and sciences. But, as T.S. Eliot would perhaps explain it, the introductiaseof the
new developments, through the dialectical process of their inclusion in tradijppacigdsy, |
think, where that process involves a radical break from tradition) simultanediesk/the
substance and trajectory of that tradition. For my purposes, the question becomes how
representations of time may be said to have evolved as modernism itself not ordggedg

but as it progressively radicalized the implications of its inheritance. Miadideidegger
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certainly belong to the list of “usual suspects,” but in another sense, asugud, their
special significance and the striking correspondences in their respeeétraents of time
has yet to be acknowledged, much less worked through. It is, moreover, a défidranc
reveals itself precisely in theaythey are included, or in Heidegger’s case, excluded, from
traditional analyses of modernist time.

Any contemporary study of modernist time contributes little to the debatienpyy
recapitulating the aporias of time that led to this feeling of exhaustion finghplace, that
is, by demonstrating the way modernist novels “depart drastically froeniteéth conceptions
of time” (Kavaloski 7) in terms of agency, duration, development, linearity aadtidin. It
is, for instance, well-known that modernist texts expose the mock temporaligfisf re
narratives and open up the human experience of time to reflect a more “realbtémse as
highly pluralistic and individual. The value and interpretive potential of theseusioics
notwithstanding, this dissertation seeks to distance itself from theseomatittadings and
to deploy the works of Mann and Heidegger as evidence and justification fmatuegion
of a later modernism’s preoccupation with time and temporality.

First, while conventional readings freely describe the division of time into riagybi
oppositions of private vs. public, subjective vs. objective, etc., as the ground for modernism’s
otherness, these evaluations rarely elaborate the ground of these divisibnEhigssb-
called obsession with the mystery of time’s linearity, continuity, meastlyahbmogeneity
and direction that informs so many seminal works of criticism on the subject ofmsdder
time and which in the end is said to both facilitate and accompany the turning inward of

modernism is inevitably treated as #reof such experimentation rather than as having
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prepared the ground for a philosophy and literature that moves decidedly beyond such
experimentation and toward dramatizing its implications.

Secondly, the notion that modernist interpretations of time can only be accessed or
are wholly dependent on the mediation of other discourses, such as those of philosophy,
psychology, history or physics (this is seen in the general despair of Mama®narThe
Magic Mountainwhen he wonders whether time itself can actually be narrated) fails to
account for the way in which narrative as such constitutes its own formidgbbmseso and
dramatization of the problem of time. Contrary to the claims of many criticevsw
literature cannot give us an unmediated representation of time (Kavaloski 36s7s Thi
confirmed, | think, by de Man’s recognition Tine Rhetoric of Temporalithat time in the
ordinary sense of the term is always already a catachresis, an @msétphor, which is
thus always already mediated. In addition, such a reevaluation requirdsetdatersity of
responses to time and temporality during the modernist period be viewed notres, disti
strictly independent discourses, but rather as symptomatic of a widespreaanseational
and interdisciplinary, confrontation with both an interpretive crisis andia ofis
interpretation (of which both Mann and Heidegger are essential rather thginahar
expressions).

Finally, and most importantly, my dissertation argues that the key to such a
reevaluation may lie in the historical evolution of modernist approachesdpamevolution
that to my knowledge has never been acknowledged and that can be clearly artigulated b
tracing the maturation of literary and philosophical treatments of timegladiater
modernism. Part of the reason for the weariness associated with conventiarsdidscof

modernist time is their perennial focus on the influence of Bergson’s theory tbdura
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which while having provided a lasting and meaningful interpretive tradition@edsito the
heart of many of modernism’s most seminal works, Mann'’s included, may have niegsrthe
been pushed to its limits. In the conventional scenario, Mar€dMagic Mountairis

viewed as a late modernist response to the Bergsonian and Einsteinean traddions, a
Heidegger is treated as an afterthought, as a less compelling continuatioet afey after

all, Bergsonian preoccupations. But this view fails to account for the fadfihmat’'s most
famous time-novel is also only his earliest or that it is followed by two otb@umental
productions that continue his exploration of the subject, and it almost absolutely igoores
only Heidegger's commitment to overcoming Bergson but also the complex and
comprehensive potential of Heidegger’'s temporality to illuminate the narvatind(s) of
literary modernism.

If we allow, for instance, for the lasting historical influence on modertesature of
Bergson, Einstein and Husserl, we should also allow for the possibility that Haidegge
deliberate reevaluation of time both in terms of and in the midst of this dradity also
have ramifications for the critical study of the modernist novels, eslyetmaé-novels, that
emerged in the wake of his vital reconsideration of time and temporaBgimg and Time
It is, by the way, no counter claim to say that the distinction lies in the faethtila many
modernist authors were either indirectly or directly influenced by th&(s) of Bergson and
Einstein, none claim to have been similarly inspired by Heidegger’s philosophy.
Nevertheless, the appearance of Heidegdg®iag and Time&merges out of the same
historical and intellectual milieu that gave us the evolution of the modernist nkedhé
novels of the period it is itself a response not only to its predecessors buZ etgfeestas

such. In short, Heidegger’s readings of Bergson, Einstein and Husserl beg fadaeod
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modernist time across the board and especially during the historical periddpatmepted
such a comprehensive philosophical reevaluation. | believe establishing thisdink a
describing this trajectory will release contemporary discussion®démist time from the
burden of theiuntimelinessand reinvigorate critical discussions of the subject, especially
where Heidegger and Mann are concerned, since this shift is particuladyew the
trajectory described in the move frdrhe Magic Mountairf1924)to Doctor Faustus
(1947)3

So what does this mean, then — a rereading of modernist time that undertakes to
compare representations of time and the tragic in Mann and Heidegger? ldodaitly, it
means | will argue that what distinguishes Heidegger’'s temporality thiatrof his
predecessors in the history of philosophy is precisely what distinguishes Neeraty
treatment of time from many of those writers with whom he is typicallyczst®d. If we
accept that Heidegger's innovations include, among other things, his emphasis on the
primacy of human finitude, the ontological weight of history and his reformulation of the
category of the subject (Dasein), then | will argue that Mann’s narrativequations
during the period under study reveal a comparable shift of attention and cffocairat in
turn will help to elaborate Heidegger's complex temporality. Both Heidegger and M
show us that narrative is not simply grounded in time because “it must deal whihnaor
of human beings who act, feel, and think in time” or even because “All fiction must f&s in |i
begin and end and be comprised of events [...] which must be followed sequentially so that

meaning unfoldé time’ (Mendilow 31), but because the narrative impulse itself has its

3 For the broader discussion of tetimelinesof time in contemporary critical theory, see Miler’s “Time
in Literature,”Daedalus 132.2 (Spring 2003): 86-98; and Fredric Jamestitie End of Temporality,”
Critical Inquiry, 29.4 (Summer 2003): 695-718.
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basis first and foremost in “a mystery — a figment and all-powerful” [&@heimnis, —
wesenlos und allmachtig’MM 344/ZB 521) articulation of a fundamental temporalization at
the core of what it means to be human and historical, a temporalization, moreoverkshat |
modernist representations of time not only with the traditional tragicargted death, but
also with categories that emerge as tragic only under the pressureseohistatiodes of
representation, particularly in Mann and Heidegger, namely, the categorietooy bnd
subjectivity.

Now that we have elaborated the historical context in which any discussion of Mann,
Heidegger, and their respective treatments of time and the tragic mespbasibly
situated, we can venture a discussion of the details of this proposed evolution. With the
trajectory that takes us from the publication of Marirtie Magic Mountairand Heidegger’s
The Concept of Tima 1924 toDoctor Faustusand Heidegger’s later works around 1947,
we encounter the evolution of a critical exigency that carefully and consciowuslgdsx
literary or philosophical experimentations with time typical of conventicadings of
modernist time and that rather signals the continuation, progression and deepening of such
preoccupations. Thus Mann goes further than Proust, Joyce and Woolf by makirigetime t
subject (in both senses of the term) of bbile Magic MountaimndDoctor Faustus
likewise, Heidegger seeks to move beyond Bergson, Einstein and Husser! taygsitonee at
the ground of what it means be subject.

Thus it may be argued that modernism’s initial experimentations with timsatgdy
suggest and result in the growing awareness of the ontological priorityeyfwhich is
expressed in the emergence of tasdragic subject, that “unique portion of eternity known

as oneself [that] can always be irredeemably lost” (Eagleton 52), and wipiddtipitated by
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an evolution in modernist analyses of death and history and, in particular, thenrefati

these to what we have come to call the modernist narrative and the modernditteabje

both inhabits it and is transfigured in it. In short, Heidegger’'s and Mann’s hadtsitication

at the end of their respective traditions in philosophy and literature seemftur laeg

comparison as they both signal historically specific responses to the sdlaetudke
preoccupations, and thus when compared reveal a certain evolution of thought and attention
with respect to modernist theories of time and the tragic, or better yetgsjteat to the
emergence (infas modernism) of time as the idea of the tragic and ttgeeogeof the tragic

as an idea of time.

Stephen Kern'’s description of a particularly German sense of time from 1880-1918
goes a long way toward helping to situate and prepare a reading of timagadytin Mann
and Heidegger during the latter half of the modernist period. Kern argues thaidhalna
sense of time in Germany that prepared the way for German modernisen¢gtioas of
time was characterized paradoxically perhaps by the lack of a unifieda@erational
identity. A history of political strife and fragmentation produced a cultural gnarel
urgency during an age of imperial conquest and expansion that found the Germans
increasingly obsessed with the question of national unity. On the one hand, the future of
Germany was plagued by doubts inherited from a legacy of political discontinditha
fact that as a nation Germany itself was still in the uncertainty andrablhey of its
infancy. On the other hand, the future was bathed in an anxious light of expectation, the
result, according to Kern, of the influential historicism of Hegel, Darwin anck Nl of

which promised either implicitly or explicitly a future reconciliation gndgression out of
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the discontinuities and tensions of the past. For Kern, a distinctly German tetgporali
described a nation in fast-forward, bent on making up for lost time. (Kern 277-78)

Kern, of course, along with many conventional readings of modernist time and of
Mann’s place in the modernist time-novel tradition, stops short of recognizing, ngsch le
elaborating, the implications and impact of his own insight. For Kern, this idea tbaaha
sense of time serves only as a historical framework for shedding light dnattaeter and
nature of narrative representations of time and thus only recapitulatesigrecal
relationship between historical and intellectual developments in the moderrostiper
Germany and the way in which writers such as Mann and Heideggessenthis shared
temporality.

What this stopping short always seems to neglect are the ontological tropBoaf
the relationship it admits, namely, that as much as the relationship betweenitycael
modernist representations of time is a matter of historical influencesbig anatter, in the
case of Mann and Heidegger, of what it meari®et@erman, or of what amounts to the same
thing, what it means tbe historical. Here we should recall Mendilow’s evaluation of the
problem ofbeinga novel, for in this way the problem lo¢ingand the problem afarrative
emerge as closely related questions. In fact, it is only aftermeztog these implications that
we are able to see the gravity that binds Mann and Heidegger within sinelsantal
orbits. ThisbeingGerman is precisely what distinguishes Mann’s and Heidegger’s treatment
of time and that for both Mann and Heidegger determines, perhaps overdetermingsh) so m
of their work and that points well beyond the limited reach of conventional readingjs whi
identify amerelyhistorical connection between Mann’s and Heidegger’s narrative treatment

of time and a national—cultural sense of time without elaborating the ontolagp=dt of
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such a connection and the implications of this aspect for understanding theinvespeats
of time. In short, what Kern describes as a mere analogical correspondeveenbeational
time and narrative representations of time actually suggests an ontotmgresippondence
that is consistently grounded in time and temporality and that my dissertation tiopes t
elaborate. A less important question is whether one buys Kern’s argument fionalna
temporality as the cause of German aggression in the modernist period. &yhat mmay not
be true about the paradigm described by Kern is grounded in what cedainby for both
Heidegger and Mann — the question of time is always also a question of both dmistory
ontology, or better, the question of what it metanse Germarns for Mann and Heidegger

also the question of what ittis be
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Chapter 11

Daseinand the Time-Novel

Thomas Mann and théeitroman

The maturation of Mann’s treatment of time from 1924-1947 shows very clearly how
the persistence of an idea of time both remains and evolves amidst shiftingdlistoric
conditions that thus require a corresponding shift in the evolution of Mann’s narrative and
critical responses to history. In order to advance such a claim it is faitrefcessary to take
for granted what is after all a key assumption of my argument, i.e. that th@dwesto trace
this development isot in the so-called philosophical speculation of Mann’s characters (this
is where most critical interpretations of Mann’s treatment of time begireaa and thus
why Doctor Faustugs never read against Mann’s conception ofZbgromanand
Bildungsromani.e. why it is never read as a noabbuttime) but rather in his careful
treatment of death, history, aBidldung the significance of which no one will disagree
carries over from one novel to another during this period and continues to preoccupy Mann’s
thought and narrative efforts.

The Magic Mountairtells the story of Hans Castorp, a young engineer, who ventures
to the sanatorium Berghof intending a three week stay with his cousin befolfadguiis
civic duties but ends up spending seven years on the magic mountain. In the words of his
author, Castorp “is in the end a prototype and forerunner, a little prewar Germag who b
‘intensification’ is brought to the point of anticipating the futuf&st am Ende ein Vortypus

und Vorlaufer, ein Vorwegnehmer, ein kleiner Vorkriegsdeutscher, der durchebeq’



zum Anticipieren gebracht wird"Letters132Briefe 238)? The expansion of time from

three weeks into seven years is reflected both in the narrative structifi@sitsell as in the
expansion of Castorp’s private experience of time as he struggles to conmestovittr the

static, timeless atmosphere of the Berghof (thus the novel tends to flow aneheasa as

the temporal expansion it describes). This temporal predicament cleabtsdfle sort of
national time-sense described by Kern above (and Mann himself) in which bothutiee fut

and the anxiety surrounding it are foregrounded. On the one hand, Castorp stands poised on
the brink of a future filled with hope and active anticipation. On the other hand, the future is
characterized by a passive expectation in which the future is compriseshofanous

repetition and consistently at risk of a falling away into a timeless gastakt threatens to
produce both a public (historical) and private (psychological) stasis if notiae, act

dangerous regression. Along the way Castorp is caught up in an ideological and personal
struggle that is likewise said to mirror the contest between temporalitiesiovel ends as it
began in what Kern calls a more active futural mood with Castorp finally regetie

Berghof's temptations to passivity and timeless repetition and activeigaging with time,

i.e. history, as he enters the First World War.

Conventional interpretations of the novel locate its central message in the
constellation of meanings attached to the novel’s treatment of death, histdifcanmd
Castorp’sBildung in fact, is typically framed within the strict confines of the tempoesaliti
associated in the novel with both death and history. The curious paradox of Castorp’s time at
the Berghof, according to Hofrat Behrens, the chief physician, is that the moclmteate

can be “good for” his disease in the double-sense of the phrase, i.e. that it has the pmtenti

* Munich, April 23, 1925, to Julius Bab
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both nourish as well as cure the disease (Reed 231). Thus CaBilohprsyis comprised of
what Reed, Travers and many others, including Mann himself, describe as fhenidgeof
the mediocre individual by contact with death” (Reed 238-9). It is only through cangont
death, i.e. falling prey to and eventually overcoming the lure of disease and simeskeat
the Berghof — “life without time, life without care or hope, life as depravésidaious
stagnation; life as dead” [‘das Leben ohne Zeit, das sorg- und hoffnungslose, das
Leben als stagnierend betriebsame Leiderlichkeit, das tote Lebdad]q627/Zauberberg
951; gtd. in Reed 264) — that Castorp is able in the end to rejoin history, commit to a life of
action and historical responsibility and integrate the understanding that deatsosmath
the enemy of life and history but rather it justifies them, makes them worth &achg
defending.

Mann’s treatment of death in the novel and the tendency it describes toward a
sympathy with death is said to be simultaneously a critique of European histerstafi,
timeless atmosphere of the Berghof with its patients divided along nationalriohds a
politics mired in apparent impasse and irreconcilability, though its symbdlie is
complicated and extensive, clearly also represents a pre-1914 Europeandesugbed by
Kern as “explosive, feverish, constantly taking its temperature, [and] strgdgdim one
crisis to the next” (106). Likewise, Reed calls the outbreak of World War | theriagon of
these moods, which have built up dangerous pressures” and which predominate on the magic
mountain:

The ‘great stupor'grosse Stumpfsihrvhich results from the monotony of
sanitorium life and gives rise to the frivolous and sensational pastimes, and

the ‘great irritability’ [grosse Gereizthditvhich derives directly from the
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stupor stand for the pointlessness and lack of organic prospects for pre-1914
Europe and for the aggressive moods which [this] purposeless existence
fostered. (Reed 263)

According to Reed, it is this correspondence between the temporality of ddath a
decay and the temporality of life and history, which is also the tension betwedessmess
and time, that informs not only the novel's themes but also the development of Mann’s
political thinking over the period of the novel’s composition. As a result, Reedsamue
rightly so, Castorp’8ildungcomes to reflect the author’'s own political education while the
novel was being written, and it is this ultimate correspondence between thev@amaltits
creator that makes the novel’'s statu8#dungsromarboth possible and necessary. By the
time the novel was completed the authofbé Magic Mountaimad altered his opinions
with regard to what it had always been the goal of the novel to advocate and in this way
Mann was fated to realize for himself what Castorp was also surprisedit¢Rezd 244).
Thus, according to most interpretations of the novel, does the symbolic weight efrtjinoB
shift from representing a tragic, Nietzschean aestheticism irhvid@oghof existence is
favorably set apart from and elevated above practical historical, bourdedgsrepresenting
“a doomed political society [...] because of the life it permitted: a life withmg,tcarefree,
hopeless, stagnant, vicious, dead” (Reed 264). In the end, Castorp “is more aware of the
dangers of excessive ‘sympathy with death’ than of the need to integrate imatora view
of life” (Reed 244) and, as Reed also points out, if the world of the Berghof is to be read a
all positively then it is because CastorBitdungon the magic mountain essentially ends

with his repudiation of the temptations encountered there (264).
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If the timeless atmosphere of the Berghof and the sympathy with death that it
provokes serve to lure Castorp, if only temporarily, away from the call to action and
historical responsibility (and thus only temporarily “conditions” his experiaricke
ultimately allowing him to escape), then an even more pervasive but simdat likerally
and fatally infects Adrian Leverkuhn, the protagonist of Mann'’s later rMoeeior Faustus
The lack of a commitment to action that characterized the passive waithng mdtients at
the Berghof inThe Magic Mountaimas given way not to a wave of renewed civilization and
historical activity and prosperity but to the active resolution of even dateribal forces
that much more so than the isolated charms of the magic mountain permeatesadifievel
public and private discourse and experience.

As its title suggestfoctor FaustusMann’s self-proclaimed last great novel, takes
the form of a troubling allegory of the psychological, political and historlsabte that
nourished fascism and the collision and constellation of forces that made thenGerma
atrocities of WW Il possible, describing a Germany that has madal &&again with the
Devil in return for political power and historical supremacy. The protagonisa@dri
Leverkihn, whose life story is narrated by his intimate life-long friend n8er2eitblom, is
a coldly detached, extremely cerebral composer whose efforts to procuieadly new
artistic breakthrough through an innovative éintelycompositional form, the so-called
strict style[strenger Saifz both require and unleash the diabolical forces that of course insist
on his condemnation and ultimate sacrifice. In keeping with Mann’s continuous festinat
with the intersections of creativity with disease, decay and the diab@ab@n, in
deliberately infecting not only himself, but also his art and his nation, exchangesll@adou

the capacity to love for the creative genius that in Mann disease veryrafperes. The
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effect of the virus that infects Adrian and Germany, as Mann himself exflamgarly as
1905, is “intoxication, stimulus, inspiratioffRausch, Stimulans, Inspiration”] (qtd. in Reed
361)? but the productivity it enables demands perhaps unforgivable transgressions against
self and society and thus, too, inevitable sacrifice and judgment. Just as tke thata
plagued Germany required both a violent outbreak and the running of its course, Adrian a
his art teeter on the edge of impossibility and must, too, be resolved. For Adrian the
judgment for his crimes are resolved only in death, and the consequences of hiwise like
appear to condemn art itself. Next to the “unfeigned and untransfigtwedeérstellte und
unverklarte”](DF 256/323) suffering of history, suffering’s representation in art is no longer
adequate; as Adorno would eventually explain it, it is barbaric. The novel ends woth the
described naive hopes of the narrator that something of that which he loved in his friend
would escape the misfortune bestowed upon him and be recovered for the future prosperity
of his legacy and homeland, a hope, that is to say, for “a miracle that goes betygnd fai
[“ein Wunder, das Uber den Glauben gehDF(534/672).

The abrogation of time that characterized the isolated monotony of life atrigjieoBe
is revealed irDoctor Faustusas a more fundamental negation symbolized in Adrian’s
twelve-tone compositional style. Whereas the humanist idealism of Betters often said
to win out inThe Magic MountainDoctor Faustuslescribes a world in which Settembrini
not only loses the duel with Naphta, but a world in which the dualheasdybeen lost. The
moderating role played by Settembrini is generally attribut&bictor Faustugo the
narrator, Zeitblom, whose inefficacy and unreliability are now long aedeptpes in

traditional criticism of the novel. Unlike Settembrini, who exerted a powerfuléntie over

® This early journal entry is also mentioned by Mamfthe Story of a Novél7-18Entstehung des Doktor
Faustus21-22.
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Castorp, Zeitblom apparently has little influence over the tragic course foehid’s fate.
And perhaps it goes without saying that Adrian Leverkihn is much more thanespiiétar
German who anticipates the future” but rather a monumental (in the Nietzssrese of the
term) historical figure from the privileged world and tradition of Germéanndro actively
precipitates the future, produces it, brings it into being and consummates it.

Moreover, the increase in urgency and consequence that accompanies the shift from
The Magic Mountairo Doctor Faustusan be seen in Mann’s continued thematic treatment
of death, history anBildungsince they reassert themselves in the latter novel imbued with
clearer, even more critical meanings and implications. While the syynwéthdeath inThe
Magic Mountainwas, as Mann himself often endeavored to explain, not meant to end in
nihilism but rather meant to be tempered with humor and what in the end was anwaffinity
life, in Doctor FaustusAdrian Leverkuhn bargains away his soul in what amounts to an
absolute sympathy with death. This absolute sympathy is evident in the congprehess
of the analogy insofar as it determines not only Adrian’s life and work, lutladdife and
work of the narrator as well as the history recounted and in which the narratismpliate
As Reed explains it, the function of death and disease in the later novel suggests “a mor
fundamental evil” than the relatively manageable pathologyhefMagic Mountair{17).
Suffice it to say for now that what was depicted as a philosoptisrurseon time and
death inThe Magic Mountains in Doctor Faustussonsummated as literal and figurative
intercourse

Likewise, history is said to take on an equal and closely related urgency in the late
novel as well. Many scholars have noted the contrast between the rather haardjina

ambivalent role of history ifthe Magic Mountairand the more concrete allegorical
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equivalence established Doctor Faustudbetween Adrian’s fate and the historical fate of
Germany in the mid-twentieth century. According to these scholars, it isglyethis
historical fate that gives the later novel its substance, value and dstiaationg Mann’s
works and that not only brings into relief themes formed very early on in his wriiitghat
allows him to finally situate these themes within “a larger and more isigmifscheme than
he ever dreamt of” in 1905 when the idea for the novel was first hatched (Reed 17). Where
the First World War was blamed on the passive waiting of European diplomacy,dhaldef
of accountability, cultural resentments and a battle of worldviews, the Second Warls
traced rather to a resolute sort of reaction and regression represerddi iitehe emergent
political threat of fascism and figuratively in the biological march of &us disease and in
his development of thetrenger Satz

The representation of history Doctor Faustuslso achieves an epic specificity
unparalleled in Mann’s oeuvre. By the time Mann was wribogtor Faustusn the 1940s
Mann was wholly aware of the interconnection of German history with his own pasttand f
What was merely a presentimenteath in Venicand a prediction iThe Magic Mountain
emerges as a firm conviction Doctor Faustusi.e. that “political developments have their
root in culture” and the psychology of its producers and that any sort of reckoning wg&h one
history must also be a confrontation with the self and with one’s private past {Bg This
development is emphasized when one considers the complex circumstances anditegmporal
of the narrative. Mann wrote the novel in exile, having been chased out of his country by the
authors of the disease for which his novel is an account, and the bulk of the novel was written
amidst the unleashing of the very historical forces that the novel is meaniuateend

judge. In the end, it is a powerfully concrete proximity to history that tke maivel both
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exploits and by which it is exploited. Despite the differences, however, betineetmna
novels and the over twenty years that separates their composition, Mann underaites i
novels with a strikingly similar allegorical method to warn and educateddgre about the
character and nature of the same threat at different stages ofatgalslevelopment.

Finally, althoughDoctor Faustuss not typically read as Rildungsromarand though
Mann himself, unlike witifrhe Magic Mountainnever identified it as such, there are plenty
of reasons to interpret the novel in terms of the genre. And not only because it haechiso m
common with Mann’s earlier attemptTine Magic Mountairto engage the genre but
because it is very consciously about Bielung which is also to say, the self-formation and
self-development of its protagonist. JusTase Magic Mountaimccounts for the
development and consequences of Castorp’s education in the matters of love and death while
at the BerghofDoctor Faustudollows Adrian’s encounter with the same through his
musical education and the fated evolution ofdtienger SatAVhere Castorp’Bildung
eventually leads him down the mountain away from the sick, death-filled air Bétgbof
having changed, begebildetand having found himself, the outcome of Leverkihn’s
Bildungis inscribed in his compositions as a conscious and seemingly inevitable
commitment to historical, personal, and narrative stasis. AsighMagic Mountain
however, if a positive interpretation is wanted, then it can be found in the curious way in
which the novel, precisely through their concealment and negation, neverthelesgnd
illuminates and sets into relief those possibilities forbidden by the compossiabin i

T.J. Reed describes the move frdive Magic Mountaiio Doctor Faustusas a move
away from an idea of art as transcendent toward an idea of art as,atfalways reflective

of, engaged with and determined by historical experience. And it is importartetatee
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here that this movement also has its temporal expression insofar as thsstghiftally also
described as Mann’s move away from an abstract exploratidie @eit selbstoward a
more concrete notion of time as history. Following this paradigm, Mann’s earkyupdo
The Magic Mountairmphasizes the opposition between the extraordinary sensitivity of the
artist and the quotidian, bourgeois (historical) society and culture above which tefvor
art and the artist is always precariously situated. This opposition exesfiidiearliest
expressions of what is otherwise the constant and evolving influence ofddetas Mann’s
work. On the one hand, in Mann’s early work art eternally justifies the dangerous
predicament of life and existence. This is the accepted interpretafadi in Venicgefor
example, where this Nietzschean sympathy helps to explain why Aschenfzehs not
wholly to be regretted but rather embraced insofar as his death follows theentongact
with a reality justified and made possible only through aesthetic experl@aaeéth is
justified by his susceptibility to Tadzio’s beauty). On the other harithenMagic Mountain
an art that is completely detached from society and history is negat¥ielsted in the static
timelessness of the Berghof; art and culture can only be revitalized ifethiegage with
reality and time, in this case, history. LikewiseDiactor Faustuswhere this trajectory
achieves its most extreme expression, history is said to thoroughly supplant thiecorgyte-
timeless capacities and privileges of art and aesthetic expe(i@eed); the possibilities for
artistic production irboctor Faustusare reduced to parody, to the rearrangement of finite
musical material and seem to echo Adorno’s claim that in the end, art, like liteages
become rigid and die. The equation of Adrian’s life and work with the rise osfaseids

all of the novel’s allegorical value in the concretely historical sjp@gifof the latter rather
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than in the alleged vagueness of the former, i.e. in the individual, private, subjectinghe
ontological or biological implications suggested by the narrative of Adridife and work.”

Conventional readings of time in Mann’s novels focus almost exclusivelyien
Magic Mountairs treatment of the theme of timelessness and thus, too, its association with
other modernist time-novelists, such as Joyce, Faulkner, Woolf and Proust, bu¢taasgsr
almost always fail to acknowledge that Mann’s treatment of tifidh@Magic Mountain
grew not only out of Mann’s awareness of his place in this tradition but also out adstis m
vital concerns irbeath in Venicand that he continued to develop these themes through the
composition oDoctor Faustuslt is well known, for instance, that Mann himself originally
intendedThe Magic Mountairas a sequel and companion piece to the earlier novella (Reed),
and this dissertation, among other things, would like to trace the maturation o ety
always already preoccupation in Mann’§'he Magic MountairandDoctor Faustusn order
to confirm, instead of a fracture or interruption or even a shift in his thought, the gngssn
or persistence of this preoccupation with time and temporality from 1924-1947. And this
order to demonstrate thBbctor Faustuss every bit as much ZeitromanasThe Magic
Mountaininsofar as the movement frohitne Magic Mountairio Doctor Faustusonstitutes
not a trajectory away from a preoccupation with time itself but ratheartbit

Reed’s description of this general tendency away from abstrastoarely the
consensus of the bulk of scholarship on the issue of the evolution of Mann’s narrative form
and content to 1947While the paradigm is true enough and useful for exploring the
insinuation of history upon Mann’s narratives, it doesn’t necessarily and autofyatical

demand the decentering, if not the outright exclusion, of the value and influence of the

® See Lukacs, Bergsten, Fetzer, Vaget, Scaff, etmrigoing examples of this agreement.
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metaphysical that Mann is said to have privileged in his earlier work. Itsseeme likely, as
Mann himself seemed to always clarify, that the relationship betweemtblegical and the
historical, to recall the opposition with which we began, moves from one of cleartbstinc
the result of a rather naive, youthful reading of Nietzsche (Mann himself wowlol e,
admit this), toward the more hybrid recognition of a relationship that admits thlegioal
into the historical and vice versa, and toward what is also a more profoundly balanced and
deeper, mature reading of a more mature Nietzsche in which history is went@sted nor
opposed to essence but out of which history emexgessence.
Of course, Mann himself acknowledges this problematic opposition in his famous
effort to defineThe Magic Mountairas a time-novel in the double sense:
[Der Zauberberyist ein Zeitroman in doppeltem Sinn: einmal historisch,
indem er das innere Bild einer Epoche, der europaischen Vorkriegszeit, zu
entwerfen versucht, dann aber, weil die reine Zeit selbst sein Gegenstand ist
den er nicht nur als die Erfahrung seines Helden, sondern auch in und durch
sich selbst behandelG, vol. 11,611-612; qtd. in Cohn, 211)
As long as the terms of thitoppeltem Sinare held to be mutually exclusive and as long as
it is required that the same could not be saiDadtor Faustusscholarly efforts to come to
terms with Mann’s attempt at explanation will remain incomplete. The metisueduction
of Mann’s treatment of time ifthe Magic Mountairfas well as the strict omission of the
subject as a key narrative featurebaictor Faustuyto aneinmalabstract philosophical

representation of time and, on the other hand, a zeitgeistlich-historisch negtiesdails to

"“I'The Magic Mountaihis in a double-sense a time-romance. First iisttical sense, in that it seeks to

present the inner significance of an epoch, thenaeperiod of European history. And secondly, lbsegtime
is one of its themes: time, dealt with not onlyagsart of the hero’s experience, but also in anouth itself.
The book itself is the substance of that whicleliates” Making 725).
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account for not only the plurality of times in the novel(s) but also the ontologitainter
that makes this plurality possible. Like the obstacle encountered by the@nafiEte Magic
Mountain who, according to Dorritt Cohn, cannot but fail to adequately represent the
passage of time for the reader, conventional readings of time in the novehtrattige
mutual reciprocity that binds tlenmal historisctwith die reine Zeit selbsdre thus bound to
exclude time rather than disclose it.

When Thomas Mann claims that his novel is a time-novel in the double sense of the
term, a novel about the time in which it was written and about time itself, iofi@etk, it is
assumed that by the latter he is referring solely to the narrator’'s atwpC=aabstract
philosophical speculations on the character and nature of time and to the author’s
experimental and vividly modernist notion to have the novel stage the duration described by
its plot. But Mann’s novel, like so much of his work, is also a novel about the intersection of
love and disease and evokes an overall “sympathy with death” that resonagsstaer
privateErlebnisand publicErfahrungof its hero. This sympathy is often linked by critics
with the sense of the time-novel@amal historischi.e. as depicting the spirit of its age, but
in the analysis which follows | hope to demonstrate that this sympathy carydmputthced
in the other sense of the time-novel as baingutandof die Zeit selbstAnd in this way it
will be shown how Mann’s work on either end of the period under study reveals the
evolution of a modernist conception of time and narrative that goes beyond mateaarr
experimentation and moves rather towards the identification of time with deatiny hastd
Bildung,which in themselves take on a gradually strengthening ontological character
throughout the process of this evolutitmmaking such a claim | hope to demonstrate that

such themes as those which had always moved him were primarily temporal niztiemsi
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that from 1924-1947 deepened rather than dissolved away as prominent features of his
narrative inquiry. In the process it will become clear, too, that for the likes loMMerin and
Heidegger, th&eitromanis not only*einmal” historisch and on the other hand abali¢

reine Zeit selbstrather,diereine Zeit selbstst einmal “immer schon” historiscland history
“immer schon”a determination ddlie reine Zeit selbsFor it has already been shown,
according to Reed, that Mann himself was already beginning to see theltyiffif

unraveling what was essentially entangled even while writhigMagic Mountainand even

if we take for granted, which we will not, what Mann appears to have been able tieapar
The Magic Mountaini.e. the historical specificity of the epoch and the private experiences of
his hero, inDoctor Faustughe two have become fused in a deeply meaningful way in the
figure of Adrian Leverkihn and in a manner that has real implications famatreadings of

time in the novels written during the period under study here.

HeideggerPDasein Sorge

It is perhaps no coincidence that with Heidegger death and history (and even
something likeBildung) are systematically incorporated into his philosophical conceptions of
time and being and that time for the first time is defined in these very terfast, it is
precisely on the essential character and nature of death, history and theléygfcself-
development for an authentic understanding of time that Heidegger parts wayswith hi
predecessors, namely, Kant, Bergson and Husserl. Thus it is fair to say thayonew
Heidegger’s philosophical development alongside Mann’s narrative development as a
comparable response (involving and revolving around the same questions) to a distinct

modernist tradition of philosophical and narrative inquiry.

34



And as also was the case with Mann, critics note a shift in Heidegger’s thdweght, t
so-calledKehre from his preoccupation iBeing and Timevith the ontological character of
time toward a preoccupation in later works, includiing Origin of the Work of Art
[Ursprung des Kunstwerkp€l935),Letter on HumanisrfDer Brief Gber den Humanismjus
(1947),The Poet as Thinkg¢Aus der Erfahrung des Denkéii$947), The Question
Concerning Technologpie Frage nach der Techrjik1949), andUnterwegs zur Sprache
(1959), for example, with the more concrete categories of language, histagd
technology. While | acknowledge this so-called shift and its historicabpdgons, as |
argued above with respect to Mann’s narrative development, the claims for $uith a s
typically and nevertheless neglect to consider what persists in it, i.eayhi@ which as late
as 1947'Doctor Faustugvann was clearly engaged with questions of temporality left
unsettled inThe Magic Mountairand the way in which, as the title indicates, Heidegger’s
late lectureTime and BeingiZeit und Sein(1962) clearly marks a return to the central
preoccupations of his earliest efforts and admits the tragic impogsdsiliis lifelong task.
In fact, Heidegger himself denies such a monumental shift in the direction of histlaodg
insists that his later work merely continues the attempt to elaborate bergemBeing and
Time namely, the temporality of Dasein’s being-in-the-world, through a de®gestigation
into the character and nature of that wdfrld.

So where does Heidegger stand with respect to timdeirg and Timgntroduction
to Metaphysicss well as in earlier and later writings, time remains existgnbalind to the

guestion and meaning of Being.Being and Timéleidegger defines temporalifyg “the

8 See Heidegger's comments in William Richardsetesdegger:Through Phenomenology to Thou@h®63).
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meaning of the Being of the entity which we call ‘Dasein’ [“‘der SinnSless desjenigen
Seienden, das wir Dasein nenneBT38/SZ24).
Daseinistin der Weise, seiend so etwas wie Sein zu verstehen. Unter
Festhaltung dieses Zusammenhangs soll gezeigt werdedasavon wo aus
Dasein uberhaupt so etwas wie Sein unausdrtcklich versteht und atislegt,
Zeit ist Diese m@ als der Horizont alles Seinsverstandnisses und jeder
Seinsauslegung ans Licht gebracht und genuine begriffen werden. Um das
einsichtig werden zu lassen, bedarf es aimgpringlichen Explication der
Zeit als Horizont des Seinverstandnisses aus der Zeitlichkeit als Sein des
seinsverstehenden Daseie Ganzen dieser Ausgabe liegt zugleich die
Forderung, den so gewonnenen Begriff der Zeit gegen das vulgare
Zeitverstandnis abzugrenzen [.. $424)
Heidegger justifies the task of the reinterpretation of temporality itntheduction
to Being and Timewhere he points to a traditional and reductive misinterpretation of time
that extends “vorristotelesbis tiberBergsori (SZ24) and which has always applied time
as an ontologicdunctionfor distinguishing various realms of Being, yet which has always
failed to understand the priority of time’s association with the question of Beiagch, that
is to say, with the temporality of the function itself:
Die “Zeit” fungiert seit langem als ontologisches oder vielmehr dmdisc

Kriterium der naiven Unterscheidung der verschiedenen Regionen des

° “Daseinis in such a way that, by being, it understands shimgtike Being. Remembering this connection,
we must show thatmeis that from which Dasein tacitly understands antdrprets something like Being at all.
Time must be brought to light and genuinely graspethe horizon of every understanding and intéafion of
Being. For this to become clear we needa#ginal explication of time as the horizon of thiederstanding of
Being, in terms of temporality as the Being of Das€his task as a whole requires that the concepinef thus
gained be distinguished from the common understanali it” (BT 39).
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Seienden. Man grenzt ein “zeitlich” Seiendes (die Vorgange der Natur und die
Geschehnisse der Geschichte) ab gegen “unzeitlich” Seiendes (die né&mmlic
und zahlhaften Verhéltnisse). Man pflegt “zeitlosen” Sinn von Satzen
abzuheben gegen “zeitlichen” Ablauf der Satzaussagen. Ferner findet man
eine “Kluft” zwischen dem “zeitlich” Seienden und dem “lberzeitlichen”
Ewigen und versucht sich an deren Uberbriickung. “Zeitlich” besagt hier
jeweils so viel wie “in der Zeit” seiend, eine Bestimmung, die freilichhauc

noch dunkel genug ist. Das Factum besteht: Zeit, im Sinne von “in der Zeit
sein”, fungiert als Kriterium der Scheidung von Seinsregionen. Wie der Zeit
zu dieser ausgezeichneten ontologischen Funktion kommt und gar mit
welchem Recht gerade so etwas wie Zeit als solches Kriterium fungae
vollends, ob in dieser naiv ontologischen Verwendung der Zeit ihre
eigentliche mogliche ontologische Relevanz zum Ausdruck kommt, ist bislang
weder gefragt, noch untersucht worde3z 25)'°

Heidegger’s challenge — some would call it anachronistic, but Heidegger, sécthought

it very timely— to the history of Western philosophy involves nothing short of unveiling the
temporal character of Being itself by suggesting that the tesmporalcannot denote being

in time but must refer instead to a more originary, primordial temporadity ¥vhich such a

9“For a long while, ‘time’ has served as the ongital [...] criterion for naively distinguishing thefférent
regions of beings. ‘Temporal’ beings (natural pssss and historical events) are separated frommfzieal’
beings (spatial and numerical relationships). Weamcustomed to distinguishing the ‘timeless’ meguif
propositions from the ‘temporal’ course of propiositl statements. Further, a ‘gap’ between ‘temipbeing
and ‘supratemporal’ eternal being is found, andatiempt made to bridge the gap. ‘Temporal’ herameas
much as being ‘in time,” an obscure enough definito be sure. The fact remains that time in tnssof
‘being in time’ serves as a criterion for sepamtine regions of Being. How time comes to havedigtinctive
ontological function, and even with what right geety something like time serves as such a critergmd most
of all whether in this naive ontological applicatiof time its genuinely possible ontological relesa is
expressed, has neither been asked nor investigptednow” 8T 39;BW61).
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historicalcertaintyis derived, namely, the certainty that time is sometimmvghich human
being is situated. According to Heidegger’s formulation, the timeless, timalkt@nd the
supra-temporal are al priori temporal with regard to their Being, and “not just privatively
by contrast with something ‘temporal’ as an entitytime’, but in apositivesense” BT 40),
which is to say, with regard to teensdder Sinr of Being, for which temporality is the
primary determination:Thus the way in which Being and its modes and characteristics have
their meaning determined primordially in terms of time, is what we sHhltca emporal’
determinateness” [“[W]eil der Ausdruck [‘zeitlich’] [...] noch fir eine arelBedeutung in
Anspruch genommen wird, nennen wir die urspuingliche Sinnbestimmtheit des Seins und
seiner Charakter und Modi aus der Zeit segmeporaleBestimmitheit”] BT 40/SZ26). The
activity of this determinateness takes place of course at the site of the opfelBeiqg,
which is always to sawyt Dasein, and the interpretation of the opening of Being in terms of
temporality unfolds therefore as a result of the analytic of Dasein, whickdsely the
philosophical aim Heidegger had in mind while compo&eag and Timeln a different
but closely related way, Heidegger recapitulates the nature of thismstap of Dasein to
time inIntroduction to MetaphysidEinfihrung in die MetaphygiK1935/1953):
Daj wir das Sein verstehen [...] ist nicht nur wirklich, sondern es ist
notwendig. Ohne solche Eréffnung des Seins kdnnten wir Gberhaupt nicht ‘die
Menschen’ sein. [....] [S]treng genommen kdnnen wir nicht sagen: es gab eine
Zeit, da der Mensch nichtar. Zu jederZeitwar und ist und wird der Mensch
sein, weil Zeit sich nur zeitigt, sofern der Mensch ist. [...] [Und] nicht weil

der Mensch von Ewigkeit her und alle Ewigkeit hin ist, sondern weil Zeit
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nicht Ewigkeit ist und Zeit sich nur je zu einer Zeit als menschlich-

geschichtliches Dasein zeitigE 90).*
The above passages generate several important ideas concerning Heigdggeophy of
time (and the manner in which it resonates with Mann'’s goals in/fiteenMagic Mountain
and/toDoctor Faustus The first is Heidegger’s assertion that time is not eternity, which is
to say, time is neither eternal nor in its essence situated anywhethen&aniliar opposition
of “being-in-time” and “being-outside-time” or “timeless.” Time, in oppiasi to this — its
complete Other-ness, the character of which will become increasilegier as this analysis
unfolds — is for Heidegger a condition for the possibility of Dasein’s being-witmie-tir
relating itself or other entities in any way to eternity. Secondlyltim that time
“temporalizes itself” only in relation to Dasein suggests a basicapémtion at the level of
the Being of Dasein, which is associated througBaing and Timevith the original terms
Geschehen (historicizendZeitigen (temporalize}he verbal qualities of which reinforce
the significance for Heidegger’s philosophy of time that it be construedadia@operation
at the core of Dasein’s Being as long ds.iFinally, “time always temporalizes itself only at
one time, as human, historical Dasd]fZeit sich nur je zu einer Zeit als menschlich-
geschichtliches Dasein zeitifitin which case the temporalization of time is manifested
always and onlyasDasein, not in-time budstime itself. Moreover, this “one timeit which
Dasein is temporalized as human and historical actually refers to an apénati would

appear in what Heidegger refers to as the ordinary conception of time to enelutienebut

1 “That we understand Being is not just actuals iliso necessary. Without such an opening up afgBeie
could not be ‘human.’ [....] [S]trictly speaking werz®t say there was a time when there were no human
beings. At everyime, there were and are and will be human beings,usecéme temporalizes itself only as
long as there are human beings, [...] not because #rerhuman beings from all eternity and for atmity,
but because time is not eternity, and time alwaygbralizes itself only at one time, as humanphisal
Dasein” Metaphysic89).
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which functions rather alongside Dasamitselfand which constitutes the essence of Dasein
as thekrstreckundstretching-along] of its existence. The ontological representation
Heidegger employs to explain the temporality described is cabhegle] Careg, the
existential-temporal(-izing) structure that simultaneously usdied enables Dasein, or that
which is recognized as the Being of Dasein as such.

Paul Ricoeur admits that Heidegger’s most innovative contribution to our
understanding of time lies in his introductiondd Sorgeas the primordial source of
temporality and, in what amounts to the same thing, his association of time nothatna t
of knowledge or consciousness (as in Kant or Hegel) but rather with BealgTitsus the
feasibility of Heidegger’s philosophy of time depends on time retaining thes“stas
relation to the question of Being” and its proximity to notions of cognition, will and rtyoral
without being reducible to any of these, as well as on Heidegger’s abilitgy@e and
maintain a structural unity between his tortuous descriptions of existencevgutdbty
(Ricoeur 63-64).

Heidegger identifies three modes of existence, which constitute DaBeing-in-
the-world and which are defined essentiallysasge thrownness [Geworfenheit], fallenness
[Verfallen] and projection [Entwurf]. To borrow a term from Ricoeur, as catist of
Sorgethese three “existentials” are also depicted in their onto-temporaatbaby
Heidegger as Being-already-in-the-world [Schon-sein], Belogegside-the-world [Sein-
bei], and Being-ahead-of-itself-in-the-world [sich-vorweg-seaie$pectively BT 236-37). It
is no accident that the verbal (throwing, falling, projecting), adverbial andvedatready,

ahead, alongside) expressions display at the basic level of language Hésddgjdearate
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focus on the entanglement of existence and temporality in their relationshgduoéstion of
Being?

The existential quality of thrownness and its onto-temporal counterpart-Being
already-in-the-world refer to Dasein’s primordial condition of alwagsteg somewhere
“between” birth and death, of having already “been delivered over to itself —[filr}i
selbst Uberantwortet”], and of having already “been thrimdma world [“je schonin eine
Weltgeworfen”] BT 236/S52255). Fallenness or Being-alongside-the-world indicates that
factical quality of Dasein’s condition, in which Dasein finds itsglall times*absorbed in
the world of its concern” [“in der besorgten Welt aufgegangddT|437/52255), which is
to say, absorbed in the world of particulars by which it is always immedsatgilyunded. In
its fallenness, Dasein tends to “flee in the face of uncanniness” [“admeRlvor der
Unheimlichkeit”] BT 237/52255), of that which is unfamiliar or that with which it is not
concerned in its everyday activity — facticity refers to that selfrddwament of Dasein in
which it no longer recognizes itself as a “thrown fact” [*als gewoddraktum”] BT 376/5Z
434). Finally, there is the quality of projection or Being-ahead-of-itaetiie-world, which
for Heidegger occupies a preeminent place in the triadic structural uBtygé What is
referred to here is probably best described by Heidegger himself:

Das Dasein ist Seiendes, dem es in seinem Sein um dieses selbst geht. Das
‘es geht um...” hat sich verdeutlicht in der Seinsverfassung des Verstetens al
des sichentwerfenden Seins zum eigensten Seinkénnen. Dieses ist es,
worumwillen das Dasein je ist, wie es ist. Das Dasein hat sich in seinem Sinn

je schon zusammengestellt mit einer Moglichkeit seiner selbst. [....] Das

12 Ricoeur also recognizes as much (Eiee and Narrativevol. 3, 71).
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Dasein zum eigensten Seinkdénnen besagt aber ontologisch: das Dasein ist ihm

selbst in seinem Sein je scheorweg (SZ254)"
Thus a thrown and fallen Dasein in its Being already-in- and alongsidesttc finds itself
simultaneously ahead-of-itself insofar as its factical self-undetstg is determined quite
completely by its potentiality-for-Being something else, somethegé of and beyond
itself; “Dasein, in grasping itself as potentiality for being, realthat it must make itself
something, else face the meaninglessness of being nothing in particular” ®tkins

In moving from the primary analysis of the structur&ofgeto his principal

exegesis of the operation of temporality as such, Heidegger distinguistesgdtential
qualities of thrownness, fallenness, projection and the onto-temporal qualitieegf Be
already, Being-alongside and Being-ahead from the active tempogadifects of what he
calls the ‘ecstases’ of temporality, which have the designataviag-beerfGewesenhdit
making-presentGegenwartigeh andcoming-toward§Zukommeh(SzZ428-441BT 370-80)
and which form the temporal, effectual unitySirgeand thus also the meaning of the Being
of Dasein as such. The meaning of authedtiggeor that upon which the meaning and Self-
constancy of Dasein is founded is for Heidegger the primordial meaning of ityp6The
primordial unity of the structure of care lies in temporalifyZeitlichkeit enthullt sich als
der Sinn eigentlichen Sorg€ BT 37452432).This existential primordiality, which endures
as the in-itself of Dasein, disperses mobut asthe human experience into several discrete

but nevertheless mutually dependent “fugitive” modes of temporalization, namely

13«Dasein is an entity for which, in its Being, tiing is an issue. The phrase ‘is an issue’ has bede
plain in the state-of-Being of understanding — md@rstanding as self-projective Being towards wamost
potentiality-for-Being. This potentiality is thatrfthe sake of which any Dasein is as it is. Irhezase Dasein
has already compared itself, in its Being, withoagibility of itself. [....] [O]ntologically, Being twards one’s
ownmost potentiality-for-Being means that in eaabhecDasein is alreadheadof itself in its being” BT 236).
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everydayness [Alltaglichkeit], historicality [Geschichtlichtkeind within-time-ness
[Innerzeitigkeit], all of which characterize and make possible that inautheastence out
of which what Heidegger calls “ordinary time” [der vulgére Zeit] is saiddrive BT 374+).

Heidegger locates the opening to such a radical conception of time’s basic
primordiality in the futural quality of projection, of Being-ahead-of-onesethe-world, or
more specifically, in the essential temporal movemenbaofing-towardswhat Heidegger
refers to most notoriously in its ontological groundingas zum Toddeing-towards-
death]. Heidegger writesThe primary phenomenon of primordial and authentic temporality
is the futuré [* Das primare Phanomen der urspriinglichen und eigentlichen Zeitlichkeit ist
die Zukunff] (BT 37852436), and a moment later he defirgmgeitself as Being-towards-
death: “Cares being-towards-death” [‘Die Sorgst Sein zum Tode”]BT 378/52436).

As mentioned, the understanding for Heidegger is that through which Dasein comes
to know its own potentiality-for-being. In this way Dasein is alwatysadof itself and
comes towardtself. But Dasein’s possibilities, always antfront, culminate in the nullity of
death, which Heidegger describes not as merely an end to Dasein’s existeasghbut
ultimate impossibility of Dasein as such. This leads for Heidegger to the myosttant
characteristic of temporality, its finitude, which is concealed by the oxdawarception of
time. Death in the sense described below does not refer merely to the bialegiteabf the
individual but to an existential and defining limit to Dasein’s existenckjrasAtkins
explains it, “[a]s such a limit, death represents the finitude of human beingitudd that is
not merely a chronological limit but a semantic limit, a defining limit latren to which

one’s life can be given determinate meaning as ‘who’ one is” (3):
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Dieses Strukturmoment [das ‘Sichvorweg’] der Sorge sagt doch unzweideutig,
da3 im Dasein immer noch etwasisstehtwas als Seinkdnnen seiner selbst
noch nicht ‘wirklich’ geworden ist. Im Wesen der Grundfassung des Daseins
liegt demnach einstdndige Unabgeschlossenh&ie Unganzheit bedeutet

einen Ausstand an Seinkdnnen.

Sobald jedoch das Dasein so ‘existiertf} da ihm schlechthin nichts mehr
aussteht, dann ist es auch schon in eins damit zum Nicht-mehr-da-sein
geworden. Die Behebung das Seinausstandes besagt Vernichtung seines Seins.
Solange das Dasein als Seiendgdhat es seine ‘Ganze’ nie erreicht. Gewinnt
es sie aber, dann wird der Gewinn zum Verlust des In-der-Welt-seins
schlechthinAls Seiendewird es dann nie mehr erfahrba8z314-15}*

Thus Dasein’s potentiality-for-being depends upon and is determined loptisdantly
something still to be settled/hich in an everyday sense may refer to any number of real
possibilities, tasks, debts, etc.,which are constantly and actually deferredhitiuimtheir
primordial-temporal meaning refer concretely to the greatest negatidmpofaibility and
potential, the ultimate deferral at the core of Dasein’s being: “Dedtle igassibility of the
absolute impossibility of Dasein” [“Der Tod ist die Moéglichkeit der schleicimigen

Daseinsunmoglichkeit”’|BT 294/SZ333).

%The ‘ahead-of-itself,’ as an item in the structofecare, tell[s] us unambiguously that in Daséiere is
always somethingtill outstanding which, as a potentiality-for-Being for Daseireifs has not yet become
‘actual’. It is essential to the basic constitut@frDasein that there onstantly something still to be settled
Such a lack of totality signifies that there is sdhing still outstanding in one’s own potentialfor-Being.

But as soon as Dasein ‘exists’ in such a wayahaolutely nothing more is still outstandingtirthen it has
already for this very reason become ‘no-longer’'Betinere’ Its Being is annihilated when what isl stil
outstanding in its Being has been liquidated. Agjlas Daseiis as an entity, it has never reached its
‘wholeness’. But if it gains such ‘wholeness’, tig@in becomes the utter loss of Being-in-the-wdridsuch a
case, it can never again be experieraedn entity (BT 280).
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It is in Dasein’s disposition toward its own death that its existence is dekasbe
authentic or inauthentic. Heidegger writeSemporality gets experienced in a phenomenally
primordial way in Dasein’s authentic Being-a-whole, in the phenomenon of anticipatory
resolutenesy” Phanomenal urspringlich wird die Zeitlichkeit erfahren am eigentlichen
Ganzsein des Daseins, am Phanomen der vorlaufenden EntschloSsgBie51/52402),
where anticipationforlaufendehdenotes Dasein’s authentic Being-towards-deRih350),
or as Otto Poggeler explains it, the manner in which Dasein (for and on behallfof itse
“heightens the possibility, which Dasein is, to its extreme limit where drbes boundless
impossibility, namely, the impossibility of any existing as a defipgeentiality-for-being”

(44); and where resolutenegnfschlossenhditefers to Dasein’s authentic potentiality-for-
being-itself in the world into which it has fallen, that is, it refers to Dé&séactical

possibilities as Being-in-the-world and to itedd[iness] for anxiety[ angstbereitg(BT

343): [T]his reticent self-projection upon one’s ownmost Being-guilty, in which one is ready
for anxiety — we call ‘resoluteness$....]. [R]esolution is precisely the disclosive projection
and determination of what is factically possible at the tifhdas verschwiegene,

angstbereite Sichentwerfen auf das eigenste Schuldigsein — nennen wir die Entschlossenheit
[....]. Der Entschly ist gerade erst das entsciflende Entwerfen und Bestimmen der
jeweiligen faktischen Moglichk&it( BT 343-4552393-95). Though the details of this
primordial being-guilty and its entanglement with the other ecstases ofgdeitn

temporality as well as its connection to tragedy and tragic expemnahde carefully

disclosed throughout the course of the analysis that follows, for now suffice ittteasay

authentic existence is characterized by anticipatory resoluteness atieiriec existence by
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a sort of irresolute and both moral and ontological indifference toward Daseim’s ow
potentiality-for-Being and therefore toward death itself.

However, the distinction between authentic and inauthentic existence in Heigdegger
less distinct than it appears, for if the existential possibility of Dasesueh is based upon
the disclosure of Dasein to itself as Being-ahead-of-itselboring-towardswhich is to say,
as Being-towards-death (294), then this possibility is essentially aagsathrown
possibility, which in the everyday sense conceals from Dasdiaviag already been
“delivered over to its death” [“seinem Tod tUberantwortet i8T 295/52333-4).
Thrownness, according to Heidegger, reveals itself in its most primordgssd,sghich is to
say, in its direct relation to Being-towards-death, only in anxiety, e-sfanind which
discloses to Dasein the fact that it exists as “thrown Bewgrdsits end” [‘geworfenes
Seinzuseinem Ende”|BT 2955Z2333).

And herein lies the thrust of Heidegger’s notiorcafe or Sorgeas the unity or
totality of Dasein’s temporality. Dasein’s future is never somethingime come but
rather it is something toward which Dasein is always already headediskid»asein is
never past; it is never “no longer there” and thus cannot ever establishstsethathing
“arising and passing away in the course of time” (BT 375-6). Siyilarhat Heidegger
calls the “moment of vision” and associates with the authentic present gt@ssaitresolute
Dasein’s having “brought itself back from falling,” i.e. out of the inauthéwtaf its
everyday concerns, and is really not a moment at all inasmuch as the momaiiy/ tygfiers
to the finite temporal boundaries of the “now” as being securely situated iadrethe
‘before’ and ‘after’; rather, what Heidegger calls the “Auglek” is a seeing through such

inauthenticity toward the stretching-along [Erstreckung] which DaseBoa essentially
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is and taking action in any given situation on the basis of this recognition and discloBure (B
376) as the authentic Being-alongside thistreckung That this seeing-through essentially
takes Daseinutside of itselfestifies to thecstaticnature of Heideggerian temporality.
Dasein does not occur in time but as time, and it is only because it is fundamentplbyal
that it can imagine its existence as occurring in or out of time (in the oydiease) at all:
“Temporality is the primordial ‘out-side-of-itself’ in and for its&fe therefore call the
phenomena of the future, the character of having been, and the Present, thes*@dstase
temporality” BT 377), which constitute “the totality of the structure of caBT 876). Thus
along with the coming towards and the having been, an authentic present requires that a
resolute Daseibe theremore authentically by recognizing itself anew as that entity which at
every moment comes towards itself as having-been.

Consequently, the ecstatic movement which takes Dasein outside of itselhdlso, a
perhaps even more importantly, projects an anxious Dasein toward itself, afuh¢tien of
Sorge even if we admit for the moment that the structural complexity of care mdiaasl it
to keep it comprehensively and consistently in view, has major ramificationsif analysis
of literature and Mann’s treatmentBifldung in particular. This is because for Heidegger
care is first and foremoste “hermeneutical situation8T 358) in which Dasein always
finds itself. If as Heidegger claims, “Dasein is an entity for which, inéisd that Being is
[always already] an issue BT 236) then time is alstheissue for Dasein. This “being-an-
issue” for Dasein signifies its authentic hermeneutical task, that “faatkes of which”

Dasein existsBT 236), andSorgeis both the why and how of its being raised as an issue.

That Dasein cares about itself and others is what initially and authgntpaihs

itself toward itself and the world. And with this, though he never explicitly aaysuch,
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Heidegger’s task completely coincides with the ideal purposes of narrativelynamaring
that opens a world and which describes a deep and abiding care for that world wpestsit
This is why it is no surprise that Heidegger’s earliest intuitions of caia hegonly with a
discussion of Dasein as a necessary philosophical reformulation of traditidndea
toward subjectivity but from within a strictly literary context thabbsshes care as a matter
of selfhood and as a matter of interpretation — moreover, as a matteriofesglfetation,
which is, of course, also to say, a matteBibdlung

According to Heidegger, Dasein authentically engages itself only whimtifies
itself constantly with that with which it is authentically concerned, nanitslyery being as
care, “the entity for which thissueis the Being of the entity that it isBT 369). When
Heidegger writes that “The they-self keeps on saying ‘I' most loudly andfregsiently
because at bottomig not authenticallytself, and evades its authentic potentiality-for-
Being” or that “Selfhood is to be discerned existentially only in one’s autheoitentiality-
for-Being-one’s-Self — that is to say, in the authenticity of Daseinisgges caré or that
“The self-constancy of the Sglf] is theauthenticcounter-possibility to the non-Self-
constancy which is characteristic of irresolute fallingT 369), he explicitly corrects and
redirects conventional conceptionsBifdung and the processes of subject-formation that
constitute it insofar as he both reorients the tadkildiingas the authentic interpretation of
one’s being-in-the-world as care (i.e. temporality, esctases, thg goiside of oneself in
order to come towards oneself as having been) and the character, nature @gabfdbapt
subject that undertakes such a task.

Elsewhere irBeing and Timéleidegger ventures to explain temporality as the

ontological meaning dborgefrom which his discussion of selfhood is derived and long
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before he write3he Origin of the Work of Arin which he locates the truth of art and Dasein

in the dialectical strife between “world” and “earth,” he even more aipltmnnectsSorge

with the purposes @ildung In the section entitledConfirmation of the Existential

Interpretation of Dasein as Care in terms of Dasein’s Pre-ontological Way of Intexgpret

Itself,” Heidegger relates an ancient fable that reveals the historical, i.aryiterigins of

man as a function @orge and it is to this historical origin that Heidegger’'s complex

ontology is indebted and from it that he inherits his notion of temporality as the meéning

Sorgeand as the basis of Dasein’s being-in-the-world:
Als einst die Sorge tber ein Blging, sah sie tonhaltiges Erdreich: sinnend
nahm sie davon ein Stiick und begann es zu formen. Wahrend sie bei sich
darUber nachdenkt, was sie geschaffen, tritt Jupiter hinzu. Ihn bittet die Sorge,
daB er dem geformten Stuick Ton Geist verleihe. Das gewahrt ihr Jupiter gern.
Als sie aber ihrem Gebilde nun ihren Namen beilegen wollte, verbot das
Jupiter und verlangte, flahm sein Name gegeben werden misse. Wéahrend
Uber den Namen die Sorge und Jupiter stritten, erhob sich auch die Erde
(Tellus) und begehrte, falem Gebilde ihr Name beigelegt werde, da sie ja
doch ihm ein Stick ihres Leibes dargeboten habe. Die Streitenden nahmen
Saturn [die Zeit] zum Richter. Und ihnen erteilte Saturn folgende anscheinend
gerechte Entscheidung: ‘Du, Jupiter, weil du den Geist gegeben hast, sollst bei
seinem Tode den Geist, du, Erde, weil du den Kdrper geschenkt hast, sollst
den Korper empfangen. Weil aber die Sorge dieses Wesen zuerst gebildet, so

moge,solange es lebtlie Sorge es besitzen. Weil aber tber den Namen Streit
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besteht, so mbge es ‘homo’ pen, da es aus humus (Erdemacht ist(SZ
262-3; emphasis min®)
First of all, the passage, according to Heidegger, signifies a historicalgbrasf
temporal ontology; in other words, this “ancient fable in which Dasein’s intatjmetof
itself as care has been embedded” (BT 242) demonstrates the ancient, pre-phdbsophic
characterization of Dasein as that entity first and foremost for whom iitg Isean issue and
signifies this being-an-issue as the originally historical basis dfrive toward self-
interpretation. Secondly, it is no coincidence that these earliest, elemetapts of Dasein
to interpret itself take the form of a historical, literary document. For iggetethis accords
to literature not only a privileged hermeneutical authority but also links allrmditerary
efforts with modes of mythological inquiry. Perhaps even more importantly, it teelps
justify (according to the critical demands of historicism) that his terigal Interpretation is
not a mere fabrication, but that as an ‘ontological construction’ it is well groundedsand ha
been sketched out beforehand in elemental wd/8'262) and that he has been “brought to
the existential conception of care from Dasein’s pre-ontological intetiprets itself as
‘care” (BT 244).
Third, the nature oborgecannot be described merely as a hermeneutical model made

available to Dasein in order that it might interpret its being-in-the-worldnlieh more

15«“Once when Care was crossing a river, she sawestday; she thoughtfully took up a piece and began
shape it. While she was meditating on what shenadie, Jupiter came by. Care asked him to givarit,sgnd
this he gladly granted. But when she wanted herenianbe bestowed upon it, he forbade this, and ddeth

that it be given his name instead. While Care apitdr were disputing, Earth arose and desireditéabwn
name be conferred on the creature, since she haidtied it with part of her body. They asked Safiiime] to

be their arbiter, and he made the following deaisiSince you, Jupiter, have given its spirit, y&hall receive
that spirit at its death; and since you, Earthehgiven its body, you shall receive its body. Bote Care first
shaped this creature, she shall possessliing as it livesAnd because there is now no dispute among you as
to its name, let it be called ‘homo’, forig madeout of ‘humus’ (earth).” BT 242)

5C



fundamentally, it emerges here, according to Heidegger, as the hermernmotieak to
which Dasein essentially belongs “for its lifetime™ and thus “Bgim-the-world’ always
already retains the stamp of ‘careBT 243). Fourth, Heidegger argues, it is not insignificant
that the name given to man (homo) stems not from the source of its being but from dfiat out
which it is made (humus), for the source of its being, according to Heidegger, lies in the
negotiation established between the arbiter, Saturn (Timegaenge to which Dasein’s
being belongs. This ancient transaction, in fact, is the basis for Heideggeesemporal
analytic of Dasein wher8orgeessentially binds and equates the terms in the title of
Heidegger’s treatise, namebeingandtime “Thus the pre-ontological characterization of
man’s essence expressed in this fable, has brought to view in advance the kind of Being
which dominates [Dasein’s¢mporal sojourn in the wor|ldand does so through and through”
(BT 243).

Finally, tracing the historical etymology and uses of the term, Heidéigge the
various meanings @orgeover time not only with something lik&ldungbut also with
terms which will play a fundamental role in the chapters that follow, inafuchortality,
conscience, and anxiety, and it is through these connections that we valleamderstand
how Heidegger ultimately defin€&orgeas the unity of the ecstases of temporality. Suffice it
to say, for now, that while Heidegger notes througlmibhg and Timehe various meanings
of Sorgein its ontical, everyday usage over time as “anxious exertion,” “carefulness,”
“devotion,” “worry,” “concern,” etc., all of these ontical description§Sofgehave their
ontological basis “in a state of Being which is already underlying inyegese,” which is to
say, the meaning @orgeas the being of Dasein or temporality as the ontological meaning

of Sorge
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According to Heidegger, when Seneca, for instance, recognizes the rélgtions
between man’s mortality and his perfectability as a functiddoofie(Cura), he historically,
like the fable, reiterates the ontological truth Heidegger is hoping to estdlAisong the
four existent natures (trees, beast, man, and God), the latter two [...] areuiBsigagin that
God is immortal while man is mortal. Now when it comes to these, the good of the one,
namely God, is fulfilled by Nature; but that of the other, man, is fulfilleddrg” (BT 243).
Consequently, Heidegger argues, the goal of midsing namely, the possibility of both
his perfectability and the source of both his conscience and his thoroughgoing amgiety,
wholly determined byorge which is also to say, by his mortality or the temporality of
Dasein’s being as its authentic coming-towards itself as having-been:

Die perfectio des Menschen, das Werden zu dem, was er in seinem Freisein
fur seine eigensten Moglichkeiten (dem Entwurf) sein kann, ist eine
‘Leistung’ der ‘Sorge’. Gleichurspriinglich bestimmt sie aber die Grundart
dieses Seienden, gefnder es an die besorgte Welt ausgeliefert ist
(Geworfenheit). [Deshalb] [d]er ‘Doppelsinn’ von ‘cura’ megihe
Grundverfassung in ihrer wesenhaft zweifachen Struktur des geworfenen
Entwurfs. §2264)°

What distinguishes Heidegger’s philosophy of time from its forerunners, namely
Augustine, Kant, Bergson and Husserl, is the primacy with which Heidegger ithvests

future, which was anticipated in the discussion above of authentic Being-tesesatifisand

16 Man’s perfectio— his transformation into that which he can bBéing-free for his ownmost possibilities
(projection) — is ‘accomplished’ by ‘care’. But Wiequal primordiality ‘care’ determines what is ically
specific in this entity, according to which it Hasen surrendered to the world of its concern (thress).

[Thus] In the ‘double-meaning’ of ‘care’, what wave in view is &inglebasic state in its existentially twofold
structure of thrown projectionB{ 243)
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its close, one might say dependent, relationship with projection, Being-ahdadHodnd the
coming-towardof authentic existence and primordial temporality. Furthermore, the
character of this primacy, which has led to critical misreadings of Hgetehat will occupy
us more explicitly later, is unique in that the future@ming-towardgor Heidegger is
always bound to and includes the pasdtadng-beenThus the ontical phenomena of death,
history and eveBildungfind their ontological answer and justification precisely in
Heidegger’s so-called “hermeneutic phenomenology,” and it is fair tdhaajor Heidegger,
as for Mann, a coming to terms with time means at the same time a comingsovér
death as a sort of coming-towards and history as having-been because tregirbues
coming to terms is fundamentally grounded in what HeideggerZsilischkeit or
temporality. For Heidegger, | will argue, this process belongs to the essemistitution of
Dasein assorge for Mann, it belongs to the essential developmeiilofung As | will
demonstrate, for Heidegger being-towards-death and history are somethivg dh@aand
something which we are alwagecomingand as such they are also something which, if we
are living authentically, we are always endeavoring to interpret and undkratal it is my
humble opinion that Thomas Mann, especially in the period under study, dramatizes time a
precisely such a markedly human, modernist and, ultimately, tragic endeavor

My argument relies quite confidently on the assumption that Heidegger’'siaélyt
Dasein and the theory of temporality upon which it is based can be usefully applied to
literature insofar as the latter may be understood as the “self-expresfdasein” (Alleman,
gtd. in Corngold, 441). Such a claim is not without preced@nbeur famously refers to
narrative as fundamentally a way of staging being-in-the-worttl {igvanhoozer 49). And

Stanley Corngold makes an explicit call toward just such an understanding iellFkai@wn
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analysis of Heideggerig®gtimmungmood] and literary emotions when he emphasizes the
“reluct[ance] to speak of an ‘essential’ absence of connection be®edenind Zeiand
literature” (439). Though Corngold traces Heidegger’s influence in thariténeories of
Staiger, Blanchot, de Man and Derrida, among others, he rightfully seeks toevahdaten
more explicit and “essential” connection betw&sming and Timand literature, a
connection that pivots (although it is never explicitly engaged by Corngold in hig ess
around the question die Sorgeln this | also share Corngold’s enthusiasm. But even
Corngold doesn’t produce in any way a comprehensive analysis of Heideggeriaratéynpor
in terms of literature, much less in terms of contemporary German lreatd the so-called
“modernist epoch in German poetics” that his argument suggests Heidegger is bésonsi
inaugurating. Rather, Corngold’s presentation merely prepares the way forttbereading
| intend and is, in the end, more a call to action than a critical study of the topic.
Though Corngold certainly grasps the essential value of Heideggerian mood for
literary analysis, insofar as he emphasizes Heidegger’s originapierc that “the poetic
character of language could be the measure with which language rdaipessibilities of
the disclosure reserved to mood” (441), he never elaborates the “poetic ¢lafracte
language” nor the “possibilities of the disclosure” it makes possible in termisat
Heidegger clearly identifies as their reciprocal basis in Dasem’sdrlity, nor does he
specifically relate his observations to the broader tradition of modernistgaetich would
bring him into not only Thomas Mann’s orbit but also the more fundamental orbit of
modernist literary evaluations of time and tragic experience. Nevesth€lerngold’'s

acknowledgement of this meaningful correspondence, that in Heidegger we are confronted
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by a “vital moment within an epoch of German poetics” (441) seems to me to tzeg for
careful and thorough response and elaboration that this project hdgges to

Heidegger’s earliest description of Dasagtemporality appears ifihe Concept of
Time[Der Begriff der Zelt(1924) and states as explicitly as anywhere in his writings the
fundamental connection between time and the being of Dasein: “In summing up, w&vcan no
say: Time is Dasein” [*Zusammenfassend ist zu sagen: Zeit ist Dhg@A"123-5CT in
Becoming212). Consequently, if we grant the possibility forwarded by Corngold that
literature occupies a privileged place in the tragic, i.e. temporal, diselobbeing and that
in fact with Heidegger it may be said to stage the self-interpretationsafiis being, and if
we accept Heidegger’s apparent equation of Dasein as being-there with tireenpodatity
as such, then we can justifiably proceed with an analysis that is bent on conxeaciags of
the value of reading théeitromanas something like Baseinsromanin which Mann’s
evolving treatment of time iMhe Magic MountairandDoctor Faustusemerges as a sort of
coming-towards a thoroughly Heideggerian recognition, and likewise of readidgddier’'s
analytic of Dasein as, at the very least, a plausible basis for interpregingptlernist

Zeitroman
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Chapter 111

Being-Towards-Death and the ‘Dilemma of Closure’

In what follows | argue that Heidegger’s analytic of DaseiBemg and Time
(1927),in particular the interpretation of death that grounds and accompanies it, both
illuminates readings of death The Magic Mountairf1924)andDoctor Faustug1947)as
well as anticipates what Susan von Rohr Scaff and other scholars have cditiiétnma
of closure” in Mann'’s late workoctor Faustusl also argue in turn th&@ioctor Faustusas
Mann’s principal and final attempt at narrating a theory of time (thatutcis an attempt is
in fact one of my primary claims), helps to clarify both his more famous and more
conspicuous treatment of time and death in the earlier novel as well as Heidpggestent
struggle throughout his philosophical career to systematically grasp tingngnetime for
being as such. Though few readers will deny B@ttor Faustuss a tragic novel and that its
tragic implications are the very point of the novel, the question of tibeator Faustuss
one that has been taken up only sporadically, always in an extremely limited serbata
has rarely been explained in terms of these tragic implications.

These conversations rightly and inevitably compare the treatment of tDoeiar
Faustusto the way in which the theme is rendered even more centrdllyariMagic
Mountainor theJosepmovels and thus see in Mann’s development as a novelist a
movement away from a preoccupation with an abstract conception of time as suchilf&lie

Zeit selbst”) towards a very different and more urgent investment in a notioneadim



history. Generally speaking, these readings of tinfieactor Faustucommence from the
reference point of what was originally described by Gunilla Bergsteéhe novel’'s multiple
time-levels that constitute both the narrative world and the world of the narnadiweith
which readers of the novel are already quite familiar. At any ratenioshlevery case the
subject of time in the novel is mediated through and remains distinct and subordinate to othe
themes around which the novel is said to primarily tii®0o to argue thddoctor Faustuss
aZeitroman(time-novel)is still a bit of a novelty and as such often meets with a certain and
typically equal degree of suspicion and curiosity.

These reactions, of course, are partly justified insofar as they stemhiedact that
Mann himself attributed the title @eitromanonly to his much earlier workhe Magic
Mountain where the temporality of the novel always carries with it a double s€irs¢in
a historical sense, in that it seeks to present the inner significancepddam the pre-war
period of European history. And secondly, because time is one of its themes” [“einmal
historisch, indem er das innere Bild einer Epoche, der europaischen Vorktiegsze
entwerfen versucht, dann aber, weil die reine Zeit selbst sein Gegensfa(Making 725).
On the one hand, then, Reinhard Mehring’s claim Erwattor Faustuss aZeitromanreflects
my own claim in what follows. On the other hand, however, and thus in tandem with
contemporary ideas about the meaning of time in the novel, Mehring restricts his
understanding of theitromanto its limited and familiar correspondence with
Geschichtsdeutunags first outlined by Bergsten, which is to say, as a novel of its (hisjorical

time. And while | certainly wouldn't disagree tHabctor Faustuss exactly that — a novel of

7 All of the scholars | contend with in this chapgepgel, Scaff, Cobley, Mehring) can be saiditait their
discussions of time in this way.

18 See most recently Reinhard Mehring’s “Apokalypse deutschen ‘Seele’? Thomas Mal@utstor Faustus
alsZeitroman”
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its time — it seems to me thatDwoctor Faustusve witness an extreme maturation of Mann’s
views on time, views which certainly do not dispense with the author’s preoccupatfioa in
Magic Mountainwith “die reine Zeit selbst” in favor of a purely historical time but rather
which seek to reveal the ontological character of history. These views pasid@ of

history as thoroughly implicated in and interwoven with a complex and evolving
interpretation of what Heidegger might call the temporality of being anajtheri

historical nature of Dasein as such.

But before we can agree tHadctor Faustuss as much @eitromanasThe Magic
Mountain we must first establish what Mann meant to accomplish with the genre when he
set about writingrhe Magic Mountairand the way Heidegger’s notion of being-towards-
death resonates with Mann'’s earlier and later undertakings to stage aiioedebket Paul
Ricoeur has called the ‘epic of death and tragedy of culture’, which is also to aay'sM
efforts to write into existence Hans Castorp and Adrian Leverkuhn, for both of whom, above
all things and much like Heidegger’'s Dasein, “time is the issue.” That therddeof closure
in Doctor Faustuss closely tied to Mann’s conception of the end is well known. Mann
himself characterizeBoctor Faustusas “ein Buch des Endes” — a novel of and about
endings- and in such a way, | think, as to suggest that the evolution of his views on time
sinceThe Magic Mountaifnad finally settled, as they did with Heidegger, on the perhaps
essential problem of the meaning of death for history, culture, and the inditidRaAt
may be novel about the approach presented here, however, is my staging of thisgbioblem
in Mann against arguably the most prominent theory of time of any of Mann’s

contemporaries that to my mind both anticipates and allows for a provocativengreadi

9 qtd. in Ball, Scaff, Vaget, et al.; for origindhim see December 9, 1948 letter to Karl Kerényi Bnstehung
des Doktor Faustués3).

58



this critical aspect of the novel, namely, Heidegger’s analytic of Dasdiitsagrounding in
being-towards-deatl©f course before we can accomplish this we must clearly define and
elaborate what is so fascinating and relevant — especially foryit@nalyses (what Corngold
calls “Heidegger’s poetics”) — about Heidegger’s notio®@ih zum Toder being-towards-

death.

Heidegger an&ein zum Tode

| have already explained Heidegger’s innovations with respect to contesnporar
philosophies of timat the timehe was writingBeing and Timg1927) as a sort of post- (or
past-) modernism if when we bring modernist time into view we see only Joyceadf, W
Einstein or BergsorOne of the most important ways that Heidegger undertook this
revaluation of time is to theorizkeathas a temporal concept. For example, if time was
always relative to the subject (as a certain strain of modernistuiteratoften said to have
demonstrated), that is to say, to what Heidegger calls Dasein, or beingitbareme was
always relative, too, to the prospect of Dasein’s not-being-there, to its dp@neg- in short,
to Dasein’s end or death. And thus the question of being-towards-death begins with
Heidegger’s prioritization of the future and of the being of Dasein as prirfipraina a
priori futural. Thus, too, | have already ventured to explain the priority assigned by
Heidegger to being-towards-death in his so-called “analytic of DaseBgiimg and Time
(1927). There Heidegger describes not only the human experience of time but Ba#ein i
which is after all the name for this duration (and thus, too, for being itselfyms & the

interestingly eroticized entanglement of what he callEttstasdecstases] of temporality,
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in which Being-ahead and coming-towards as the existential and temporalsemseof
being-towards-death hold a preeminent position.
To recall the existential basis of being-towards-death requireshfatstve revisit

Heidegger’s concept of Dasein’s understanding: “Understanding, as exrstimg

potentiality for Being, however it may have been projectegkimsarily futural.’ [....] The

future is meaningful because it is a way of existing for Dasein [or] whaans to be in

time’ (qtd. in Vanhoozer 443° More precisely, it is thenlyway of existing, according to

Heidegger sinc8eing and Timelefines Dasein itself as understanding:
‘Understanding is the existential Being of Dasein’s own potentiality-for
Being; and it is so in such a way that this Being discloses in itself what its
Being is capable of.” Dasein ‘understands’ a situation when its grasps the
possibilities available to it, when it ‘knows’ what it is capable of in a given
situation. The means by which understanding grasps its possibilities, and thus
its own being, is ‘projection’. [And] Interpretation, according to Heidegger, is
the ‘working out of possibilities projected in understanding.’ (Vanhoozéf 43)

For this reason, however, it is incorrect to assume that Ricoeur provides évearra

corrective” to Heidegger by replacing Heidegger’s “ontology of understghdiith an

“epistemology of interpretation” because Heideggkeaneneutiphenomenology already

assumes the centrality and significance of interpretation at the vésyob&asein’s being.

In fact, it is fair to say, that Heidegger’'s ontolagy matter of interpretation. An

understanding that comes towards itself and towards its most extreme pessibillways

also a Dasein coming towards its own deathjmtime but as time itself — Dasein is

2 5ee57446BT 387.
21 SeeS7192BT 184.
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precisely this coming towards itself in the persistent mode of self-ietatjan that
necessarily ends in the impossibility which is incapable of being seizeddeyn3a
understanding, of interpreting or being interpreted — death, or “the possibility afsbkite
impossibility of Dasein.” Unlike in Ricoeur, however, literature is not nechsgaivileged

by Heidegger; instead, it joins the many otvalysavailable to Dasein to interpret its being-
in-the-world, including psychoanalysis, philosophy, science, and the everyatmata tdoe
something, or else “risk being nothing at all”.

Furthermore, as we will soon see, Mann’s narratives help to elucidate Heidegger
distinction between an everyday and an authentic understanding of Daseip®geifion
and its nature as first and foremost interpretivd.Ha Magic Mountainwe find Hans
Castorp in the beginning of the novel pondering his future as a civil engineerijust as
Doctor Faustusnuch time is devoted to Adrian’s musical education and the uncanniness of
his biographicaBildungtowardsmusic. But the everydayness of these possibilities are
interrupted and fused throughout both novels by the understanding that both possibilities
(engineer, musician) serve as sort of palimpsests for a deeper undegsthatieach novel
and the course of the protagonists’ fate in each novel is meant to interpret; indeszsk the t
that each novel gives to its protagonist to interpret involves the most extrenimlifess
available to each. As Heidegger points out repeatedly throughout the wriiegnof and
Time “In so far as it holds before Da-sein its most extreme possibilityptieeuin (\Vorlauf-
zumTod) is the fundamental way in which the [setitgrpretationof Da-sein is carried
through”[“Der Vorlauf ist, sofern er die $erste Moglichkeit des Daseins ihm vorhalt, der

Grundvollzug der DaseinsauslegungJT{in Becomingg08BZ 117).
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Projection expresses itself temporally in what Heidegger calls Daseimisg-
towards. Consequently, to betime, according to Heidegger, means only to constantly
approach one’s possibilities for being. As Kevin Vanhoozer explains the situdssalise
Dasein is the kind of being that is constituted by projecting itself ahead in pbesibi
Heidegger can say that ‘Dasein is constantly ‘more’ than it factiglipManhoozer 42). Or
as John Macquarrie writes: ‘Man is possibility. He is always more than he lsihg is
never complete at any given moment [...]' (qtd. in Vanhoozer 42).
For Heidegger, though, Dasein’s most extreme possibility (the possibiliisirad
nothing at all) is precisely its own death, and it is in this way that death ac#figrdictates
the temporalities of life and world, being-thergda-sein). The possibility of death — the
prospect of being-gone, of being nothing at all, or rather, not being — comprises bot
Dasein’s primordial as well as its everyday understanding of itsatiordially, Dasein is its
own death in so far as it is always already on its way toward its being gorexeBun the
everyday sense, the sense in which Dasein persistently flees from thetrenaxjrthis
inevitability, death reveals itself as “the from-which of our fleeing” and thasserts itself:
Dasein ist kein Vorgang, der Tod nichts, was gelegentlich hinten nachkommt.
Der Tod ist etwas, was den Menschen bevorsteht, worum das Leben selbst
weip. Damit ist allerdings noch keine Definition des Todes gegeben. Es steht
mir Vieles bevor. Aber hier ist ein Unterschied! Wenn mir ein Ereignis
bevorsteht, so ist das ein Vorgang, der mich trifft, der mir aus der Welt

begegnet. Der Tod kommt nicht irgendwo her auf mich zu, sonder er ist etwas,
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was ich selbst bin; ich selbst bin die Moglichkeit meines Todes. Der Tod ist
das a@erste Méglichkeit meines DaseinBK 167>
If the understanding is equated with being-there (Da-sein) and with the pdtenfial
being something else, then it is equally and always concerned with the utmesteeat this
possibility. Consequently, as its own potentiality for being, Dasein is alwayheat of
itself and is said to be futural. As | pointed out in the introduction, this being-gone ah Dase
is much more than a chronological or biological limit, but it is a semantic aneheutic
limit, and Heidegger goes through great pains to explain this fundamental and, peveps m
importantly, this irrevocable aspect of the concept:
Dieses Vorbei, als zu welchem ich vorlaufe, macht in diesem meinem
Vorlaufen zu ihm eine Entdeckung: es ist das VorbeimonAls dieses
Vorbei deckt es mein Dasein auf als einmal nicht mehr da; einmal bin ich
nicht mehr da bei den Sachen, bei den und den Menschen, bei diesen
Eitelkeiten, diesen Winkelziigen und dieser Geschwatzigkeit. Das Vorbei jagt
alle Heimlichkeiten und Betriebsamkeiten auseinander, das Vorbei nimmt
alles mit sich in das Nichts. Das Vorbei ist keine Begebenheit, kein Viorfall

meinem Dasein. Es ist g&in Vorbejnicht ein Was an ihm, das sich ereignet,

#«Dasein is not a process, nor is death sometttiagincidentally comes afterward, at the end. Déesath
something that stands imminently before human lseiitgs something that life itself knows. But tisisll does
not give us a definition of death. There are mdnipgs that are imminent for me. But here theredgffarence!
When an event [Ereignis] is immanent for me itdmething that pertains to me and that meets migeinvbrid.
Yet death is not something that comes to me fromesehere and sometime, it is rather what | myself laam
myself the possibility of my own death. Death is thitermost end of what is possible in my Daseiis; iny
most extreme possibilityT¥K in Becoming263).
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das ihm zustét und das es andert. Dieses Vorbei ist kein Was, sondern ein
Wie. Und zwar das eigentliche Wie meines Das®Z. 117}

In fact, narrative’s emphasis on the future, like the emphasis that coosddzsein’'s
relation to its own being, stems not only from the threatening certainty ofmt$imitude, of
its being-gone, but Dasein equally regrets the indeterminacy of its own deaththibevng
toward a fate it will never know and never experience. Death, and consequently, too, Dasei
itself, is always deferred; moreover, the process of deferral is lbeddyy Heidegger as the
primordial manner of its existence, the ‘how’ of Dasein. This aspect of-b@vayds-death,
the aspect of deferral, amounts to a problem of closure rarely acknowledgedegdée,
and certainly this compelling feature of Dasein’s predicament can th@l@zyside what
scholars admit is a similar dilemma in Mann’s historical novels.

That Dasein is constantly more than it factually is, that its being is nexngslete as
long as itis testifies both to the permanence of Dasein’s coming-towards but also to the
problem of deferral, which is, after all, also a problem of closure that iy taken up by
critics who write about being-towards-death, including those predisposed tongttpree
Heidegger. Bernard Stiegler, however, is a relatively recent and notablei@xeeftiegler
describes Heideggerian deferral as follows, and it will help me to elabehat in both
Mann and Heidegger amounts to a “dilemma of closure”:

Dasein is the being who [...] defers. [....] Dasmirior the end, but its enid notfor

it. The end of Dasein is the indeterminate. [....] This never-being-finished coestit

% “This being-gone, as that to which | forerun, grabout a discovery in my thus forerunning tét is my
being gone. As thus being gone, it uncovers my &a-as all at once no longer there; all of a sudden no
longer there in the midst of such and such matietiyate with such and such people, surroundethéye
vanities, these tricks, this verbosity. This bejgoge dissipates all secretiveness and busyneakei
everything with it into the nothing. Being gonenist some occurrence, not some chance incident iDaay
sein. It isits own being gonenot some ‘what’ about it, some event that by cleamefalls Da-sein and alters it.
This being gone is not a ‘what’, but a ‘how’, indethe proper ‘how’ of my Da-seinQqT in Becoming207).
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the mark of Dasein’s finitude, the infinitude of the finite, that is, of the radical end as
what can only be completed in being deferred [...]. (231)
In its everydayness Dasein flees from the knowledge of death’s inétytabi
Leben beruhigt tber den Tod und versucht durch die Art, wie es ihn auslegt,
sich ihm zu entfremden, ihn aus dem Horizont des Lebens zu schaffen [....]
[Dasein] sorgt sich von dieser Mdglichkeit des Todes weg. Es sorgt standig
dafiir, d@ es versaumt, den Tod als MdglichkeRK(167}*
Consequently, not only does Dasein in its everydayness avoid death as a po$sibdis
Heidegger also shows, the inevitability and certainty of death as the meshextf
Dasein’s possibilities is always already punctuated by an even daepgance and
indeterminacy, the indeterminacy that lies in its most extreme pogsi®iitg an
irrevocable impossibility.
Grasping this paradoxical reality as one’s own is not only the measureehBas
authenticity but also, | would maintain, the measure of Castorp’s and Leverkiahtkus,
too, of venturing a reinterpretation of the treatment of time and death in MEmn8lagic
MountainandDoctor FaustusMoreover, such a task involves venturing not only to explain
how Doctor Faustusnay also be quintessentiallyZaitromanin the same tradition as the
earlier novel but also to provide a very different answer to Ricoeur’s veghifid question
about moving beyond the facile temporal dichotomies that are typically said towtensig
Magic Mountairs treatment of time and death. When Ricoeur asks, for instance — “Must the

decomposition of time be interpreted as a prerogative of the world of sickness, thisloes

24 «__ife tranquilizes itself regarding death and, ibgerpreting it in a certain way as something fgreio life,
abolishes it from the horizon of life [....] [Daseis]continually taking care tomitthe possibility of taking
hold of [its own] death” DK 264).
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world constitute a sort of limit-situation for an unprecedented experienceed t(115) — he
simultaneously throws into question conventional readings of the novel, anticipatasie
problem inDoctor Faustugwithout ever mentioning the later novel), and takes up the task of
describing such an unprecedented experience. But as | have already pointecbeut, i
answer not only fails to answer the question, but he also neglects — ironicatiyys&#,c

since Heidegger’'s temporality forms the basis of his entire narratiog/the¢o define both

the unprecedented experience of time and its relation to death and sickness of term
Heidegger’s being-towards-death or in terms of the particularly modehastcter of its

emergence.

The Magic Mountain

In the analysis of he Magic Mountainhat follows, | undertake to explain the
correspondences that link Heidegger’s understanding of being-towards-disakann’s
treatment of death ifhe Magic MountainFirst, and by way of introduction, | attempt to
establish the overarching link between what Mann calls “the meaningful inienges life
and death” [“das Sinngeflecht von Leben and Totgt{ers131Briefe238)and
Heidegger’s insistence on what he calls the “how” of death’s proximityetoHdr both
Mann and Heidegger, a life that seeks to avoid death not only evades life itsi:lflbmt
fails to acknowledge the temporality that is the basis of its authenticityle tlis
temporality is attested to in Heidegger by the coming-towards of Daséne possibility of
its ownmost extreme impossibility, namely, in being-towards-death, in Mangritusded
primarily in the Faustian temporality that governs the narrative ateiof The Magic

Mountainand haunts the progressive teleology of Cast@ptking
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Secondly, | will discuss the way in which for both Mann and Heidegger death
functions as @ossibilityof life. The relentless teleology of being-towards-death in Dasein’s
coming-towards itself as thgossibilityof an extreme impossibilityesonates with the
positive and distinctly modernist telos of Hans Castdgi@ungin The Magic Mountain
This telos, | will argue, is manifested in several critical “momemtghée novel: young
Castorp’s arrival on the mountain and his subsequent habituation to the routine of the cure,
his “sudden enlightenment” [“pl6tzliche Klarheit([pz 332-3) upon encountering his own
death in the x-ray image of his hand, and the alleged completion Bidusigwith the
thunderous outbreak of the first world war that ends the novel.

Finally, I will discuss the way in which for both Mann and Heidegger death functions
as thampossibilityof life. By following the more negative, subtractive, yet still “productive
significance” [“produktiven Bedeutung”] of many of these same monféritengage that
otherfundamental aspect of being-towards-death, namely, death as the possibility of a
impossibility Such an approach will go a long way toward laying out the correspondences
between this oft-described problem of closure in Heidegger and the so-cabeudilof
closure’ (Scaff 91-5) iThe Magic Mountairand toward comprehensively elaborating what
Heidegger would certainly be apt to call the ontological status of dedtieiiMagic

Mountain

It is revealing that in between his 1924 preparatory lectures at Marbtfdgen
Concept of Time” and his hasty publicationBding and Timg1927), itself an incomplete

fragment (speaking of the problem of closure), Heidegger hadlteatMagic Mountairand

% This term is used by Mann Rreud und die Zukun{.936) to denote Freud'’s recognition of the dynamic
bond between a “will to[ward] truth” and a “will pward] death”. GW, Bd. 9, 480-2)
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given some indication as to what he viewed to be the most salient of the novghssinsi
And though his remarks are so open as to leave room for any number of possible
interpretations, none of which may be called definitive, it is my opinion that hiskemar
could be said to resonate quite meaningfully not only with Mann’s own assessment of the
metaphysical questions raised by the novel but also with the author’s fregieéntly-
obligation to clarify his intentions in the novel and, consequently, to interpret the apvel f
his readers.

In July 1925 Heidegger shares the first impressions made on him by the novel with
his then student, Hannah Arendt:

Ich habe deZauberbergangelesen. [....] Freilich die G8é der Darstellung
— ist unerhort; was ich bislang von der “Zeit” zu lesen bekam, ist nicht
Uberwaltigend — aber es ware lacherlich, wollte ich daraufhin das Werk
absuchen.

Aber d@ Phanomen wie das Dasein von seiner Umwelt gelebt wird und nur
vermeintlich selbst lebt, das ist mit einer Meisterschaft angesefztida
vorlaufig einzig darauf konzentrieren bleibBriefe 40)*°

Any translation which reads the mention of “Dasein” in the above passage as derertng
“existence” and not as simultaneously charged with the attributes of Heidegge
contemporary philosophical inquiries into the questions of being and time risks missing the

point of Heidegger’s observations, for it is clear that Heidegger is wont to retmCas

%4 have begun readinghe Magic Mountain]....] Of course, it is extraordinary how brilliaptthat world is
depicted; what | have read until now about thahéi was unremarkable — but it would be absurd tatzo
through the work from that standpoint.

But the phenomenon, as well as existence, ésllby its surroundings and only apparently liveslft— that is
developed with such mastery that for now | am catre¢ing on that alone’Letters28).
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predicament and quest as Dasein’s own — the Dasein of his 1924-5 lecture8aimg) @nd

Time in which Dasein is confidently defined as time or authentic temporality hs@uc

even better, as the “human, historical” site at which time takes @éd=Eng-in-the-world’

In addition, Heidegger recognizes the problem of “time” in the novel in terms of
complications also recognized by Mann when the author describes the téypbthke
Zeitromanaseinmal historiscrand on the other hand abali reine Zeit selbsAs | point

out in the previous chapter, the impression made by the novel is something much more than
either.

At the time of the letter, of course, Heidegger could not have been privy to the
retrospective insights into the novel offered by Mann in his 1939 lecture “The MakKirg of
Magic Mountairi [“Einfihrung in denZauberber{], but Heidegger’s interests in the novel
certainly anticipate Mann'’s recognition of the novel's complexity wiipeet to its
treatment of time. Just as Mann s@y®& Magic Mountairs intended to Bethat of which it
speaks” [‘immer zugleich das zu sein, wovon es handelt und spribkdaKigg 725/ GW, Bd.
12, 441), Heidegger clearly suspects a correspondence between his own understanding of
Dasein as a function of time — “wie das Dasein von seiner Umwelt gelebtimd nur
vermeintlich selbst lebt” — and the “Ehrgeiz” of a novel that proposkes‘aas, wovon es
erzahlt” — in other words, the ambition of a novel that seekstime (GW, Bd. 12, 441).
Consequently, what seems like irony — that for Heidegger “time” is not thé@weathe
novel: “ [es] ware lacherlich, wollte ich daraufhin das Werk absuchenfeally in line with
both his and Mann’s understandiaigthe timeof the need for a more complex and radically

different treatment of the subject of time altogether.

27«zusammenfassend ist zu sagen: Zeit ist Dasem%{imming up, we can now say: Time is DaseB? {23-
5/(CTin Becoming212).
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If for Heidegger the temporality of Dasein has its essence in beingetsadaath,
then it seems appropriate to make an entry into the claim that Heidegger'saimpaght
help to illuminate Mann’s treatment of time and deatlhhe Magic Mountaiprecisely
where the correspondence lies — at the intersection of Heidegger’s &fforésntain his idea
of death as Dasein’s being-towards “the possibility of [its] absolute intpldygs [“die
Maglichkeit der schlechthinnigen Daseinsunmdglichkeit”] and what the critawdition in
Mann scholarship has come to call the crisis of narrative closUifgeiMagic MountairfBT
294/52333)2% Heidegger's struggle to elaborate the existential-ontological steuof death
and Mann’s dilemma of closure amount to the same problematic desire — anfeffect o
temporality that seeks ultimately to describe the structural unity of dathih life and to
explore the affinity, or, perhaps, thathenticityof their relation rather than their
presupposed, mutual, and hostile opposition.

This correspondence reveals itself most forcefully in Heideggerst@émsie on the
imminence of deatin life as well as on the meaning of death a®ssibilityof life and in
Mann’s well-known insistence throughout much of his work lif@enjoys and suffers a
complex sympathy with death. Just as Heidegger will claim that ““Der Todhrtancht
irgendwo her auf mich zu, sondern er ist etwas, was ich selbst bin; ich selbst bin die
Maglichkeit meines Todes. [...] Ich selbst bin mein Tod gerade dann, wenn ich lebe [...]
[und] den Tod zu verstehen als Mdglichkeit des Lebeb&’ 166)2° Mann describes the
central motif ofThe Magic Mountaims Hans Castorp’s coming towards a very similar

recognition:

% gee, for example, Vaget, Vogel, Scaff, Cobleyy&ra, and Wiegand.

294_..] [D]eath is not something that comes to me freamewhere or sometime, it is rather what | myaeif
I am myself the possibility of my own death. [...] yself am my death precisely when I live [...] [and]
understand death as a possibility of lif&K in Becoming263).
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[Der Zauberbergzeigt, wie dem jungen Mann aus dem Erlebnis von
Krankheit, Tod, Verwesung die Idee des Menschen erwéachst, des
“Hochgebilds” organischen Leben, dessen Schicksal seinem schlichten
Herzen nun zu einem wirklichen und dringlichen Anliegen wird. [Castorp] ist
sinnlich und geistig verliebt in den Tod [...]; aber diese schlimme Liebe
l&utert sich wenigstens moment- und erleuchtungsweise zu einer Ahnung
neuer Humanitét, die er als Keim in seinem Herzen tragt [Brjefe 232)*°
Mann himself says quite emphatically that this vital pairing was much mm@riant
to him than theeinmal historisclsocial implications of the novel and, | would argue, much
more important, too, than the many irresolvable inquiries into the natdre dine Zeit
selbstthat take up a good portion the novel: “Aber freilich, das ‘andere’, das Sinngeflecht
von Leben und Tod [...] war mir viel, viel wichtigerB(iefe238)3! And no one would
disagree that bothhe Magic MountaimndDoctor Faustusiltimately seek to engage the
guestion of the “productive significance” of this “schlimme Liebe.” As | dua, however,
the productivity of this familiar bond ihhe Magic MountaimndDoctor Faustubetween
“the ‘sublime structure’ of organic life” [*des ‘Hochgebilds’ organischeén”] and
“sickness, death, and decay” ["Krankheit, Tod, Verwesung”], a bond traced pyimneattile

history of Mann’s engagements with Nietzsche and Freud, always follows tlaadeof a

%0 See letter to Josef Ponten (2/25/1925)hd Magic Mountaihshows how there grows in the young man, out
of the experience of sickness, death, and decayd#a of man, the ‘sublime structure’ of orgaifig, lwhose
destiny then becomes a real and urgent conceris airhple heart. He is sensuously and intellecguall
infatuated with death (mysticism, romanticism); bigt dire love is purified, at least in moments of
illumination, into an inkling of a new humanity wé®germ he bears in his heart [. (Jetters125); See also
Mann’s comments in “Zur Begpiing Gerhart Hauptmanns in Minchdh®26): “The German [...] reaches
health only by acquiring final knowledge of sickaesd death” (gtd. in Travers, “Death, Knowled§s).

3L«But | grant you that the ‘other things,’ such[amusic and] theneaningful interweaving of life and death
were much, much more important to meéfters to Julius Bab, 4/23/192%31, emphasis mine).
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fundamental temporality that neither Freud nor Nietzsche ever acknowledged, tluboth
Mann and Heidegger in 1924 certainly, and finally, do elaborate.

Mann’s preoccupation with the “dire love” [*schlimme Liebe”] between Iid a
death mirrors Heidegger’s own preoccupations with what he calls the “how” of death’s
proximity to life, and it is, in fact, precisely over the question of “how” death iSmaie to
life that both Mann and Heidegger appear to be in agreement, an agreement thas | belie
warrants further study. Mann’s “schlimme Liebe” not only resonates vettddger’s
insistence on death as at once both a “possibility of life” [“Moglichkeit @éd®ehs”] and as
the “possibility of the impossibility of Dasein” [“Mdglichkeit der Daseinsughichkeit”],
but the temporality of this echo also sheds light on the productivity of the correspondence. A
| will demonstrate, the “how” of death’s proximity to life is also a questiorhov” Dasein,
as life or existence, is disposed toward its future as coming-towards thailggssiits own
ending

In the passages above, these correspondences are highlighted in such awily that
guide the rest of this analysis. For Heidegger, death’s proximity to l&féenligs
embeddedness in and as Dasein itself: “Death is not something that comesadim me f
somewhere and sometime, it is rather what | myself{&D@€r Tod kommt nicht irgendwo
her auf mich zu, sondern er ist etwas, was ich selbst bin”]. Moreover, insofarlagsdeat
always a futural prospect, it emerges in Heidegger’s thought as a dstasabilityof life,
just as that life, Dasein, emergesthe constant unfolding of its own future: “I am myself the
possibility of my own death” [“Ich selbst bin die Mdglichkeit meines Todes”]. Anally,
for Heidegger, as with Mann, the prospect of authentic life hinges upon Dasein’s tiecogni

of itself asthis “meaningful interweaving of life and death” [‘das Sinngeflecht von Leben
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und Tod”] that is consequently governed by the future as being-towards-death. And insofa

as Dasein’s temporality is governed by the future, which is to say, byrhagtowards of

possibility, its future is at the same time characterized by the abswiptessibilitytoward

which it is destined, namely, the liminal possibility of its own deathdesapppearance.
Likewise, Mann’s synopsis of the productive capacity of this “schlimme Liebe”

reveals a similar temporality. For Mann, death’s proximity to life &és in an

embeddedness like that suggested by Heidegger. As is the case for Dasein, daath doe

come at Castorp from “somewhere or sometime,” but rather it “grows” out ofrtyieowea

experience, “[a] germ he bears in his heart” [*als Keim in seinem HdrZéoihsequently,

Mann seems to suggest, along with Heidegger, that death is infdessdilailityof life, for it

is only “out of death” [*aus dem Tod"] that Castorp is able to arrive at a sublime

understanding of organic life [“des ‘Hochgebilds’ organischen Leben”]. Moreoveglgas

equally clear that the idea of humanity [“Idee des Menschen”] that gnatnd astorp’s

intimate contact with death is at the same time an idea of himself assvegllidea of his

own fate [Schicksal], which now weighs on his heart precisely because ibwriBinally,

this orientation toward the future also betrays the temporal complexity dktditnme

Liebe” as being-towards the possibility of an impossibility, for in as madbastorp’s

proximate experience of and contact with death [“Erlebnis von [...] Tod”] istoav

episode calls forth the unimagined possibilities of human life and existend@asein, he is

still, at the end of the novel, headed toward his own death, which is of course also to say,

toward the very real possibility of his being nothing at all. In addition, and aedtger

points out with respect to the novel’s “end without an end” [‘Ende ohne Ende”] — “What is

left unsaid throughout the novel is really the most positive” [“Wasnsmsgesprocheim
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Ganzen steht, ist wirklich das PositivsteBfiefe45) — the possibilities eternally suggested
by the hope invested by Mann in Castorp’s and Germany’s future are compligated b
Castorp’s unspoken “dream of love” [“Ein Traum von Liebw/fjch is, after all, still both a
dream and a wish, “die er als Keim in seinem Herzen tragt, wahrend dertBajgné ihn
mit sich rept” (Briefe232)3? Thus, too, it is a dream of love “out of dea#ridout of the
future, which as such is not yet able to speak: “Augenblicke kamen, wo dir aus Tod und
Korperunzuchahnungsvolund regierungsweise eimaumvon Liebeerwuch$
(Zauberbergl085; emphases min#

Suffice it to say | believe the source of the productivity of this typicadiigned
combination that Mann calls “the dire love between love and death” [“die Schlinabe L
zwischen Leben und Tod”] lies in the temporality of what Heidegger calls baivagds-
death and what Mann on more than one occasion calls a “passing through” [e.qg.
“durchlaufen,” “hindurchgehen”] itMlaking 726); as with being-towards-death, such a
“passing through” clearly connotes that stretching-alorigrstreckunghat Heidegger calls
Dasein or life abeing-thereand as such this passing through also connotes the temporality
of Dasein’s coming towards both thessibilityandimpossibilityof itself. Consegently, and
in such a way that will have major ramifications for our understanding of Mann'’s iiveva

reconceptualization of the modernBtdungsroman| suggest not only that the

32«whose germ he bears in his heart as the baydtaekeacarries him along'Letters to Josef Ponten, 2/5/1925,
126). See also Mann’s famous description of Castogpletter to Julius Bab: “Hans Castorp ist andé&rin
Vortypus und Vorlaufer, ein Vorwegnehmer [...] der cufSteigerung’ zum Anticipieren gebracht wird. Das
ist in der Entlassungsanrede direkt ausgesprocimehwahrend der Arbeit sagte ich immer: ‘Ich sdbeeion
einem [...] der vorm Kriege schon uber den Krieg hgtemmmt™ (Briefe 239). [“Hans Castorp is in the end a
prototype and forerunner, a little prewar Germaio Wi ‘intensification’ is brought to the point ofiticipating
the future. This is as good as said in the autHoréd words of dismissal, and in the course ofwek | was
constantly telling myself: ‘I am writing about awyeg German whoeforethe war haslreadyreachedeyond
the war™ (Letters to Julius Bab, 4/23/1925, 132, emphasis mine)].

¥ “Moments there were, when out of death, and theltien of the flesh, there came to thee, as tokest
stock of thyself, a dream of LoveM@agic 716).
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unausgesprochergeit — which Heidegger senses as “wirklich das Positivst&hs Magic
Mountainand that refers to the coming-towards of Daseithe possibility of its own
impossibility, and thus, too, its coming-towards itselfime —is the temporality of what
Mann calls “das Sinngeflecht von Leben and Tod,” but, even more importantly, Issill al
argue that Castorp, like Dasein — insofar as it is the possibility of its cath d@merges as
the site of this continuous exchange in the novel.

*

Though Susan von Rohr Scaff is the only scholar to my knowledge to undertake the
comparison, no one will argue that the so-called atemporality of the Bergiasf L eben
ohne Zeit, das sorg- und hoffnungslose Leben, das Leben als stagnierehddratie
Liederlichkeit, das tote LebenZguberbergd51)3* prefigures the “consummate ‘a-
temporal’ experience” (Scaff 73) of Leverkihstsict style[strenger Safz or that the
problem of Adrian’s salvation is anticipated in the problem of deferral that unihatiekays
Castorp’s departure from the Berghof or characterizes the so-called endne novel,
which barely accomplishes its goal, the “end without an end” [‘das Ende ohne Esde’], a
Heidegger describes it. According to Sc#ik timeless world of the Berghof is mitigated
only by the promise of self-transformation that the ending of the novel suggestsiatint t
conventionaBildungsromardemands; iDoctor FaustushoweverMann offers no respite
from the crisis of timelessness. In the latter novel, Scaff claims,itgalf, as the very
ground ofBildung is thoroughly negated, whereas in the former novel its negation and
decomposition are only alleged and ultimately judged inauthentic. In so fas &sthe case,

Scaff reasserts the more or less common viewDbator Faustusnerely recapitulates with

% «Life without time, life without care or hope, ¢ifas depravity, assiduous stagnation; life as d@ddyic
627; qtd. in Reed 264)

75



more urgency Mann'’s exploration of the dangerous psychological and historical
consequences of a German culture obsessed with the problem of eternity and guided too
heavily by a collective “sympathy with death.” Nevertheless, what Mamolaas have never
considered is the fundamental temporality of this major motif (of atempraliboth
novels, which is also to ask, whether the portrayal oatemporalityof death isn’t rather the
portrayal of a distinct, and, as Heidegger would dare to add, a priori antmfadrality
Elaborating this vitality begins fundamentally with the Faustian model and
temporality that informs the structure of the narrative itself. Mann hiradeiits that the
novel conforms to the Faustian paradigm, in which the
Held [...] der Himmel und Hélle durchstreift, es mit Himmel and Holle
aufnimmt und einen Pakt macht mit dem Geheimnis, mit der Krankheit, dem
Bdsen, dem Tode, mit der anderen Welt [...]. — auf der Suche nach dem
‘Gral’, will sagen nach dem Hochsten, nach Wissen, Erkenntnis, Einweihung,
nach der Stein der Weisen, dem aurum potabile, dem Trunk des LeG&s” (
Bd. 12,445)%
Hans Castorp, after all, like Adrian Leverkihn, does make a Faustian bargaihevhe
decides to remain on the magic mountain, and he is certainly taken on a Mephistophelean
journey that reaches its climax @alpurgisnachtand in the end of the novel quite literally
deposits him a changed man whose account has been balanced through a deeplesubjecti
recognition (about the nature of time, death and, ultimately, too, himselfh wbnstitutes

the completion of his Faustidildung

3 In which the “hero [...] ranges heaven and hell, nsakeems with them, and strikes a pact with the omkm
with sickness and evil, with death and the otherldvp..]. He is forever searching for the Grail —tl&to say,
the Highest: knowledge, wisdom, consecration, thitopopher’s stone, theurum potabilethe elixir of life”
(Making727-8).
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Though the correspondences run very deep throughout the novel that would help to
verify the Faustian structure and contenThé Magic Mountainl must limit my remarks to
what is, after all, my primary concern: the question of the novel’s distinatigtlan
temporality. As | showed in the previous chapter, there seems to be a consensuagfollow
Stephen Kern’s description of what he calls a particularly German semse afrider
modernism, that the “future” of modernity was characterized by a freaet@us
expectation. And it is certainly worth pointing out that the quintessentialipn&@etragedy
Faust even with all its historical variations, remains a tragedy of anticipaaiah, thus, too,
of a time very much like that described by Kdfaust “the most famous German
representative of the formMaking727), is, after all, the tale of a quest for the infinite, a
guest to be set free from the boundaries of the finite that in each case is complgigoon
the very condition of that finitude — it must, after all, eswall Faust must live up this end
of the bargain. Thus are we given Castorp at the end of the novel mired not only in the
excited anticipation of battle but suffering under the burden of a “wirklichen und
dringlichen” anxiety over his inevitable fatéaustis driven solely by the sort of
fundamental anticipation of death that Heidegger associates with the etowengls ofSein
zum Tode- indeed, Heidegger would certainly admit that the Faust myth is merely a
narrative representation of Dasein’s coming-towdfdge protagonist, along with the
narrator and reader, looks forward to the moment of the pact and then again to the long
narrative of its terms — indeed, its very literal coming to term(s), whiatguke, the novel
itself always alreadis. Thus the long process of CastorBitdungand Faustiakbenteuer

is not only characterized by the drawn out terms of something like what Heiaediger

% See Emil Staiger'&rundbegriffe der Poetikl946) in which Staiger explains the temporalitgimmatic
action explicitly in terms of Heideggerid&@ntwurfor projection
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Dasein’s coming-towards itself as being-towards-death, but even at thetbecotel,
Castorp inot yet finishedut rathesstill given as the very process of this fundamental
anticipation — a “little prewar German” poised to anticipate the future wh&wy [“ein
kleiner Vorkriegsdeutscher, der durch ‘Steigerung’ zum Anticipieren gebraait)wBriefe
239).

The Faustian bargain @he Magic Mountaimot only involvesa bargain to acquire
death “as an instrument of knowledg@hich is also to say, a bargain for the knowledge of
the future, but it also requires, along the way and in living up to the truth disclod@d by t
knowledge, that Fausiecomehat future. For instance, even as Mann claims that his hero’s
guest is a quest for the “Highest,” he simultaneously suggests that Gastonpelf a
“heightening” of the “ordinary stuff of which he is mad#&lgking 725). ThisSteigerungof
course, is facilitated by and associated by Mann throughout the novel with Gastorp’
“passing through” death even as he is headed inexorably towhtdking 726).
Consequently, Castorp’s quest is at the same time the anticipatory proCessarp’s
coming towards himseHshis own death. It is for this reason that we can say with some
confidence that Castorp&ildungis motivated by his consistent and progressive
identification with death throughout the novel, though he is in the midst of “seenariglif
that we can sense the coming-towards and the notion of deafiossilailityof life in
Heidegger’s recognition that Castorp finds hima#iéadyin the “nassen Graben” long
before he is finally dismissed by the narrator and his “contract” has twoteen.

Moreover, Castorp’s acquisition of this knowledge andogmomingor Bildungthat

it signifies is anything but static and atemporal — in fact, it is the veffyasttime, according

37 Mann,Freud und die Zukuntin Essays of Three Decade 4)
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to Heidegger, the way that time temporalizes itkglandas Dasein and what he called
earlier the “how” of death’s proximity to life. With this in mind, one could arguevihat
The Magic Mountairsignals is not merely a preoccupation with the timelessness of death as
such but rather with the temporality of tgproachtoward death, or what is a lot like it, i.e.
Mann’s confirmation that “Leben ist Pein, und nur solange wir leiden, leben wir. —”
(Entstehund 28) Thisas long asiot only sums up the temporality and thus, too, the
ontological status of both the Berghof and slrenger Satz-austian dilemmas through and
through, but it also clearly reiterates the tragic temporality ofghwards-death in so far as
it emphasizes the perpetuity of life as suffe@hgngsideandasthe approach of thentil,
the “moment” at which, of course, Das&mo longer.

*

Castorp’s drawn-out “arrival” at the Berghof demonstrates very cldzely
temporality of the coming-towards that is the ontological basis of deaths®sn» most
extremepossibility. Very early on in the novebeforeCastorp actually arrives at the
Berghof, the changes in landscape (this spatial metaphor the narrats esjaticitly to
changes in Castorp’s temporal perspective) that accompany Castorp on the totinee
Berghof parallel and prefigure the perception of time (or supposed lack of it) ¢latlpiat
the Berghof itself. Among other things, this coincidence serves to show not only that the
temporal changes are not solely the result of the strange life at the Beuglnather of the
movement of life itself when the veil of ordinary existence is lifted and dreatit time is
prepared for disclosure, but also that his traveling remanstmuousclimb, that his

journey isnot yetat an end when harivesat the Berghof. Perhaps even more importantly,

3« jfe is pain,as long aswve live we suffer” Story144, emphasis mine).
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it demonstrates that the sort of time described is not solely aligned waHdaok corruption
and disease but with the movement away from his everyday “attachmentsi sawaething
more primordial, what Heidegger, and | think, Mann, too, would call an authentic,
unprecedented, and “unspokeniiffausgesprocheiieexperience of time:

Der Raum, der sich drehend und fliehend zwischen ihn und seine Pflanzstatte

walzt, bewéhrt Krafte, die man gewdhnlich der Zeit vorbehalten glaubt; von

Stunde zu Stunde stellt ihr innere Veranderungen her [...]. Gleich ihr erzeugt

er Vergessen; er tut es aber, indem er die Person des Menschen aus ihre

Beziehungen I6st und ihn in einen freien und urspringlichen Zustand versetzt

[...]. Zeit, sagt man, ist Lethe; aber auch Fernluft ist so ein Tra#k1p)*
The dynamic predicament Mann describes here clearly resonatesevtdin fundamental
principles of Heidegger’s notions of authenticity and being-towards-deatle/yydahat an
authentic forgetting counters the inauthentic forgetting of everyday esgstthe latter of
which is characterized by the industrious commercial life Castorp iswggaehind in the
world below. With the authentic forgetting that accompanies Castorp’s tigvéhe
mountain, he is simultaneousiymindedof something like being itself, given something
back as he is beginning to acquire a “free and original” [“freien und urspriiegfic
knowledge or memory of himsedf precisely this coming towards.

Moreover, it is important to emphasize the incongruity between the allegeddastasi

timelessness and the dynamism of the approach toward it. Remember that Sephen K

describes the atmosphereTdfe Magic Mountairand of the national sense of time in

%9 “gpace, rolling and revolving between him andrfigive heath, possessed and wielded the powers we
generally ascribe to time. From hour to hour it kast changes in him [...]. Space, like time, engenders
forgetfulness; but it does so by setting us bofildg from our surroundings and giving us back aimibive,
unattached state [...]. Time, we say, is Lethe; banhge of air is a similar draught [...].Magic 4)

8C



Germany in 1914 as anxious, explosive, feverish. Such an idea already complicate
traditional scholarly insistence upon stasis by implying the friction ofigctHere in the
very beginning one can see, for instance, the duplicity and complexity of Cagtord
Mann’s) recognition that hi&n-kunftat the Berghof is not merely the end but also the
beginning of his journey, or better, that the moment of his arrivat{Af) at the Berghof
already contains the possibilities of his futurekinf) within it and is thus more of an
“approach” than it is an “arrival” in the sense of having-finished.

In fact, it is precisely the unique significance of the temporality sfrttoment into
which Heidegger’s concept of being-towards-death allows us some provocative. i@sig
the one hand, like the ending of the novel, as Heidegger reads it, Castorp’s arrival or
beginning is also “eine Ende ohne Ende,” especially if we consider the sevehgespends
there (having only intended a three week stay) or the fact that the so-callefies journey
is precisely the beginning of higldungin the dark matter(s) of sickness and death, which he
has already begun to “pass througin”the wayo the Berghof. For example, along the way
towardthe Berghof Castorp not only passes through marshes once thought to be
“bottomless” [‘unergrindlich”], but at the same time his ascent above thieneegrhere
life no longer flourishes, is accompanied by thoughts of “the impoverishment of life”
[*Gedanke des Aufhérens und der Verarmung”] and sparks his earliest attackseaf tieaiis
signal the earliest moments of his progressive physical and psycholugjiitaiation
[Gewbhnung] to these internal changes [“innere Veranderungen”]. In asettss,
however, Castorp has indeed arrived at the end, which is also to say, at a plachevbad
is and resides, both because it is the end of the line and because the place itselflatiis |

estate of the “aristocracy of death,” dramatizes and rehearsasitbélée. In either case we

81



are confronted in Castorp’s awkward “arrival” at the Berghof with the dyntmporality
of his gradual attunement to what it may meabettowards-death.
Nevertheless, it is not simply death the endvhich resonates, but rather the being
toward it in a Heideggerian sense. In being-towards-death, the end resonktegdrahe
course of Castorp’s life which, after all, continuously calls him toward mesitpossibility
— this alleged being “zwischen ihn und seine Pflanzstatte” is not at all whikieHeidegger
callsErstreckungor the stretching-along of Dasein that is always also a being-toaddt
is this traveling, the “continuous climbing,” that in the novel first draws Castatfention
to the spatio-temporal changes that comprise the course and trajectoritdums;
Heim und Ordnung lagen nicht nur weit zurlck, sie lagen hauptséchlich
klaftertief unter ihm, und noch immer stieg er dariiber hinaus. Schwebend
zwischen ihnen und dem Unbekannten fragte er sich, wie es ihm dort oben
ergehen werde [....]. Er wiinscht, am Ziel zu sein, denn einmal oben, dachte
er, wirde man leben wie tGberall und nicht so wie jetzt im Klimmen daran
errinert sein, in welchen unangemessenen Sphéren man sich befand. Er sah
hinaus: der Zug wand sich gebogen auf schmal@ri.Rd [und durch]
[s]tockfinstere Tunnel kamen [...]DZ 13)*°

Here, too, Mann emphasizes both the paradox of the arrival as both beginning and ending —

“He wished he were at the end of his journey [so that] he could begin to live” — as Wil a

insistence on what Heidegger would certainly call Dasein’s duration as aldstwgen —

“0“Home and regular living lay not only far behiniirh they lay fathoms deep beneath him, and he woed

to mount above them. Poised between them and theoum, he asked himself how he was going to fard.[....
He wishedhe were at thendof his journey; for once there he cotlildgin to liveas he would anywhere else,
and not beemindedby thiscontinualclimbing of the incongruous situation he found hathan. He looked out.
The train wound in curves along the narrow pass fand passed through pitch-black tunnels [..MM 4;
emphases mine; Trans. H.T. Lowe-Porter).
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“Poised between them and the unknown.” In addition, we find in this passage, as in the one
before it, Mann’s emphasis on the “internal changes” taking place within Gastdithe
“incongruous situation” in which he finds himself. These alchemistic movenanes t®
emphasize Castorp’s anxious approach toward the source of these alterationgrahesnim
approach toward the unknown, which lies quite explicitly in the eventualities of @astor
future that comprise the rest of the narrative; the most extreme ofibesbilities of
course, is his inevitable death. And it almost goes without saying that the aditgpadrthis
approach is only underscored by the spatial and atmospheric changes he is underg@ng duri
his “arrival” — “Zeit, sagt man, ist Lethe; aber auch Fernluft ist s@eank. [....] Heim und
Ordnung lagen nicht nur weit zuriick, sie lagen hauptséachlich klaftertief unteumchmoch
immer stieg er dartber hinaus” — and by the very literal coming towards téithéhat
takes him inexorably toward his destination or arrival, which, as we have alstabiished,
is not quite an arrival after all.

The temporality of Castorp’s arrival reinforces very early on in the novat ean
only be called a major leitmotif of the treatment of time and death inTdettiMagic
MountainandDoctor Faustusnamely, time’s tendency to quicken as one approaches death.
In the chapter most often cited to by scholars in defense of what has been called the
“politically suspect” atemporality of the Berghof and the “life withoutdirthat it appears to
advocate and to engender in our protagonist, “Excursus on the Sense of Time” [“Exkurs Uber
den Zeitsinn”], the narrator tells the reader quite explicitly that the paté€3astorp’s
habitutation to the sort of time endured at the Berghof tends to dispense with tim#hattoge
while the constant “change and incident” of ordinary life in the flatlandhet Wejuvenates”

both the time and self:
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Gewohnung ist ein Einschlafen oder doch ein Mattwerden des Zeitsinns, und
wenn die Jungenjahre so langsam erlebt werden, das spétere Leben aber
immer hurtiger ablauft und hineilt, so frauch das auf Gewdhnung beruhen.
Wir wissen wohl, da die Einschaltung von Um- und Neugewdhnundas
einzige Mittel ist [...] unseres Zeitsinn aufzufrischen [...], eine Verjlggun
[...], und damit die Erneuerung unseres Lebensgeflihls Uberhaupt zu erzielen
(DZ 160)*
It is this predicament that traditional readings of the novel take at fage Balt as with
everything else in Mann, there is built into this predicament a natural anrtmeatet unlike
the one described by Castorp earlier as his own and often unaccounted for fyTaritic
demonstrate such an incongruity we need only turn to one of the more powerful and complex
symbols employed by Mann as earlysath in Venicéut that reappears again and again in
bothThe Magic MountairndDoktor Faustus- theSanduhror hour-glass, since this symbol
not only emphasizes the “hastening whidé'time’s passage but also what amounts to the
same thing, the relentlessness of time’s passage and the approach towardshe end
Castorp’s coming towards the most extrgmssibilityof himself.

While it may in fact be true that time passes more slowly for the younigglsec
because they are by natunat yethabitutated to the seemingly infinite vicissitudes of life,
which are precisely what the narrator claims rejuvenate and ‘heftessense of time,” it is
certainly not the case — neither for those who have in “later life” become &izitto

novelty and change, nor, especially, for those heightened towa@eth&hnungtself as

*L“Habituation is a falling asleep or fatiguing bktsense of time; which explains why young yeass pa
slowly, while later life flings itself faster andgter upon its course. We are aware that the altgion of
periods and change and novelty is the only meanshigh we can refresh our sense of time [...] and
rejuvenate it, and therewith renew our perceptidifoitself. (MM 104)”
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Castorp is — that their conception of time involves merely a “falling asleep™fatiguing”

of the sense of time. As the narrator reminds us, in “das spétere Leben” fgeappreach

of death forces time not so much to fall asleep but rather to awaken and “flihtasted

and faster upon its course.” This paradox is certainly worth mentioning in conjunction not
only with the earliest moments of Castor@swdohnundut also with the subject of this
chapter, which is the way in which death, as the most extreme change and incident of lif
does anything but stall time, but rather quickens and underscores it. And this is tloe case
our hero throughout the novel and the explanation, to cite just one example, for the
quickening of the novel’'s end, which has him rushing amidst change and incident toward his
certain fate. It is put simply, the difference between being the speatatdreing the
spectacle itself, between watching the sand filter through to the bottom chafrtte glass
andbeingthe hour-glass.

For my purposes in this chapter, what is important to recognize in thisaaaly t
setting by Mann is the hidden Faustian terms around which it is organized. We arg/not onl
confronted early on with what | have already called the Faustian temyofélite approach
that, among other things, contests the common claim of “atemporality” in the nowek but
are also confronted with a temporality that links the bargain with lifé, itsseemporality not
at all unlike the one that Heidegger attributes to Dasein, whitle being- or coming-
towards these ordinarily hidden terms and whose authenticity, like Castawpisld argue,
lies in their receptiveness to the disclosure of these terms. In thedtace, the Faustian
correspondence lies in the quickening of time that accompanies the immanenttapproac
toward death and directly foreshadows the very literal terms of the Deaiijgmin with

Adrian Leverkihn irDoktor Faustus- “our gift is the hour-glass” [‘unsere Gabe [ist] das
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Stundglas’]*? Such a temporality, of course, also reiterates the vital anticipatiois thah
the Faustian legacy dihe Magic Mountairand the hidderynausgesprochertemporality
(insofar as “[es] nimmt fiir das Auge gar nicht ab im oberen Hohlraum, nur gate,zide
scheints schnell zu gehen und schnell gegangen zu sein”) that accompatugs f(tas the
beginning of the novel.

In the second instance, just as Heidegger calls Dasein “the possibility of\its
death,” Mann clearly insists upon the identification of his hero with precisely such a
temporality in so far as the bargain refers much less to an isolated momémeirCaistorp’s
or Leverkuhn's life but rather to the temporality of that duration that is cabseiD. As the
possibility of his own death, Castagthe coming towards that Heidegger calls being-
towards-death, and the process of his identification with such a temporality is olvgious f
the outset as | have already demonstrated in the example of his approach toBardhbé
But the function of the hour-glass serves to reinforce this particular adpgbettemporality
of Castorp’sBildung.Near the end of the novel, the image of the Stundglas is recalled in
connection with Castorp’s cigar-smoking in order to emphasize Castorp’staltima
identification with his duratioas being-towards-death and in such a way, | believe, to
enforce this very important equation that links being-towards-death with the geoéss
Castorp’sBildungand self-formation, indeed with the self as such:

[Hans Castorp] hatte hier oben eine Marke gefunden [...]: ein Fabrikat, das
[...] mit dem versehen, man einfach wie am Meere lag und es aushalten

konnte, -- eine besonders gut gephlegte Sandblattzigarre [...] [die] zu

247eit ist das Beste und Eigentliche, das wir gehenl unsere Gabe das Stundglas, -- ist ja sod&rEnge,
durch die der rote Sand rinnt, so haardiinn seim@sel, nimmt fir das Auge gar nicht ab im oberen
Hohlraum, nur ganz zuletzt, da scheints schnefjehen und schnell gegangen zu sein [. DF 306).
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schneewdler, haltbare Asche [...] §asie dem Genjgenden statt einer
fliependen Sanduhr hatte dienen kdénnen und ihm nach seinen Bedurfnissen
auch so deinte, denn seine Taschenuhr trug er nicht mehr. Sie stand, sie war
ihm eines Tages vom Nachtisch gefallen, und er hatte davon abgesehen, sie
wieder in messenden Rundlauf setzen zu lassen, -- aus denselben Griinden,
weshalb er auch auf den Besitz von Kalendern [...] schon langst verzichtet
hatte: [...] dem stehenden Immer-und-Ewig zu EhrBZ 1074)"
Here we are given a very changed Hans Castorp, who at the end of the noveltagpeaes
resolutely accepted time as something very much like being-towardswidean he learns to
“measure” time by the smoking of his cigar, which he likens to watching titecddahe
hour-glass fall away. The temporality of the Sanduhr, which is also the terpofake
“quicksilver cigar” called the “silent sister” [‘stumme Schwesfera thermometer without
figures said to measure “what time actually is” [*was eigentlich dies&i”], but whose
verdict in the novel remainmausgesprochenis not only reiterated, but Castorp essentially
learns that he himself is like both the Sanduhr and the “Stumme Schwester,”ithtiehe
unknown that he has always already been coming-toWaMsreover, this temporality, we
will remember, is foreshadowed in the opening pages of the novel, where the diferenc

“zwischen ihn und seine Pflanzstatte” is quickly altered into the differeavas¢hen [Heim

*3“Hans Castorp could lie and bear it out indefilyitas one does at the sea-shore. It was an e#pewil-
cured brand [...] evenly consuming to a snow-white[ashso evenly and regularly that it might have sstv
the smoker for an hour-glass, and did so, at rfeedhe no longer carried a time-piece. His watcti fadlen
from his night-table; it did not go, and he hadkexged to have it regulated, perhaps on the samends as
had made him long since give up using a calendar T-hds he did honour to his abiding-everlastingM
708).

4441...] als ihm ganz unverhofft die ausgezeichneteskint zuteil wurde, was eigentlich die Zeit seimtigh
nichts anderes, als einfach eine Stumme Schwedter Quecksilbersdule ohne Bezifferung”/“[...] when h
was unexpectedly vouchsafed a signal insight imeattue nature of time; it proved to be nothing enor less
than a ‘silent sister,” a mercury column withougees” DZ 141)MM 92].
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und Ordnung] und die Unbekannten,” a move that effectively identifies Castorp himself not
only with the unknownunheimlichesense of time found at the Berghof but also with that
unknown aspect of himself, indeed with the very self toward whicBitdangwill
eventually lead him.
Likewise, the narrator’s recollection in this passage of Castorp’s “walk byctan
of time” serves merely to reinforce the recognition that Castorp belonigsetatihat has
time [“denn du bistler Zeit”’] (MM 546; emphasis mine) and that the alleged vanishing of
time is only apparent insofar as it merely vanishesthecself of which it is mada self, by
the way, that is always already underway, as Heidegger would certainhbeat toward
its own end" And this is the meaning, | think, of the abiding-everlasting [“das Immer-
Ewig”] to which Castorp has devoted himself toward the end of the novel; it signals the
hero’s “forever searching” for the eternal sleep of death, a search madestasia coming
towards the self as the possibility of its own death, but at the same tigaaissihe infinite
deferral of his “arrival” that is always only tip@ssibilityof Dasein’s absolute impossibility.
That such a temporality clearly asserts itself here demands, if ndy itiereeader’s
recognition, then reconciliation with the sort of temporality typicallglaited to the
Berghof — the sense of the timeless, what Ricoeur calls “the decompositime Sfvwhich is
said to characterize life there. The same incongruity that charasténiz distinction
between the timelessness of the Berghof and the temporality of the approachtb@va

Berghof is not at all unlike “[die] unangemessenen Spharen” Castorp finds himeethe

“5“Du gehst und gehst...du wirst von solchem Gange aiezu rechter Zeit nach Hause zuriickkehren, denn
du bistder Zeit und sie ist dir abhanden gekommen”/ “You watid walk — never will you come home at the
right time, for you areftime, and time has vanisheddquberberg324Magic 546; emphasis mine). The use of
the genitive here, “du bister Zeit,” only emphasizes the equation that links bo#storp and Dasein with time
as such. Time is thus not something in which theyaror to which they are externally related; ratirae is
something to which they essentially belong.
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outset of the novel as he winds his way to the magic mountain — in fact, the incongruity he
hopes to forget when he arrives there is precisely the incongruity to whichlhalosig

being introduced, that is to say, toward which he is heading, and which is the certdin objec
of hisBildung As he ventures up the mountain, he stands poised between “home and regular
living,” where death has no place in the everydayness of his concerns, and the unknown,
where death will rule his thoughts and thus, too, the processes of his self-formation.
Consequently, the idea that the perception of time at the Berghof threatens to dispense
altogether with the experience of duration is not so much the case aftestald, if we

accept that Dasein itsaf this duration and that the object of Castogilslungis to

discover himsel&sthis duration, then it is precisely an authentic duration whidmba#y
encounters at the Berghof and that hieniglly prepared to engage when he is thrust out of
the gates by the outbreak of war.

While one sort of time-perception indeed falls away, the sorf][ht dem
Lebensgefuhle selbst so nahe verwandt und verbundenfistadaine nicht geschwacht
werden kann, ohne flaauch das andere eine kimmerliche Beeintrachtigung erfibze” (
159)® another is given back, disclosed, and this must be the sort of time that is so closely
bound up with the consciousness of death or the [unlknown. However, as long as Castorp’s
bourgeoning consciousness of death is contrasted to the time-sense of “Heim und Ordnung”
and an everyday, inauthentic “consciousness of life,” the productive capadigyfofiner
remains inaccessible. And it is Heidegger that helps to explain both the reason and the
difference when he writes: “Die erzwungene Unbekimmertheit des SalgseriLebens um

seinen Tod vollzieht sich in der Flucht in die welthaften Besorgnisse. Dasléeggom

“®“that is so closely bound up with the consciousradife that the one may not be weakened withioet
other suffering a sensual impairmenyiNi 104).
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Tode ist aber doch so wenig ein Ergreifen des Lebens an ihm sefbss darade ein
Ausweichen des Lebens vor sich selbst und seinem Seinscharakterf#iz#4)*’ The sort

of time-perception that calls for a “looking [toward] death” in the midst ohhiéestn’t be
associated with a lack of duration or atemporality when in fact all thHéyw&the coming-
towards andsein zum Todean be attributed to it. Similarly, Heidegger explicitly
distinguishes the inauthentic, measurable, calculable time of ordinary tiéetinte of

“Heim and Ordnung,” which in its measuring evades death and thus, too, life itself favith t
authentic “unangemessenen Spharen” of primordial temporality, the ontologisabbas
which is beingtowardsdeath.

In fact, an important moment in Castorg#dungis his arrival at preciselthis
understanding as he contemplates his cousin, Joachim’s, imminent death. Hege Castor
comes to understand, much like Heideggerp‘alao [auf der einen Seite] zwischen uns und
dem Tode gar keine reale Beziehung besteht und er ein Ding ist, das uns tberhaupt nichts
[...] etwas angeht, -- weshalb, denn auch alle Wesen ihm nfieigRuhe, Gleichgultigkeit,
Verantwortungslosigkeit und egoistischer Unschuld, entgegenblicken8@1)*® Castorp
not only clearly suggests a distinction between his own awakening toward amtiauthe
knowledge of death, at the heart of which is his acknowledgement of its mutual entamtgle
with life, and the various ways in which others flee inauthentically (though megtessarily
and thus understandably, according to both Castorp and Heidegger) in the face of its

irrevocability. He also appears to recognize his proper obligation to treatrogtner with

*"“The forced absence of anxiousness about deataring for life gets actualized in the flight int@rld-laden
concerns. Looking-away from death, however, itfe k seizing of life in itself that it becomesepisely
life’s own evasion of life and an evasion of lifgeoper character of beingPAin Becomingl63).

“8«[that on the one hand] between death and us ikere rapport; it is something with which we hanahing
to do [...]. And that is why all living creatures caontemplate it with composure, with indifference,
unconcern, with egoistic irresponsibilityMM 532).
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“Gleichgultigkeit” nor “Verantwortungslosigkeit,” but rather with authentic and sensitive
reverence inasmuch as it is always bound up with his continuing, which is to say, with his
life. Moreover, there is certainly no evidence that with the crack dddmmerschlagCastorp
recovers his time-piece or his calendar or, for that matter, a sense afrtitaund to death —

in fact, just as the cigar evenly consumes itself toward smoke-white ash, soQastog
thrown toward his end at the end of the novel, consumed in the smoke-white mist of battle
and comported toward his own death and, thus, too, toward his own impossibility.

For Heidegger, the coming-towards of authentic being-towards-death i8\va ac
hermeneutical task “vouchsafed” [“bestimmt”] to Dasein, and well beyond the cateali
temporality of Castorp’s “arrival” at the Berghof, indeed throughout taeihout process of
Castorp’'sGewdhnungo life on the magic mountain, he is made progressively receptive to
this task, especially with respect to his education in death and its accongpmyporality.

We have only to consider Castorp’s disquiet, disguised as naive laughter, ingl¢iaanithe

dead bodies are delivered from the mountain on bob sleds: “Ilhre Leichen? Ach so! [...] Auf
dem Bobschlitten! Und das erzé&hlst du mir so in aller GemutsruB&2@) — in what can

only be called a dream-wish (given both Joachim’s and Castorp’s actual f&)rater
imagines his cousin Joachim riding down the mountain on a bobsled stricken with a
“dislocated attitude” [‘sonderbare verrenkter Lage”] (an interesting@of what

Heidegger would calNichtmehrdasei) or that the young hero’s first night at the Berghof
finds him suddenly awakened to the awareness that he is already Ihisgl@ath-bed; or

that the narrator finds it necessary to interweave with Castorp’s arrived Berghof rare

but influential thoughts of death in his dream-recollection of Castorp’s paredts’ a

grandfather’s deaths (and thus, too, an even earlier prevision of Castorp’s own“Gesth):
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es war ja nun schon das drittemal binnen so kurzer Zeit und bei so jungen Jghdem, da
Tod auf den Geist und die Sinne [...] des kleinen Hans Castorp wilk#45); or that the
“prevailingly horizontal” [“horizontale Art” DZ 131)] way of being at the Berghof as well as
the early somatic symptoms of Castorp’s habituation signal that he is, in aederesty

dead: “Aber wenn einem das Herz nun ganz von selber klopft, grundlos und sinnlos und
sozusagen auf eigene Hand [...] wie eine toter KOrg@Z'X11); or even his recognition
much later on in the novel that time on the magic mountain is not so much “contracted” into
timelessness (as the critical emphasis often claims) but rather ektesgdecially through

the facility of older patients to distend time forward by putting it behind thearush

toward the end, where holidays, for instance, were treated as “Turngesédn,sich tber
leere Zwischenzeiten behende hinwegvoltigiereh I8e hatten alle Fieber, ihr Stoffumsatz
war erhoht [...] beschleunigt — es mochte am Ende wohl damit zusammenharfigen,dia
Zeit so rasch und massenhaft durchtrieb®&x 409); or, finally, that in the passive waiting
condemned by Settembrini there is at the same time always an activeaioticiwhere, for
instance, Castorp’s expectant waiting for the Surrtastverteilungs described aa
“Voraneilen” [*hurrying ahead”] and an excited “lUberspringen” [“leapavgr’] (DZ

364MM 239), which is also always the coming-towards of possibility — in the case of the
Postverteilungthis means both the possibility of Castorp’s encountering Pribislav

Hippe/Clavdia Chauchat and of the utmost impossibility she represents, namiiy?® dea

9 “Their bodies? Oh, | see, Imagine!’ [...] ‘On bokedk! And you can tell it me just like that, in cdlbod!”
(MM 9); “thus for the third time in so short a spacd ansuch young years did death play upon thetsgid
senses [...] of the lad'MM 26); “when the heart palpitates all by itself, witit any reason, senselessly, of its
own accord, so to speak [...] like a dead bddi(71); “vaulting-pole[s], with which to leap over etyp
intervening spaces. They all had fever, their mataim was accelerated [...] keyed up — all this peshap
accounted for the wholesale way they could put tmieind them” M 270).
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It is also no coincidence that upon his “arrival” at the Berghof the young Castorp’
first spoken words in the novel not only defer his arrival but also point ahead toward it —
“[B]ut I'm not there, yet” [“Ich bin aber noch nicht da”] — or that thereto which he refers,
if we accept that the goal of Hldungis the arrival at a mature understanding not only of
who heis but also of the place toward which he is destined, i.e. his fate, lies in the novel’s
repeated conflation of Castorp’s identity with the essential plot traced not $omthe
story of time’s decomposition at the Berghof but in the truth revealed in the inbkzap
biological teleology of the x-ray — what Settembrini explicithys&astorp’s “identity card”
(MM 241) [“einen Ausweis” oder “ihre LegitimationD¢ 367)] — a clear and palpable
expression of the object of HBldungsreisghat is and has always been underway, namely,
the authentic encounter with his own being-towards-ddakh 222, 233, 241) “vouchsafed”
to him as a glimpse into his own grave:
Das spatere Geschaft der Verwesung sah er vorweggenommen durch die Kraft
des Lichtes, das Fleisch, worin er wandelte, zersetzt, vertilgt, zu eichtig
Nebel gel6st, und darin das kleinlich gedrechselte Skelett seiner rechten Hand,
um deren oberes Ringfingerglied sein Siegelring, vonp@@r her ihm
vermacht, Schwarz und lose schwebte: ein hartes Ding dieser Erde, womit der
Mensch seinem Leib schmuckt, der bestimmt ist, darunter wegzuschmelzen,
so d@ es frei wird und weiter geht an ein Fleisch, das es eine Weile wieder

tragen kann. Mit den Augen jener Tienappelschen Vorfahrin erblickte er einen
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vertrauten Teil seines Korpers, durchschauenden, vorrausehenden Augen, und
zum erstenmal in seinem Leben verstand g elaterben werdeDg 333)°

This is arguably the correlate to theufelsvertragscene irDoctor Faustusor even to the

moment when Adrian Leverkihn willingly seals his fate by engaging hiséo\iEesmeralda,

the moment when Castorp, our “little” Faust, is suddenly enlightened as @&rtigedf the

contract that has been inherited from his past and that had already been agre¢tiispon a

birth, long before he even thought of his journey to the Berghof. It is thus no coincidence that

Castorp’s realization in the passage recalls both his paternal arasestiyel aufschale

scene as well as his maternal, Tienappel “Vorfahren” or that the passdge accompanied

by the “awkward affection[s]” of his childhood, which is to say, by the erotiepoesof

Pribislav Hippe/Clavdia Chauchat, who follows Castorp into the x-ray room for agrivat

glimpse into the future of her own being-towards.

This scene is also arguably the most important moment in the novel with respect to |

treatment of thatinausgesprochene Zditat Heidegger finds such a compelling “statement”

on the nature and character of CastoBildung It is thus because it confirms the

temporality of death as one which is grounded in a resolute anticipation of thgopists

certain demise — “for the first time in his life he understood that he would defh[*

erstenmal in seinem Leben verstand e, efasterben werde”] — and it is such a growing

resolve — “how there grows in the young man, out of the experience of [...] death, [...] the

idea of man” [*wie dem jungen Mann aus dem Erlebnis von [...] Tod, [...] die Idee des

*0“The process of decay was forestalled by the pswéthe light-ray, the flesh in which he walked
disintegrated, annihilated, dissolved in vacant naisd there within it was the finely turned skefebf his own
hand, the seal ring he had inherited from his digthdr hanging loose and black on the joint ofriig-finger

— a hard, material object, with which man adormestibdy that is fated to melt away beneath it, whpasses
on to another flesh that can wear it for yet gelitthile. With the eyes of his Tienappel ancestrpssaetrating,
prophetic eyes, he gazed at this familiar parti@blvn body, and for the first time in his life bhaderstood that
he would die” ¥M 218-19).
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Menschen erwachst”] — that colors the entire course of Castorp’s anakgtieptiveness, his
Bildung, throughout the novel from beginning to end despite all the meandering, otherwise
irresolvable inquiries into the character of time as such (i.e., whetherhbleos long,
measurable or immeasurable, private or public, finite or infinite, etc.) on whichrsp m
traditonal analyses of modernist time in the novel focus their attention.

It is true, of course, that Settembrini warns Castorp against the sort of muabyisis
prompted by the unprecedented access to the x-ray; in fact, Settembrisittiaipalthough
analysis in one sense promotes the impulse to freedom and is thus “an instrument of
enlightenment and civilization” [“ein Werkzeug der Aufklarung und Zivilal, it also
may very well “belong to death” [“der Tod, zu dem sie denn doch wohl eigentlich gehdren”
in so far as it “stands in the way of action” [“die Tat verhindeiM 222DZ 338). This
paradox is indeed the same paradox that guides traditional readings of the novel, it what
typically overlooked is the way in which being-towards-death as analysisesshe so-
called dilemma between action or duty and the mere waiting for death agrifi@oBthat
Settembrini despises. For even though it may be said that Castorp’s glinmesansther
milestone along the path toward his habituation into the morbid rhythms of Berghof
existence, it is not only an active glimpse and hermeneutical resolve trattehaes the
experience for him, but it also exposes something like a truth, which is, aftaeall, t
privileged virtue of both enlightenment and civilization, as Settembrini tells us

In this passage, death, or what is called from the very beginning of thedagvel
Unbekanntgis on its way toward becoming tkeownand becoming integrated into
Castorp’s feeling for “Heim und Ordnung.” Moreover, since Cast@pingis

synonymous with the processes of this “enlightenment” (as is the x-réitisieh, after all,
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is revealed precisely through the process oligatenment”), and since his own death is
clearly linked in this passage with both his past — the ring of his paternal ghemdfad the
gift of prevision inherited from his Tienappel “Vorfahrin,” whose own x-ray visioovadd
her to see the images of the skeletons of those who were about to die [“die baldigst ste
sollten’] — and the future — the glimpse into his own grave [‘er sah in sein eiGealg§ — it
may be argued that what is forcefully revealed or exposed by this rhefephany or
“photographic truth” (Downing) is not only being-towards-death as such but alsaitige be
towards that Castorig andhas always beeras well as Castorp’s emergent recognition of
this identification or otherwise “pl6tzliche Klarheit” [“sudden enlightenrfigiiiM 218-
19/DZ 332-3).

Thus does Heidegger’'s being-towards-death allow us to interpret Castanpsea|
into his own grave and the resolute, anticipatory knowledge that it disel®€astorp’s
being-towards the possibility of his own impossibility After ImagesEric Downing shows
us how Castorp’s revelation in this scene serves to displace the teleologysnda, the
conventional temporality of tHeildungsroman “The x-ray photograph [...] disassociates
both the moments of truth and death from the end point and relocates them, along with their
joint authority, elsewhere and earlier on (and on)” (59). While Downing’s clagspiscially
informed by Freud, Benjamin and Barthes and while he probably does not have Heidegger
anywhere in view, his recognition certainly encourages a Heideggerigor@tétion.

Being-towards-death does indeed betray a relentless teldolvgydthe end, but as
we have seen this teleology is grounded in a fundamental impossibilityBildusg bis
zum Todean not simply be accounted for in the traditional telos oBtlaeingsromanin

which the end “impart[s] a structure of analeptic closure to a life” (59acin for
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Heidegger, being-towards-death disperses the end in precisely the waynDaoescribes,
and we have already considered plenty of examples of this dynaihe iNagic Mountain
With Castorp’s glimpse into his ownmost impossibility he begins to understand ikatrite
alwayshas beerhis own end, the living possibility of his own death. Just as it is the sound of
death that echoes from the Castoffaufschale Castorp here identifies himself early on
with “the flesh in which he walked [...] that is fated to melt away” and with thetéhasy
while” that he is and that could be called Mann’s would-be correlate or respddasdin’s
Erstreckung The end is always already there precisely because it is always alpppsiils
that which Dasein is relentlessly coming-towaadgself. Thus Settembrini inquires
awkwardly, because much too early on, whether Castoepdyknows his fateNIM 57);
and the body emerges here under the analytical flash of the x-ray and thus itsall of i
illuminated specificity as a likely answer to Castorp’s question: “DamRaehmen wir
doch mit unseren Organen wahr, mit dem Gesichtssinn und dem Tastsinn. Schon. Aber
welches ist denn unser ZeitorganRZ(103)>* Given Castorp’s fundamental identification
with the “photographic truth” of the x-ray, the distinction between mind and body collapses
here in such a way that exposes the Bste self and thus exposes the selbaseinas
being-towards-death, as being-towards the possibility of its own impdysibil
Consequently, when Hans turns from the apparently irresolvable “subject of time”
toward more ordinary matters, namely, the concerns of the body, he is not awmaiyigom
time buttowardit, as the encounter with his x-ray later bears out. AndDaseirs
authentic engagement with this recognition that constitut&ladsngswegnd motivates the

processes of itSteigerungwhich, we are told by Mann, is, after all, an “alchemistic”

*L“Space we sense with our organs, with our senissiglat and touch. Good. But which is our orgatimie —
tell me that if you can?"MM 66).
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process that Heidegger would certainly identify viddseirls coming-towards its own
otherness, i.e. the possibility of NschtmehrdaseinThus it is no surprise that the most
salient and fundamental aspect of Heidegger’s conception of being-towardssdegiosed
not only in Castorp’s awakening upon the occasion of his cousin’s death but also in the
Hofrat’'s confirmation of it. Where Castorp stumbles across the core wistibigidegger’s
concept, namely, that “Solange wir sind, der Tod nicht ist, ufdvdenn der Tod ist, wir
nicht sind” 0Z 801)? and that as a result “unser Sterben mehr eine Angelegenheit der
Weiterlebenden, als unserer selb§7(801)>* the Hofrat reminds us that this amounts to a
hermeneutical slippage precisely because death is something “we do naregidrnan
erlebt ihn nicht] MM 537/DZ 809),even though, as Heidegger points out, it is one of the few
experiences that authentically belongs to us in the first place: “Ddse8ter.] wesenhaft
und unvertretbar das meine is84336-7).>* Thus, both Castorp and the Hofrat Behrens
would appear to mark both the deferral and ultimate negation thatisidauh also, and
perhaps even more importantly, the Heideggerian recognition that insofar lassddatys
more of a concern for the living, the living are thus always along theomardit, or better,
that lifeis being-towards-death, just as Heidegger knows that Dastanthe end, but its
endis notfor it (Stiegler).

We are also told that only the dead are timeless and thus bear witness to another
attempt by Mann to equate life itself, and consequently somethinDaikeinor being-there,
with time as such. Again, the question of atemporality and of a “life withouf’toneven

whether Castorp’Bildungissues in action, is made more complicated precisely because of

2430 |ong as we are, death is not; and when degtheisent, we are notViM 532).
3“3 man'’s dying is more the survivors’ affair thais own” MM 532).
*“Dying [...] is essentiallyminein such a way that no one can be my representaf8/297).
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this reconfiguration, in which time as such emerges as the primary object of tlgopisita
active interest and pursuit. With the combined strength of these revelatiores/gased that
the impossibility of time can only coincide with the impossibility of the sdiictvis
anticipated all along, not only in being-towards-death as being the possibtligy
impossibility of Dasein, but also in the decompositional strategies of the win&ch
likewise serve to emphasize the possibility of Castorp’s death. Conseqimmithignn time
occupies the same privileged position as the self in conventional and classic exaintipte
Bildungsromargenre, and this helps to clarify, too, not only Heidegger’s insistence on
Daseinas a function of time but also Mann’s innovative reconfiguratiddildtingin The
Magic Mountain

Likewise, the famous ending of the novel also reasserts the tempordldingf
towards-death, especially in so far as it is, as Heidegger aptly puts itEileeohne Ende.”
Castorp’s death is so clearly anticipated that the matter is considerkedes Mann
scholarship, although he does not technically speaking die at all; his is a petehcal
death and the only sort of death narrative is capable of providing: “Lebewohl, HetogpCa
des Lebens treuherziges Sorgenkind! Deine Geschichte ist aus. Zu ende haleearpah;
sie war weder kurzweilig noch langweilig [...JDZ 1085)°° It is here that Castorp emerges
as the seeker, the eternal quester and Faust figure that is the foundatidBiloftigsroman
as a novel of adventure, but the ending of the novel emphasizes not so much the epic but
rather the temporal aspect of the adventure novaédsoman(in the Heideggerian sense).
The seeker indeed passes through his encounter with death and disease whilerghtiie Be

and emerges with a new knowledge of its affinity with life, but not merely to dispetise

**Farewell, honest Hans Castorp, farewell, Life’sicite child! [Echo?] Your tale is told. We havéddt to
the end, and it was neither short nor long [..NIM 715).
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it, but rather to relate this knowledge of having passed through with that toward winch he
still heading when the novel ends, or put another wayfdh#tte sake of whiche has
passed through. And it is thus certainly not an escape from the abstract tinssle$dihe up
above to a measured, healthy time of action and duty down below, but rather arfrescape
death to deatland one filled with the sort of open-ended anticipation that perfectly describes
his coming-towards his most extreme impossibility: “und die uns bestimmen kdnnhtajtzar
der Fingerspitze den Augenwinkel zu tupfen bei dem Gedankgnyiddich weder sehen
noch héren werden in ZukunftDgZ 1085)>° Despite the ironic and incredulous
sentimentality of the narrator, nowhere else does the novel more cleatbtedmé limits of
the possibilities of both life and narrative and thus, too, emphasize the tempurbaéing-
towards-death botim andas narrative, which, after all, it was Mann’s goal from the outset in
structuring the equation between the form and content of the novel.

The problem of the timeless, then, or better yet the well-known conflict between ti
and eternity that constitutes the familiar polarities ohidungsfrage emerges as a
derivative of our reckoning, both Mann’s and Castorp’s reckoning, with the question of what
it means to bé time, which is also to say, what it mean®é&towards-death. Consequently,
the substance of the novel’s treatment of time lies not so much in how quickly or sioely
appears to move for those up above or those down below but rather, as both Heidegger and
Mann would have it, in that “for the sake of which” time appears to move at all: death.

*
So far | have attempted to establish the correspondence between Heidegger’'s

description of death “as a possibility of life,” and thus, too, as a fundamental beiagisow

% “which could even lead us to press a finger dédlgato our eyes at the thought that we shall seeno
more, hear you no more for eveMi 716).
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that not only dominates Dasein’s essential temporality but that also mayhbgadevith
Dasein’sErstreckungoetween birth and death — indeed, with Dasein itself — and Mann’s
portrayal of Castorp’8ildungin The Magic Mountairas something very much like his own
being-towards just such a recognition. Nevertheless, if | have shown how beargdgew
death as a temporality of possibility stands opposed to what has been calleddahef
atemporality and stagnation that is typically associated with the samefitied out on the
magic mountain, we mustn’t forget that for Heidegger death is always the ptyssitain
impossibility and though | have been obliged to touch upon the nature of this insistence
above, | have yet to elaborate the fullness of its character or the nattgreighificance for
alternative readings of time and deati e Magic Mountainl have demonstrated, for
instance, how Castorp’s authentic “hurrying ahead” toward death suggestduaer and
aniticipatory Dasein coming-towards the possibility of its uttermopbssibility — its death,
the moment of its passing over iltichtmehrdaseirr no-longer-being-there, but
Heidegger’s evaluation of being-towards-death as being-towards-an-ibijflysgesonates
with Mann’s narrative in other compelling ways, all of which serve to illumirege t
character and nature of what has been called the “dilemma of closUiieg iMagic
Mountain Consequently, being-towards-death as being-towards-an-impossihistyom
viewed as a critical aspect not only of Heidegger's modernist reforonlatitime and the
subject but also of Mann’s modernist reconfiguration oBt@ungsromanSuffice it to say
that in as much as being-towards-death is positively expressed in the telgfoldgyMagic
Mountairis Bildung bis zum Todéhere is a subtractive quality to its telos, a negative
certainty and value that insinuates itself upon and completes the necessalgrity’ of

this tragic insight.
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As | showed earlier Castorp’s struggle to achieve closure is introdecaba as the
novel begins when his arrival at the Berghof is deferred by his paradoxictdmasishat he
is not yetthere, and it is reiterated again in what Heidegger’s calls the novel's “Ende ohne
Ende.” But thimnot yetdoes more than simply bookend the novel; in fact, it is dispersed back
over the course of the narrative in much the same way that Dasein’s end s f@hétthe
absolute impossibility of itself — is displaced and redistributed back over the ajurs
Dasein’s life in such a way, Heidegger claims, that Daselre living possibility of its own
death.

The dilemma of closure ifihe Magic Mountains reconfirmed very soon after
Castorp’s arrival when the narrator relates the story of young Caseoqpérience at his
grandfather’'s wake, which serves mainly both to obscure and defer ratherttleatihee
meaning of death for him and to further emphasize the problem of closure and of endings,
more generally. As a result, Castorp’s encounter with his grandfather’'& ¢éegsnilestone
on the path toward his recognition of death as both a possibility and impossibility — iadeed,
(im)possibility that both belongs to him and thatidwe and thus it lies at the core of the
novel’sBildungswegWhat the narrator calls the dual aspect of death that haunts Castorp’s
dream and that is signaled in Castorp’s reflections upon his grandfather’'s-€6gsskatte
mit dem Tod eine fromme, sinnige und traurig schéne [...] and zugleich eine ganz andere,
geradezu gegenteilige, sehr kdrperlich [...] die man weder als schén, noch als sirimig, noc
also fromm, noch auch nur als traurig eigentlich ansprechen korﬁ)i[e:4’6()57— involves

what Heidegger would call the inherent hermeneutic slippage that occurs upon emugunte

*"“[O]ne aspect of death was possessed of a cartainnful beauty. In another it was [...] precisely the

opposite, it was very physical [...] [and] could naspibly be called either holy, pensive, or bealit{fi¥iM
27).
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another’'sdeath. As Heidegger explains it, death is first and foremgsieath,and Dasein
neveris the Other: “den Anderdpinich nie” (BZ 115/BZin Becoming?206).

Castorp contends that the corpse of his grandfather (which will become as the novel
progresses a repetitive image for Castorp himself) stands in for what veakigflesh-and-
blood grandfather. Regarding the substance of the corpse, Castorp marvels atthadfa
hands of whahad beerjhis] Grandfather” [“deghemaligen&ropvaters” MM 27/DZ 47),
emphasis mine). The illusion is a trick played by death, and properly integrating
interpreting it is portrayed as among the first serious challengesstdip’sGewohnung
which this scene certainly reminds us has already begun long before Ga&oipal” on
the magic mountain. But this challenge is not so much, as it is often understood to be, a
contest between the Apollonian and the Dionysian, between the aesthetic andited phy
vital, but rather the challenge involves the confirmation of their inextricabllhus it is in
the veiling of death that the corpse manages to confirm death. The corpsa|,ast¢he
artistic representation of the grandfather, linked as it is with his portdiif assentially
refers, according to the narrator, to the realm of substance, to an uttealaterid of
spirit, and only to it — “He who lay there — or, more correc¢tgf which lay there — was not
Grandfather himself, but a shell [of his former Grandfather]” [‘Der daddgr richtiger:
wasda lag, war also nicht der Ghater selbst, sondern eine Hillle [@édg&maligen
Gropvaters]”] MM 27/DZ 47). Consequently, the question of the grandfather’s authenticity,
indeed of his very possibility, is what disturbs Castorp “in the depth of his beimg] [“[
Grund seines Wesens™]:

und auch da nur fliichtig gesehen hatte, konnte er, wie wir sagten, nicht

umhin, dies seine bildhafte Erscheinung als seine eigentliche und wirkliche zu
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empfinden und in dem Gpwater des Alltags sozusagen einen Interims-
Gropvater, einen behelfsweise und nur unvollkommen arfijepau
erblicken. [....] [D]as Ergebnis aber, vor das er sich im Saale gestellt fand,
liep sich dahin zusammenfassenf} dier Gr@vater der Interimsanpassung
nun feierlich berhoben und in seine eigentliche und angemessene Gestalt
endgliltig eingekehrt war [...PZ 43-4)°®
On the one hand, the artistic aspect that veils the physical, lowly side of dggésts an
eternal, authentic grandfather frozen in the greatness of a perspemtiveyally suggestive
of the authentipossibilityof the grandfather; on the other hand, such authenticity serves to
remind one only of that whiabnce waghe grandfather bus no longer, or put differently,
the nothingness the grandfatigrhishaving beenthe authentianpossibilityof the
grandfather, as Heidegger would have it. As a result of Castorp’s idertificeth his
grandfather’s corpse/portrait, we see him simultaneously engaged witbesigon of his
own authenticity, which is of course also to say, with the possibility of his opossibility.
Castorp’s other encounters with death in the novel not only reinforce the geofaint
death as an impossibility that belongs to Castorp and toward which he is alveagy alr
destined, but these encounters also perfectly underscore Heidegger’'s descfifhte way
in which an inauthentic Dasein interprets and evades death in its ordinary, gJdgeydad
thus, too, the way in which its life is always comported towards @eath impossibility:
Der Tod begegnet in der Alltaglichkeit taglich. Wir erfahren ihn, wissen um

das Sterben, das aus-der-Welt-gehen des Menschen in einer gewissen

*8“But he could not help feeling that this presemiee. the portrait] was the genuine, the autient
grandfather, and the everyday one merely subsidityentirely conformable — a sort of interim giather,
as it were. [....] Thus he was glad from his heart ithshould be the authentic, the perfect grandfafhe. the
corpse] who lay there resplendent on that day wigecame to take last leave of hinlVII 25-6).
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Gleichgultigkeit als etwas, das wiglleichtauch einmal treffen kann. In
dieser Gleichgultigkeit liegt ein Moment des sich selbst Abddrangens vom
Tode. Das Dasein weicht dem Tode aus, es schiebt ihn als Moglichkeit weg.
[....] Die Alltaglichkeit sucht dies unbestimmte G@Wweit abzudrangen. Sie
rechnet mit dem, was dem Dasein noch bleibt. Sie drangt die Unbestimmtheit
in die Verschiebung, und die Glieit in ein Nicht-daran-denken. [....] In
diesem Fliehen vor dem Tode zeigt sich gerade sein Da-sein. Im Wovor des
Fliehens zeigt sich der TodFE 167)°
Closely connected to these observations, and in order to further demonstrate that the
distinction between a time up above at the Berghof and a time down below in dredflatl
not as determinate as it is often assumed to be, we have only to consider the obsefvations
Paul Ricoeur or Dorritt Cohn, for instance, both of whom recognize that even those at the
Berghof, including Castorp, have creative (and dutiful) ways of marking the passage,of
a behavior and capacity associated throughout the novel with the time-sensewhé pr
the flatland®® As Heidegger shows us, these creative ways of marking time’s passage at t
Berghof amount squarely to an avoidance of death’s sympathy with life. LikenDasei in
its “inauthentic way of standing-before-death” simultaneously evadd3as[lneigentliche
Vor-dem-Tod-stehen ist also das Ausweichen”], the inhabitants of the Bengbbfe

themselves daily in creatively and actively excluding and deferrintp,deeen as their entire

*9“Death is encountered daily in everydayness. Weeggnce it and know, in a rather indifferent wenat

dying is a human being’s departure from this wahlak canperhapseven affect us one day. In this indifference
lies the moment of our pushing death aside. Heseaevades death and pushes it aside as a pigsjbil.]
Everydayness seeks to thrust aside this indefoeitiinty. It underscores all that still remainsBasein. It
pushes the indefiniteness of death away into #ite sif postponement and suppresses its certaimaty attitude
of ‘not thinking about it’ [....] It is precisely irhis flight from death that the being-there [...] obtleshows
itself. Death shows itself in tHeom-whichof our fleeing™ OF in Becoming264).

%0 See RicoeurTime and Narrativevol. 2 and Cohn, “Telling Timelessness"GasebookVaget, ed., 2008.
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being, like Dasein’s, is also caught up in “waiting” fodittheir fascination with death they,

too, Castorp learns , both wait for it and escape it, clean up after it and replacentedvly

on Castorp asks his cousin Joachim whether many patients had died during thditager’s

at the Berghof, his cousin answers:
‘Mehrere sicher,’ [...] ‘Aber sie werden diskret behandelt, verstehst du, man
erfahrt nichts davon oder nur gelegentlich, spéater, es geht im strengsten
Geheimnis vor sich, wenn einer stirbt, aus Rucksicht auf die Patienten und
namentlich auch auf die Damen, die sonst leicht Zufélle bekdmen. Wenn
neben dir jemand stirbt, das merkst du gar nicht. Und der Sarg wird in aller
Frihe gebracht, wenn du noch schlafst, und abgeholt wird der Betreffende
auch nur solchen Zeiten, zum Beispiel wahrend des Essp#s33(°*

Important, here, is the way in which a culture so thoroughly associated wilthimlea

traditional readings of the novel rather clearly attempts to have nothing tolddeaih. For

most of the inhabitants at the Berghof (Castorp is the most poignant exception), death is

precisely the comic figure Mann describes it as [&#tersto Ponten) — it comes down

mountains on bobsleds, and gives the ladies quite a shock, and takes place while others are

eating, etc. The authenticity of Castorp’s character and developmentelogsepr here in the

distinction between his emergent understanding of authentic death as the poesitsit

very ownimpossibilityand the inauthentic obsession with it that characterizes the attitudes

and determines the routine of the cure for the bulk of the Berghof’s inhabitants,ngcludi

1 «several, certainly’ [...] ‘But they are very dis¢sdy managed, you understand; you hear nothingerfit
or only by chance afterwards; everything is keptty private when there is a death, out of regardhe other
patients, especially the ladies, who might easttyagshock. You don'’t notice it, even when someldidyg next
door. The coffin is brought out very early in themming, while you are asleep, and the person istipeis
fetched away at a suitable time too — for instamdgle we are eating”NIM 53).
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Joachim, namely, those who willfully exclude death from their lives and for whortgdrs
nicht etwasthat should impose upon their routine.

Such flight, like its opposite — one’s resolute anticipation of one’s own death — is for
Heidegger always a matter of interpretation. In fleeing from deataibagerprets death as
somehow hostile to life, and it is in this way that readingehef Magic Mountairthat
oppose the atmosphere of death at the Berghof with a life-affirming atmosphtieeevorld
down below in their own way also flee from the authentic possibilities called tbei
novel’s treatment of the subject — possibilities, moreover, as | have showmcbfMann
and Heidegger were acutely aware. As Mann put it earlier, it istordyghdeath that the
highest possibilities of life are made available to his heier[Zauberbergzeigt, wie dem
jungen Mann aus dem Erlebnis von Krankheit, Tod, Verwesung die Idee des Menschen
erwachst, des “Hochgebilds” organischen Leben.” Likewise, as we haagel\akeen,
Heidegger, too, embraces the productive weight of this correspondence: “Dahévegsa
Tode ist aber doch so wenig ein Ergreifen des Lebens an ihm sefbss darade ein
Ausweichen des Lebens vor sich selbst und seinem Seinscharakterrz®4) %

Castorp’s question to Joachim that provoked the response above — “[H]ave there been
many deaths since you came?” [“Sind sonst schon viele Todesfélle vorgekoiseit du
hier oben bist?"{IM 53/DZ 83) — is precipitated by the knowledge that his room was made
conveniently available by a “case” that had just passed away beforeivas &s is the case
with the ring of his grandfather’s that he now wears, the clear suggestiont{mte w
Castorp’sBildungwill certify as time goes on) is that he has simply replaced the Dasein

which had beerthere before him and that he, too, will one day be replaced — Castorp will one

624 ooking-away from death, however, is so littlseizing of life in itself that it becomes preciséfg’s own
evasion of life and an evasion of life’s properratder of being” PAin Becomingl63).
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day be forced to hand over the ring, so to speak, ‘B@sldrei wird und weiter geht an ein
Fleisch, das es eine Weile wieder tragen kann.” In fact, the litany efsnana histories
shared with Castorp by his grandfather around the fahailifschaleand obviously meant to
sweep him up into thiarownnesghat hes, into thebeing-towardsof both his heritage and
his destiny, like his emotional reaction to this newly acquired insight regaldirigdse”
before him, betrays the temporal and, and thus, too, authentic nature of his recogimition: “e
schon erprobtes Gefuihl kam ihn an, die sonderbare, halb traumerisch, halb beédngstigende
Empfindung eines zugleich Ziehenden und Stehenden, eines wechselnden Bleibens, das
Wiederkehr und schwindelige Einerleiheit wabZ 40) %% And perhaps it goes without
saying that such a temporality betrays nothing like a “Life without"taérather a forceful
and irrevocableoming-towardsn the Heideggerian sense of the term.

For the most part, the interpretive measures taken by Dasein upon encountering
another’s death facilitate an inauthentic looking-away (in so farigsdeath is noming; on
the other hand, these encounters prepare the ground, so to speak, for a more authentic
understanding of death’s imminent relation to life, and such is the case with HaogCa
and in my opinion, at the very heart of Bisddungin the matters of time and self. This
fleeing, for both Mann and Heidegger, conceals a more authentic understanding of the
meaning of time and death in the novel. For instance, having told Castorp of the viraig deat
covered up for the benefit of the other patients, Joachim explains to the new ariieaboét
time he had a glimpse “behind the scenes” [“Hinter den Kulissen”] of tlgjeds&voidance
(MM53/DZ 83). Such language clearly anticipates the analytical depth of the x-rayhitio w

Castorpreadshis own death and suggests precisely what | think Heidegger can bring to a

83« familiar feeling pervaded the child: a strangeeamy, troubling sense: of change in the midstuoétion,
of time as both flowing and persisting, of recuogim continuity” MM 23).
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rereading of time and death in the novel, namely, that “behind the scenes” at the,Bergho
scenes which typically dictate conventional readings of death in the novel, thezsaime
unausgesprochene Ze#in unexpectedly authentic background and depth to the supposed
atemporality and stagnation of life there, an authentic life behind the veibtingbcts itself
towarddeath as the possibility of the absolute impossibility of Dasein.

Of course, the impossibility which Dasesand toward which it is headeditself is
closely connected to what has been called the crisis of narrative clo3ine Magic
Mountain The impossibility that Dasein confronts in attempting to identify with tla¢hdef
others and the concomitant impossibility of experiencing its own death mealyingful
resonates with Mann’s own recognition of the impossibility of narrating therehdfahus
bringing the story of Castorp’s “life” to a close. For Heidegger death asspifg that which
cannot be told through because it is “in each oais€’: “Darum vermag das Dasein der
Anderen nicht Dasein im eigentlichen Sinne zu ersetzen, wenn anders die Jeweikgk
meinige festgehalten werden soll. Das Dasein des Anderen habe ich nie ispdéngirchen
Weise, der einzig angemessenen Art des Habens von Dasein: den Anderkmie” (BZ
115)% It is, after all, Castorp’s story, and this specificity is key to underistgnd
conventional readings of boffhe Magic MountairandDoctor Faustussince it may be the
singularity of Castorp’s and Leverkihn’s characterization that authtastitteeir redemption

or at least undermines the traditional way of condemning them.

% “the Da-sein of others cannot substitute for Dia-geits proper sense, if in any case its particuhileness
as in each instance mine is to be maintained. ¢nkave the Da-sein of the other in an original yvay: |
neveramthe other” Becomingl15).In the next section of this chapter (and even nmieshe fourth chapter)
| elaborate the relation Heidegger establishes émtvhevhilenesghat belongs to Dasein (and is in such a
way that Daseitis this whilenesy and the problem of Dasein’s ever encounterirglfiess avhole The problem
of closure suggested by this comparison not onpfagms the “waiting” that takes place at the Berfggnad thus
informs my reading of Castorp’s authentic recognitin The Magic Mountainbut it also and even more
convincingly characterizes the problem of the terafity of thestrenger Satmn Doctor FaustugseeBecoming
262-3).
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As a result, the most striking examples of Castorp’s authentic confrontation with
deathas impossibilityn the novel bring us around full circle, once more to the moment when
Castorp is “vouchsafed” a glimpse which “it is not permitted for man to see” — thus
“[Castorp] looked into hiswngrave” MM 218) and once more to the novel's end, where
the full weight of this significance is finally gathered. That it isdwg grave into which he
stares is precisely what is ontologically prohibited — an impossibilitpulavargue, that it is
precisely the point of hiBildungto confirm. Hans Castorp’s seeing through is always also a
seeing-toward; moreover, it is a seeing toward an impossibility, in this badeetal
impossibility of experiencing death at all, for as Heidegger so aptstsnsSWie aber soll
dieses Seiende in seinem Sein erkannt werden, bevor es zu seinem Ende gekdiren ist
ich doch mit meinem Dasein immer noch unterwegs. Es ist immer noch etwas, was noch
nicht zuende ist. Am Ende, wenn es soweit ist, ist es gerade nicht mehr. Vor dreseneeE
es nie eigentlich, was es sein kann; und ist es das, dann ist es nichtBZeti5)®> And
this is precisely what is meant by the dilemma of closufiédhenMagic Mountairand what
the ending of the novel recapitulates, where both the narrator and our hero dissglae awa
the moment of truth/revelation.

That which Castorp is headed towards is neither the timelessness ofghefBer
the time of the flatland but the temporality viciously concealed by both — if in théthoge
down below are ignorant of it, those up above flee more consciously in the face oftitelt is
authenticity of a time marked not by divisions but only by the finitude that, accdading

Heidegger, is in each casene-— this is an indivisible, unmarked time characterized not by

85 “Yet how is this entity to be known in its be-ibgfore it has come to an end? After all, | am asstll
under way with my Dasein. It is still always somaththat is not yet finished, at an end. In the,éhid really
has gone that far, it no more. Before this end, it never really, propad what itcan be and when it is that,
then it is no more”Becoming206).
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contraction, stagnation or timelessness but by a clear and strongly hghtbeards
described in the novel as a passing, running, and flowing onward [‘pérfl@rrann,”
“stromte...immer fort”] MM 541DZ 816). In the end, and given the narrator’s casual
dismissal of his hero and tale, readers are encouraged to ask themselves bis@astth
can, in fact, be narrated at all: “We even confess that it is without grezgroome leave the
qguestion open” [“Ehrlich gestanden, lassen wir ziemlich unbekiimmert die Frag§ off
(MM 716DZ 1085), for isn’t such a task clearly the possibility of an impossibility in the
sense intended by Heidegger. Thus the narratdhefMagic Mountairallows his hero to
disappear into the mist to experierie death, however and whenever it may come, on his

own

Doctor Faustus

| have said that the trajectory which takes us fiidra Magic Mountaio Doctor
Faustuss one that leads toward a progressively more-felt and conspicuously Heidaggeri
recognition. In this final chapter section | argue that the ontologicakstéteath, as | claim
it is disclosed inThe Magic Mountairas a sort of coincidental literary correlate to
Heidegger’s fundamentally paradoxical conception of death as at once “alppssdibfe”
[“eine Mdglichkeit des Lebens”] and “a possibility of the impossibiifyDasein” [“eine
Maglichkeit der [...] Daseinsunmadglichkeitls reconfirmed with even more urgency in
Doctor Faustus The connection(s) that bind the novels in a formidable kinship have been
elaborated — iThe Magic Mountaims about théeginningof an idea of the end in Thomas
Mann, and so also an idea of impossibility, tBector Faustuss at least about the

confirmation of this idea insofar as it is about the end of modernism, the end of ahe and t
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end of an idea of Germany, too, all of which are cast in and through the narrativeasf Adri
Leverkihn's life and death as it is narrated by his lifelong friend, Sereniofeit

Whereas it was necessary in the first sections of the chapter, for thd sklé\o
and classification, to carefully distinguish between being-toward$dsabn the one hand,
the ontological source of life’'s possibilities, and, on the other hand, as yet alydudirtéo
an ultimate impossibility toward which life or Dasein is always telgicklly oriented
(consequently, we described the temporality of Hans Castiidisng on the magic
mountain as one in which the protagonist’s richest possibilities lay in his progresiive
awareness that he himsathis coming-towards his own eventual impossibility), their
inextricability has been dutifully established, and in the analydiofor Faustughat
follows they will be properly dealt with in terms of their natural proxymithus we will
continue where we left off witithe Magic Mountainat the question of how these
possibilitieshave their basis in an utter impossibility, and it will be the point of this section
not only to trace the various ways in which an atmosphere of impossibility shroudsithe e
surface of the novel and thus begs the question(s) | undertake to answer in the thiaalysis
follows, but also to explain just holdoctor Faustusepresents the temporality of this
impossibility and how Heidegger’s notion of being-towards-death can help toriterthe
urgency of such a representation.

Toward this end | will first situate my analysis within the fold of contemporary
critical readings of the novel (e.g. Susan von Rohr Scaff’s ‘dilemma of elasu Evelyn
Cobley’s ‘infinite semiosis’) and within the context of more or less contemporgical
engagements with the sorts of problems introduced in the novel (e.g. Frank Kerfriaele’s

Sense of an Endihgvith respect to the intersecting questions of narrative, temporality and
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impossibility. Secondly, | respond to and elaborate these arguments by btegilegger’'s
notion of being-towards-death as Dasein’s being-towards “die Moglichkdit.de
Daseinsunmaglichkeit” [“the possibility of the impossibility of Daseitv’pbear upon the
interpretation and analysis of several key temporalities in the novel: the tditypalir the
infamousTeufelsvertragand of thestrenger Satzthe temporality of Adrian’s evolution
towardhis final compositionThe Lamentation of Dr. Faustusnd, finally, the temporality
of its inspiration in the “moment” of Echo.

For both Mann and Heidegger one is always more or less proximate to the end, and
this proximity not only begs the comparison but also determines the authenticagahn3
being-in-the-world just as it determines narrative meanifighenMagic Mountaiand
Doctor FaustusBecauséoctor Faustuss situated even closer to this end, both imagined
and real, it may be said that the significance of being-towards-death and the pbblem
closure that accompanies it is even more relevant to readings of the latemi@rel the
guestion of closure, which is also to say, the question of endings, is thematized in a way that
moves well beyond (though still very much in the same direction) what was raerely
leitmotif in The Magic MountainOne can plainly see that what is aptly sustained as an
approachtowardan idea of endings ihhe Magic Mountairiinally arrives only with the
publication ofDoctor FaustusOne almost needn’t repeat, for instance, Mann’s famous
explanation, most notably in his 1948 letter to Karl Kerényi, but also scatteegdhele
throughout the author’s correspondence about the “central idea’[*vorgetragenehddasitk-
(Storylll.30/EntstehundIl.31) or the “fundamental motif” [*Grundmotiv’]S$tory
V1.64/Entstehung/1.60) of the novel, thaboctor Faustusjust asThe Magic Mountain

proposed tdethat which it is about — a novel about time — is first and foremost “ein Buch
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des Endes” [‘a Book of the End"Bfiefe 12/9/1948) — a book which bothand is about the
problem of the end and endings. As we have already seen, however, to come to the end,
according to both Mann and Heidegger, is rarely the saragiamg in the sense of having
finished.
Even inDoctor Faustughe idea of the end is still infused with the dynamism of
something like what Heidegger calls Dasein’s being-towatdkdmmej The being-
towards of the novel is built into and everywhere apparent in the narrativeatgmtially
inasmuch a®octor Faustuss an even more transparently Faustian narrative, in which the
essential content of the story involves the revelation or exposure of a public and private
anxiety surrounding the anticipation of a bargain and a fate that is avegdyknown. In
the following passage froffihe Story of a NoveMann describes the shifting and
accelerating temporality of the novel following Adrian’s infamous mgetiith the Devil,
and in it he clearly conflates the coming-towards of history with the coroimgrtls of the
narrative he is involved in writing as well as the coming-towards of the fate pfdiagyonist
that it is the task of his composition to elaborate:
Damals entstanden die Partien des Romans, welche, die zeitliche Ebene
wechselnd, die vormalige Katastrophe Deutschlands mit der schrecklicher
heranwachsenden kontrapunktierend, das Schicksals des Helden und anderer
Bewohner des Buches [...] weitertreiben [...], [und] das Geflihl des Endes in

jedem Sinn accelerando heraufzubeschwdren und im Grunden mit jedem Wort
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auf Leverkihns entscheidendes und reprasentatives Werk, das apokalyptische

Oratorium hinstrebenEpntstehund 17)°
If we accept what we have already established with respébtitdlagic Mountairand
Heidegger’s insistence on being-towards-the-end as Dasein’s coowagds the possibility
of its own impossibility, then latent in Mann’s description of this narratiypeetation in the
novel is the clear suggestion of the same temporality, one in which the feelingeaftlttiae
impossibility prefigured by it, is made manifest in the coming-towardsatimpossible fate
toward which the novel “heranwachsenden [und] weitertreiben [und] hinstrebes.” Thi
distinctly Heideggerian reading of the above passage is neither forcechnbacg longer
be merely coincidental, but rather it is confirmed everywhere in Mann’drdwition of the
novel's deepest symbolic implications.

Such implications clearly lie somewhere in the novel’'s complex and symbolic
network of contradictions — consider the possibility of a “Buch des Endes” that gsapos
account for a devastating history in which “[ijn Wahrheit endete nichts, sondern ein
unaufhaltsamer Progd...] Weltverdnderung, der von einem Menschenalter begonnen hatte,
rollte abenteuertrachtig ohne wirkliche Unterbrechung weitentgtehund.18)°” or the
possibility of the fate of a protagonist whom the author finds it “mysteridagbydden” and
“impossible” [‘'unmdglich”] to describe — “Wie leicht wére das gewesamd Wie

geheimnisvoll unzuléssig, in einem noch nie erfahrenen Sinn unmaoglich war es doath wiede

% “During this period | was at work on those parftshe novel where the temporal plane is forevengei
shifted, so that the downfall of Germany is countémted by the catastrophe that draws ever and more
balefully closer. | was also pushing forward theefaf the hero and other inhabitants of the booK fo..
conjure upaccelerandahe feeling of theendin every sense. Fundamentally, every word in theides the
mind toward Leverkiihn's decisive and representativek, the apocalyptic oratorio'Sfory131).

®7In reality, nothing ended; rather, an inexoraptecess [...], which had begun throughout the world a
generation before, rolled on without any actuagintption, pregnant as ever with fantastic possis!’ (Story
133).
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Unmaoglich auf andere Art, als es die Selbstbeschreibung Zeitbloms geweseiiwva
Verbot war hier einzuhalten — oder doch dem Gebditgr&Zurtickhaltung zu gehorchen bei
einer aferen Verlebendigung, die sofort den seelischen Fall und seine Symbolwirde, sein

"8 _ and, of

Reprasentanz mit Herabsetzung, Banalisierung bedrdimeStehundg31)
course, most famously, the possibility of an art working itself out at the dgeyaf its own
impossibility as the narrator Zeitblom claims — “Ja, Bewunderung und Tkattrgingen
beim Anschauen dieser Musik ganz eigentimlich ineinander [....] als indem ich sie ei
entspanntes und spannend halsbrecherisches Spielen der Kunst am Rand der Unrhéglichkei
nenne Faustus293) *

Doctor Faustuglaces life and existence itself, what Heidegger calls Dasein, under
the harrow of impossibility, and insofar as | claim Dasein is disclosed irothmg-towards
of history, narrative and in the coming-towards of Adrian Leverkihn’s fate, so, the is
coming-towards linked with fundamental prohibitions that make Dasein what it islypame
the possibility of its own impossibility. Just as for Heidegger, whereibasmithentic
possibilities are said to lie in its utmost impossibility, the fates of Adreverkiihn, modern
art, and post-war Germany are intimately linked up with the question of their own
impossibility. As such, the very theme of impossibility and the temporabitystccompanies

it is as much engaged by Mann’s novel as it is in Heidegger’s philosophical conception of

being-towards-death.

%8 “How easily that could have been done! And yet oysteriously forbidden it was, how impossibleain
way that | had never felt before! Impossible iniffedent sense from the impossibility of Zeitblorasttribing
himself. Here there was a prohibition to be kept-at any rate, a commandment of maximum restramt
depict Adrian’s outer appearance was instantlytegten him with spiritual downfall, to undermiris h
symbolic dignity, to diminish and render banal t@presentativenessS{ory89).

89«yes, in the contemplation of this music, admivatand sadness mingled in the most peculiar way-...]
which | do not know how to characterize other otihan to call it an unrelenting, tense, breaknearkg played
by art at the very edge of impossibility. And thas what made one sad. But admiration and sadness,
admiration andvorry, is not that almost [...] love?’Faustus233).
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Two well-known illustrations of the critical debate over the question or problem of
closure inDoctor Faustusare Evelyn Cobley’s “Closure and Infinite Semiosis in Mann’s
Doctor Faustug...]” (1989) and Susan von Rohr Scaff's chapter fidyth and Music:
Thomas Mann’s Timely Fictiof1998) entitledUnending Apocalypse: The Crisis of
Musical Narrative irDoctor Faustusg "° Of these only the latter makes the question of time
as such central to a discussion of the problem of closure, and so even though both will serve
as references as | describe the nature and significance of thisesbetildinma in the novel,
it is Scaff's analysis of the crisis of musical narrative that willnftine primary basis of my
analysis in the final section of this chapter.
According to Scaff, the crisis of musical narrativdioctor Faustuss symbolic of a
broader historical crisis in which a sense of time essential to human progresehas
overwhelmed by a more threatening atmosphere of historical stasis and ipgassi
In the contemporary “Faustian” era music has declined to stasis, and Mann
hopes that the striving musician may reinstate the sense of time that is the
foundation of narrative, music, and life itself. In fact, the salvation of
modernity rests symbolically upon the composer’s disengagement from a
spatializing tendency and return to the age-old art of storytelling. (67)

In the novel this spatializing tendency clearly points to the culmination of ahssasis in

the “strict,” twelve-tone style of Adrian LeverkuhrmAgocalypsis cum figuriand to the

historical impasse at which Germany had arrived by the mid-1940s. Accordingffp S

though the Devil offers Adrian the gift of narrative time, it is ultimatééshegating, and the

0 Scaff's chapter appeared originallyGrermanic Reviewd5 (1990): 30-9.
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Devil does not follow through with his part of the bargain but rather allows Adriarctonse
mired in the static objectivity and repetitive atemporality of the Apocalgpatorio And

any recovery from this crisis will require a recovery of narrativeipiigg or more
specifically, the recovery of a sense of time upon which narrative depends. Agbgrdi
Scaff explains, although Adrian’s Apocalypse oratorio leaves the readetheifeeling that
“there will be no more new stories for the civilized world to tell,” his fin&dref The
Lamentation of Dr. Faustuslelivers humankind from an apocalyptic state of mind and [...]
ushers in new times” (Scaff 70). Thus, Scaff claims, it is up to Adrian himsétfe
Lamentationto “burst the devil's snares and tell a tragic story through to its end” (Scaff 79)
and as Zeitblom tells us, in fact, in thementatiorAdrian for the first time manages to
generate from the strict formalism of the piece an emotional intearsityife-affirming
narrative time that reanimates and escapes the atemporality of thelfausicand thus,
according to Scaff, moves history forward again by reinstating theoliée-of narrative

form and possibility (88).

For Scaff, even though this dilemma is apparently less urgent in the raviedy the
proposed resolutions in both novels amount to the same thing. For instanceshesteesds
Castorp’s fate as unproblematically resolving the well-known confligtden time and
timelessness ihe Magic Mountair- the recovery of a sense of time upon which narrative
depends, the time of history with “a beginning and end” and in which “there is always
something going on, and every moment has a certain meaning” [fsmdeer was los ist
und jeder Augenblick einen gewissen Sinn bekomnMI(114/DZ 175) enables Castorp’s
self-renewal and is restored to Castorp when he is set free from thefdpslseven year

sojourn on the mountain and reenters history — Adrian and Germany are delivered from thei
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Teufelsvertragn very much the same way, according to Scaff, and Mann successfully brings
his novel to a close.

Yet Scaff admits that her redemptive reading may in fact be countered bgwuél
itself. In the final section of her chapter Doctor Faustusentitled “The Dilemma of
Closure” she mentions in particular the way in which Leverkihn’s almostrcdemnation
may in fact preclude the glory of his sacrifice and, perhaps even more conlinttiegvay
in which the formal, thematic and narrative structure of the novel, insofar dmiins to
multiple cycles of inescapable doublings and repetitions, would seem to reithierce
“eternal crisis” of time and history and “lock itself into the fateful uliacity” of the
Apocalypse oratorio (91).

Scaff's ultimate ambivalence with respect to the severity of this haatddrisis” is
confirmed by Frank KermodeBhe Sense of an Ending which modern individuals are
said to endure under the myth of “eternal transition, perpetual crisis” thatookesmm
civilization literally “suspended in fear” (Scaff 69; Kermode [101]93-124). Faligw
Kermode and Peter Brooks, among others, Scaff claims that the cultural apprehens
precipitated by this myth of “intemporal agony” is ultimately mediatethkyclosure of the
text: “[...] itis the conclusion that provides meaning. The end point offers a rettvgpe
glance over all that has gone before and transforms a random series into a [BttfI74)).
More importantly, perhaps, is the human effort required to counter the threat of thisimoder
myth: “plot is the [...] ‘active shaping force, the product of our refusal to allow teatiyor
to be meaningless, our stubborn insistence on making meaning in the world and in our lives™

(gtd. in Scaff 76).
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Despite Kermode’s and Brooks’s insistence that literary endings catpewery
hope guaranteed by endings, they also point squarely to a “lack of confidenea!” in
endings and thus posit both as distinctly modern anxieties about time itself: tho#des
terminology [modern individuals] comprehend their historical crisis as a stageetation
that is formally a transition to catastrophe but in reality an endless wa(8cgff 69). While
it is customary to cite Kermode’s faith in narrative endings to interrupt aodges the
“endless waiting” of modernity, one shouldn’t overlook the fact that for Kermodativarr
closure is always a catachresis, a metaph&rsatzending, that is grounded in what is
fundamentally Dasein’s constant relation to death — “Men fear it, and as farassee
have always done so; the End is a figure for their own deaths. (So, too, perhapsraie iall
fiction [...])" (7) — a relation that is based as much in the tragic certafrftyrman finitude as
it is in the infinite deferral of this certainty. The end, according to Heideggd as we shall
see, according to Mann, too, is precisely that which cannot be “told throughHadtis t
impossibilityonly the edge of which may be encountered. And though Scaff clearly
recognizes the character and implications of this tragic deferts ground of modern
experience, rather than solving the dilemma of closure her theory of narnagyendeed
narrative time itself, actually constitutes and reiterates it.

Following Zeitblom’s own interpretation dihe LamentationEvelyn Cobley
explains how the possibility of narrative closure paradoxically opens up exgete
something like an infinite signification or what she calls “a liberation fatirmonstraints”
and thus only reinforces its own impossibility:

In ‘The Lamentation of Dr. Faustus,’ [...] the formal organization has thus

become so totalized that there are neither free notes nor unthematic elements;
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nothing accidental, incidental, or contingent is tolerated so that everything
spontaneous has been thoroughly repressed by a calculated rational pattern.
Paradoxically, though, this rigidly controlled and highly artificial forhowas
for the most spontaneous outcry of human suffering and despair. Leverkihn’s
lament represents a return to the most elemental human expression, the
primitive and barbaric state of howling from which culture is meant to have
liberated humanity through the imposition of form and order. The effect of
Leverkihn’s extreme semiotic closure is thus a liberation from all camstrai
(353)
Scaff explains this paradoxical result as the consequence of Adrian’y tefadve for his
nephew, Echo, and the suffering felt by Adrian at the child’s premature déhth: “
difference [between th&pocalypsend theLamentatiohis that [in the latter] Leverkihn is
moved by love. Without the inspiration of love, Leverkihn would never have been able to
transmit deep feeling in dodecaphonic music or in any other style” (88). Toxpé#inehow
an unconstrained love is able to grow from a formalism that systematicallpipsabi
Cobley goes on to describe the dialectical nature of a semiotics of nactatuee by which
“an extreme semiotic closure generates an unconstrained proliferatime{dluded other”
(354). Thus, on the one hand, along with Scaff, Cobley agrees that insofdias in
LamentatiorAdrian comes to terms with his profound love for Echo and the even more
profound loss his death represents, Adrian’s lament and the sort of pre-musical “spgtane
outcry of human suffering and despair” it signifies escapes the burden ofdfatrorder”
thestrenger Satwvould otherwise demand. On the other hand, where Scaff sees in Adrian’s

lament the overcoming of the strict limitations of geenger Satand, consequently, too,
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the promise of narrative closure, Cobley clearly associates narrativehasa with the
possibility of closure but rather with an “unconstrained” significatiodigmiosure. In fact,
that Adrianknowsthis, or better, that a large part of his dBildunginvolves the coming
toward precisely this acknowledgement, seems to be communicated not only imri&le for
expressivity of th&eamentatiorbut even more strongly in his description of his own unique,
and decidedly modern, path to salvation put forward during his conversation with the Devil,
where Adrian imagines: “A sinfulness so hopeless that it allows its manrhemdally to
despair of hope is the true theological path to salvation™ [“Eine Sundhaftigkéieidos,
daB sie ihren Mann von Grund aus am Heile verzweifebt, &t der wahrhaft theologische
Weg zum Heil™] OF 262/332).

Heidegger’s conception of being-towards-death as Dasein’s being-towards the
possibility of its own impossibility helps to reconcile or at least explairetigadrality of
this apparent impasse represented in the readings of Scaff, Cobley and Kevheydehe
guestion remains how the impossibilities described and enforced biyehger Satare able
to give way to the possibilities that Adrian’s final monumental effort is thowgimleash.
Scaff is certainly not wrong in her recognition that at stakihm Magic Mountains at least
in part this contest between the life-affirming teleology of narratime &ind the death-wish
of a timeless waiting, which corresponds quite readily with the sort of woridi@aed,
respectively, by the flatland and by the Berghof. And if it is fair to saythiedtatter time-
perspective is “suspect” [“verdachtig”’] irthe Magic Mountainthen it is, on the surface, at
least, outright charged IDoctor FaustusAnd if anything is in dispute it is certainly not the

significance of the end or of the problem of narrative closure; rather, as wasé®The
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Magic Mountain it is the temporality of the end and of the promise of closure, i.e. the
temporality of impossibility, that calls out for reconsideration.
*

If we accept the link that binds Adrian’s musiBaldungto his eventual fate, then the
temporality of thaBildungcan be found where that fate is once and for all confirmed in the
novel — in Adrian’s conversation with the Devil. It is often overlooked, for instancejrieat
is both the subject and object of the Devil's infamous conversation with Adrian Leverkihn.
TheTeufelsvertrags in this sense also very mucEeaitvertrag and as | have shown, this is
in keeping with a Faustian temporality, more generally speaking, whatersson the reader
has in view. Moreover, the function of time in the novel demonstrates that the sort of time
thrust upon Adrian is the authentic temporality that his music seeks to repreiseimerét at
the very literal center of the novel that the relationship between time, deatieasbtof
art, and thus, too, that the character of the so-called ‘dilemma of closure’ in theésnovel
situated or “displaced,” as Downing might emphasize, away frorarttief the novel and
reorientedowardthe end.

When Adrian’s mocking arrogance begins to wear on the patience of his dak visi
the Devil interrupts him and reminds Adrian of the true reason for the unexpected visit

Zeit ist das Beste und Eigentliche, das wir geben, und unsere Gabe das Stundglas,

ist ja so fein, die Enge, durch die der rote Sand rinnt, so haardinn sein Gerinnsel,

nimmt fir das Auge gar nicht ab im oberen Hohlraum, nur ganz zuletzt, da scheints
schnell zu gehen und schnell gegangen zu sein, -- aber das ist so lange hin, bei der

Enge, d8 es der Rede und des Darandenkens nicht wert ist. Nur epelaslia

123



Stundglas gestellt ist, der Sand immerhin zu rinnen begonnen hat, dartiber wollt ich

mich gern mit dir, mein Lieber, verstandigen [....]
Ist alles eine Sache der Reife und der lieben Zeit. Eben dartiber mgehtnith
dir reden. DF 306)"*

According to Scaff, what the Devil gives to Adrian is the “gift of time” (79Yell

before Leverkihn writes thpocalypsethe devil proffers release from the hopelessness that

engenders such despairing art. To the artist struggling to narrate humaggyésgbsorrows
Sammael offers the ground of story-telling, time itself’ (75). Scaféhs merely reiterating
her analysis of the temporal problem exposed by aintiéiMagic Mountainwhere
narrative (and, consequently, history as well) is said to organize time in suaghaes W0
provide its infinite “flowing, [...] succession [...], [its] one thing after anotheith
significance and determinate meaning within the confines of a narrdine that first and
foremost admits the possibility of closure (gtd. in ScaffN¥ 541). However, although the
Devil does indeed offer something like “the ground of story-telling, time’itsedtich a time
is probably not meant to assuage the “hopelessness of a despairing art” oaliaeevit
nonnarrative universe; rather, as | will argue, such a time is meant tawwomdir the
temporality of the ground of narrative lies in the possibility of its own impog)
including the impossibility of closure.

In the passage above, for example, what the Devil gives is again thatrfamilia

symbolic relic fromThe Death in VenicandThe Magic Mountainthe StundglasThe

"t «“Time is what is real, the best we give, and ourigithe hour-glass — indeed ‘tis subtly narrova thottle
neck through which the red sand runs, so hairttkérickle that the eye beholds no diminishmertheupper
chamber, and only at the very end does it appego fast and fast be gone. But that is yet so wlistehat with
the narrowness, that it deserves nor mention raarght. Simply that the hour-glakas been turnedhat the
sand has begun to run — about that would | conas tenderstanding with you, dear boy [....]

[...] Itis all a matter of ripeness and sweet titiad for that reason would | speak with yol'K 243;
emphasis mine).
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difference is that here ti&undglass much more than a symbol or metaphor; rather it is
passed off as a matterfaict The language itself, in fact, testifies to an important distinction
between narrative time and aigentlicheZeit the deceptive drama of the hour-glass sand in
its development from a “hairlike” trickle to a quickening completion, rendered plbetica
the passage above, is purely derivative of the ontological and thus more prirttaof tts
having been turnedvhich is rendered much more matter-of-factly at the end of the passage
and is forcefully suggested as tleal matter about which the Devil has come to speak with
Adrian. Thus the sort of time described by the Devil in the passage above s&|yrem
bound to narrative but rather to something more fundamental and primary than narrative or
so-calledhistorical time. The high-flying time of genius that Adrian is promised, the passage
of which “ist ja so fein, die Enge, durch die der rote Sand rinnt, so haardiinn sein Gerinnsel,
nimmt fir das Auge gar nicht ab im oberen Hohlraum,” is always countered by tioé tfaet
contract’s finite terms expressed not so much in the terms themselves, whichAdrian
to sacrifice love and life, but in his being-towards those terms, his very titereng-to-
term, so to speak.

The Sanduhmpassage from Chapter XXV demonstrates the critical nature of the sort
of impossibility about which the Devil has comeaeémindAdrian, and it provides an
excellent example of what Heidegger means when he claims that Daseihgintigatly
acknowledging itself as being-towards-death, also acknowledgdsggeke possibility of an
utter impossibility. Just as Hofrat Behrens provided Hans Castorp the oppootunioking
into his own grave, the Devil's appointed task is to enlighten Adrian as to the riatuee o
time he has been given. Like Castorp, then, Adrian is provided a glimpse into his

fundamental predicament, which it would ordinarily not be “vouchsafed” for himeto se
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“[es] nimmt fur das Auge gar nicht ab im oberen Hohlraum.” Insofar as the remg{ghs
been turned, the terms of the bargain and, thus, too, Adrian’s inevitable death, are not only
confirmed and predicted at this moment in the novel, but even more importantlyy’adria
dying is said to be already underway: “Nur ebep dias Stundglas gestellt ist, der Sand
immerhin zu rinnen begonnen hat, dariber wollt ich mich gern mit dir, mein Lieber,
verstandigen.” In this way, Adrian, like Dasein, is revealed as somethitegligaibeing-
towards-death, dseingthe coming-towards his own impossibility, an impossibility,
moreover, which it is not only in every sense forbidden for Dasein to see but even, as
Heidegger insists and as the Devil more subtly manages to suggest, it is alsogatdibit
interpret in the midst of life — “[Der Tod, das Ende] ist so lange hin, bei der Erfjes dier
Rede und des Darandenkens nicht wert ist” — or to experience at the moment of its
occurrence — “nur ganz zuletzt, da scheints schnell zu gehen und schnell gegangen zu sein.”
It is in this way that the temporality of ti&anduhrprepares the ground for an idea of
impossibility toward which not only Adrian but also modern narrative, art and Geranany
always already headed in the novel. In other words, th&dhduhischon gestellt idboth
unleashes the possibilities of Adrian’s futirerchbrucheven as it certifies Adrian’s
already having beedelivered over to his own death, which is also to say, even as it
describes his coming-towards the possibility of his own impossibility.

The contact here between the themes of time, suffering, and the end of attiirsgany
but coincidental. In fact, where Scaff would contend that the reinvocation of vatrate
redeems Adrian Leverkihn, the Devil is clear on one point: to understand Adrian’s
predicament the reader must first concede the specificity of the hadtodenent being

described in which such a time is precisely what is fundamentally prohibiteddirmkeit

126



stands in the novel fiction is no longer possible: “Zuléssig ist allein noch der wioye fider
nicht verspielte, der unverstellte und unverklarte Ausdruck des Leides in seglem r
Augenblick. Seine Ohnmacht und Not sind so angewachsgikettascheinhaftes Spiel

damit mehr erlaubt istT{F 323)/? Time, too, the Devil insists, is whatrisal. It is in this
sense that it is precisehpt narrative time which is given but rather a time thatist*

fictitious, nota game,” a plot which does not seek to mitigate eternal transitions but te narra
these transitions directly. In short, as 8anduhranalogy suggests, whiata game “[ist] die
Enge, durch die der rote Sand rinnt, so haardiinn sein Gerinnsel, nimmt fir das Auge gar
nicht ab im oberen Hohlraum, nur ganz zuletzt, da scheints schnell zu gehen und schnell
gegangen zu sein”; when't a game at all is the irrevocable fact that$thendglas[schon]
gestellt ist.”

Not only does this distinction remind us of Heidegger’s distinction between an
inauthenticity which backs away from this fundamental recognition and an authemngc be
towards-death which takes over the possibilities that are released bylthstion itself, but
one could also argue that Heidegger’s conception of authentic being-towards-death
corresponds precisely with what the Devil says it is the distinct provenanaelefmart to
comprehend: the “unfeigned and untransfigured expression of suffering in its reahtriom
Of course, just as Heidegger’'s being-towards-death belongs to no moment peatesbtd r
the very literalstretching-alondErstreckung that Dasein always alreads; so, too, for
Mann the “real moment” of suffering belongs to the course of life itselfutidiamental

teleology of which, along with the telos of modern art, narrative and history, involves a

"2«0Only what isnotfictitious, nota game, is still permissible — the unfeigned armamsfigured expression of
suffering in its real moment. For suffering’s impote and affliction have swelled till illusion’srgas can no
longer be endured’'DF 256).
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process of clarification whose closest kin is death: “Freilich ist diefeiid) etwas dem
Tode sehr Nahes oder auch erst nach ihm sich Vollziehendes. Leben ist Pein, und nur solange
wir leiden, leben wir” Enstehund.28)”® Consequently, while the authenticity of
Dasein/Adrian may be measured by the degree to which they admit thenasellies
coming-towards their own impossibility, the authenticity of modern art is todasumed by
the degree to which it records the circumstances of itsumtergeherj“going under”].
It can be argued that it is only in terms of the temporality disclosed indhrent of
the pact that the temporality of Adrian’s most important musical compositions ¢altybe
elaborated. Consequently, before we analyze the temporality of Adrian's amdsthe
impossibilities it stages and presents, we will continue our interpretatibe &austian
terms of Adrian’s bargain and, thus, too, the ultimate suggestiveness of the “dii” of t
StundglasThe goal, of course, will be to show that Adrian’s redemptiofhs Lamentation
of Dr. Faustuswhich Scaff sees as the promise of closure in the text, is certification not of
the possibility of closure but of its impossibility, and that the path toward tlogmgon
begins with the Devil's insight, not with Zeitblom’s — for now it is sufficient to ribéd the
fundamental prohibitions contained in the terms of the contract are those to which the
Apocalypse oratorio and theamentatiorare creative musical responses and stagirus.
Devil's description of the End and of “Hell’s horrid hole” reiterates this dynamic
Mit Symbolis, mein Guter, nfuman sich durchaus begnigen, wenn man von
der Hollen spricht, denn dort hort alles auf, -- nicht nur das anzeigende Wort,
sondern Uberhaupt alles, -- dies ist sogar [...] was der Neukdmmling dort

zuerst erfahrt, und was er zunachst mit seinen sozusagen gesunden Sinnen gar

3To be sure, this clarification is something vetgse to death, or comes about only after it. lsfpain, and
we live only as long as we suffer3iory144).
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nicht fassen kann und nicht verstehen will [...] weil es unglaublich ist,
unglaublich zum Kreidewpwerden, unglaublich, obgleich es einem gleich

zur Begr{ung in bindig nachdriicklichster Form eroffnet wirdj thaer alles
aufhort’, jedes Erbarmen, jede Gnade, jede Schonung, jede letzte Spur von
Rucksicht auf den beschwoérend unglaubigen Einwand ‘Das konnt und konnt
ihr doch mit einer Seele nicht tun’: es wird getan, es geschieht, und zwar ohne
von Worte zur Rechenschaft gezogen zu werden, im schalldichten Kellar, tief
unter Gottes Gehdrt, und zwar in Ewigkeit. Nein, es ist schlecht davon reden,
es liegt abseits und perhalb der Sprache, diese hat nichts damit zu tun, hat
kein Verhaltnis dazu, weshalb sie auch nie rechfweelche Zeitform sie

darauf anwenden soll und sich aus Not mit dem Futurum behilft, wie es ja
heipt: ‘Da wird sein Heulen und Zahneklappern’. Gut, das sind ein paar
Wortlaute [...] aber eben doch nur schwache Symbole und ohne rechte
Beziehung zu dem, was ‘sein wird’ — rechenschaftslos, in Vergessenheit,
zwischen dicken Mauern. [....] Darum, zu deiner Beruhigung sei es gesagt,
wird dir denn auch die Holle nichts wesentlich Neues, -- nur das mehr oder
weniger Gewohnte, und mit Stolz Gewohnte, zu bieten haben. Sie ist im

Grunde nur eine Fortsetzung des extravaganten Dadem820-31)*

"““One must, my good man, be entirely content s§tmbolisvhen one speaks of hell, for there all things
cease — not only the signifying word, but everyghattogether — that is, indeed [...] what the newcofinstr
experiences and what he at first cannot grasp [.cdlie it is unbelievable, so unbelievable thafriid a man
chalk-white, unbelievable, although in the veryegireg upon arrival it is revealed in a concise arakt
forcible form that ‘here all things cease,’ evergroy, every grace, every forbearance, every lasetof
consideration for the beseeching, unbelieving dlgac'You cannot, you really cannot do that witseul’ —
but it is done, it happens, and without a wordagfaauntability, in the sound-tight cellar, deep belBod’s
hearing, and indeed for all eternity. No, it is ess to speak of it, for it lies apart from andside language,
which has nothing to do with it, has no relationtt@nd that is also why language never rightlgwa which
tense to apply to it and makes shift perforce withfuture, for as it is said: ‘There shall be wajland
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This long passage affords us the opportunity to recall in more detail its sigreficanc
alongside the trajectory | have described that leads TieenMagic Mountaiio Doctor
Faustus Just as'he Magic Mountainvas a time-novel or a novef time in the double
sense that it bothelongedo time and proposed to be a noakbuttime, Mann calloctor
Faustusa bookof endings, which may, of course, also be read in this double sense of being
on the one hand a novaboutendings and on the other hand a book which itsdtingsto
the end. This affinity between an ontology of time and one of endings is preciselyxtw cr
what makes Mann’s and Heidegger’s treatment of the subject so criteceg¢vesed and
updated evaluation of a late modernism’s understanding of time, which itrialaftes
overarching goal of my project to illuminate. Simply put, the shift from adan time to a
focus on the end is much less a sawftay froma preoccupation with time than it is a
progressiveoming towarda tragic idea of timasthe end, and in this case, in particular, an
idea of timeas being-towards-death.

Consider the heightened awareness (siffeMagic Mountainof the nature of
endings described in the above passage, in which both the finality of no-longeteseegs
well as the policy of deferral so critical to an understanding of Heideggeriardérand
being-towards-death are powerfully emphasized and reinforced. On the one handnih the e
towardwhich Adrian, and ngust Adrian, is headed “all things cease — not only the
signifying word, but everything altogether — that is, indeed [...] what the negrdmst

experiences and what he at first cannot grasp [...].” This emphatic end, c¢,cesdutely

gnashing of teeth.” Good, those are a few quotedisvp..], but for all that, mere weak symbols andwrib
real connexion to what ‘shall be’ — unaccountabieblivion, between thick walls. [....] Therefore, your
consolation, let it be said that hell will have lniag essentially new to offer you — only that toiethyou are
more or less customed, proudly customed. In itddnment it is merely a continuation of your extreasaty
existence” DF 262).
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includes Adrian himself, or, as Heidegger would certainly maintain, it desthi&eadical
impossibility of Adrian as such. On the other hand, such an idea of the end signals other
impossibilities, including the impossibility of the end itself. As in Heideggeretite

proffered by Mann’s Devil cannot be expressed in language; it is esgerititdat it is
precisely what cannot be “told through.” Just as Dasein is always out ahésalfofi

coming towards its end, an end which it can never know, the Devil claims “it is bootless to
speak of it” — insofar as mankind is to speak of the end at all, he must always reiiethe it
tense to which it belongs, namely, the future tense. Consequently, Adrian emgrgethis
correspondence, if not with the knowledge, then at least having been warned not only that he
is his own coming-towards this end in whicaand“everything altogetherivill cease- he

is the possibility of his own impossibilityoat alsathat this end is ndor him. Instead, its
arrival and judgment will offer no insight, so Adrian is left with the awkward andepeng
consolation that the end “will have nothing essentially new to offer you — only thatdb whi
you are more or less customed, proudly customed. In its fundament it is merely a
continuation of your extravagant existence.”

Perhaps it is no surprise that the Devil's pronouncements on the character and nature
of death and theftedife, which is also to say, the fatal consequences of the blood-pact,
refigure the subject as it is imagined in Goethe’s version of the myibr,diegly, and more
specifically, the Devil irDoctor Faustussingles outime as the basis of the pact. According
to Mann’s 1938 essay on GoethBaust “[Faust und Mephistopheles] reden einander

vorbei, zeitlich und auch moralisch. Der Bund wird auf der Grunde verschiedenartige
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Vorstellungen geschlossen [...J5\V1X.1960. 611)° Elaborating the “temporal” and thus,
too, as both Heidegger and Mann would likely argue, the “moral” aspect of this
misunderstanding, is precisely the essential distinction and innovation of Mamsgreof
the Faust myth and yet another justification for calling the novelTlkeMagic Mountaipa
modernistZeitroman

Whereas Goethe’s Mephisto inhabits the afterlife of the popular and primitive
imagination and calls for Faust's eternal service there, Faussesppsehe incredulous
scientific spirit of modern man unconvinced by metaphysical notions of the afeantifthus,
too, naively fearless of Mephisto’s warning — Heidegger, of course, destribasctedulity
in terms of Dasein’s backing away in flight from the truth of this possipihig possibility,
remember, of its own impossibility. Like Goethe’s Faust, Adrian Leverkuhis¢heeibt sich
dem Teufel aus demselben menschlich hohen Streben, dem Wissenschatft, Geishigrkennt
nicht Gentge tun konnten; mit derselben unbedingten und niemals zu sattigenden
Leidenschatft, die ihn am Denken und Wissen verzweifefip Wward er sich dem Geifiu
ergeben [...]” GF 611)° and with no thought toward the implications of its terms, which he
arrogantly takes for granted, namely, that he will die. Both Faust’s andriglattitude
toward the seemingly primitive terms of the contract is characterizad vgnic
condescension and contempt:

Schon der Blut-Pakt, den Mephistopheles, weil er eben in Gottes Namen

wirklich der Teufel ist, doch notwending braucht, ist Fausten so widrig wie

5 “Neither [Faust nor Mephisto] understands the otheither temporally or morally. The bargain isisk on

the basis of two different conceptiong€gsay31, Trans. H.T. Lowe-Porter).

% “makes his pact with the devil out of the sanghtand human aspiration that mind, science, knoyeédthd
been unable to satisfy; with the same absolutarssaliable passion that made him despair of thohglgives
himself to pleasure”Hssay<31).
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altvertraut, er nennt ihn veréchtlich eine ‘Fratze’. Was braucht es der
aberglaubischen Floskel und Formalitat der Blut-Unterschrift? Da es doch e
haltendes und haltbares Versprechen nicht gibt im Fluten des Geschehens,
wenn auch der edle Mensch festhalten mochte an dem Wahn der GEue. (
610)’
Like Faust's Mephistopheles, Mann’s Devil is interested in precisely thmahwioes not
interest Faust or Adrian: the end, or more to the pthiety end. For Goethe, Mann claims,
“[Mephistopheles] speaks of the hereafter as an actuality in the popular mind aashis
[...]. But Faust answers him as a humanist and earth-bound human spirit, who does not
believe in a hereatfter, or at least is not interested in one” (30); and, indeecerad thfe
Fausts second part Faust's ascenscion to heaven confirms such a conceptiorteit &l, &
place in which they “find themselveafterthe pact has run its course:
Ich will mich hier zu deinem Dienst verbinden
Auf deinen Wink nicht rasten und nicht ruhn:
Wenn wir uns driben wiederfinden,
Dann sollst Du mir das Gleiche tun (qtd Hesays30)®
The important difference lies precisely in the nature of the temporalibysoénd, the
temporality of the “hereafter.” Mann’s Devil not only describes a vergufit “hereafter”

but insists throughout the dialogue from beginning to end on its being precisely the reason

" The blood-pact — vital to Mephisto because afleha reallyis the Devil — Faust knows about that, too, it is
as familiar as [it is] repulsive to him; he refésshe pact with contempt, as a piece of tomfooléfry must
they have such a superstitious flourish as theasiga in blood, when after all, in the eternal fafthings,
there can be no such thing as a binding promise&eter much a high-minded man would wish to clingh®
delusion of truth?”Essays30).
8 Here | bind myself unto your service,

Ever at your beck and call to be;

When we find ourselves in the hereafter,

Then you shall do the same for ntesgay<30)
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for his visit: “daruber wollt ich mich gern mit dir, mein Lieber, verstandigen]|[[e]ben
dariiber mécht ich ja mit dir reden'DE 306)./° For Mann, it would appear, the Devil is
even more forcefully and resolutely a spirit of negation -- his descriptidreatd negates
not only Adrian but himself, too; it is, after all, “where all things cease.” Anditieizes
Adrian’s faith in an afterlife as a derivative illusion that belongs to a vudgathly sense of
time (DF 260). In Mann’s modernist version of the tale, not only have both secular and
theological considerations of the true nature of the before and after of deathtagzesr
become fused in such a way as to suggest their ontological basis in a tegnpbralit
impossibility like that described by the Devil in the passage above, but ibihal®evil's
recognition and clarification of Goethe’s original “temporal” misundeditay; one brought
to Mann'’s attention under the pressures and vicissitudes of history, that rathetlexplic
echoes Heideggerian conceptions of temporality and being-towards-death as\wanag
the possibility of an impossibililty.

In fact, it is fair to say that what distinguishes the entire dialogD®ktor Faustuss
precisely this temporality of impossibility as well as the detailedbdise that surrounds it.
The elaboration of what Mann calls Mephisto’s and Faust’s misunderstanding spidctréo
time and its moral aspect, which Goethe left unexplored, or at least subtly eonceal
exactly that which is highlighted and made a leitmotDoctor FaustusAs the Devil says
to Adrian: “D&3 wir zum Ende und zum Besclkommen, wird dir genehm sein. [....]
Kurzum, zwischen uns braucht’s keinen vierigen Wegschied im Spesser Wald und keine
Zirkel. Wir sind im Vertrage und im Geschaft, -- mit deinem Blut hast du’sugezmd dich

gegen uns versprochen und bist auf uns getauft — dieser mein Besuch gilt nur der

9 «about that would | come to an understanding withu, dear boy [....] And for that reason would | speak
with you™ (DF 243).
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Konfirmation” (DF 333)# Given the running commentary on the nature of the end and of
endings that makes up the bulk of the conversation between him and Adrian, the way in
which the Devil concludes the whole affair is at the very least suggestive iasafar
“com[ing] to an end” the Fiend not only brings his conversation with Adrian to a conclusion,
but he also demands agreement with and acknowledgment of, regardless of Adrian’s
willingness to grant it, the clearly ontological (and biological) truth of thengse involved,
namely, that Adrianvill end when th&eitvertraghas come to term.

Yet the promise of closure is the promise of an impossibility with which Adrian and
Dasein are not just merely related but rather identified. The problem of ciesurthe same
time the problem of Adrian, and his promise beforehim, so to speak; it only magnifies
what healwayshas been and thus, tareadyis: “Darum, zu deiner Beruhigung sei es
gesagt, wird dir denn auch die Hélle nichts wesentlich Neues, -- nur das mehr odgrweni
Gewohnte, und mit Stolz Gewohnte, zu bieten haben. Sie ist im Grunde nur eine Fortsetzung
des extravaganten Dasein&"n this way, Mann insists, along with his Devil and in strict
opposition to Goethe’s Faust, that there are indeed such things as “binding promises” — long
before the conversation with the Devil, Adrian had already made the promise, nésch |
itself outin his body in the “soft, silent” industry of the disease, which works continuously
away at andowardits morbid task and goal well beneath the surface of Adrian’s public life
and persona. Consequently, Adrian’s very continuation, and the creative, productive

possibilities for which this continuation allows, remain bound to the course of hisgjigeas

8 “That we come to an end and a conclusion is sughgeable to you. [....] In short, betwixt us theeedbe
no four crossway in the Spesser Forest and neesiriVe are in league and in business — with yaodyou
have certified it and promised yourself to us aredlmptized ours — this visit of mine is intendeerety for
confirmation” OF 264).

8L “Therefore, to your consolation, let it be saidtthell will have nothing essentially new to offeu — only
that to which you are more or less customed, psocastomed. In its fundament it is merely a cordtimn of
your extravagant existence.”
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Adrian’s so-calledllumination— Adrian’s unrelenting biological march toward death, which
is to say, toward his very own impossibilifyhus, as the Devil pointed out earlier, what it is
important for Adrian to know is not so much the certainty of what is, after all, the mos
certain even as it is at the same time the least available, namely, ttzat Wdlrcease to be
when the terms of the bargain are up, but rather only that the “sand has begun to run,” the
Stundglasgestellt ist,” the fate olllumination, which Adrian essentiallis, is already

underway.

For Heidegger the problem of closure and deferral, which for Kermode is ezbstact
the surface area of modern history as a primarily psychological and tleadlplggnomenon,
reaches deep into what Heidegger calls the primordial finitude of Dasgisteree, or
being-towards-death. It is no surprise, then, that the chapBaimdg and Timé¢hat focuses
most explicitly on the phenomenon of being-towards-death also takes up the question of the
possibility of Dasein’®eing-a-wholeHeidegger, of course, would argue that the dynamics
of closure are among the basic expressions of the temporality of being and/theoued of
what he understands as tragic experience (Gover). According to Heideggeatih time
that we suffer but rathestime. Consequently, whether narrative or static time make or
unmake the possibility of closure is not the question so much as whether the end both makes
and unmakes the possibility of time, which is also to say, the possibility of Dasein.

Death, Heidegger says, is that which both wholly belongs to the individual as its
ownmost possibility and which is at the same time never possessed: “Dabédfriggc
Ganze des Daseins im Tode ist zugleich Verlust des Seins des Da. Der glzemgan

Nichtmehrdasein hebt das Dasein gerade aus der Moglichkeit, diesen gtmargafahren
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und als erfahrenen zu verstehe8Z@16)2? This is precisely why language cannot articulate
the ‘es wird’ and why the Devil urges Adrian not to dwell on the end but rather upon the
truth of the temporality suggested by it, namely, his being-towards-the-emel fact that the
sand has already begun to run into the bottom chamber. As we shall also see, whesa Dasein’
utmost possibility is its being thrust toward an end it can never know, the problemuséclos
transcends and at the same time subsumes the merely narrative or hiStousavhether
we are dealing with the endless waiting of the strict style or thefgra@nsitions of
narrative time we are always dealing with an ontology of endings and siitictapolicy of
tragic deferral of which narrative and history are iterations, not resolpwtmsh should
bring us, finally, and also quite naturally, to the relevance of Heideggemaridr a
rereading of the problem of tleedin Doctor Faustus
Bernard Stiegler’s description of Heideggerian deferral bears negdere:
Dasein is the being who [...] defers. [....] The being who defers by putting
off till later anticipates: to anticipate always means to defer. D& to be:
it is not simply — itis onlywhatit will be; it is time. Anticipation means being-
for-the-end. Dasein knows its end. Yet it m#verhave knowledge of it. Its
end is that toward which it is, in relation to which it is; yet its end is what will
never bdor Dasein. Daseirs for the end, but its end notfor it. Although it
knows its end absolutely, it will always be that in relation to which it will
never know anything: the knowledge of the end always withdraws, is

concealed in being deferred. The end of Dasein is the indeterminate. [....]

8 “wWhen Dasein reaches its wholeness in deathpitilsaneously loses the Being of its ‘there.’ Bytitnsition
to no-longer Dasein [...], it gets lifted right outtbe possibility of experiencing this transitiordawf
understanding it as something experienc&i Z81).
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This never-being-finished constitutes the mark of Dasein’s finitude, the
infinitude of the finite, that is, of the radical end as what can only be
completed in being deferred [...]. (231)

Scaff, of course, following Kermode, recognizes the problem of deferral that
underlies the Devil’s contract, but in stressing the ironic paradox of itstamaolsly finite
conditions she fails to recognize that her loophole, the alleged coming to cldsereddy
Adrian in theLamentationreveals that such a policy is anything but ironic; rather, as both
the Devil and Heidegger point out, it is to be expected, just as the Devil telsAulsi
coming was to be expected: “Zeit hast du von uns genommen, geniale Zeit, hochtragende
Zeit, volle vierundzwanzig Jahr ab dato recessi, die setzen wir dir zum Ziel. 8ihdrdm
und voruber gelaufen, was nicht abzusehen, und ist so eine Zeit auch eine Ewigkeit, -- so
sollst du geholt seinF 333)2° Here the strict, definitive terms of Adrian’s finite existence
are apparently released, opened up to eternity, and in such a way that forcdds tiyd
problem of closure and the question of Adrian’s salvation in the novel with Heidegger’'s
description of Dasein’s never-being-finished.

For Heidegger the crucial peculiarity of Dasein’s death is that it lsdmotain and
indefinite, infinite and finite, and iBoctor FaustusMann offers a tempting literary
expression of this problem. Dasein is certain of its death insofaisamiiy in relation to its
end (Stiegler), yet this certainty is concealed from it inasmuch d&n#ie moment of its
death nor the certainty with which such a moment is invested can ever be transtesed i

experiencdor Dasein or grasped by its understanding. Instead, Dasein in its everydayness

8 “Time you have taken from us, a genius’s timehHiging time, full XXIV yearsab dato recessiwhich we
set to you as the limit. When they are finished fufigh expired, which is not to be foreseen [...], auth a
time is also an eternity [...] — then you shall belied” OF 264; qtd. in Scaff 72).
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flees from this certainty and thus consciously defers what is already onatipdieferred.
Likewise, the Devil explains to Adrian, whose sole concern is precisely how and whkn it
end for him, that despite the “uncertainty and haphazard of the moment when ittwiebe
to think on the end” [“Die Unsicherheit und Beliebigkeit des Augenblicks, wo es #dit w
ans Ende zu denken'Df 245/308), that hevill end nevertheless “demands agreement”
[“das will ausgemacht sein"DF 246/309).

The sort of time proffered by the Devil — “Great time, mad time, most devifigh {i
in which to soar higher and higher still” [“Gde Zeit, tolle Zeit, ganz verteufelte Zeit, in der
es hoch und tberhoch hergeht [.. PR 246/309) — is also an “abundant, immeasurable
time,” which in Heidegger’s vocabulary is precisely the mistaken eterridldia out of an
ordinary,vulgare Zeitan everyday sense of time that is here clearly associated with the time
in which Adrian accomplishes his pubbairchbruchand “may plainly and honestly deem
himself a god” [‘d& er sich schlecht und recht fiir einen Gott halten mdgf] 246/309).
Such a time, according to Heidegger and the Devil, only reinforces the copotalf the
end, makes it difficult if not impossible to think on the end — “How would such a man ever
come to be fretted by the point in time when it is time to think on the end!” ["Wie kommt s
Einer dazu, sich um den Zeitpunkt zu kimmern, woe s Zeit wird ans Ende zu dernRén!”] (
246/309) — and thus also makes thinking on the end always somehiavely

For example, even while he demands to hear of the end, Adrian speaks of what comes
afterthe end, of whatlife [will be] like in Old Scratch’s house” [“Wie lebt sich’s in
Klepperlins Haus?"|DF 260/328; emphasis added) and of what awaits him there. Thus does
Adrian practice the art of deferral that Heidegger describes. Thisfgbirthking on the end

the Devil calls thinkingunhistorically, for — and here Mann seems to be in complete
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agreement with Heidegger’s revaluation of history as an ontological phenomenon — an
authenticallyhistorical thinking demands an entirely different disposition toward the past
and the future, that is to say, toward the truth of the hour-gllaasiag beerurned, that “his
bill [will] be presented him” [“die Rechnung endlich prasentiert wur®¥ 252/318) at the
end, which of course both constitutes and is contested by Dasein’s very being.

In other ways, too, Heidegger’s analysis of the temporality of Dasein, like Blann’
novel, is heavily invested with a particularly Faustian ontology. Heideggetsaithait the
possibility of Dasein’s being-a-whole is seemingly inconsistent with whialelgger calls
die Sorgeor care the temporalizing structure at the ground of Dasein’s being that expresses
itself in the unity of being-already-, being-alongside-, and being-atieiskl|f-in-the-world.
Being-ahead-of-itself in particular is not only what makes possible bewards-death but it
is also that which lies at the foundation of the dilemma of closure:

‘Solange es ist’, bis zu seinem Ende verhélt es sich zu seinem Seinkdnnen.
Auch dann, wenn es, noch existierend, nichts mehr ‘vor sich’ und ‘seine
Rechnung abgeschlossen’ hat, ist sein Sein noch durch das ‘Sichvorweg’
bestimmt. [...] Diese Strukturmoment der Sorge sagt doch unzweidefiig, da
im Dasein immer noch etwasisstehtwas als Seinkdnnen seiner selbst noch
nicht ‘wirklich’ geworden ist. Im Wesen der Grundverfassung des Daseins

liegt demnach einstandige Unabgeschlossenh¢8z313f*

8 «pas long as it is', right to its end, [Dasein] owports itself towards its potentiality-for-Beingvéh when it

still exists but has nothing more ‘before it’ arakhsettled [...] its account’, its Being is still demined by the
‘ahead-of-itself'. [....] The ‘ahead-of-itself' teliss unambiguously that in Dasein there is alwaysesthimg

still outstanding which, as a potentiality-for-Being for Daseireifs has not yet become ‘actual’. It is essential
to the basic constitution of Dasein that thereoigstantly something still to be settled]” (BT 279).
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Consequently, Dasein cannot know that in relation to which it is and thus cannot
come to closure about itself. Self-knowledge is always deferred, renderedabiayao that
Dasein’s richest possibility lies in the very impossibility of its beinglaing at all. As a
result, and as the Devil points out for Adrian, indeed it is the primary reason for hitheisi
Devil has come toemindAdrian of thatowardwhich he is headed and of that which has
alreadybeenestablished: “this visit of mine is intended merely for confirmation” [fmei
Besuch gilt nur der Konfirmation”[gF 264/333).

As we have seen, according to the Devil, what remains to be settled with tespect
Adrian’s bargain is1ot the “price in pence and farthings” of the deal itself but rather the
disclosure of the truth of the meaning of the bargain, which lies not in the coming tof term
the twenty four years but rather in the more fundamental fact of the hoursdiasgig-
already-been-turned. The verbal complicity of the passage from Mann witadgder’s
well-known reliance upon verbal etymologies suggest here a useful torreléh the
temporal structure afie Sorgenot only is the turninglreadythe case when the Devil
arrives so that his visit serves essentially Es@firmation but it is very obvious to the
reader and to the narrator that Adrian’s existeaiorgsidethis turning has also been the
case, a fact that very clearly justifies the solitary and frigid &hweh which he lives his
life and invests his musical works.

But perhaps most importantly for our arguments here, the having-been-turned
suggests the element of anticipation that grounds Dasein’s existence -alheauyof-itself
and being-towards-death — insofar as what is disclosed in the fact of the dsgis-bhving-
been-turned is both the certainty of Dasein’s finiteness as well as tinetialeoncealment of

this disclosure. In Heidegger's vocabulary this amounts to both an ontic concealsoést |

141



as the “eye beholds no diminishment in the upper chamber, and only at the very end does it
appear to go fast and fast be gone [...]” and an ontological one inasmuch as in being-
towards-the-end this having-been-turned is bound together with the never-beshgdithat
“constitutes the mark of Dasein’s finitude, the infinitude of the finite, that i\eofadical

end as what can only be completed in being deferred [...]” (Stiegler). Consequdraty

the Devil points out to Adrian that he is not alone and that “Everywhere the hour-glass has
been turned,” he simultaneously suggests not only the ubiquity but also the elemental
permanence of thisirning; the only settlement that is offered is one that lies in the
impossibility of settlement, in the infinite deferral of the finite linofdDasein (and history),

or more precisely, in theSeeming Impossibility of Getting Dasein’s Being-a-whole into our
Grasy [* Die scheinbare Unmdglichkeit einer ontologischen Erfassung und Bestimmung des
daseinsmgigen Ganzseiri (BT 279/52314).

Furthermore, it is no mere coincidence that both Mann and Heidegger bring to bear
upon the dilemma aflosureand the problem a¥holenesshe closely related question of
ripenesqand thus, too, the authenticity of whainctor Faustusould certainly be called a
sort of ‘organic’ time). As the Devil reminds Adrian and the readers, “[I]t is adatter of
ripeness and sweet tim&>Heidegger also examines the various meanings of the term in
order to show firstly that the character of that which is always still oulistg for Dasein is
formally analogous to the organic process of ripening and not at all like treetehraof the
remainder owed in order for a debt to be cancelled — this latter model, byythis wa

particularly relevant to our reading Dbctor Faustusince it is usually the one that guides

8 «|st alles eine Sache der Reife und der lieben’Z8F 306); we may also want to recall Zeitblom’s lament
much later on that Echo was “subject to time aneldfdo ripen” DF 489).
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traditional interpretations of the Faustian bargain; and secondly to show thantlaé for
analogy of ripeness with the type of ending that belongs to Dasein can orkghadafar:
Die unreife Frucht zum Beispiel geht ihrer Reife entgegen. Dabei wird ihr
im Reifen das, was sie noch nicht ist, keineswegs als Noch-nicht-vorhandenes
angestuckt. Sie selbst bringt sich zur Reife, und solches Sichbringen
charakterisiert ihr Sein als Frucht. Alles Erdenkliche, das beigebraatrver
kénnte, vermdchte die Unreife der Frucht nicht zu beseitigen, kame dieses
Seiende nichton ihm selbst hezur Reife. §2324)°
On the one hand, it is precisely this temporality that I think the Devil meampéotito
Adrian in their conversation. The “not-yet” of Dasein’s end is that toward whislaikvays
already headed; as such, the debt, as balance and remainder, is akealys“aicluded in
the very being of [Dasein], not as some random characteristic, but as somethiigtiv@ist
(BT 288). In this way being-towards-death and the having-been-turned $tuthéglasare
intimately connected:
So wie das Dasein vielmehr standing, solange es ist, schon sein Noch-nicht
ist, soist es auch schon immer sein Ende. Das mit dem Tod gemeinte Enden
bedeutet kein Zu-Ende-sein des Daseins, sondei®egaimzum Enddieses

seienden. Der Tod ist eine Weise zu sein, die das Dasein ubernimmt, sobald es

8 “When, for instance, a fruit is unripe, it ‘go@svard’ its ripeness. In this process of ripenitgttwhich the
fruit is not yet, is by no means pieced on as shingtnot yet present-at-hand. The fruit bringslitse
ripeness, and such a bringing of itself is a charétic of its Being as a fruit. Nothing imaginabivhich one
might contribute to it, would eliminate the unrigss of the fruit, if this entity did not come tpeness of its
own accord” BT 287).
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ist. ‘Sobald ein Mensch zum Leben kommt, sogleich ist er alt genug zu

sterben’ 62326Y
On the other hand, what distinguishes the ripening of the fruit from that of Dasein is
precisely the problem of fulfillment that Heidegger clearly describes@oblem of closure
and which is, of course, the Faustian predicament in the novel. In ripening the fruit i
fulfilled, but as Heidegger points out, Dasein often dies without reaching ffitimvithout
“having exhausted its specific possibilities” or even “passes its ripeatse bhe end’BT
288). Here the translators Béing and Timeote an important distinction between the
variable meanings of ripening Banging to an enar terminatingversusringing to a state
of completioror perfection Whereas the fruit needn’t tarry with the question of its coming to
ripeness, for Dasein this is a hermeneutical dilemma of the first rankriasata being is
always an issue for it, as Heidegger is fond of saying. Since Dasein, howelgeiprethe
most part inauthentically in unfulfillment or else by “having disintegratetibeen used up”
(BT 288), it can grasp itself in its wholeness only in a very limited and negative sénde, w
is to say, in and through tlaeithenticity[“Eigentlichkeit”] with which it relates to its own
death, so that coming to any sort of closure has to do with Dasein’s dispositiag of w
being towards its end as “the possibility of the impossibility of Daseins Gdtainly
doesn’t solve the dilemma of closure, but it does highlight it as a formidable ppation of
Heidegger’s own analysis and thus more strongly synthesizes the fundarnentahs of

Doctor Faustusvith Heidegger’'s concerns Being and Timelt also brings us full circle,

87...] just as Daseilis already its ‘not-yet’, and is its ‘not-yet’ constly as long as it is, is already its end

too. The ‘ending’ which we have in view when weapef death, does not signify Dasein’s Being-aead-

[...] but aBeing-towards-the-enf..] of this entity. Death is a way to be, which Bastakes over as soon as it
is.'As soon as man comes to life, he is at once otnigh to die.” BT 289). The author of the final line of the
passage is said to be Der Ackermann aus Bohmernt @nidteresting to note (given my own preoccigag)
that Heidegger pulls the quotation from a conterapo(1917) history of the tradition of GermBildungfrom
the Middle Ages to the Reformation.
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which is to say, back to Adrian’s musical ambitions, to Mann’s struggle to end tHe araye
to the question of Adrian’s salvation and the fulfillment it either or both promisesrand/

problematizes.

It seems to me the question of grasping the wholeness of Dasein as being-towards-
death and Mann'’s struggle to narrate Adrian’s salvation amount to simdardds. As we
have seen, according to Scaff the Apocalypse oratorio mirrors the infintead efr
protracted crisis of modernity described by Kermode, a crisis which can lmemesonly by
recovering the meaningfulness of time provided by a successful comingucechasich is
to say, by ending. Th&pocalypsas called a “consummate ‘a-temporal’ experience” that in
its inescapable circularity “jars and frustrates the aesthetidodégsvith harsh chords
‘endlessly’™” (Scaff 73) as well as a “musical model of ‘non-narration’ thésistrict
uniformity, lacking both a beginning and an end and “persisting without hope for either
salvation or damnation,” exemplifies what Hans Castorp says dissolvegxperience of
time’ that is ‘so closely related and bound to our feeling for life” (gtd. infSE3t In an
effort to reinstate this life-force, after writing tApocalypsall of Adrian’s compositions,
including a violin concerto and several pieces of chamber music, seek with vagimegsl
of success to reinstate narrative and historical possibility by bringadg #otits end and
successfully narrating humanity’s joys and sorrows (Scaffl&5)ically, it is with his
masterpiecd he Lamentation of Dr. Faustus work even more totalizing and subject to an
even stricter formalism than tiAg@ocalypsethat Adrian finally achieves his breakthrough
and salvation. Scaff describes how the stringency didngentatiorthat formerly repressed

music’s potential for narrative expressivity now paradoxically enablesfeelthg, and thus
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we witness in théamentationLeverkihn fulfilling his “youthful dream of [achieving] a
calculated whole” (88).
This overtly optimistic reading, however, fails to register the tempyp@Elithe
strenger Satbut rather carefully denies and avoids it; specifically, it overlooks the
temporality of the anxiety th&renger Satdescribes and that is its very basis. Bringing
Heidegger’s philosophy of time to bear upon a discussion of muBicator Faustuswill at
least be unexpected, if not outright suspect, but there are reasons for doing so. Tatlhegin w
Howard Eiland, in an insightful review of George Steindtartin Heidegger(1979),
criticizes Steiner for underestimating the potential of the musicabgyé&b elaborate
Heidegger’s notion oborge[carel from Being and Timas well as the “theological charge”
of fundamental concepts from Heidegger’s later writings. Though Eiland neveopieieis
connection between Heidegger and music, his brief acknowledgment of the correspondence
resonates powerfully with my purposes here. Eiland writes:
In the interaction of melody and rhythm, we find a paradigentélecheia
Like the circular being of Dasein, melody is futural: in its beginning iss e
Musical meaning or dimension [...] involves a stretching and turning through
time-space that recalls Heidegger’s delineatiorgeéthehenn Being and
Time[...]. In particular, the analogy of music reminds us of the crucial section
in Division Two ofBeing and TimgY 65, ‘Temporality as the Ontological
Meaning ofCaré€ [...]. In my opinion, the finite, spherical conception of
temporality, of existence at once anticipatory and recapitulatory, [also]

contains the germ of Heidegger’s later preoccupation[s] [....]. (313)
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According to Eiland, a hermeneutic circularity forms the conceptual ¢dine 0
correspondence he forges between Heidegger’'s noticereand fundamental aspects of
music and musical narrative. In fact, however, the correspondences that Gorgewith

the narrative and musical world Bbctor Faustuseach far beyond a decidedly incomplete
description ofSorgeas “at once anticipatory and recapitulatory.” Even Eiland overlooks the
potential of his own insight, in particular, the relevance of the connection Heidegger
maintains betweeBorge anxiety and conscience.

In the section oBeing and Timentitled “Conscience as the Call of Care,” Heidegger
quite naturally employs an explicitly aural, if not musical, analogy toritbes8orgeas
essentially a matter of Dasein’s anxiety and conscience and in the piaugsertainly
inadvertently) situates the general thrust of his temporal ontology welhwiitlirange of
Mann’s own preoccupations with musichoctor FaustusHeidegger writes:

Unheimlichkeit ist die [...] Grundart des In-der-Welt-seins. Das Dasestsel
ruft als Gewissen aus dem Grunde dieses Seins. [....] Der durch die Angst
gestimmte Ruf ermdglicht dem Dasein allererst den Entwurf seiriest self

sein eigenstes Seinkonnen. [....] [Deshathhpf Gewissen offenbart sich als
Ruf der Sorgeder Rufer ist das Dasein, sich angstigend in der Geworfenheit
(Schon-sein-in...) um sein Seinkoénnen. [....] Der Ruf des Gewissens, das
heipt dieses selbst, hat seine ontologische Moglichkeit darfhgdds Dasein

im Grunde seines Seins Sorge ist. [....] Das rechte Horen des Anrufs kommt

dann gleich einem Sichverstehen in seinem eigensten Seinkdnnen ptias hei
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dem Sichentwerfen auf dagyenstesigentliche SchuldigwerdenkdnnesZ
368-81§°
Heidegger’s insistence that Dasein’s authenticity can be measutiee 8ggree to which it
“hears” the call of conscience forcefully reminds us not only of the musicaiggnaore
generally but also of the endings of both novels under consideration here, the “dream of
love” and the “light of hope,” as well as of Mann’s 1938 essay on Godthe's where
Mann describes the possibility of Faust’'s and modernity’s redemptioti@sdo“[W]ir
wollen an dem anti-teuflischen Vertrauen festhaltefd,di@a Menschheit im Grunde ein
feines Gehdhat, und das Worte, die, aus eigenem Bemihen geborgen, ihr zugute kommen
mochten, in ihrem Herzen nicht untergehen werd&i §21) %

Even more importantly, perhaps, Heidegger in one fell swoop forges the constellation
that links Dasein’s conscience and its potentiality-for-Being, which it couéddnesd is
Heidegger’s answer to the traditionBifdung with the already musical temporality 86rge
and the musical analogy, more generally. Dasein’s authenticity is saidatiled”
through anxiety, and the temporality by which it is always already detedms said to be
guided by a conscience described as a calling to be “heard corrétibugh the full impact
of its acknowledgement will be elaborated in the next chapter, for now it is imptwrta

emphasize that whether it inauthentically flees from death or resolutedipates, Dasein’s

8 “Uncanniness is the basic kind of Being-in-the-adr..]. Out of the depths of this kind of Being, Rérs
itself, as conscience, calls. [...]. The call whosethbas been attuned by anxiety is what makes dilples
first and foremost for Dasein to project itself nfts ownmospotentiality-for-Being][....] [Thus] [c]onscience
manifests itself as the call of catbe caller is Dasein, which in its thrownnessifgrBeing-already-in), is
anxious about its potentiality-for-Being. [....] Thallcof conscience — that is, conscience itself s-ite
ontological possibility in the fact that Daseintie very basis of its Being, is care. [....]. Hearihg appeal
correctly is thus tantamount to having an undeditanof oneself in one’s ownmost potentiality-foeiBg —
that is, to projecting oneself upon oneisnmosiauthentic potentiality for becoming guiltyBT 322-34).

89 «But let us hold fast to the anti-diabolic faithat mankind has after all a keen hearing, andviatls born
of one’s own striving may do it good and not pefigim its heart” (GF in Essays 42; emphases mine).
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conscience is determined not only by the anxiety and guilt associated veimmiteath —
that which for Dasein ialwaysoutstanding and still to be settled — but Dasein is also always
already guilty because it is always alre#lalpwninto a world behind which it can never go.
Out of itsthrownnes®merges another type of unavailability that, like its own death — for
which itis, but which is nofor it — determines its ontological guilt.

Interestingly, one way of explaining Heideggerian guilt, if only supaitfycfor now,
is by recalling exactly what Castorp learns on his walk with Joachinbgfigre the latter
dies and what Hofrat Behrens says to Joachim’s mother in “consolation”. Castorpynot onl
admonishes the “Gleichgultigkeit, Verantwortungslosigkeit und egoistischehulds of
those who dare not admit the intimate relation between life and death and coneurs wit
Hofrat Behrens that death is much more a matter of thought for the living théorithe
deceased, but the Hofrat himself goes on to playfully confirm the ontologicaiaregathe
ground of this anxious flight and in the process echoes Heidegger: “But about death — no one
who came back from it could tell you anything [...]. We come out of the dark and go into the
dark again, and in between lie the experiences of our life. But the beginning and,the en
birth and death, we do not experiendg!M 536-7). The in-between of our life experiences,
of course, Heidegger calls thestreckunghat Daseins, and Dasein’s being-guilty lies in
the darkness out of which Dasein comes and into which it goes, as the Hofrat puts it, but
which it is forbidden for Dasein to experience. Thus Dasein always hagmedia resand
for that itis guilty, according to Heidegger. In drawing these connections it is at least fa
say that Heidegger here creates powerful correspondences with Manrvalamtiand
challenging temporality that also guides stienger Satzin anxiety Dasein turns towards its

own authentic temporality: “Dasein itself, as conscience, calls.” Anisghe mood that
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opens Dasein to the fullness of its suffering, or what amounts to the same thiearing
the call correctly” opens Dasein to the fullness both of its own time and of théhamnit is:
in a word,Sorge

Thus it is no mere coincidence that Adorno begins his prefaekilimsophy of
Modern Musiowith the claim that modern music is both the form and expression of a modern
anxiety that has its basis in what can only be described as a distinctly Heidrgg
temporality, a concurrence that, given the close proximity of Adorno’sytleéeanodern
music to the musical analogy Doctor Faustusmore than justifies the comparison with
Mann: “How disordered is life today at its very roots if its shuddering andtgigice
reflected even in a field no longer affected by empirical necesdigidan which human
beings hope to find a sanctuary from horrifying norms, but which fulfills its m@boi them
only by denying to them what they expect of PMM xiii). The twelve tone reflects the
temporality of Dasein’s anxious waiting towards death, its constant waitidey the threat
of impossibility: “Today the only works which really count are those which are geiton
works at all....[Twelve-tone] conceptions are portrayal[s] of anxiety.... Tewisg of form
establishes itself as a medium for shock absorption...These impulses do not [stimgit la
resolution” (30-2).

That the twelve-tone is an expression of anxiety contradicts the limitsfofm,
which excludes anticipation and expectation, which of course are the veryainateri
anxiety, and it is my aim to reveal the temporality of this contradictiorband this
temporality to bear upon a rereading of Adrian’s fate and self-developmeghtiofithe
strenger Satfthe strictly organized form of twelve-tone compositions]. Thus, in the same

way that Adrian’s excessive sin prepares him for salvation, the critique oepsagherent
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to the twelve-tone system, its disdain for endings and its embrace of stasis aapahks
circularity, is simultaneously the authentic and sincere expression einZaemporality.
This seemingly paradoxical relationship is of course the key to both Heideggerian
authenticity, as I've already shown, and Adorno’s convictions about the autonomyif art
which art, despite the restrictions placed upon it by history and the finitenessictl
material, subsists by always pointing to something outside itself, beyoridatsghat is

quite simply not itself®RMM 49). Like the twelve-tone and the anxiety it figur@srge
signifies Dasein’s having-be¢hrownout of and toward an impossibility — it denies and
negates even while it promises and prohibits lasting resolution.

We might say of the proposed resolutions to this dilemma that they ofter littl
consolation to the reader and typicadlydlike the music described by Adorno. But these
offerings certainly highlight the complexities of the ontological-hisepredicament Mann
is trying to narrate. We might say, for instance, that the dodecaphonithstlyfecaff claims
makes it impossible to end cannot disavow itself of the intentionality that makasvea
form and development possible and that must therefore inevitably move towafdsldsel
only can thestrenger Satnot dispense with the endings it seeks to avoid, it canndiebut
this end insofar as, like Daseinigtits own ending. Thus it is not that the twelve-tone
musical style obviates the beginning and the end but rather that the beginning emd ahe
bound to one another in a circularity that likewise constitutes the stretching-along
[Erstreckung of Dasein; it needn’t manifest itself as a narrative development or primgress
but merely as a stretching-along or turning which Dasein issptfor to and alongside any
notion of the former. And it is perhaps in this way that the musicality which “scorns

extensionn time” should be understood, not as somehow destroying narrative possibility but
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grounding it, conditioning the very possibility of what Heidegger would call the degvat
experience of bein@g-time.

For Adorno, the anxiety portrayed by the twelve-tone is also its matevialresult,
the twelve-tone not only describes the fate of music but is at the same tiratetberhusic
itself (67-8). When considered in terms of narrative, then the relationship betareative
possibility and the so-called atemporality described by the narrative is not opposition
but is rather an equation of mutual and consistent interdependence, simultaneity aon. dura
This equation, of course, clearly recalls the way in which Dasein is heelémporality it
describes, and thus the constellation of history, music and fate as it is pontréaypdia i
Philosophy of Modern MusigndDoctor Faustudegs a comparison with Heidegger’s
description of temporality &orge and not surprisingly, the acknowledgement of this
correspondence necessarily returns us to the questions of being-towards-deetirgs D
coming towards itself as the possibility of impossibility, that is, its dib@nof closure.

Music, as Adorno demonstrates, and in particular the twelve tone compositional
technique, not only the negation of an idea, it is also the fate of an idea of negation. In the
extremity of the twelve tone, we witness music’s turn toward itself asvtiiah “fulfills its
promise to them only by denying to them what they expect of it.” Just as fbedd@r
Dasein is described as the very unfolding of a fate, the authenticity of whuoaisured by
the degree to which Dasein turns toward its own impossibility, the possibility oftlaensic
art and of an authentic musicoctor Faustusnvolves their turning towards their own
impossibility, what literary scholars and cultural critics have concexledltmodernism
The passive emergence of this correspondentaerMagic Mountaimns engaged bipoctor

Faustuswith a technical, which is also to say a “timely” specificity that, hkedern music
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itself, according to Adorno, not only reflects the very coming-to-be of teeofanhusic and
even demonstrates that musical evolution undergoes the same fate of which it is an
expression, but it also exposes the coming-to-be of an idea of modernist time — rfaahely, t
in its negation of time, in staving it off, so to speak, the twelve-tone, rather than ghgpens
with time actually engages time in a way that narrative music cannot. Sutdsanf i
modernist time also encourages us to emphasize the development of this correspondence
from the relatively threadbare relationship between Castorp and musie iMagic
Mountainto the virtual identity Mann establishes between the fate of Adrian Leverkihn a
the fate of modern music doctor Faustusin addition, it clearly situates discussions of the
strenger Satavithin the orbit of philosophical approaches to the novel that hope to take
Heidegger’s account of temporality into consideration.

Doctor Faustuss both the story of Adrian’s fate and the story of his development
towardsuch a fate; it is also permeated by a narrator’s anxiety that igitsetided in the
anticipation of the fate he describes. According to Heidegger, the autheoitisitch a fate
is measured precisely by the degree to which this fate turns resoluteid ttsed, that it is
to say, by the degree to which both Adrian and music anticipate their own end. Consequently
this tragic development is told through both the vehicle of the musical analogy iasoifer
fate of music is bound up with the fate of the protagonist as well as through thecgvofuti
an idea of time toward/for which the protagonist and the world he inhabits are being
prepared.

Leverkihn’s now infamous description and justification of the twelve-tone form and

its anticipated development from the Brentano cycle through tioatimentationperfectly
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exposes the nature and limits of both music’s and his own temporality as Heidegger would
have it:
Das ist ganz aus einer Grundgestalt, einer vielfach variablen Inteitvel
den funf Ténen h-e-a-e-es abgeleitet, Horizontale und Vertikale sind davon
bestimmt und beherrscht, soweit das eben bei einem Grundmotiv von so
beschrankter Notenzahl moglich ist. Es ist wie ein Wort, ein Schltusselwort,
dessen Zeichen Uberall in dem Lied zu finden sind und es génzlich
determinieren mdchten. Es ist aber ein zu kurzes Woftfan mBte von
hier aus weitergehen und aus den zwolf Stufen des temperierten Halbton-
Alphabets grpere Worter bilden, Worter von zwolf Buchstaben, bestimmte
Kombinationen und Interrelationen der zwo6lf Halbtone, Reihenbildungen
[...]. Jeder Ton der gesammten Komposition, melodisch und harmonisch,
mupte sich Gber seine Beziehung zu dieser vorbestimmten Grundreihe
auszuweisen haben. Keiner durfte wiederkehren, ehe alle anderen erschienen
sind. Keiner durfte auftreten, der nicht in der Gesamtkonstruktion seine
motivische Funktion erfiillte. Es gabe keine freie Note mehr. Das wiirde ich

strengen Satz nennemR 258)°

% «It all comes from one basic figure, from a rowintervals capable of multiple variation, takennfrthe five
notes B-E-A-E-E-flat — both the horizontal and tlegtical lines are determined and governed byithe
extent that is possible in a basic motif with sadimited number of notes. It is like a word, a kegrd that
leaves its signature everywhere in the song anddiike to determine it entirely. It is, howeveogtshort a
word [...]. One would have to proceed from here anttldanger words from the twelve steps of the terage
semitone alphabet, words of twelve letters, speciimbinations and interrelations of the twelve isemes,
rows of notes — [...]. Each tone in the entire comipmsi melodic and harmonic, would have to demonstita
relation to this predetermined basic row. None daldre recuuntil all have first occurred. No note would
dare appear that did not fulfill its motif functievithin the structure as a whole. Free notes waolébnger
exist. That is what | would call a strict styldDF 205).
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The prohibitions on function and freedom that inhere in the structure of the twelve tone
mirror the temporal prohibitions in Heideggerian temporality, namely theyntiét is
Dasein’s basis or the being-guilty that in coming-towards only brings Dasekridaself,
S0 to speak, to that whichhas always beerthat is to say, being-towards-death. And yet
balancing out this prohibition is its opposite, the anticipation of the being-towatds tha
constantly awaits thentil, which has its basis in the infinite deferral of endings and in the
paradoxical risk and freedom of repetition. In addition, the twelve-tone, insofasas it
imagined as music stripped to its fundamental basis, without ornament, revehbs not
antithesis or enemy of musical development but rather its ground, which, as we have seen, is
time itself (Scaff).

The sanction on musical “freedom” by thieenger Satbr “strict style”is also the
sanction of traditional ideas of human subjectivity as the “tonal” centexpefience, a
move mirrored of course in Heidegger, for whom Dasein may be described apaaaiam
rejection or overcoming of traditional (Kantian/Hegelian) notions of freedam a
subjectivity. Dasein replaces the tonal center with a temporal-spatistract, not unlike a
musical rowalongwhich time as such works itself out according to the fundamental
requirement that insofar as it has begun it must also end. Though the twelvertainé/ce
obscures the possibility of conclusions, it nevertheless emphasizes endings. As puter
it, thestrenger Satnot only anticipates its own end but it stages this end and thus is revealed
as the fate of music itself. Consequently, in the tragic waiting describadrian’s music,
readers are given a very clear idea of the infinite deferral assdevéth being-towards-

death and modernist anxieties about the end of time and history (Kermode).
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This is clearly the case with the repetitive and anticipatory function didkéera
Esmereldamnotif, which not only helps to illustrate Adrian’s compositional strategy bat als
thoroughly determines the structure of his fate and the narrative itetdfera Esmeraldés,
in fact, thenamethat incorporates the punishment in the sin, “das Schlisselwort” that
“haunts his work like a rune” [“geistert runenhatft [...] durch sein WerlRF (L65-6DF
208). Just as every aspect of Adrian’s mature compositions (from his earliest
experimentations with the theme in the Brentaoogs to his final masterpiecéhe
Lamentation of Doctor Faustuss organized absolutely around this tonal theme, to the extent
that every possible variation is a mere derivative of it, the same is true afg#nizing
principle that motivates his life and being. As we can see, this is neitheabzation of
historical development (Scaff 71) nor a failure to recognize history (Adornoud@ather a
coldly passionate indictment of it. And this is the crux of Adrian’s frustration Wwéh t
limitations imposed upon both musical material and the possibilities of musicativeat
the end of a history in which method and content have &dsustedMoreover, such a
predicament desperately recalls the significance Heideggehedtto the way in which
being-towards-death and historicality collaborate to form the “essenhé&nt” of Dasein’s
experience as being-towards-deatlsorge

It will also be remembered that tleufelsvertragDevil’'s pact] was served merely
to remindAdrian of his fate, not to inaugurate it. The pact constitutes neither beginning nor
end but functions rather as a technical, literary device to establish theithiemaotif of
the novel, the development of Adrian’s infection in which his iagend alway$as been
inscribed (H-A-E-T-E-R-A). The “lllumination” that this motif is meaatfacilitate and that

would ordinarily correspond to Adrian’s anticipated enlightenment is rather thpicomss
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yet always hidden somatic indicator of his very literal coming-towards ndsdteadyis
and alwaysas beenwhich is to say, the very site of his own stretching-along and the
ongoing working-through and working-toward of his own mortality: “Die Illaation [...]
liegt bereits in deiner Natur, wir auferlegen dir beileibe nichts Neues, dirdfl machen
nichts Neues und Fremdes aus dir, sie verstarken und tbertreiben nur sinnreichsatles, wa
[schon] bist” OF 334-5)*

Insofar as this is the case, the atonal polyphonic crisis of the twelve-tdhésiack
of a tonal center and so-called atmosphere of impotence and stagnant repetiign,ibéts
“lettered symbol” a vital tonal center that is dispersed throughout the corap@sid points
much less to impotence and stagnation than it does to movement and desire and the mortal
resolve of human being over theomenbf its lifetime. Thus out of the brevity of the highly
compact musical moment grows the revelation of the nature and chafaates’s passage
asSorge In the tightly woven compositional form, the moment of significance pervades the
entire length of the composition, remains the same even amidst its multipleownarand
rather than returning/repeating itself in a surrender to stagnation coweesl itself out of its
having been which itself arises out of the coming towards of the fate oftinem. The
decisive moments of AdrianBildung whether his encounter with Esmerelda or his
commitment to the blood-pact, are thus, strictly speaking, not moments athait; taey
constitute a reverberation of the same motif that has always guided Adriaelspieent
and will ultimately determine his future and fate — a fate, by the way, whi¢chea
possibility of his own impossibility, remains an irrevocable judgment that Adaiad, of

course, Dasein) is unable to decipher because its deciphering is tantamouahtbriys

L «“The lllumination [....] already lies in your natureerily, we impose nothing new, the small folk raak
nothing new and strange to you, they do but défgter and magnify all that you [already] areDH 265).
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All of this is especially significant if critics such as Howard Eilanel correct in
associating this description of time not only with the musical analogy as sualsdutith
Heidegger’s description @orgeand with what Heidegger caligscheheor the historicity
of Dasein that, along with being-towards-death, is a constitutive elemensei3a
temporal being. This, | think, is the meaning of the repetitive mantra “l aiseksaschern”
that haunts the novel’s possibilities and that will be explored in more detail iolltheihg
chapter. The possibilities toward which Dasein is always already headthdamentally
limited by Dasein’s past, to its being-already-in-the-world, to ¥tens that its futural
disposition or its coming-towards is anything but wide open, but rather it issafoaed
into a conservative return. This return, essential to Dasein’s histyicald its
interdependence with the coming-towards of Dasein or being-towards-death, ssalsiaé
to Heidegger’s conception of Dasein’s guilt. Though the full impact of this nécmyand
of what the being-guilty of Dasein insures will become clearer later pnpfe it should be
noted only that Dasein’s ontological guilt is replicated in the so-calledgpatality of the
twelve-tone composition, and as such this compositional formalism is anything but
atemporal. According to Heidegger, the twelve-tone would suggest a highly téimgzbra
expression of Dasein’s being-guilty, and so it is not surprising that Scaff and @begnize
its obvious relationship to history since the question of Dasein’s guilt is as moucboted
with Dasein’s historicality as it is to the problem of care and being-tsadeath just as the
guestion of Adrian’s guilt is intimately linked with the transgressions ofm@erhistory.

*
It has not been my aim to solve the dilemma of closuBoittor Faustusut rather

to bring to bear upon it Heidegger’s notion of being-towards-death in order to explainh why
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is first and foremost a dilemma. My first objective was to show that, aocpiali
Heidegger’s analytic of Dasein and the theory of time that informs it, theibppas time
and eternity that defines Scaff's analysis of the novel is ultimatsiguided. Both the
stagnant atemporality of tigocalypsis cum figuriand the promise of narrative
development that inheres in thamentationrather than mutually excluding each other,
actually constitute together deeply felt responses to what Heidegger callsdall
temporality or being-towards-death, the essential character of wagcimlits being both
absolutely certain and at the same time always unavailable to Daseinh&lpusrhise of
salvation at the end of the novel, the “miracle that goes beyond faith,” ratheoliag the
dilemma of closure actually demonstrates it. My second and final objective wiasity the
nature of the tragic deferral at the foundation of Heidegger’s notion of beingdtydeath
and to show that as a result the sort of closure described by Scaff is plainly big)dssi
Dasein’s richest possibilitiedwayslie precisely in its impossibility, and the same may be
said of narrative. The reinstatement of narrative potential allows noofurel but only for
continuation, and the salvation it suggests is neither an answer to the dilemma ofrdosure
closure itself but rather the very expression of its deferral. Consequently, $itglpp®f
grasping itself as a whole is denied to Dasein and causes it to flee inelod flae anxiety
produced by the certainty that it will one dagt be

This is, however, not quite the whole story. Although Heidegger’s notion of being-
towards-death would appear to preclude both the possibility of closure as well as the
possibility of being delivered from the finality of death, he is reluctant tatasmmpletely to
such outright prohibitions. If Adrian is indeed saved at the end of the novel, having reached

his intended fulfillment or moment of ripeness, then the vehicle for this salvationienast
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what Heidegger callguthenticity or Eigentlichkeiffor it is only authentically that Dasein

may grasp itself as whole and comport itself with resolute anticipation thtreflee that
towards which is thrown — its own death. Thus to be authentically disposed towards one’s
ownmost possibility is to embrace that which is still outstanding, the possibitity of
impossibility of one’s existence (or even of one’s atgideggerian authenticity describes

the manner in which Dasein “heightens the possibility, which Dasein is, torgsnextimit
where it becomes boundless impossibility, namely, the impossibility of artingxas a

definite potentiality-for-being” (P6ggeler 44). And one could certainlyatgat in Adrian’s
diabolical pact, in his coldness and isolation, in his morbid preoccupation with death and his
feverish distance from society that he embodies a Dasein poised in resttipagon of its
own end.

Thus the only way for Dasein to get around the infinite deferral of the end is to
anticipate it or to bring it to oneself; like the fruit which never goes unfufikerian brings
himself to ripeness through his willing self-destruction (and yet, likeipeaing fruit,
despite himself). This dynamic is especially evident in the fact that evidrhode sees some
measure of authenticity in both Esmerelda’s choice to warn Adrian againstflanmbse
Adrian’s resolve to embrace the “ill-fated creature” of his imagnaHaetera Esmerelda
the name which corresponds to the dominant musical motif around which both his twelve-
tone expressions as well as Adrian’s life are organized: “a trace o$ lpugfication”
[“Einschlag von Liebeslauterung”PE 164/205) and “the bond of love [that lent] some
shimmer of human soul” [“einer Liebesbindung [...], was [...] einen Schimmer des
Seelenhaften verlieh"OF 164/206-7) to Adrian’s fateful choice and interaction. According

to Zeitblom, this trace saves Adrian from certain damnation, and the musicalmveatiich
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this potential is inscribed can thus not be said to represent either irresolutiemposlity
but rather signals the active resolve dfuananspirit deeply concerned with the time which it
essentiallys. Such an authentic temporality is also displayed in the tale of Nepomuk
Schneidewein, or Echo, Adrian’s nephew; and the return here of the question of ripeness i
not unimportant, for the theme itself returns when Zeitblom relates the stBohofs death
(DF 489) — the event, remember, that Scaff associates most explicitly wiilatiag
Adrian’s salvation by evoking within him the powerful love that had until that moment been
denied hint?

Like the infection growing in Adrian’s body, the true impact of such a tempporali
remains latent throughout most of Adrian’s career. It gathers itstigligrity and
significance only with his final compositiomhe Lamentation of Doctor Faustusd with
the death and transfiguration of his nephew Echo, which inspires both its success and
completion. It is well known thathe Lamentatioms Adrian’s breakthrough. However, it is
not in spite of the twelve-tone that Adrian escapes the diabolical circudatitg
Apocalypse oratorio, as most critics of the novel suggest it is, but through iisbexfat.
Moreover, the musical motif that guided the Brentano lieder gdided. amentatioeven
more decisively and has its narrative parallel in the story of Echo and in the oafjmiitg
between love and death that signals for Heidegger the very ess&Surgeindeed, the
crisis of representation in modern art, the truth about the relationship betwaad ezality,
between art and life, is for Mann all too real, and his awareness of istaltred in the

tragic events that describe the coming and going of Adrian’s angelitg nephew.

92 See John Fetzer's “Music, Love, Death, and Mabo'stor Faustusfor a closer look at the intersection in
the novel between music, love and death.
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The little boy’s name is mentioned very early on in the novel artatadly throughout as
a prelude to his symbolic significance. Echo’s death effegtiglelses the novel — it can be
argued that nothing happens after that, there is no more talk ehattfollows Echo’s death
is Adrian’s less than triumphant attempt to introduce the world gortast accomplished
effort, The Lamentation of Dr. Faustusvhich ends, tragically, in silence, failure and the
final onset of Adrian’s ultimate decay. Echo’s life and fate @ course closely linked with
both Adorno’s and Mann’s speculations on the fate of art in modern cultwhat is
personified in the character of Echo is both the mortality ofvainich, like the young
nephew, must age, become rigid, and d& 6) and also the impossibility of art in the
modern world, a prohibition upheld in the Devil's insistence upon Echo’s deatiisabeing
stripped away from Adrian. Echo is like the little servanthia $tory told to him by Adrian,
the “little spirit [who] had no age, but was the same delicatd ofiithe air both before and
after his imprisonment” [“der Kleine habe kein Alter gehabt, somdei vor und nach der
Gefangenschaft immer dasselbe zierliche Kind der Lufte gawl(F 493/621). “Yes, he
comes from a long way off” [“Ja, der ist weitherDKE 492/619), Adrian says, emphasizing
the untimely nature of the boy, who, like the work of art itself, is at oaneautonomous
thing of beauty and an object constrained by the “imprisonment’stirlyi (of having-been),
both free to anticipate its own immortality and subject to disratemn over time, “fated to
ripen and fall prey to things of this earth” [“der beschieden margifen und dem Irdischen
zu verfallen”] OF 489/615). Nepomuk is often described as an object of beauty “new to this
earth” [*auf Erden noch Neuen”D§ 487/614) and yet somehow “strikingly finished and
definitive” ["Ausgepragt-Fertiges und Gultiges”DE 484/609). His musical voice and

archaic manner of speech, according to Zeitblom, “although utteaiyring often tended to
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make his meaning seem obscure and enigmatic” [“eher verwischendeverfremdenden
und dabei hochst anmutigenDE 484/609).

In the end Echo is indescribable, calling to Zeitblom’s mind “langgagadequacy at
making things visible” [“Untauglichkeit der Sprache [...], Sichtbarkaei erreichen”] DF
484/609); in fact, rather than attempting a portrait of Echo, Zeitbli&e the cherub who
gazes into the “abyss of God’s eternal resoN@&F* (1 72) simply states that “tears well up in
[his] eyes at the thought of him” [“die Tranen mir in die Augesten beim Gedanken an
ihn"] (DF 484/609-10). For Zeitblom there was something in Nepomuk Schneidewein “that
made one incapable of believing in time, in its vulgar work ggower over this gracious
presence [...] That presence could not deny the inevitability oftgrdwt it found refuge in
a conceptual sphere that is mythic and timeless, where all thiesgegmultaneous and abide
in parallel” OF 489) Zeitblom’s optimism here is certainly not shared by Adrian, vgho
completely disconcerted by his very deep love for Echo and who knowbdtiathe love
itself as well as the object of that love are forbidden by histehich is perhaps the reason
why, as time passes in the novel, Adrian relinquishes his arrogant propenstlfeass and
laughter and betrays instead a rather alarming warmth amsls®gss, especially with
respect to Echo, around whom, Adrian says, “There is no reasongtd’ [glst auch kein
Grund zum Lachen”]|¥F 485/611). In short, the possibility of art and love in the modern
world are at least in one sense violently negated in Echo’s premature death.

Echo, then, is symbolic of art, life, desire and mortality personified ipritheesdy

which beauty is deformed, love denied, and art made the study of the impossible. Nepomuk

% “was einen aferstand setzte, an die Zeit und ihr gemeines Warlkhre Macht (iber diese holde Erscheinung
zu glauben [...] Sie konnte die Unvermeidlichkeit &achstums nicht leugnen, aber sie rettete sieling
Vorstellungssphare des Mythisch-Zeitlosen, Gleiglgen und neben einander Bestehend®¥ 616).
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is many things: a young nephew, a muse, and insofar as Adrian covets him likeciynaibj
involving himself in the actualare of the child, who after all is a real boy, Echo is the work
of art. But then it is not his illusory qualities, not his similarities with theak or art in
general, that give him his true significance; it is the reality of Eche tr&gic beauty that
more than any other confirms theman a beauty that is situated squarely in the world of
time and exists very well right in front of one in the flesh and blood of this dyind; shith
a beauty is the truth of one’s inability to protect the beloved, to alter the outcot®e of i
destiny and the impossibility of art to ever assuage the reality of itslappearance. The
story of Echo reflects in pristine clarity the Devil’'s pronouncement on thedtattistic
possibility in the modern period, on the negation of art by life, that “[o]nly what is not
fictitious, not a game, is still permissible — the unfeigned and untransfigipession of
suffering in its real moment.”

Echo is indeed a reminder that the game is no longer permissible, that the authenticity
of Adrian’s encounter with Echo is certified in its revocation, but belsausend not in
spite of his love, both the prohibition placed upon it and the irrevocableowdirdit. And
since Echo is himself characterized by a distinct temporality, likeethpdrality of Adrian’s
wound, the pact between love and death is, too. Isn’t this what is meant when the Devil says
that art has its conscience set against illusions and games, that art vetopsa@ing illusion
and to become, rathaapmprehensiomand isn't this precisely what art does when it takes the
form of Adrian’s beloved Echo, art as no longer a game, art as “unfeigned” and
“untransfigured”? And isn’t this what Adrian is trying to accomplish with the\tertone,
too, a stripping bare of ornamentation and of illusion that makes his final Wk,

Lamentationa masterpiece and breakthrough, a breakthrough in which art merges so
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imperceptibly with the reality of its loss? According to traditional negsliof Echo’s
significance in the novel, among them Scaff's and Cobley’s, Adrian’s lovectoo is
fundamentally opposed to the general thrust of the twelve-tone — the love is guided by
narrative, whereas the musical style (inspired as it is by the De\alidisasprohibit both
love and any temporality associated with it, but it seems more likely teahg prohibition
that provokes the love, the prohibition out of which the love grows. This is a subtle
distinction but one that nevertheless has ramifications for understandingempdeiting the
complexity of Mann’s “most beloved character.”

In conclusion, the authentic meaning of narrative time must be found within the stric
style itself, a plausible claim given the infamous ambiguity of its stattieinovel; it is
itself a “timely” caring on the end for the sake of humanity. When critics argue that the
problem of narrating time in both novels is a matter of “engaging the soul imieabig
experiences apart from the aesthetically ordered psychological ionsutsf dodecaphony”
(Scaff 82) or of portraying “a human being'’s (a character’'s) momemistoent experience”
(Cohn 210), they fail to appreciate the wayshrenger Satin the one novel and the idea of
Bildungin the earlier novel functioas history andasfate or the way these tropes “secrete”
historicity (Ziarek) and a psychology 8brge Consequently, Dasein&aring, both for its
own time and for the time that it always alreaglyis exposed in the “psychological
impulsion” of thestrenger Satand in the so-called “timelessness” that permeBtesMagic
Mountain As a result, these readings also fail to register the authentic meaning of
temporality as grounding rather than negating or destroying the so-cattative impetus
that motivates meaning in the novels. Furthermore, when Scaff claims that {{Afria

arrogance provokes him to configure the twelve-tone chromatic tones in a sugerhum
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‘cosmic’ order, but a deep longing to make human contact also keeps alive a labelt me
impulse,” she misses the crucial point that the development and the compositiongétdrm
is grounded in precisely such a deep longing, as the novel reiterates many tiomggsng
that is far from being the opposite of that diabolical tendency which frightetidatej but
at every moment is complicit with it and, in fact, refigures its devilry gamething very
different; remember, too, that what strikes Zeitblom most about his friefeland fate is
the greatness and intensity of his deep love for the world, that both the most angélee and t
most disturbing aspects of Adrian’s character and predicament are soalays
grounded first and foremost in this love, or better perhaps, in something very muchdike w
Heidegger callSorge

Adrian’s unconditional love forcefully recalls the prohibition and limit it hasagiiv
stood for, the prohibition of human finitude and being-towards-death, of which the story of
Echo is the novel's most dramatic example. On the one hand, as Adrian’s emotiooiasees
to Echo’s death, theamentatiorhas its source in an extreme anxiety over both the
premature loss of the nephew as well as the remorse attached to Adriporsiaitity for
that loss. In this way, too, Echo’s death serves as another reminder of Adrraits fede
even while the.amentatiorfunctions as a narrative deferral of this certainty because it
translates and embodies the guilt that is bound up with his survival and continuing. On the
other hand, Adrian’s freedom towards death is clearly communicated in and through the
Lamentationnasmuch as in it he looks forward to the moment when he will be delivered
from the suffering that he essentially Echois indeed impossible, and th@mentations an

ode to this loss and the guilt that it signifies and leaves behind as a remainder.
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Chapter 1V

Authenticity and the Jargon of History

Historicism’s ardent distrust of Heideggerian essentialism, a legayspfcion that
includes the full scope of the Heidegger controversy as well as extendedienalugatch as
Adorno’s influential critique of Heidegger’'s metaphysics, poses many challémgereading
that hopes to treat Heidegger’s theory of history as if its interpretive @btiead not been
exhausted, as if the whole matter of Heidegger had not yet been decided. And it is no less
interesting, though perhapdstmere coincidence, that the same confidence (of closure, of
having reached an end) suffuses the entire atmosphere of Mann criticism,llgspheia
The Magic MountairandDoctor Faustusare concerned (Fetzer et al.). Nevertheless, since
Heidegger’s idiosyncratic interpretation of history has never been resxtate
contemporary background of Mann’s celebrated historical novels (nor has it ewer bee
explained in terms of its own historical contingency), it is my aim in what fslkavéhow
how at least one opening can be found in a reading that juxtaposes the two and explains one
in terms of the other.

Just as in the previous chapter, where | ventured to interpret Hans Castorp’s and
Adrian Leverkihn’s fate and the problem of closure in the novels in terms of beingidewa
death, my purpose here is to show that Mann’s novels also help to illuminate Heidegger’s

theory of historicality [Geschichte, Geschichtlichkeit], a theory whichkinn helps to reopen



the question of history in the novels. Among other things, the novels appear to stage and
potentially reconcile, in their own way of course, the conflict between histaredarialism,
which requires that historical conditions of specificity guide and accompgngudhentic
(i.e. critical) understanding of the past, and the so-called metaphysiagari] of an
altogether different sort of authenticity that Heidegger describdsveisd out of the basic
historicity of the individual. The novels answer, along with Heidegger, that thésadaiks
conditions of specificity tend always to confirm rather than contradict théispgof what
it means tdoe historical in the first place (and precisely in the sense indicated byddeide
But first | must lay out separately (and briefly recall), as | do in nrgdiuictory
chapter, both the historical context from which any reading of Mann’s and Heidegger
respective concerns with history must necessarily emerge asswiedl aharacter and nature
of Heidegger’s understanding of history and of what it meahs hastorical. For
Heidegger’s part, this means providing a brief explanation of both his advancement of
Dilthey’s sense dlife and history as well as his break from Husserlian phenomenology and a
Bergsonian and Einsteinean relativity; and for Mann’s part, this means proaitmef
explanation of his narratives’ changing disposition with respect to history anddabt
meaning during the period that begins witie Magic Mountaimnd ends with the
publication ofDoctor FaustusThe changes that make up this evolution are generally
attributed to the influence of Mann’s readings of Benjamin and Adorno and to the
accompanying development of Mann’s own peculiar brand of historicism, whidtyis w
scholars typically see the “[nugjnmalhistorisch” approach of the earlier novel as giving
way to a more thoroughly materidiirchdringendesistoricism in the later novel (e.g.

Bergsten et al.).
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Scholarly approaches that insist on the correspondence between Adorno’s and
Mann’s shared understanding of history during the compositi@ootor Faustugan
insistence, by the way, that | know is not only justified and productive but at tleetisaen
historical and attested) nevertheless risk overlooking that aspect of Mgrgagement with
history that resonates with a Heideggerian conception of history. To artithddiek
between Heidegger’s historical ontology and Mann’s treatment of hist@ityaMagic
Mountainand (especiallyboctor Faustuss in fact at the same time to acknowledge the
Adorno-Heidegger debate, the key features of which must at some point be acknowledged i
any contemporary critical analysis of Heidegger. Consequently, it mglydven that the
problematic relationship between Mann’s and Adorno’s ideas of history helpsmate
Adorno’s famous critique of Heideggerargon of authenticityand that Mann’s treatment of
history in the novels under consideration, instead of slavishly describing an Adornian
historicism, may be said to operate somewhere between a Heideggerian amdmdor
conception of history. Moreover, a rereading of Mann’s representation(s) oyhrsgr
serve us to dispense with the debate altogether by helping to show thasthequte
opposition between history and ontology is somehow always already resolved acll & s
way, in fact, as Heidegger had already emphasized with his persistentr@daimstory is
not onlynotthe enemy of being, but that being as such is first and fordmnststical

Most critical assessments of Heidegger’'s understanding of history rigigily With
his detailed exposition of the Dilthey-Count Yorck correspondence from 1877-97, from
which Heidegger borrows one of his most emphatic and significant claims, naraelygeth
are history ["Wir sind Geschichte”] DF 174), or that Daseiis history [‘Daseinist

Geschichte”] BZ86). For Heidegger, however, although Dilthey was certainly right to
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emphasize the essentially historical nature of human existence [Das&hdyDiever
ventured to explain the ontological conditions that such a historicity presumes, svtach i
say, what it means toe historical. This task, Heidegger thought, was left to him and would
be emphasized in both his lecturesTdre Concept of Timend the subsequeBeing and
Timeas well. The impact of Dilthey’s insight, according to Heidegger, in addition to being
valid in its own right, also helped Heidegger to establish the significance of his own
philosophical efforts with respect to rewriting time and history over and aglegiews of
his mentor, Husserl, as well as the other subjectivist intellectuahtsioehis day, namely,
those set in motion by Bergson and Einstein.

For Heidegger, Husserlian phenomenology was marked by a “Geschichtlosigkeit
—feindlichkeit” [“lack of history, even an animosity toward [it]DF 176) and fell short
precisely in so far as it dispensed with the past (and thus, too, with history)jnmtisl |
emphasis on the immediate data of consciousness, which by its very naturechfgpeare
exclude or bracket out the past. Heidegger also offered up his own radical notidorgfihis
opposition to Bergsonian conceptions of time. According to Stephen Kern, “Bergson based
his theory of knowledge on the way we know ourselves in time [...] and our ability to
integrate the past in the present is one source of our freedom” (45-6). TimerdsoB,
which includes a past that is capable of beingbesindus, is something that both happens
outside of us, or, even better, somethmg/hich we happen to be, and which only an
authentic apprehension of duration enables us to recover and subsequently integrate: “
into pure duration that we plunge back, a duration in which the past, always moving on, is
swelling unceasingly with a present that is absolutely new...We must, tiyng se¢coil of

our personality on itself, gather up our past which is slipping away, in order toithrust
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compact and undivided, into a present which it will create by entering” (qtd. m46eCE

219). Furthermore, as the passage above indicates Bergsonian duration pronlggbe
private, psychic past of the individual and takes little notice ofiigterical context of the
ontological and material processes that such an apprehension presupposes'sBergson
primary oversight, according to Heidegger, lies in his misunderstanding thistgnabili
somethingn which being happens as opposed to being as this happening itself, being as a
sort of durationn-the-world According to Heidegger, time is neither somethmg/hich

human being takes place nor is the past merely that wainthlongerbut which is capable

of being reified and integrated into one’s present experience. In a much more fotadame
sense, the past is always already integrated insofar as aggiown pasf‘eigene
Vergangenheit’]DF 174) and the private past of the individual is thoroughly determined by
and inseparable from the historical processélse world (in) which Dasein always already

is.

Thus, too, according to Heidegger, the real discovery uncovered by Einstein’s theory
of special relativity is the conflict that arises when time is salktboth local, i.e. to depend
upon the place where it is measured, as well as constitutive of universal nmaticmasmge
(DF 172-3Becoming269-70). But for Heidegger this exposes not so much an impassable
obstacle but rather a truth of a very different nature. Whereas for Einsteiac¢kenoim
which the relative motion of time must be measured is the position of a statiohpagt $n
the world, for Bergson the psychic motion of that observer is itself charactdary constant
flux and a pure and ongoing qualitative mobility; consequently, one could argue that in
seeking to reconcile this apparent contradiction Heidegger proposes tielatias to the

movement of a subject that is not within time but that is time itself. Thisyd whinted out
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earlier that Einstein’s oversight (due in part to his own goals and motives)ot#o
consider the relative motion of the subject from which an authentic time was suppbsed t
measured. For Heidegger, the motion of being-there (Dasein) is alwatygeréd a future —
in being towards the future, Daseésithis future; moreover, claims Heidegger, and in stark
opposition to a Bergsonian line of argumentation, it is not so much that we “gather up our
past which is slipping away, in order to thrust it, compact and undivided” into the future;
rather, it is the future out of which any idea of the past must emerge:
Das Vorlaufen ist eine Bewegung, die das Dasein in seiner eigenen Zukunft
ausfuhrt. Dies Vor-sich-selbst-gehen ist die Grundbewegung, aus der
Geschichte entsteht, denn durch es wird die Vergangenheit aufgedeckt. [...]
Unsere Zukunft legt aus der Vergangenheit heraus. Wir tragen an der
Vergangenheit” DF 174)%

This is, | believe, the best way of describing the way Heidegger moves beyond both
Bergson and Einstein as well as Dilthey and Husserl to prepare the wapdiicad new
conception of time and one that radically opens new ways of reading the past arabthus, t
not only Thomas Mann but narrative more generally. So this is where Heidegger stood in
1924 when Mann, too, was on the verge of publishing his self-described timeFhevel
Magic Mountain which would become, along with JoycéJs/sses Proust’'sRemembrance
of Things PastWoolf's Mrs. Dallowayand Faulkner'§’he Sound and the Fyrg model
example of the genre. Nevertheless, it can be shown that Mann'’s treafrtiere and

history inThe Magic MountaimndDoctor Faustushelps to illuminate Heidegger’s response

% «Anticipatory running forward is a movement thaag2in carries out in its own future. This gettimgad-of-
itself is the basic movement from which historysas, for it is by way of its going-forth that thaspis
uncovered. [...] Our future is lived out of the pa#fe carry the past with usBecoming268-271).
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to and revaluation of these conventional modernist approaches to time and history and vice-
versa, and thus Heidegger and Mann may be read together in this context as vemornag a
radical conception of time and history than is usually assumed to be the case.

It would be difficult to argue that Thomas Mann in 1924 did not also take history
seriously. T. J. Reed'’s classic stullye Uses of Traditiobetter than perhaps any other lays
out the complicated way in whickhe Magic Mountairtraces Mann’s own shifting political
“education” (the title of Reed’s chapter on the novel) with respect to the hadtevients in
Germany during the long period of its composition (1912-1924) before, during and after the
great war which erupts at the ending of the novel. The distinction between themégires
of history inThe Magic MountairandDoctor Faustudies rather in the complexity of its
function within both novels. In 1924, Mann states & Magic Mountaims only on the
one hand a historical novel in so far is it sought to throw into relief the inner life ofethe pr
war European society whose “Dionysian coziness” (interestinglyidedcas such iDoctor
Faustu$ left it both vulnerable, unprepared and also somehow responsible for the
unprecedentedly violent historical actuality it was unconsciously prep&irgt is clear
that the relationship of historical reality to the narrative world of the noveawaasrely
analogical one and that history as such is marginally present in the novetesd &ort of
backseat to the novel’s abstract disputationdiemeine Zeit selbsind theBildungof its
protagonist. In a sense, then, as the title of Reed’s chapBwaiar Faustusuggests, the
portrayal and function of history in the later novel constitutes a “reckoning” ethltimate
consequences both of misapprehending the true potential of those inchoate histodasal for

that erupted in 1914 and thus, too, with the naiveté and incompleteness of that earlier part of
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the author’s and protagonist’s “education” in the matters of history, in plarticGerman
history.

Coupled with the historical urgency of the rise of National Socialism and Mann’s
growing proximity to the historical events themselves (despite his ironandesfrom them
— since the novel was written in America) was Mann'’s continuing educationlasgbinies
of history during the composition &foctor FaustusHis readings of Adorno and Benjamin,
among others, not only influenced his treatment of the subj@sc¢tor Faustusut also, as
the author himself points out, only augmented and reinforced his own developing
understanding of the dialectical forces at work in hist&ntgtehungt6). Thus it bears
repeating that although the two novels clearly are dealing with the sasaedhwarious
stages of its historical development, i.e. the conservative psychologicalimral forces
that underlay the historical emergence of National Socialism, includingithef cleath
dramatized in the ritual cure of the Berghof, the latter novel certainlyegpscdfmore direct
and intimate relation between history and narrative. And several scholars, ammng the
Ehrhard Bahr, describe this shift as moving from a Nietzschean to an Adorrspegise
(145-6).

The influence of Adorno’®hilosophy of Modern Musizn Mann’s composition is
well-known, but Benjamin’dhe Origin of German Tragic Draman Doctor Faustuslso
shaped Mann’s thinking on the function of history. In fact, Adorno introdebédssophy of
Modern Musiowith a respectful recognition of Benjamin’s work. Among other things, what
Adorno and Benjamin set out to do is to show that neither music nor the idea of the tragic,
respectively, are governed by natural laws that operate independentliiBtorical

processes, and their revelations are directly related with what M&woctor Faustusets
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out to do with his allegorical conflation of Adrian’s musical compositions and Ggrsnan
historical fate®

The attempt, unthought ithe Magic Mountainwhere Mann'’s intentions with
respect to history were purely representative insofar as the novel wgsgipmaal
historisch, indem er das innere Bild einer Epoche, der europaischen Vorktiegsze
entwerfen versucht"GW.XI1.441) and meant to serve as a sort of “Schwanengesang [einer]
Existenzform” and in which music functioned only as a formal leitmotif anduse
ornamentationGW.XI1.435), was to demonstrate that historical necessity lies latent in the
material of history and music itself (Adorno [Schoenberg] 41), that there arersitde
historical tendencies present both in the work of art and in the cultural attitudpsothate
it. Just as Mann recognizes his own preoccupations in Benjamin’s acknowledgerm tha
BaroqueTrauerspi¢ and Elizabethan tragedy necessarily preserve traces of medieval
religious dogma and rituakEftstehund.87), he sympathizes with Adorno’s insistence that
“the twelve-tone system is a product of historical necessity. Its origathe next logical
step following late nineteenth-century chromaticism” (Mitchell and Btemg). As a result
of this shift in Mann’s understanding of history, it becomes cleafMi@atviagic Mountain
can not be the “Schwanengesang” it was meant to be and that, in fact, within this
“Existenzform” that Mann claims in 1939 is no longer liveable lie latent the tuatdorces
that erupt in that same year and that eventually provoke Mann’s taking up the tagkgf wr
Doctor Faustusinsofar as this task involves an elaboration of these radical new proposals

about the function of history and his exploration of the fundamental inextricability of

% SeeThe Story of a Novel/Die Entstehung des Doktor &e(XIV, 187/165).
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historical, social and aesthetic forcBsctor Faustuss said to be a historical novel through
and through, and thus “[nicht niinmalhistorisch.”

But again this is not to say that wiffoctor FaustusMann dispenses with his interest
in time as such. Although Mann’s move toward a dialectical reading of histgpidalty
said to do just that, it is my point here that despite the well-known debate betdeeo
and Heidegger on the subject of history, what Mann achiev2sdtor Faustuss certainly
not the doing away with a focus dre reine Zeit selbsh favor of a purely material history.
RatherDoctor Faustuseems to suggest that even the idea of time as such, distinguished
sharply from the author’s “einmal historisch” intentiong lre Magic Mountainis shown to
be inextricably bound to the same historical necessity that lies concedkedtaterial
content. And the way in which Mann goes about describing this inextricability motred
not only echoes and helps to elaborate Heidegger’s claim that “Debétory,” but it also
helps to explain why Adorno’s philosophy of history confirms rather than coctisadi
Heidegger’s. And it is also why Reed’s statement about the paradoxitaimehgp between
German history and Mann'’s private past is really not paradoxical at ai:g#tradoxical that
a body of work [...] so narrowly preoccupied with the problems of the writer’s self [...]
should also contain so much history” (Reed, “History” 1). Reed’s rather benigyrtao is
also taken up by critics of Heidegger’s historical ontology, such as Adorno ateddBd
for whom a Heideggerian metaphysics of history dispenses with actualdaktanditions
and by critics, such as Lukacs, who makes the claim in a postscript to the 1953 edihien of
Historical Novel(1937), of whichDoctor Faustuss treated as a prime but unique example,

that the only true path toward understanding the human character of a wotkaisdirs

% See Adorno’sargon of AuthenticityNegative DialecticsandMetaphysicsespecially. See also Terry
Eagleton’sLiterary Theory(Minneapolis: Minnesota UP, 2003. 53-7).
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foremost through laying bare the “objective connections and material coot¢hé&' larger
matrix of material social conditions in which this character was cudtivabhd made possible
(306). Nevertheless, as | will attempt to explain below, the rigithdigin between the
collective (social, political, etc.) forces of history and the private hyisibthe individual for
Heidegger (and Mann, too) collapses under the weight of Heidegger’s insisténce tha
“History happens tone | amthis happening” [‘Geschichte geschieht mit mir selbst; ich bin

dieses Geschehen'DE 174).

HeideggerGeschichteEigentlichkeit

Although it was appropriate to begin a Heideggerian reading of the dilemma of
closure inThe Magic MountaimndDoctor Faustusvith a detailed examination of being-
towards-death, being-towards-death is only one of the critical moments in theegom
triadic structure of Heideggerian temporality. Being-towards-deathatde adequately
interpreted outside of its interdependence with the other so-called sastésaporality —
thrownnesr being-already-in-the-world aridllennesr being-alongside-the-world, all of
which together form the tripartite unity die Sorge This chapter deals with the first of these
moments and its entanglement with being-towards-death and both narrative and historica
possibility inThe Magic MountairandDoctor Faustus

If the existential possibility of authenticity is based upon the disclosuressit
itself as being-towards-deatBT 294), then this possibility is essentially and always a
thrown possibility, and as such conceals from Dasein its halnegdybeen “delivered over
to its [own] death” BT 295). The béhrowninto a world is one of the cornerstones of a

Heideggerian temporality; dyaving been throwhleidegger means to say that the remotest
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origins of our past lie shrouded in mystery and that we ourselves, without havinghmade t
choice to be, are thrust into the trajectory of this world, our world, unawares and alway
underway. What Heidegger calltwownnesss indicative of Dasein’a priori being-there
which finds Dasein always already an entity in the world which cannot ppgsibbehind
itself to a point in time in which iwvasnot already Dasein. Instead, it remains the thrown
projection of its own past, “eine Erstreckung” [“a stretching along’] protulam

knowing either its beginning or its en84427). And thigshrownnesgGeworfenheit] is also
the basis of a Heideggerian theory of history, for it is only because Dasdiadrathrown
into a world, the momentum of which gathers up more and more of its past as it comes
towards its future, that Dasein must grasp itself as “huhiatgrical Dasein,” and it is
precisely the historthat it isthat Dasein in its authenticity must dare to interpret and engage:
“Die Zugangsmaglichkeit zur Geschichte griindet in der Méglichkeit, nach der es eine
Gegenwart jeweils versteht, zuklnftig zu sein. Das ist der erste Satz alteeréitik (BZ
123)%’

In his Kassel lectures of 1924 (which constitute the earliest expression @fstkizah
would eventually surface with even more fanfare and a much broader audi&hee in
Concept of Timand then, ultimatelyBeing and Timg Heidegger set for himself two tasks.
The first was to reinterpret the Dilthey-Yorck correspondence in such a wayllaminate
and advance his own distinctive views of time and history, and the second was fat the fir
time to describe what he saw as a sharp and all important distinction betwwesgpitally

synonymous German ternfseschichteandHistorie. These two tasks were of course very

9"“The possibility of access to history is groundethimpossibility according to which a particulargsent
each time [jeweils] understands how [...] to be faluiT his is the first principle of all hermeneutics
(Becoming “Concept of Time,” 212).
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closely related in so far &eschichtavas intended to denote precisely that lived history
which Heidegger understood Count Yorck to indicate with his claim that Dasein is its fact
own history, whileHistorie would suffice to refer to that history which is supposedly lost and
recovered in being written about, recorded, even remembered — in short, the sootyf hist
that is the basis of both our everyday way of remembering the past and of &listmiance.
Geschichteefers to what Heidegger understands as the ontological basis for both private
memory as well as any public consent over and preoccupation with the scientific
interpretations of the past; it is what is meant by being-historical, andnly because
Dasein isa priori temporal in this way that it has a past for memory to recall or a past that
makes the development of historiology as a science both possible and pr6zaae, (
389). Dasein’s historicity or historizing is an ongoing happening which Dasdiniates is
(Kisiel, Becoming 239-40), and a Heideggeri@eschichte¢hus refers to the “historical
existence that wheappento be and are thus called upon to be and to live out” (Kisiel,
Becoming487).

That this distinction first appears in the Kassel lectures delivered atlo@isdme
time as the publication of MannThe Magic Mountains certainly not a mere coincidence.
As Theodore Kisiel points out, the title of the lectures themselves, “Wilhdthrels
Forschungsarbeit und der gegenwartige Kampf um eine historische Weltanschauung”
[“Wilhelm Dilthey’s Research and the Current Struggle for a Histbwarldview”],
demonstrates that Heidegger’s goals are “not motivated by antiquariasistdiut always
in relation to the ‘current struggle’ on the intellectual front” in GermaBgcpoming241).
Consequently, Heidegger’s intentions and the historical specificity with and @h Wigy

are invested coincide quite meaningfully with the historical context, atm@sphd
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narrative thrust of Mann’s novel(s) during the period that begins and endsheitagic
MountainandDoctor Faustusrespectively. What Kisiel calls the “practical upshot” of the
lectures lies in their emphasis on bracketing and redefining what a fakteoddview

might mean in light of a post-war German world in which the First World Wageasrally
regarded by intellectuals, including Mann, as a battle of contending worlgvrehsling

the well-known contest between Mann and his brother Heinrich, which was veaihite
played out during the entire period of fhlee Magic Mountaits composition. In fact, it may
be said that CastorpBildunginvolves in part negotiating the historical worldviews thrust
upon him by Naphta and Settembrini and in the end being resolved to submit to neither
(Reed). Just as Mann wished to attribute the historical crises of pre-vegrelaarsociety to
these irreconcilable worldviews and the static impasse they dekdbelegger, too,
understood the crisis of the European sciences immediately following the hysugafsrst

and foremost in its lack of insight into the ontological ground that make such historica
worldviews possible in the first place. In other words, Mann and Heidegger were not only
interested in the conditions that underlay the aggressive interpretations of Hiatory t
comprised either side of the political and intellectual debates of the day, batgemarally
speaking, both were responding to the same cultural-historical milieu, theayuofewhich
punctuates the urgency of their work.

Heidegger remarks, for instance, that the sort of historical thinking that \gaseto
the potential of &istorischeworldview always already presumes an ontological sense of
being-historical that the history of philosophy had yet to elaborate or ex@gniee:

Historische Weltanschauung ist eine solche, in der das Wissen um die

Geschichte die Auffassung von Welt und Dasein bestimmt. Sie grindet in
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dem geschichtlichen Charakter der Weltentwicklung und des menschlichen
Daseins. — Kampf besagt Kampf um die Erringung einer solchen Position aus
dem Wissen um den geschichtlichen Charakter von Welt and Dasein. Er geht
darauf, die bestimmenden Mé&chte der Geschichte zu den priméren fur die
Uberzeugungsbildung und das Daseinsifiggain zu machen. Das ist nur da
maoglich, wo die Geschichte als eigene Wirklichkeit in das menschliche
BewwBtsein [schon] getreten ist. [....] Erst wenn Geschichte so gesehen wird,
daB die eigene Wirklichkeit in diesen Zusammenhang mit hineingesehen wird,
kann man sagen, flaas Leben um die Geschichte, in der es stehg, de
ein historisches Bevtisein da ist. Die eigene Epoche wird erfahren als
Situation, in der die Gegenwart selbst steht, und das nicht nur gegenuber der
Vergangenheit, sondern zugleich als Situation, in der sich die Zukunft
entscheiden wird bzw. entschieden hat. So ist das Wachwerden und Wachsein
des historischen Bewtseins nicht selbstverstandlich und dem Leben
gegeben. Es ist vielmehr eine Aufgabe, es zu entwickef145)®

The analysis that follows will hope merely to show that, with respect to therewvel,

what Castorp learns in his time at the Berghof is the inauthenticity ofdtozibal

(historischey worldview, which he exchanges for a more authentic historical

% A historical worldview is one in which the knowledge of histatgtermines our conception of the world and
of existence, Dasein. It is based on the histoseake of the development of the world and of hubesein.
Struggle in this contexheans a struggle to attain a position based okrmawledge of the historical character
of the world and of Dasein. It is a matter of makihe determining forces of history primary in gfe@ping of
convictions and in the consciousness of Daseint iBhzossible only when history has [already] pdec
human consciousness as its most unique reality. The}e is historical [geschichtliche] consciousnady
when one’s own reality is viewed within its histl context such that human life knows about tiseohy in
which it stands. One’s own epoch is experienceal sikiation in which the present itself stands, thiginot
merely by standing over against the past, but e¢ standing in a situation in which the future Wil decided
or has been decided. Thus the awakening and vigilahhistorical consciousness is not obvious aneingin
life. It is much more a task to be cultivat&@efoming243-4).
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(geschichtlichesself-knowledge in which what is disclosed to him is his own historicity in
the Heideggerian sense, and this insight, | believe, is at least in pailatmatvas hoping

to achieve through the experience of his “kleiner Vorkriegsdeutschetle]‘forewar
German”] Briefe238); in fact, Heidegger explicitly states that “Es gehdort zum Sinn des
Menschen, nicht nur Beygtsein von der Welt zu haben, sondern darin mitbegriffen ein
Wissen um sich selbst. Historisches Erkennen ist eine ausgepragte Formsks\Wis sich
selbst” DF 153)° One of my aims in what follows is to show that Heidegger’s view of
historyasDasein and his view of historical knowledgeself-knowledge provide us with a
useful lens through which to read Mann’s own conceptions of hi®ddyng and narrative
subjectivities inThe Magic Mountaifust as Mann’s novels will help us to grasp the scope,
significance, and, to borrow a phrase from Nietzscheysk&lnesef Heidegger’s
distinctive brand of history.

As Heidegger points out, “time always temporalizes itself only at one tswejraan,
historical Dasein” BT 89). This accords to time both a fundamental position with respect to
any reference of history to the past as well as what Paul Ricoeur legisarafontological
density” that certifies the historicity of Dasein insofar as the pastvisys bound up with
being-towards-death and thus makes the future a precondition of historicaezpe
(Memory347). As the previous chapter helps to explain, both Heideggerian temporality and
the fundamental temporality of both novels under consideration here are grounded in the
projected course of Castor@Bsidungand in the decisiveness of Adrian Leverkihn’s fate as

it is narrated by his lifelong friend, Zeitblom, and thus, too, in being-towardsHine f a

9t belongs to the sense of being human not amlyave a consciousness of the world [history] Isd a
knowledge of itself as an inherent dimension o tonsciousness. Arfdstorical knowledgés a prominent
form of self-knowledge(Becoming250).
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coming-towards that is described in the very anticipation of such a fate, whisb ithe

anticipation of Germany’s fate and, in the latter novel in particular, thefat@dern art.

Yet, as | have already pointed out (and this is Heidegger’'s most original imgmkte

nature of time), the past does not precede this future or coming-towards;itashasein’s

being-ahead-of-itself, its constantly coming towards its ownmost possg(lihe most

extreme of which is its own death) out of which its past is uncovered and revé&ssd: “

eigentliche Sein zum Tode, daspheéie Endlichkeit der Zeitlichkeit, ist der verborgene

Grund der Geschichtlichkeit des Dasé&i$2410)%°

Consequently, in this coming towards Dasein is never really past:

‘Solange’ das Dasein faktisch existiert, ist es nie vergangen [....] Ukahes
nur gewesesein solange es ist. Vergangen dagegen nennen wir Seiendes,
das nicht mehr vorhanden ist. Daher kann sich das Dasein existierend nie als
vorhandene Tatsache feststellen, die ‘mit der Zeit’ entsteht und vergeht und
stiickweise schon vergangen ist. Es ‘findet sich’ immer nur als gewsrfene
Faktum. In deBefindlichkeitwird das Dasein von ihm selbst tiberfallen als
das Seiende, das es, noch seiend, schon war, gagdeesen standigt.
(Sz434)1!

Heidegger cites at least two possible reasons for the derivation of higipfroan the

having-been of primordial temporality. The first has to do with Dasein’s cdredtanation

100 «Aythentic Being-towards-death — that is to ség finitude of temporality — is the hidden basifafsein’s
historicality” (BT 438).

01wAs long as’ Dasein factically exists, it is nevgast [....] And only as long as Dasein is, can iabéaving
been. On the other hand , we call an entity ‘pagtien it is no longer present-at-hand. Thereforselrg in
existing, can never establish itself as a fact Wisgpresent-at-hand, arising and passing awathércourse of
time’, with a bit of it past already. Dasein netfards itself’ except as a thrown Fact. In the staf-mind in
which it finds itself, Dasein is assailed by its&tf the entity which it still is and already wathat is to say,
which it constantly is as having beeBT(376).
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from itself over what appears to be “the course of time.” Here Dasein reesghat it is
both the self it has always been and yet so changed, so distant from that'“ezndien of
itself, and yet at the same time it lives unaware of its existential anubtal proximity to
the future, unaware of its always coming towards itself. That Dageire vergangen
means that for Dasein, like Being itself, the past must always be ariasstienoreover,
this being an issue is always closely connected with Dasein’s understandmigs wit
projection toward its ownmost possibilities; thus Dasein’s past becomesHerhistory that
it has been and is yet to come.

The second reason for the supposed derivation of historicality from primordiastime
intimately tied to Dasein’s understanding of its d&nstreckungor its situation in the
interval between the “now’ of the beginning and that of the end” (Ricogare72). In
fact, Heidegger writes, “Als Sorgst Dasein das ‘Zwischen’ [As care, Dasésrthe
‘between™] (SZ495BT 427). It is in this stretching-along of life that Dasein sees the implicit
and explicit connectedness of itself with the past and can anticipate its enimasst with a
future, both of which culminate for Dasein in the possibility of historical nee:aBut
through his analysis of historicality, Heidegger shows that it is only be&massn
historicizes itself that history in the ordinary sense is meaningful feeiDa “[Dasein ist]
nicht ‘zeitlich’ [...], weil es ‘in der Geschichte steht’, sonderf} éa umgekehrt
geschichtlich nur existiert und existieren kann, weil es im Grunde seines &#iob st”
(SZ498)1°?When, for instance, the time between birth and death is resituated within the
context ofdie Sorgeand primordial temporality, it ceases to be an interval between two

distinct points of human experience, but rather it is seen to constitute and enablg the ver

1924Dasein] is not ‘temporal’ because it ‘standshistory’, but that, on the contrary, it exists bistally and

can so exist only because it is temporal in thg basis of its Being"BT 428).
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possibility of that experience. Ricoeur explains: “Dasein does not fill up amahtdrtime

but, by stretching-along, constitutes its true being as this very strgtatlung, which

envelops its own beginning and its own end, and gives meaning to life as “betwiaere” (
72;BT426). This stretching-along that constitutes Dasein and which emerges as a sort of
Being-towards-the-beginning and in so doing at least partially usurpstiefattire its

primacy in Dasein’s everyday disposition toward itself, is what Heide@djerhgstoricality,

and its complicated situation within the hierarchy of temporal levels as bofirietuidial

yet degraded only attests to the entanglement characteristic ofgeitsephilosophy of

time.

In Being-towards-the-beginning, Heidegger specifies three proceskesstoricality
that serve to both distinguish it from the ordinary understanding of history and laistoric
science and also to further unite historicality with primordial temporafitythe authentic
meaning of care as such: these are heritage [Erbe, Erbschaftljoegetiederholung] and
destiny [Geschick]. Just as “[t]here is no impetus toward the future that daesmiback
toward the condition of finding itself alreattyowninto the world” (RicoeurTime74), nor
can any impetus toward the past avoid coming toward itself as it is. Thus, as with the
authentic future of Dasein, the coming-towards, whereby in resolute antoipladi future is
ordained through conscience, responsibility and action, so too is the past or the having-been
ordained by what Heidegger calls heritatpat source, Ricoeur explains, of “the innermost
and most permanent possibilities held in reserVehé74) that are handed down from
Dasein to itself in the moment of fate and to a group or nation in the deliverancérf.des
For this reason, when it is said that in the anticipation of its future Dasein retuns tntl

itself throwninto the world, it would be more accurate and compelling tossawrld, a
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particular realm of possibilities forcefully conditioned by the spegficitDasein’s own
spatio-temporality. Put another way, Pdggeler writes, “To be historical mehase a
destiny, to anticipate death, to let oneselttvewnback upon the factical There and its
finitude, to surrender to traditional possibilities, and thus to exist ‘in an insightiulemt’
for one’s own time [...]" (46).

The priority accorded to authentic being-towards-death is unique in that the future or
coming-towards for Heidegger is always bound to and includes the past as havingddeen i
of its concreteness. This is clearly the case with the inextricdat®rship that semantically
and etymologically links authentic histo@eschichtewith the future-oriented coming-
towards of fateSchicksaland destinyiseschick As Ricoeur explains, “The passage from
the future to the past no longer constitutes an extrinsic transition because-he®mg
appears to be called for by the future as ‘coming-towards,’” and in a sehse;dntained
within it” (Time69). More specifically, in authentic being-towards-death, it is shown that
Dasein’s anticipatory resoluteness, essentially its freedom, is tiglityy its having already
beenthrowninto a world towards which Dasein is always moving insofar as it is always
ahead-of-itself. But for Heidegger to be authentic means also to be 8sificband
resolute, which is to say that, although Dasein cannot get behthdomenessit is able to
take it over through a constant returning (repetition) to that which it glxgasl or that
which it always has beeBT 373; RicoeurTime69-70, P6ggeler 46):

Wenn zum Sein des Daseins das eigentliche bzw. uneiger$igtheum Tode
gehort, dann ist dieses nur maglich al&inftigeg...]. ‘Zukinftiges’ meint

hier nicht ein Jetzt, daspch nichtwirklich’ geworden, einmal ersein wird
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sondern die Kunft, in der das Dasein in seinem eigensten Seinkdnnen auf sich
zukommt. [....]

[Aber] Nur sofern Dasein tUiberhaugtals ichbin-gewesen, kann es
zukunftig auf sich selbst so zukommenf @azuriickkommt. Eigentlich
zukunftigist das Dasein eigentligewesen(....] Dasein kann nur eigentlich
gewesersein sofern es zukinftig ist. Die Gewesenheit entspring in gewisser
Weise der Zukunft.§2430-31}%

Moreover, the essence of this interdependence in Heidegger between the futheepasd t
is bound to notions of conscience and guilt. Otto Pdggeler writes:
Conscience attests to the fact that Dasein can be itself in an authenter .niBntne
‘call’ of conscience, Dasein calls itself forth into its unique potentifditybeing,
into ‘resoluteness.’ It is thereby understood that Dasein is ‘guilty’ [schulTig$
‘Being-guilty’ [Schuldigsein] does not indicate moral guilt, but is meant in anegntir
formal manner as ‘Being-the-basis for a being which is determined by a.rjot |
[T]his nullity arises from the fact that Dasein has not itdelhwnthethrownness
which is its basis, and yet it must accept thiewnnessDasein is not master of its
Being; its possibilities stem from an ultimate impossibility [....]Dasginot only

generally null because of itsrownnesdut also null because of its concrete

103 41t either authentic or inauthentReing-towards-deatbelongs to Dasein’s Being, then such Being-towards
death is possible only as somethfatural [....] by the term ‘futural’, we do not here haveview a “now”

which hasot yetbecome ‘actual’ and which sometimél be for the first time. We have in view the coming in
which Dasein, in its ownmost potentiality-for-Bejrpmes towards itself [....]"

“[But] Only in so far as Daseis authentically ashaving-beeh can Dasein come towards itself futurally in
such a way that it comdmack|to itself asit already wasor asit always has bednAs authentically futural,
Daseinis as having-beeh [....] The character of ‘having been’ arises, inatain way, from the future’B(T
372-3).
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projection, that is to say, insofar as the latter is a choice which can choose one
alternative only by rejecting the other. (Pdggeler 44-45; see also Ritoae69-70)

For Heidegger, conscience attests to the fact that Dasein can b isseduthentic manner,

and “becoming-guilty is nothing more than carrying the past” within ourselves, to

become guilty means teethe past authentically (Kisiel and Sheehan 267). The importance

of Heidegger’s notions of heritage, repetition, conscience and Dasein’sdugitygfor a

comprehensive understanding of Heideggerian temporaldieddorgecannot be overstated.

Moreover, readers will already begin to see how the subject of this chaptergégkrian

Geschichtlichkeibr having-beenis so closely bound up not only with the notion of being-

towards-death elaborated in the previous chapter but equally so with Dasein’s being

alongside-the-world, which completes the triadic constellatiaheoSorgeand Heideggerian

time. Thus it may be appropriate at this (mid)point to share with readers hdagger

himself summarizes the dynamic temporality that Daiseivhich is also to say, how we

have arrived at this point and in which direction we intend to go from here:
Dies Vorlaufen in die dierste Moglichkeit meiner selbst, die ich noch nicht
bin, aber sein werde, ist Zukunft-sein. Ich bin selbst meine Zukunft durch das
Vorlaufen. Ich bin nicht in der Zukunft, sondern die Zukunft meiner selbst.
Schuldig-werden ist Vergangenheit-Sein. Die Vergangenheit ist im Schuldig-
Sein festgehalten und sichtbar. Und damit kommt das menschliche Dasein
eigentlich in die Gegenwart, ins Handeln. Im Entschlossen-Sein ist Dasein

seine Zukunft, im Schuldig-sein seine Vergangenheit und im Handeln kommt

188



es in die Gegenwart. Dasein ist nicht anders als Zeit-Sein. Die Zaithss,
was dra@en in der Welt vorkommt, sondern was ich selbst . 169)**
This is the full scope (albeit only superficially considered) of Heideggegmal

conception ofSeschichteand its place within his temporal ontology, but it nevertheless
adequately prepares us for the literary analysis that follows and whidinomltime to time
necessitate the substantive elaboration of key aspects of a Heideggéoiymhesely
outlined above. In fact, it is partly my goal to demonstrate that only through suchignalys
and in particular the analysis of Mann’s contemporary historical novels, ¢degder’s
otherwise nearly inaccessible and categorically idiosyncratic agpbmadequately
explained and/or justified. Suffice it to say for now that when Heidegger describes
Geschichtdand the authentic repetition that is its basis) as “[Der Modus] [...] durch den das

105 3nd that inasmuch as “Schicksal die

Dasein ausdricklich als Schicksal existieBZ§510)
ursprungliche Geschichtlichkeit des Daseins konstuiert, dann hat die Gesdlrichte i
wesentiches Gewicht weder im Vergangenen, noch im Heute und seinem ‘Zusamghenha
mit dem Vergangenen, sondern im eigentlichen Geschehen der Existenz, daZausmfer

108 5r when he contends that “Nur wenn im Sein eines

des Daseins entspringt37510)
Seienden Tod, Schuld, Gewissen, Freiheit und Endlichkeit dergestalt gleichulispriing

zusammenwohnen wie in der Sorge, kann es im Modus des Schicksals existieretfitdas hei

104«Thjs anticipatory running forward into the mostreme possibility of my self, which | am not yetttwill
be, meanso be futural | myself am my future by way of this anticipatdoyerunning. | am not in the future,
but rather am the future of myself. Becoming guityothing but carrying theastwithin myself: to become
guilty meango be my pastin the state of being guilty, | hold onto the fpthsis made visible to me. Human
Dasein thus comes properly [i.e. “authentically™@igentlich”] into thepresentinto action. In being resolved
Dasein is its future, in being guilty it is its pa@nd in acting it comes into the presébasein isnothing other
thanto be time itselfTime is not something that occurs out there éwlorld, it is rather what | myself am”
(Becoming266).

1% “the mode by which Dasein exists explicitly aefaBT 438)

196« yt if fate constitutes the primordial historiitglof Dasien, then history has its essential intace neither
in what is past nor in the ‘today’ and its connestith what is past, but in that authentic histimg of
existence which arises from Daseifusure’ (BT 438).
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im Grunde seiner Existenz geschichtlich seBZ%09)°" he comes very close to describing
the ongoing preoccupations of Mann during the turbulent years that saw the publication of
bothThe Magic MountairmndDoctor Faustusand he certainly and at the very least opens
the door for radical new readings of Mann’s representation(s) of time aodyhirsboth

novels.

The Magic Mountain

As | pointed out at the beginning of my last chapter, that history remains a point of
entry into any critical interrogation of the novels is always guardrige¢he author’'s own
insistence on the dual meaningldfe Magic Mountairas aZeitroman i.e. as “einmal
historisch,” and on the essentiaflistorical character oDoctor Faustuss well as the
chronological matrix that many describe as the most remarkableyopfatite latter’s
narrative structure (Bergsten et al.). When compar&btdor Faustusthe treatment of
history inThe Magic Mountains generally seen as a superficial yet overarching
preoccupation of the earlier novel.

As | have already discussed, the description of the novel as “einmal histoetars
almost exclusively to two facets of its structure and themes, both of which Stepimes K
brief analysis of the novel froffihe Culture of Space and Timmay be said adequately to
repeat and summarize. First, there is the question of the contending world¥/ishish the
novel, in particular the lifestyle and atmosphere of the Berghof, is suggesiachfiegory.

The sanitorium is said to be a microcosm of Europe’s historical situation biedofFa st

17«Only if death, guilt, conscience, freedom, amtttide reside equiprimordially in the Being of arigy [...]
can that entity exist in the mode of fate; thabisay, only then can it be historical in the veéepth of its
existence” BT 437).
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World War, where rigid divisions separate the guests along diplomatic, ndinasadnd

there is a steady, exaggerated emphasis on the cultural differences lietsteamnd West.
Secondly, there is the question of death and its penetration into historical life lagd rea
With this second example, of course, | mean the equation that links the individuedbesb
sympathy with death that prevails on the mountain with the broader and thus even more
dangerous cultural sympathy with death that is played out in the morbid routine ofehe cur
Castorp’s infatuation with disease, the “politically suspect” lure of GefR@amanticism
(Vaget et al.), as well as in the cultural debates between Settembrinaphthhat are said

to exert such a powerful influence on the young Hans Castorp.

But these aspects of the novebsschichtsdeutungre well-known and have been
elaborated through and through within Mann scholarship. Given the nuances of a
Heideggerian history, which | have already described, it is fair tchsayrty goal will be to
show how Heidegger’s views of history, contemporary Witle Magic Mountainpoint to
what | would like to argue is a shared, or, at least, sympathetic understandmne and
history in Mann’s novel. Thus we can begin with the claim, as we did in the previous chapter
that, as far a¥he Magic Mountaims concerned, the authentic significance of history in the
novel lies first and foremost not in the political worldviews it describes or inldgoay of a
nation’s romantic sympathy with death, but rather somewhere else, and thisreem else,
| will argue, is in the narrator’s anxiety over the history he proposes tosanditn the
private-public nexus of Castorp’s personal past, both of which a Heideggeriamgrasksn
that we not attempt to extricate from their essential relationship to the-utented

teleology of the narrative itself or of its protagonigiklung
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The strange and forceful way in which the past insinuates itself soartyyoa in a
novel otherwise meant to advocate for the progressive self-developmerrotatgonist
helps to demonstrate what | mean. Not only does the narrator’s foreword béganwit
uncomfortable description of the unintelligible qualigpastnessbut the unexpected
intrusion of the past again and so early on in the second chapter of the novel atho alre
complicates the novel’s awkward relationship to its géltsloreover, this forceful
intrusion is often overlooked as central to the nature and character of that thistooyel is
said to engage and describe smdardwhich the foreword is literally leading the reader, and
it is a Heideggerian temporality which perhaps best helps us to explain risssantand its
meaning within the scope of Mann’s composition.

While the second half of the novel’'s foreword, in which the narrator deliberately
describes the complicated temporality that binds the time of the narrativthe/itime taken
up in reading it, is more often cited in scholarly references to the opening dtel, and
thus it is generally well-known, too, that witlne Magic MountaiftMann set out to write a
novel which in its structure mirrors its themes and in which the experiencedofgeary
much parallels the experience of the protagonist on the magic mountain fesdpes
round in his spell” [“w&hrend sie ihn umsponnen halt"]'®Nevertheless, it is with the

first half of the foreword that this chapter is interested. There, theorairaattempting to

1% The second chapter of the novel is divided into $&ctions, each dealing, respectively, with Castor
paternal Yon der Taufschale und vom @xater in zweifacher Gestaland maternalRei Tienappels. Und von
Hans Castorps sittlichem Befindegmcestry and heritage.

1991t is interesting to note that the translationyided neglects to mention the ambivalence of thenathat
casts the so-called “spell,” a word which doespjiear in the original text. The referent of thei@ansieis
unclear, which explains the radical differencehia translation; it could refer, it seems to megitber “die
Erdenzeit,” “die Tagen,” “die Jahren,” oder “[Cagis] Geschichte.” Either way, the clear suggessahat
Castorp is “spun round in his spell” both oftiiye

192



situate the temporality of the launching point of his narrative, describesrsogigke the

problem of the past as it was at the time also being imagined by Heidegger:
Die Geschichte Hans Castorps [...], die uns in hohem Grade erzahlenswert
scheint (wobei zu Hans Castorps Gunsten denn doch erinnert werden spllte, da
esseineGeschichte ist, und @aicht jedem jede Geschichte passiert): diese
Geschichte ist sehr lange her, sie ist sozusagen schon ganz mit historische
Edelrost tGberzogen und unbedingt in der Zeitform der tiefensten Vergangenheit
vorzutragen.

Das ware kein Nachteil fir eine Geschichte, sondern eher ein Vorteil; denn
Geschichten mussen vergangen sein, und je vergangener, kdnnte man sagen,
desto besser fur sie in ihrer Eigenschaft als Geschichten und fur den Erzahler
den raunenden Beschworer des Imperfekts. Es steht jedoch so mit ihr, wie es
heute noch mit den Menschen und unter diesen nicht zum wenigsten mit den
Geschichtenerzahlern steht: sie ist viel alter als ihre Jahre, itagtBeit ist
nicht nach Tagen [...], nicht nach Sonnenumlaufen zu berechnen; mit einem
Worte: sie verdankt den Grad ihres Vergangenseins nicht eigentlidieiter
eine Aussage, womit auf die Fragwirdigkeit und eigentimliche Zwienatur
dieses Geheimnisvollen Elementes im Vorbeigehen angespielt und hingewies
sei.

Um aber einen klaren Sachverhalt nicht kiinstlich zu verdunkeln: die
hochgradige Verflossenheit unserer Geschichte ruhrt dalfef,.dasie spielte
und hat gespielt vormals, ehedem, in den alten Tagen, der Welt vor d&m gro

Kriege, mit dessen Beginn so vieles began, was zu beginnen wohl kaum schon
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aufgehdrt hat. Vorher also spielt sie, wenn auch nicht lange vorher. Aber ist der
Vergangenheitscharakter eine Geschichte nicht desto tiefer, vollkommener und
marchenhafter, je dichter ‘vorher’ sie spielBZ(9-10)*°
Of course, with this beginning, we see Mann’s famous irony especially hardikatferadhe
relationship of the actual historical past to the narrative attempt ateapngsit and to the
private past of Hans Castorp that is called into being through the represersanything
but a “plain matter” [“eine klaren Sachverhalt”]. Indeed, as both Heidegger and $&em
to agree, the very pastness of the past is altogether a matter of difficdItyystery that is
always as much of an issue for Dasein as it is for both “den Erzéhler, den raunenden
Beschworer des Imperfekts” as well as for the young Castorp, to whomelseHiGhte”
belongs, and for narrative as such insofar as “Geschichten missen vergangeoistin.” F
sake of my argument, several key ideas are worthy of note here.

First, the reader is told that the past recounted by the narrative belongs to Hans
Castorp alone: “dhaesseineGeschichte ist, und @anicht jedem jede Geschichte passiert.”

Just as the narrator must dismiss him in theteward his own death, which Heidegger tells

us is in each casaineand thus never available in any original way to another, Castorp’s

10The story of Hans Castorp [...], which seems to @lyi worth telling — though it must needs be bame
mind, in Hans Castorp’s behalf, that it is his gt@nd not every story happens to everybody —stiais/, we
say, belongs to the long ago; is already, so talspovered with historic mould, and unquestiondblipe
presented in the tense best suited to a narrativefadhe depth of the past.

That should be no drawback to a story, but ratereverse. Since histories must be in the aes, the
more past the better, it would seem, for them @irtbharacter as histories, and for him, the tedfehem,
rounding wizard of times gone by. With this stamgreover, it stands as it does to-day with humangse not
least among them writers of tales: it is far olthem its years; its age may not be measured byHearfglays
[...]- In a word, the degree of its antiquity has ngato do with the passage of time — in which statenthe
author intentionally touches upon the strange ambtipnable double nature of that riddling element.

But we would not willfully obscure what is a planatter. The exaggerated pastness of our nagregistue to
its taking place [....] — in the long ago, in the diays, the days of the world before the Great Weihé
beginning of which so much began that has scafteélpff beginning. Yes, it took place before thgdt not so
long before. Is not the pastness of the past tbimpnder, the completer, the more legendary, theemo
immediately before the present it fallsMN 1).
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past, essentially the story itself and kbigtory of which the story is supposedly a record, is

his and thus incapable in an authentic sense of being made available to the narrate or to t
reader in all of its fullness. The problem or question, however, does not thus become a matte
of trust between reader and narrator or of the competency of the latter oralationship
between reality and fiction but rather of how one narrates what is esyeatiall

unavailability. To paraphrase Doritt Cohn, the problem is not so much a matter ahgarrat
time, as the narrator claims it is, but rather it is a matter of narrdimgléssness” (Cohn).

In a similar way, Cohn argues, the narratofloé Magic Mountainas omniscient as he is
vis-a-vis theHistorie of Hans Castorp, cannot adequately narrate the sort of time which has
cast its spell over the protagonist, a time that of course includes the fullegstoip’s
Geschichteor better, Castorp'gewesen seifnis having-been], precisely because it is not
histime.

Secondly, that the story belongs to both Castorp and “the long ago” immediately and
surreptitiously equates the protagonist with his very own past in such a wagugest
beforethe story even begins the possibility of an authentic history, which is precesady
past, so that what belongs to the “long ago” also belongs to the ongoing, in this cases both t
narrative which is about to (but which has not yet) begun as well as the hisiohyhas
already begun — it is even past, in one sense of the word — but which has alsoy‘tfarcel
off beginning,” i.e. both Castorp’s and Germany’s. Consequently, the story ofddatap
is covered with the patina of history [“historischem Edelrost”] not only beaahas already
happened but becausesialways already historical. One, for instance, may ask whether, or
better,how Castorp is configured in the time of the forward. On the one hansh’hat all

in the sense that the story takes plafiter him and from the historical perspective of a world
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in which he no longer is living, or as Heidegger would certainly put it, in whichiriee
longer Nichtmehrdaseih Thus it is precisely hisaving-beerthat makes Castorp, the
protagonist, possible, and insofar as hisGeschichte that is being told, it is Hans Castorp
as thecoming-towardghe history that hes that the forward promises to share with the
reader.

Finally, the reader is confronted with the viciously original “Aussage ipedy in
line with Heidegger’s own thoughts on time and history, that “the degree of [tlativeis]
antiquity has noways to do with the passage of time” [“sie verdankt den Grad ihres
Vergangenseins nicht eigentlich dait’]. Here, the narrator, and presumably Mann as well,
appears to draw a distinction between a notion of history that treats the pasivasa
finished, as if it had been left behind by time’s passage, a past measured “geacHulal]
Sonnenuml&ufen,” and an entirely different conception of the past — what Heideglger m
call an authentic idea of history @gschichte- in which, although “denn Geschichten
mussen vergangen sein” [“histories must be in the past’], they neednit@vsebecause
stories, like Dasein, are preciselg vergangefi‘never past”]: “je vergangener, kdnnte man
sagen, desto besser fur sie in ihrer Eigenschaft als Geschichten und fur déer Fiea
raunenden Beschworer des Imperfekts.”

Consequently, the narrator suggests, Castorp’s past arises out of the futurel®f his ta
In the last chapter, and in response to Eric Downing’s claim with respectdpntielic and
actual function of the x-ray in thEhe Magic Mountain- “The x-ray photograph [...]
disassociates both the moments of truth and death from the end point and relocates them,
along with their joint authority, elsewhere and earlier on (and on)” (59) — that beingisawa

death displaces Dasein’s end in much the same way, dispersing it backweartise course
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of Dasein’s existence precisely the way that Castorp’s “sudden glimfashis own grave”
is vouchsafed to him much too early on. But if a Heideggerian temporality reduateteath
is thrownbackwards as a shadow over Dasein’s entire litersireckung then it equally
requires, as we have seen, that Dasein’s past (and, as | of coursgue]l@astorp’s past,
too) is displaced or dispersed forward, and as such the past constitutes thesagg plaat
Dasein/Castorps andtowardwhich he is always heading in the novel itself. Thus we are
given a young hero, both at the beginning and at the end of the novel, heading toward his
future and at the same time coming toward his past, which would at least offer one
explanation for the narrator’'s wonder at the fact that the depth of the pastilgegroximity
to and not its distance from the present: “Aber ist der Vergangenheitsehnaiae
Geschichte nicht desto tiefer, vollkommener und marchenhatfter, je dichter "geher
spielt?”. In this way the foreword helps prepare the ground for a rereadingnuf\ibiés
treatment of time altogether, a reading in which the complicated tempai@dicribed in the
novel’s opening pages is illuminated in and through the narrative itself.

To begin with, the narrator’s recognition in the foreword that the depth of the past has
nothing to do with the passage of time should recall Heidegger’s insistence ingnitolett
Hannah Arendt that time in the way it is typically understood is not the way into thie nove
and it is clearlythisriddle [“die Fragwurdigkeit und eigentiimliche Zwienatur dieses
Geheimisvollen Elements”] that the novel is set up to unravel if not to resolve. Bat if t
passage of time isotthe key to the understanding of the novel’s treatment of time, as it is so
often said to be, then the full answer to this famous mystery must lie elseadrawvhere
outside or alongside the alleged absence of time’s passage on the mountaialégbitical

correspondence to the diseased cultural atmosphere of Germany before tiSympathie
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mit dem Tode,” “das Leben ohne Zeit,” etc.). It is interesting to note thatiméne foreword
no thought is given to these powerful associations. Thus | believe this riddiaitistdes
basis from which to launch a Heideggerian reading of the novel’s portrait of thepas
which the so-called absence of time’s passage certainly doesn’t dispdnsen@ibut rather
marks its authentic disclosure.

Just as the author promises to make his novel read like that which it is about, the tale
of Castorp that follows bears out in fundamental ways the narrator’s strikinghtbarg
time and history in his foreword, and it is not very long after the beginning of the afieel,
Castorp’s “Arkunft’ (emphasis mine) at the Berghof, that the reader is thrust again out of the
present and “back” into the protagonist’s past. In the previous chapter | dishogsdte
scene of Castorp’s memory of his grandfather’'s wake served to underscaresthiag of
Castorp’sBildungas being-towards-death. On the one hand, | argued it was the first serious
challenge of his Faustian quest in as much as the encounter with the grarsgitattipese was
not only a premonition of his own death but it also forcefully established very eariytlos i
novel the telos of his self-development as oriented toward an authentic confrontétion wi
death as such, which | suggested is the very point of his time on the magic mountam. On t
other hand, | argued that the encounter was also much more than the young Castorp’s
meeting with the possibility of his own death, but as such it was also the encotinteiswi
own impossibility, an encounter with deathimpossibility, and that the measure of the
authenticity of Castorp’Bildunglay in the degree to which he absorbs this truth about the
nature and meaning of death while at the Berghof. Whatever the case, | hatlg alegle
much of the fact that for Heidegger the possibility of authentic being-towdaatt-is always

also athrownpossibility, and that thigirownnesss the basis of authentic historical
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existence; in other words, for Heidegger it is not only the case that in order &tdher a
future at all a past must first be gathered up behind it, but there is in Dasein’schpproa
toward death a physics at work in which the momentum that drives Dasein towéutlg @s
has its source in Dasein’s past. As such, in so far as Castorp’s memory ohtfathex’s
corpse serves to underscore the double meaning of being-towards-death, a futural prospect
that defines his sojourn on the magic mountain, it also discloses the idiosyndratcaia
HeideggeriarGeschichtewhich, as we have seen, remains closely connected in its essence
to Sein zum Tode
Such a fundamental entanglement is clearly present in Castorp’s memay of hi
grandfather, where the young boy recalls the moment when his grandfathesy ttedahistory
of his family’s christening basin [“Taufschale”:
Auf der Ruckseite aber fanden sich in wechselnder Schriftart die Namen der
Haupter einpunktiert, die im Gange der Zeit des Stlickes Ingaber gewssen: E
waren ihrer schon sieben, versehen mit der Jahreszahl der Erb-tibernahme,
und der Alte in der Binde wies mit dem beringten Zeigefinger den Enkel auf
jeden einzelnen hin. Der Name des Vaters war da, der d@sadeos selbst
und der des Urgflvaters, und dann verdoppelte, verdreifachte und
vervierfachte sich die Vorsilbe ‘Ur im Munde des Erklarers, und der Junge
lauschte [...] auf das Ur-Ur-Ur-Ur, -- diesen dunklen Laut der Gruft und der
Zeitverschittung, welcher dennoch zugleich einen fromm gewahrten
Zusammenhang zwischen der Gegenwart, seinem eigenen Leben und dem tief
Versunkenen ausdriickte und ganz eigentumlich auf ihn einwirkte: namlich so,

wie es auf seinem Gesichte sich ausdriickte. [....] [G]eistliche Empfindungen
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mischten sich mit denen d&sdesund derGeschichtdeim Klang jener
dumpfen Silbe, und dies alles mutete den Knaben irgendwie wohltuend an
[...]. (DZ 38-9; emphasis minkY*
The Castorp legacy is part of that world into which the young Hans hashoeemin the
Heideggerian sense (the other part, of course, belongs to his maternal Tieanappey
with which hispropheticeyes are constantly associated throughout the novel), and the
exaggerated, receding pastness conjured up by the repetition of that “sombée”Vike
the lost but always deeply-felt origins of Joseph’s ancestry in the noveldbkt fellow
The Magic Mountairand for which this section of the novel serves as a definitive model and
premonition) is dhrownnessvhich Castorp cannot get behind, so to speak. Castorp cannot
get behind it because, quite literally,ibehis thrownness, and as long asy@ccording to
Heidegger, neither he nor his past is ever truly past. Thus it is here in thigeptsga
Castorp first begins to learn the truth of what it mearetastorical as well as the
Heideggerian truth that an authentic being-towards-death is the “hidden basis of
historicality.”
The point of this passage, then, not only serves as a basis for describing the
commercial heritage out of which our protagonist emerges for the sake afidoami
impression of his character and disposition, nor is it meant merely to emphasize the

bottomlessness of a mythic past to which Castorp is forever linkidsr, and most

H11«On the back, engraved in a variety of scriptstentie names of its successive owners, seven ifeym
each with the date when it had passed into his.hEmel old man named each one to his grandson,ipginith
beringed index finger. There was Hans Castorplsefad name, there was Grandfather’'s own, theregneet-
Grandfather’s; then the great came doubled, tripieddrupled, from the old man’s mouth, whilst fittke lad
listened [...]. The great-great-great-great — whablotv sound it had, how it spoke of the falling awaf time,
yet how it seemed the expression of a piously shed link between the present, his own life, areddipth of
the past! All that, as his face showed, made aopraf impression. [...]. Religious feeling mingled is mind
with thoughts of death and a sense of historyedsstened to the somber syllable; he receivedethem an
ineffable gratification — [...]" M 22).
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importantly for our purposes here, this moment signifies for both the author andaeader
important milestone in the protagonist's emergent understanding of the ontblogica
entanglement and proximity of death and history, or, more precisely, the wagenaadky
historical emerges out of being-towards-death and thus betrays the depth nehsaf m
Castorp’s past but moreso the depth of his future. In this very important moment, both the
lesson of the Taufschale and young Castorp’s encounter with the grandfathests, ¢
among other things, signifies the “ontological density” of the past that Ricttebutes to
Heidegger’s theory of historicality — “something in the depth of [Castorp’s] besmpnded
to it” [“es lag etwas darin, was er aus dem Grund seines Wesens Hil{igtd’20/DZ 36)) —
and it is fair to say that insofar as Castorp’s approach toward an authentistaimdieg of
death on the magic mountain has at this point already begun, the intrusion of thegiast is
so much an intrusion but a clear example of how his past, rather than being recowered, ha
been called forth as a result of Bgdung or of what amounts to the same thing, his
approachtoward himself, which is to say, out of his future. And, as such, it is also fair to say,
along with Heidegger, that “In the state-of-mind in which it finds itself, Daiseassailed by
itself as the entity which it still is and already was — that is to saighwt constantly is as
having been”BT 376).

Consequently, what Castorp’s vision of his time with his grandfather (whahlto
call his first encounter with what it meando® historica) suggests is a very different
temporal dichotomy than is usually associated with the novel’'s treatmentasfdaisand
eternal time, wherhistorical time is typically attributed to the time of the flatland and
sharply distinguished fromie reine Zeit selbsir eternal time that is attributed to the sort of

time lived out at the Berghoaln fact, just as Heidegger describes Dasein as constitutive of a
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stretching-along [Erstreckung] that enables it to know a past and anticijpétieea Castorp
recognizes, not only in the script itself and in the repetition of the “sombabl&y/lbut also
in his literal proximity to the man who utters it, that he is indeed an expresdius of
Erstreckungmoreover, he realizes or at least has begun to realize Heidegger’'s mporta
recognition about time and history as such, namely, that he himself is not tempatede
he stands “in history” or “in time” but rather that he exists amidst thisrfaat stretching
along because he himself is first and foremost an expression of this temparalityis as
such an expression that he is able to identify, to the point of “ineffable gratificatith the
heritage which he is, already was, and is in the course of still becotmma this very real
sense that the opposition betweendimmal historisctand theeine zeitlichdissolves away
and becomes something very different than even Mann himself may haweaaatic in
short, history here emerges not as a mere window onto a worldview but rather as an
ontological density associated with time and Dasein itself, both of which aréatesgaomt
with a stagnating, negative sympathy with death (that the bulk of the novel te sai
describe) but rather with a progressive, dynamic temporality thadbri@astat first not fully
cognizant of in the stirred memories of his grandfather’'s wake but with which he is
beginning to identify and to integrate into his developing maturity.

The hollow sound of the “great-great-great-great” is on the one hand emptglprecis
because of its blank narration, its insistence on the “falling away” orége’%sf time and
thus makes no strong impression on the young Castorp. Its hollowness may be compared to
what Heidegger calls an inauthertistorie in which the past is recited as if it were merely
no longer there, no longer a part of lived reality. But there is another sort ofaramat

operation here which is of the authentic sort, and this is what makes the profounder
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impression and inaugurates the young Cast@jiging As we are told early on, this sort of
time has “noways to do with the passage of time” but rather with its pergasgongoing
disclosure-*? The force of this narration lies in the memory of the voice itself and in the
extreme love had by young Castorp for his grandfather as well as in the fegdnuxiafity

that the voice and thBaufschalanake possible between past, present and future, between
beginning (birth) and end (death). The question of authenticity that is raiskd bgene of

the memory of his grandfather is not only relevant to Heidegger’s interpretatio& of

guestion, but it is of course, as | pointed out in the previous chapter, raised by Mann as well
since Castorp’s memory of the wake provokes similar concerns about authéhtiedr

Mann, or rather for Castorp, like for Heidegger, there is a sharp distinctionelnetines

everyday, living grandfather and the powerful suggestiveness of his corpsé;jshg i

surprise (and completely in line with Heidegger's own thoughts on the subjedt)ghat
authenticgrandfather is the one who is gone, the one who is on the one hand represented in
the painting in a magisterial guise and on the other hand vacated in the corpse — im short, i
the being that once was the grandfather, the grandfathewasy beeffMM 25-6)** 1t is in

this sense, then, that readers may interpret Castorp’s profound spiritual esspthns

emergent consciousness, where “[r]eligious feelings mingled in his niindheughts of

death and a sense of history” [“geistliche Empfindungen mischten sich mit denevddss T
und der Geschichte”MM 22/DZ 39). The problem is not simply that the authenticity of the

grandfather lies, ironically, in the artificiality of his image or dneate dressing of his

12\vjith respect to this problem, Heidegger asksirfstance, “Why do we say that time passes awaynwiee
do not say with just as much emphasis that it a#5@8T 478).

13 For the most part, Mann deploys the same termeggaidger to indicate “authentic” and “authenticity”
“eigentlich” and “Eigentlichkeit” — but from timeottime he uses other terms, including “wahre,”itig,” and
“Vollkommenheit.”

H14E g. “Der kleine Hans Castorp betrachtete [...] dasiét und die Hande dekemaligerGropvaters,” “der
Gropvater nur noch Korper unichts weiter mehr warnDZ 46-7, emphasis mine).
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lifeless body, but rather in the impossibility that this artificiality afeldssness suggest, and
the recognition of this impossibility that is handed down to Castorp as his henthgdigh
he is bound to repeat (in the Heideggerian sense). This is precisely whyy¢ bislie scene

is so explicitly recalled in the famous section in which Hans is provided a niewis own
grave, i.e. a view toward his own impossibility, and in which Hans marvels aaththe

ring on his finger, inherited from his grandfather, is destined to remain eventiiflesh it
adorns is fated to melt away beneath it.

As we have seen a Heideggeraeschichtes always linked to the concepts of
heritage, repetition and conscience, but in Heidegger all three have veryndiffe@nings
than are usually assigned to them, a difference, moreover, that typiaallig $n the way of
understanding what Heidegger intends with these concepts. With respect tp’€astor
Bildung, heritage and repetition refer not only to the concrete generational inhedtdahee
Castorp and Tienappel lineage (the eyes, habits, disposition, features, nantlesat define
him) but also to the ontological heritage and repetition of what the grandfather bsgoeat
his grandson during this exchange with his grandfather’s body, namely, the mdesafaa
knowledge of death, “a larger, even [...] fervid comprehension” [‘einem gewissen
allgemeineren und sogar eindringlichen VerstandeZ 43MM 25) of being-towards-the
end and of the certainty that he, too, will eventually take his place amidsttiréchldine
of those Castorps whHmave beenWhen Péggler writes, “To be historical means to have a
destiny, to anticipate death, to let oneselfivewn back upon the factical There and its
finitude, to surrender to traditional possibilities, and thus to exist ‘in an insightiulemt’
for one’s own time [...]" (46), he perfectly describes what Mann intends for Castorp t

remember with the memory-picture of this moment of his past.
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Moreover, it is in this early surrendering that the young Castorp is able to begin t
authentically take over, which means resolutely, tiwawnnessehind which he cannot go,
but which he can approach through a constant returning (repetition) to that whicratg alre
is or that which he always has been. And it is through his gathering of this texmogmat he
becomes guiltyn the Heideggerian sense, which means only that it is in this moment that he
begins to witness and bear the past within himself and identify himself wathtitef first
time. Such a guilt, according to Heidegger, lies not only inhni@vnnessin the tragic
negation that underlies all the possibilities available to him (that is to sahetibannot get
behind his thrownness or ever stdredorehis past because he has always laeady
underwayasthis past and because his most extreme possibility lies in an utter imigyssibi
being-towards-death d&dichtmehrdasein In addition, as Poéggler suggests, his guilt lies in
resolutely taking his place amidst the names that both fall away and gather upon the
Taufschalewhich is also to say, in bearing his past authentically, atigeinoncrete
restriction that, in so far as mell soon choose to remain on the mountain, he closes off all
other possibilities for his future. But now we risk getting ahead of ourselves ardtof
for the encounter with his grandfather’s corpse affords him only a glimpse istordedities
and form only a very early part of the self-development the novel describes.

The relevance here of Eric Downing’s essay, “Photographydddngin The Magic
Mountain” about the influence of photography on the novel's conception of the modernist

subject and the tradition &ildungcannot be overlooked® It will prove useful not only for

115 This essay can be found in Hans Vaget's editeléatisn Thomas Mann’s The Magic Mountain: A
CaseboolOxford UP, 2008]. It is a revised, abridged adéipt of a much earlier essay entitled “The
Technology of Development: Photography and Bildim§homas Mann'®er Zauberberj[ Deutsche
Vierteljahrsschrift fur Literaturewissenschaft uGeistesgeschicht@7 (2003): 91-129] as well as of a more
recently published chapter from Downing’s bao%fiter Images: Photography, Archaeology, and Psyoabgsis
in the Tradition of BildundDetroit: Wayne State UP, 2006].
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illuminating the connections already uncovered but also for helping to demongdtedteril
become even more important later on in the discussi®oatfor Faustughat follows,
namely, how one may venture to reconcile Heideggerian and historicist reatiMgan’s
treatment of time and history the Magic MountaimndDoctor FaustusDowning’s study
manages such an approach primarily because it perfectly describes timewtash the
technical medium of photography, precisely as a result of its historicafisppe — its
accidental invention, its novelty and its unpredictable category, applications, andgpetent
discloses a fundamental relation of human beintstome and thus, too, (I think Heidegger
would maintain) alters the meaning of what tisiéor the historicabeing-thereof Dasein
Because Downing emphasizes the way in which photography’s historicajesroer
coincides with the historical advent of psychoanalysis in such a way that the foavieles
critical insight into the latter and vice-versa, Downing’s argument would alsaajapallow
for a certain emphasis on the fundamental relation between photography and a Heilegge
historical ontology in which what is disclosed in and through the technology of the
photographic process is the temporality of being, which is to say, of the tiDesein
Downing argues that insofar ke Magic Mountains aBildungsromarit is also an
Entwicklungsromarmand that the “insinuation” of the emergent technical medium of
photography and the photographic process upon Mann’s concepiddwrig effectively
refigures the traditional character of the subje@ittfung Whereas traditional conceptions
of Bildung proffer the subject-protagonist asadula rasaupon which the truth is to be
simply and opaquely inscribed by the narratiorlie Magic Mountainhe self-formation of

the young Castorp is rather developed or “exposed” through a complex dynamic of
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repression and revelation that Downing associates with the photographic prodélse
concomitant discoveries of contemporary psychoanalysis. Downing writes:
The blank page dBlatt of the self has been refigured as much like a
photographic plate d?latte the clean slate or tabula rasa has become, so to
speak, the only seemingly opaque tabletf¢lchen of a photographic
negative, with all its invisible ‘script’ (cf. 540/382). As such, the subject,
rather than being simply inscribed or paintgdiilde}, is to be developed
(entwickel}; or, more precisely, having first been ‘exposed’ and taken on or in
its impressions from the outside world — and in this respect we must
understand the sustained emphasis on Hans Castorp as ‘receptive’
(aufnahmelustigr aufnahmefahiyg— the subject is then to be developed,
brought out and, finally, potentially, ‘fixed’ drefestigt(cf. 139/96). (46-7)
As evidence for this recognition, Downing notes the sharp distinction betweenrétenrsr
early description of Castorp as “an unwritten pagésg unbeschriebene Blag5/35; gtd. in
Downing 46) and Settembrini’s much later reassessment of Castorp aslytaeisgpposite:
“This gifted young man is no unwritten page, but rather one on which everything has
[already] been inscribed, so to speak, with invisible ink, the good with the bad. And it is the
educator’s task decisively to devel@n{wickeln the good, but forever to obliterate the false
that would come forth (142/98)” (46).
Before we return to the novel in order to see how this photographic process of
development works itself out in the text and begs the comparison with a Heideggerian
temporality, we should first venture a brief explanation of the way in whi¢br8letini’s

assessment of young Castorp in the above passage as “a page on which everytherg has be
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inscribed, so to speak, with invisible ink” and Downing’s reasons for refere@ngpssage
in his study resonate meaningfully with Heidegger’s own and earliest concegitioistory
influenced by his reading of the Dilthey-Yorck correspondence. Briefly elabgriue
correspondences that link the development of Heidegger’s own views of history with the
critical tradition to which Mann was heir will not only prepare us for readiogriing’s
claims about modernist refigurations of the subject in terms of Heideggersptmmcof
history, but, perhaps even more importantly, it will help to justify a reading @natfrom
the beginning to want to describe the proximity of Heidegger’s thought to the specifi
treatment of notions of the past and history e Magic MountainYorck explains his
understanding of history in the following passage, and it is within his assessmecthateve
find what Heidegger calls “the germinal point of [Daselmis}oricality’ [der Keimpunkt der
Geschichtlichke]t(SzZ530), namely, that authentic history lies “in the character of Being
which human Dasein possesses” [“‘des Seinscharakters des menschliches §&issi”] or
better, that history not only lies in what is “invisible” [‘unsichtbar”], like thag in which
Settembrini claims Castorp is written, but it is primarily something fimes’ [sondern
lebt]:

[Unsere historische] Erkenntnis [hat sich] bis zur Aufhebung ihrer selbst

fortgeschritten, der Mensch so weit seiner selbst entridkierdseiner nicht

mehr ansichtig [in der Geschichte] ist. Deoderne Mensch..] ist fertig

zum Begrabenwerden. [...] Alle wahrhaft lebendige und nicht nur Leben

schilderndeHistorie[....] ist zum besten Theile Kennfhder verborgenen

Quellen. Mit der Geschichte ists sopdmas Spektakl macht und augenfallig
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ist nicht die Hauptsache ist. Die Nerven sind unsichtbar wie das Wesentliche
[von der Geschichte] tiberhaupt unsichtbar ist. [...] (qt&25629-30%*°
Count Yorck’s reformulation of history and historical understanding is not only in

keeping with the Nietzschean tradition of historical critique, but it also pates the
historical views of Freudian psychoanalysis and, coincidentally, alsotselilfamnn’s own
conceptions of history ifthe Magic MountainYorck, for instance, was likely aware of
Nietzsche’s own review of history in, for examplée Birth of TragedjDie Geburt der
Tragodig (1872) and his essay “On the Uses and Abuses of History for Life” [*Von Nutzen
und Nachteil der Historie fur das Leben”] frdgmtimely MeditationgUnzeitgemgige
Betrachtungeh(1874). According to Yorck, it is precisely the protagonist of history, namely,
Dasein, that historical narrative has left behind. And just as he explains the podblem
history in terms of modernity’s progressive veiling of “[eine] lebendige [...]
Geschichtskenntnis” by “[eine] nur Leben schilderhligtorie,” a sort of forgetting that has
modern man already ready for the grave, so, too, Nietzsche likens tieapreadt of modern
man to “a starving man’s greedy grasping for food” [“das gierige&lfemn und Nach-
Nahrung-Haschen des Hungernde®8T (110/GT 141) who has abandoned the wholesome
nourishment of myth for what he calls “history and criticism” [*Historie umdii] ( BT
109/GT 141) and thus given up any viable means of resolutely and vitally interpreting
mankind’s “life and struggles” [“sein Leben und seine K&mpfBT {09/GT 140). In

Untimely MeditationsNietzsche again describes conventional historical understanding as a

18 «10ur historical] knowledge has progressed togbint of canceling itself out; that man has withwinaso

far from himself that he non longer sees himselthjistory] at all. The ‘modern man’ [...] is ready fourial.
[...] All history that is truly alive and not just fetting a tinge of life [....] is, for the best paktowledge of
the hidden sources. With history, what makes atapkxand catches the eye is not the main thing.nenves
are invisible, just as the essentials [of histamygeneral are invisible'BT 452-3).

209



“disease” and “excess” and claims that modern man suffers under the burden of ‘o muc
of a certain kind of history. Thus he famously offers as an “antidote” to this sort of
inauthentic history — the idea of histayandfor life, history as a process of becoming
pressed into the service of life and action, while Count Yorck (and consequentlyy Ritithe
Heidegger, too) believes the possibility of modern man’s recovery liesis nediscovery

of thelebendigehistoricity that he essentialiy.

Freud, too, offers up a similar paradigm, which proves perhaps even more useful for
our study here since, according to Downing, the Freudian model of memory and the
unconscious helps to illuminate Mann’s refiguratiodflung and the modernist subject in
The Magic Mountaimn terms of the photographic process. Freud’s distinction between the
conscious and unconscious not only mirrors the relation Downing establishes, regpectivel
between the positive image and its negative master-plate the positive, buméhe sa
distinction may also be usefully compared to Heidegger’'s own differemtiagtween an
inauthentic and authentic way of interpreting life and history. On the one hand, the
inauthenticity, so to speak, of the Freudian conscious lies in its essential gsaligurface
phenomenon and expression, just as Count Yorck describes an inautliotie as being
grounded merely in “was Spektakl macht und augenfallig ist.” On the other hand, the
essential aspect of the unconscious is that it remains by its very nttarehgden from
view or actively repressed. And since the former “nicht die Hauptsachéespoint of both
a Freudian and Heideggerian view of history is the bringing into the light or thetadet
exposure of that hidden history; according to Heidegger, this is the the histome &
just as the the authentic history of the individual, according to Freud, lies in the uagensc

Thus it is no surprise that Settembrini’s description of the young Castorp ialgessuch a
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recognition or that Downing’s reasons for referencing the passage alsspoom with my
tasks here.
In fact, latent in both Settembrini’s evaluation of the young Castorp as well as i
Downing’s description of the refiguration of a distinctly modernist subjectimitgims of
the photographic procedure is also a temporality, or, what is especially amiporus here,
an idea of history. While the conceptual leap from subjectivity to historyascty
objective phenomenon may require some convincing, the relationship bédaseinand
history is not one of difference but of equivalence, and would thus help to explain and justify
the figurative connection between Castorp and the photographic negd@lagtewith
which he is identified. As | have already shown, this process of identificatiompisasized
in key moments throughout the novel, including the moments of his earliest idemwtificati
with the grandfather, in which “Religious feeling mingled in his mind with thaughtieath
and a sense of history” [[G]eistliche Empfindungen mischten sich mit denérodesund
derGeschichtd. In particular, Castorp emerges out of this memory with the “sense” that he
himself is caught up in this “mingling” in which the normally distant prospectsathdeand
history are invited into the orbit and proximity of Castorp’s subjectivity andhegtdre, in
the Heideggerian sense of the terms, Ihidlneritage (past) anis destiny (future):
Der Name des Vaters war da, der desp@aters selbst und der des
Urgropvaters, und dann verdoppelte, verdreifachte und vervierfachte sich die
Vorsilbe ‘Ur’ im Munde des Erklarers, und der Junge lauschte [...] auf das
Ur-Ur-Ur-Ur, -- diesen dunklen Laut der Gruft und der Zeitverschuttung,

welcher dennoch zugleich einen fromm gewahrten Zusammenhang zwischen
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der Gegenwart, seinem eigenen Leben und dem tief Versunkenen ausdriickte
[...]" (DZ 38-9)}
This merely emergent though powerful moment inBiidung however, prepares the way
for the even more striking example of this identification in Castorp’s encowittethe x-
ray image of his hand. As | suggested in the previous chapter, the primaryndgféetween
Castorp’s earlier encounter with the grandfather and his seeing into the tiugixefay is
that in the latter he is provided an authentic encounter witbtmMmsleath. If, as Downing
suggests, this illuminatelatte exposes a certain refiguration of Castorp’s subjectivity, then
it may be said that what this x-ray evidence illuminates for the subjéet tkatger, fervid
comprehension,” only sensed in the memory of his grandfather, that this death and the “sense
of history” with which it is mingled are precisetys.

Moreover, just as Settembrini claims that Castorp is a page on which everything,
which must include both his past and his future, his history and his fate, has already been
written in “invisible ink,” Heidegger, following the views of Dilthey and Yorckdrefhim,
argues that an authentic Geschichtskenntnis lies in “verborgene Quellen” amdwen i
Spektakl macht und augenfallig ist.” According to Downing, it is this “invisibig#$' that
Castorpis, which, having first been exposed, must be developed in order to be revealed and
potentially “fixed.” Likewise, what makes the encounter with the x-ray atithn the
Heideggerian sense is that in this case “was Spektakl macht und augestfaigiecisely

that which in the everyday, inauthentic sense remains “invisible,” or, as Count 4gs;k s

17«There was Hans Castorp’s father's name, thereGrasidfather's own, there was great-Grandfathénin
the great came doubled, tripled, quadrupled, frieendld man’s mouth, whilst the little lad listerfed]. The
great-great-great-great — what a hollow sounddt haw it spoke of the falling away of time, yethit
seemed the expression of a piously cherished ktkden the preseritis ownlife, and the depth of the past!”
(MM 22).
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“unsichtbar” — “Hans Castorp sah [...] was aber eigentlich dem Menschen zu sdtten nic
bestimmt ist” Dz 333) 18

Finally, along with this logic of development presented by Downing is the
assumption, central to Heidegger’s conception of Dasein’s being-histori¢ahehzast is
precisely nevepast The past cannot be said to refer simply to a time that has passed and that
is no longer, or to the mere “falling away of time”; rather, it refers to &@iceinexorable
availability and potential, albeit a negative one (this | will elaboratemoment). Insofar as
the past has by its very nature always already been exposed, it is alwaysliteofar
development, or what Settembrini above calls the “educator’s task.” In Heidegggenes,
in order for Dasein to be anything at all, it must first have already be@@&se, which is
also to say, it must have already bé&®iowninto a world — thus Dasein always exists as a
thrownFact. And we will remember that insofar as Dasethriswninto its world, Dasein’s
history is always the history that it has been and that it is still to becomke ¥\Wannot get
behind the thrownnness that it is, which is also to say, while it cannot ever fihdhiesel
time in which it was not already exposed, Dasein can authentically takthevyaossibilities
of its past only insofar as it carries the burden of the past within itselfyenceand
becoming-guilty that makes the potential of Dasein’s past always avdbabibat
Downing refers to as development. Consequently, insofar as we are given arpsbtag
whose photographic relation to his past is one in which the past is always already
written/exposed and who&ldungrequires that this invisible script be developed and

disclosed out of his future, then what we also have is a temporality and a paidiealaf

18 «Hans Castorp saw [...] what it is hardly permittedmio see, and what he had never thought it woaild b
vouchsafed for him to seefM 218).
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history at work that suggests not only a photographic relation but also, Heidegger would
claim, ana priori ontological relation of Dasein to the temporality that it always already
In addition to the correspondences noted above, it is significant, too, to note other
ways in which Downing’s insights into the mechanisms of photographitshthgin The
Magic Mountainare confirmed in Heidegger’'s analytic of Dasein, especially withetgo
the latter’s conception of history and the historicality of Dasein. For irestane can
certainly admit that the relationship of history to being-towards-deathhwshalso to say,
the relationship between past and future in Heidegger, certainly reson&t&owiting’s
claim that the “positive-additive” tropes of the conventiddiéddungsromarare countered in
The Magic Mountairby a “subtractive-negative” apparatus made possible and visible
through the photographic process:
[T]he new metaphorical regime [...] certainly stresses Boiwicklungor
development is always somehow a matter of repression: not the simple
additive or expressive procedureRildung but rather necessarily subtractive
or censorious. Or to draw the distinction less radically, we might say [...] that
the desired manifest image-of-the-self is not simply a positive product, nor for
that matter a release of a potential but oppressed and occulted self, but is
rather itself somehow a negative product, a matter of repressive
(non)production. (48)
Although it may be said that Castorp’s past, like Daseindgvelopedut of his future, it is
always a negative potential that is developed. In other words, although Castorp is provided a
glimpse into his grave and consequently positively enlightened by the “edéstoom” that

discloses his future, it is not onlyf@biddenglance, but it is the disclosure of impossibility
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as suchAs Heidegger insists, being-towards-death not only always alreadyl@scbut it
also gains its momentum precisely because of Dadeawvisig already been thrown into its
world, something very much like the having-already-been-exposed that Downing adtribute
to Mann’s radical-modernist characterization of CastdBd@dung As | have already
mentioned, both Daseintearownnessnd its coming-towards itself as the possibility of
impossibility are grounded in a fundamental negation at the core of Dasein’s beinge- on t
one hand, the negation that is Dasein’s being-guilty and the thrownness behind wdmich it ¢
never go; and, on the other hand, the ultimate negation toward which it is always headed,
namely, the possibility of its no-longer-being. Likewise, Castorpiagge into his future is,
on the one hand, filtered through the negative image of his grandfather’s ring thed oo
his hand and the “penetrating, prophetic” eyes of his maternal ancestors, and, on the other
hand, oriented toward his very own death. And just as Downing claims that the goal of
Castorp’sEntwicklung(and thus, too, of the Mannian conceptioBdfiung), is to expose
and integrate this negativity into a positive self-image, so, too, according to Haidegg
Dasein’s goal to confront the negativity which is its basis in order to apprebkelid it
authentically.

Moreover, the bringing out of this exposure, that is, the disclosure of this negative
certainty, which one might venture to call the goal of a Heideggerian concepBddwofg
is the potentiality of Dasein’s coming towards beimgd which in its most extreme
manifestation refers very literally to Dasein’s death, to the possibfliéichtmehrdasein
and, to use Downing’s terminology, may be said to refer, figuratively speaditigg t
positive fixation of the photographic image. Although Downing is working exiylsithin

a model of reproducibility and repetition inherited from Freud, Benjamin (and, tabeBar
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the slippage that he associates between the positive and negative potential of the
photographic image may be said to repeat a Heideggerian temporality in phottgaphi
As we have already seen, the image of the grandfather’s corpse is a s@isahie point.
Insofar as the grandfather is positively fixed in the frozen aspect ¢f, deatimage serves
only to impress upon the young Castorp the negative apprehension dfashzerhis
grandfather, that is to say, the apprehension of what is nohotdaptured by hi8ild but
that is also incapable of being captured, as well as that toward whichutng @astorps
already coming-towards as himself, namely, the being-guilty thigtdrel the possibility of
his ownmost impossibility, i.e. his death. Thus we have both in Castorp’s encounterswith hi
grandfather’s corpse and with the image of his own death in the x-ray an exdmple
Castorp’shecominchis grandfather, which is to say, an example of Castorp’s coming-
towards himselashaving-been: “Even as the grandfather develops intBitldghrough the
chemical metabolic workings of death, so, too, does Hans develop into th8ithinethe
chemical metabolic workings of the Mountain, which brings out the resemblariee to t
grandfather through a@antwicklungof one of Hans'’s stored unconscious impressions (or
“scripts”), recasting the present image through the background negathé&’ ¢Downing
53).

Likewise, as Downing points out with respect to photography, the fixation is only
potentially positive; its meaning is always deferred because of theableviiniteness of the
image itself, which is always prone to decay. Given what has alreadydiabhsbed with
respect to Heidegger’s notion of being-towards-death and its vital entamgheitiethe
having-beerof Dasein, it is no surprise that Downing’s insistence upon this deferral occurs

alongside what he calls the inevitable certainty of the death of the photograpbe
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“[T]he fading away, vanishing, even dying of the photograph, can only be deferred, not
denied” (66). Consequently, even the photographic image itself shares with Dasein the
essential features of being-towards-death, namely, what | called pnetfieus chapter the
indefinite certainty of its very literal being towards its own impossgjbil

Moreover, Downing’s essay helps to both illuminate and at the same timengfeall
familiar, yet incomplete, views of the way the advent of photography helpedhape the
human experience of time under modernism. Consider, for instance, Stephen Kenss clai
from The Culture of Space and Tirti&t the final positive image, the pictureBakl, stands
in as a metaphor for death and essentially stops time insofar as the imageeaglise
out oftime. But this assessment of the temporality of the photograph, Downing’s argument
suggests, fails to account for the dynamic telos of the photograph, which is to aits/fat f
account for the process that leads towards its becoming (only potentialty))dixer the
process oEntwicklungas such, for ithaving-been-exposebtlor does the static temporality
described by Kern account for the future portended in every photograph; for exantipde, i
case of Castorp’s grandfather, inasmuch as the memory-picture of his Wakgshke the
hero’s past, it arises out of his future on the mountain and is even made possible by it
(Downing 53), and it clearly initiates the progressive development of the yastgr's
Bildung, which is also to say, the future toward which Castorp himself is coming-tovgards a
having-beenln this sense, the development of the negative into the “positive” refers only to
Castorp’s journey toward his own death, which the end of the novel anticipates. Infshort, i
we interpret Downing’s findings in terms of Heideggerian temporality, thénl®hg-
towards-death and Dasein’s having-been emerge as something very much like whiaigDow

may be apt to call being-towards-the-negative in the double sense intendeutlbgddr —
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being towards death as the possibility of Dasein’s impossibiitibeing towards the

beginning, being towards Dasein’s own authe@schichtetoward the past and the
having-beenwhich is always also to say, toward history as the “unsichtbaren,” “verborgenen
Quellen” of Dasein as such, of which the photographic negative as it is described by
Downing is a very suitable analog.

Although his primary aims and the details of his compelling analysis of the thiem
photography are beyond the scope of my concerns here, Downing’s subsequent emphasis on
the relationship between Pribislav Hippe and Clavdia Chauchat in Castorp’s iticagarad
the impact of this relationship upon the trajectory of Cast@tkingis anything but
coincidental and in even more forceful ways helps to illuminate and confirm my own
objectives. With respect to the relation between Hans Castorp’s memory-intage of
grandfather and the even more strikingly photographic relation between Hippe amth&ha
and their interconnectedness with the novel’s treatmedBiiaiingand modernist subject-
formation, Downing writes:

[...] only once [Castorp] has retrieved and worked up the negative,
unconscioudJrbild of [Pribislav] Hippe does the figure of or image of

Clavdia Chauchat emerge in all its clarity. Thus, even as Hans Castorp here —
precisely here — develops into tBed of his grandfather, succumbing to a
certain logic of reproducibility, of belated reproduction of the unconscious
cliché , so does Clavdia Chauchat develop out of the negative unconscious
cliché of Pribislav Hippe, reproducing in her image the generic features of the

master-template [....]. Thus memory qua photography and self-formation qua
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Entwicklungcome doubly to further and to refigure the traditional thematics
of Bildung (54)

Downing describes this distinctly photographic relation that links thedgof
Pribislav Hippe and Clavdia Chauchat according to a Bergsonian model of memory, in
particular a form of memory Bergson callsontaneous recollectipmwhich the relation,
Downing argues, does of course imitate. Nevertheless, when he goes on to noteithe wa
which this particular relation complicates the more facile binary oppositisrebatmodel
and copy as it is upheld in the relationship between Castorp aBddle# his grandfather,
Downing implicitly suggests precisely what Heidegger viewed as the mni&gig omission
of Bergson'’s theory of time and memory, namely, the omission of the future’s prasac
well as its inextricable entanglement with the essentially histarfaiacter of Dasein. In
other words, what for Bergson (and Husserl, too, in fact) was a more straigdfoewan
transparent matter of storage and retrieval was for Heidegger a afdtterpast’s
Entwicklungout of a futurethus, Heidegger’'s model of temporality even more forcefully
supports Downing’s assertions about the photographic model of tinildndg displayed
in the novel.

For instance, when Downing claims that “the relationship between Hippe and Clavdia
is [...] conceived in terms even more challenging to the standard mimetiomebf model
and copy than that posed by the grandfather anBikiisterms that again draw on the photo-
relation of negative and positive, but in such a way as to challenge their oppostiatiahr
That is, there is an emphatic sense in which Hippe and Clavdia are the samdliggame
image [....]; and similarly, a sense in which there is no stable or secure Wan@ion one

as the source or prior term for the other [...],” he not only notes the “major reperctissions
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this recognition has for Mann’s reconception or revision of the traditional saheragat
Bildung, but he also underscores precisely what it is | have hoped all along to derapnstrat
namely, how Heidegger’s theory of historicality may help to illuminatentwe!’s insistence
on an historical ontology.

As Downing points out, this identity of past and future not only renders the storage-
retrieval model inadequate to the truth suggested by the narrative, but it alsstsagge
revised conception of the relation between past and future as such — a revision ddoounte
by a Heideggerian conception@éschichteand being-towards-death, where the authentic
meaning of the past (Pribislav Hippe, insofar as he is the historical souhzesef
possibilities held in reserve) is made manifest not in the form of a recollectioathoert in
Castorp’s authentic, future encounter with Clavdia, which, as Heidegger would have it,
comprises the very coming-towards of Castorp’s fate or, put another wiawhilkbh Castorp
still is and already was or constantly is as having been. Thus what Downsthebltbild
of Hippe and the grandfather function not so much as images of the past but rather as images
of the future, images of anticipation and the coming-towards, which, not unlike the magic
atmosphere of the mountain itself, pull Castorp unrelentingly and inevitably towasdlhi
and the uttermost possibility of his certain faflareover, as Downing admits, “Hans’s
spontaneous recollection of the image of Hippe and his pairing of it with the presgatafa
Clavdia occurs in the same chapter — indeed at the same moment — in which he &gs deve
the trembling chin, or cliché, of his grandfather” (53). It is in this sense thpagteot only
becomes the future but more importantly that the future becomes the past and, even more
explicitly, that Castorp authenticalbecomeshe history that hes. For this reason, midway

through the novel Castorp concedes tha&herungsbildof Pribislav Hippe no longer
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appeared to him except to draw his attention to the “glasernde Angebinde” andiXety ta
[“Tafelchen”] or, what Downing might call the photographic plat®latte of Clavdia, and
thus Castorp acknowledges, and naively so, that “the progress of his acdliioatvas

over.” This progress, however, as Downing shows us, is only potentially “comptete”
“fixed.” Castorp has not merely exchanged his earlier fascination with Huppee currency

of his love for Clavdia; rather, Downing claims, “[w]hile the positive, manifesige fades,
theBild is nonetheless retained in the ‘negative’ space of Hans Castorp’s unconscioas, wher
it remains stored, latent, awaiting, like the memory-image of the graedfas subsequent
development and duplication. And it finds this [...] in the figure of Clavdia Chauchat” (54).
In this way, Downing’s photographic relation mirrors Heidegger’'s exegé$dasein’s
fundamental relation to its past in which Dasein’s coming-towards itskdasg-been is
clearly indicated in the way Castorp’s past is continually absorbed or, even dmteloped
into the dynamic and anticipatory tension that makes up his future — whethtuie |

mean to refer to the erotic pull toward ClavdiBlatte or to the equally ecstatic pull toward
his ownPlatte, the truth of which, as we have already established, lies not only in the
“vouchsafed” glance into his own grave but also in his recognition that he has ira sens
becomehis grandfather.

This future by necessity is never permitted to bectixeelin any positive sense since
throughout and to the end of the novel and beyond the negiatild of Hippe and the
grandfather remains undeveloped — for Downing as a repressed feature of theiongonsc
and for Heidegger as the coming-towards of Dasein’s being-guilty in which lsHoget
always left unsettled. It is important to remember here that for Heid®ggein's being-

guilty indicates something very different than a moral guilt, but reféneraxplicitly to the
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nullity at the core of Dasein’s being. First of all, such a guilt coincidés®astorp’s
unconsummated desire for Clavdia. Castorp does go marching toward histilethtinking

of her, after all theaspect of the ending, remember, that made the strongest impression on
Heidegger because it is “an end without an end” [‘eine Ende ohne Ende”] in which the love
between Castorp and Hippe/Chauchat is never resolved or fully assimilatexdI$esuch a
guilt refers to the “negative” basis of this desire, in which the »aempativeof Clavdia

remains, in the end, the most powerful evidence of Castorp’s otherwise pasitivesi®

vis-a-vis Clavdia.

Consequently, Downing’s recognition that neither Hippe nor Clavdia can be
distinguished temporally as the source of or prior term for the other only ressnfir
Heidegger’s account of the past’s authentic relation to the future, namely, thar&ot
always already out ahead of Castorp and the measure of their autheotti€igstorp lies
precisely in this mode of repetition that is peculiar to a Heideggerian darcephistory,
where both history and the future exist quite explicitly as concomitansfofipossibility
which comprise the entire orientation of Castorp’s radddalung As Downing rightly
points out, the significance of Clavdia’s x-ray “portrait” is that it ishie énd, not a portrait
at all but rather a photograph. Thus it follows that logic of development described by
Downing, as well as its accompanying temporality, according to which gsive image of
Clavdia Chauchat is developed out of thbild of Pribislav Hippe, which is also to say, that
Castorp’s future involves nothing short of his coming-towards the “innermost and most
permanent possibilities” of his past. And the same may be said, | believe, arubparbia
more forcefully so, of the relationship between Hans Castorp and his grandfatbetiracc

to which thdebendigesistory that Castorfs involves nothing short of Castorp’s
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progressive taking over of the possibilities that lie “stored, latent, ag4iti.] development
and duplication” in th&Jrbild of the grandfather and that are quite literally handed down and
transmitted to Castorp. Itis in this sense that Mann’s narrative helps utetaubeterstand
Heidegger’s admittedly opaque claim that “[o]nly in so far as Das@uathentically as
‘having-beehcan Dasein come towards itself futurally in such a way that it clvaegto
itself]. As authentically futural, Daseis as having-beefti [“Nur sofern Dasein tiberhaupt
ist als ichbin-gewesen, kann es zukinftig auf sich selbst so zukommen, dassies
kommt. Eigentlich zukunftigst eigentlichgeweset] (BT 373/52431), where Dasein’s
coming back to itself signals much more than “a mere mechanical repetitiontteraptao
reconstitute the physical past; it means rather an attempt to [..eveefarmempossibilities
which are thus ‘explicitly handed down’ or ‘transmitted’ to Dasein (qtdBT37).

Before moving on to a discussion of the portrayal of histoByaotor Faustusand
the way it, too, resonates with Heideggerian conceptions of history, | would li&g &ofew
words about the ending of the novel and way in which what Heidegger might call an
authenticGeschichteollides with its inauthentic counterpart. Much has been made in Mann
scholarship of the “Donnerschlag” that occurs at the end of the novel, the outbreakrst the f
world war and the “shock that fired the mine beneath the magic mountain, and seeper sl
urgently outside the gates” [“der Donnerschlag, der den Zauberberg sprengt unebden Si
schlafer unsanft vor seine Tore setWl 709DZ 1075). Conventional wisdom describes
this moment as the moment in which the hermetic and suspect allure of the mountain is
broken loose and Castorp is returned to the ordered world of life and history. Nevegstheles
and here we should recall Ricoeur’s formidable analysis of the novéiistbeical time into

which Castorp and the rest of Europe are thrust with the outbreak of war is something ver
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different from either the so-calléonelessvorld of the Berghof or the measured, orderly,
chronological time of the flatland. And given our analysis of what | havedgiidascribed as
theauthentichistory traced by the novel, we may well read this suddastgrical time in

the same light.

Consider, for instance, the narrator’s problem at the end of the novel of narrating this
portion of his protagonist’sast On the one hand, he is ready to condemn Castorp for having
allowed himself to be lured by the narcotic and illusory charms of the Berghosittier
zwar von den geistigen Schatten der Dinge regierungsweise das eine undrandezg t
liep, der Dinge selbst aber nicht geachtet hatte und zwar aus der Hochmutsneigung, die
Schatten fiir die Dinge zu nehmen, in diesen aber nur Schatten zu $2A4076)*'° On
the other hand, the narrator is self-aware enough a few pages later to adnvit kisilt for
participating in this same game of shadows, the game of narrative as such:

O Scham unserer Schattensicherheit! Hinweg! Wir erzahlen das nicht! Ist
unser Bekannter getroffen? Er meinte einen Augenblick, es zu sein. [....].
[Aber] [e]r macht sich auf, er taumelt hinkend weiter mit erdschwergarku
bewustlos singend:

‘Und sei-ne Zweige rau-uschten,

Als rie-fen sir mir zu —'
Und so, im Getummel, in dem Regen, der Dammerung, kommt er uns aus der

Augen. DZ 1084)%°

19«Castorp preoccupied himself] with this or that@ng the subjective shadows of things; but theggin

themselves he had not heeded at all, having thiigndency to take the shadow for the substaaid,in the

substance to see only shadoWN 709).

?%“Shame of our shadow-safety! Away! No more! — But friend? Was he hit? He thought so, for the

moment. [....]. [But] [u]p he gets, and staggers anping on his earth-bound feet, all unconscioushging:
‘Its waving branches whi — spered
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Is it too much of a reach to believe that the message, whittspkerjunausgesprochén

is nevertheless, and perhaps precisely because of the narrator’s inaliatysmit it,
authenti@ Or put another way, is it only coincidence that it is precisely here at thismhome
that we find Castorp courting not shadow but rather the substance of his pasthéreicity

of which lies in his coming-towards himself? — his coming-towards both the object of his
desire, his still burning love for Clavdia, and his coming-towards the possibilitg ofim
impossibility that is anticipated in his march toward death, which is alWsgydasay, that

he is coming toward authentistorical possibilities that cannot be handed down by the
inauthentic shadow-safety of narrative but only by a resolute Dasein toutsedh of course
helps to explain the solitary, fading figure of Hans Castorp as he disappeard himselht

the end of the novel.

Doctor Faustus
Over the last three decades debates over the question of hidargtor Faustus
have fallen, more or less, into three recognizable categories. Firstighlee question of
whether the story of Adrian Leverkihn evokes one Germany, in which “the good and bad
components [are] so inextricably and homogenously mixed [...] that National Sociali
appears inborn,” or two Germanies, “the one good [rational] and the other evibhiatat

diabolical]” (Fetzer 64}** The second debates whether the novel’s account is even

A mess — age in my ear —'
and thus, in the tumult, in the rain, in the dusdqishes out of sight MM 715).

2L Eor one or another variant of this approach tontheel’s treatment of history, see, for examplegats
“Kaisersaschern als geistige Lebensform. Zur Kotiaepler deustchen Geschichte in Thomas Médwigor
Faustus$ in Der deutschen Roman und seine historischen untsobien Bedingungdied. Wolfgang Paulsen,
Berne: Francke, 1977.200-35]; Wiegandillomas Manns ‘Doktor Faustus’ als zeitgeschichdidRoman
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commensurate with or adequate to actual history. For instance, Helmut Koopmars doubt
whether the novel is capable of shedding much light on historical events the author himself
did not witness, and along with others, including Martin Travers, goes even furttieheh
claims (following Adorno it would seem) both that the historical events in questieed
language and that the use and function of the Faust myth and the analogicair et

music and literature betray a symbolic vision that is ahistorical, anadic@md otherwise
incompatible with contemporary German history (Fetzer86)nd finally, there are those
which debate the decidability of the text's treatment of histot¥ypically, such readings

end by repeating the claim that the novel ends iZtireideutigkeitwvith which it began, a
“frustratingly familiar concept that, with Thomas Mann, always hasatstevord” (Fetzer
131)1?* Of course, as John Fetzer rightly points @wgeideutigkeitn Doctor Faustuss

never meant to indicate a “lack of clarity” but rather a “double valency” and theedlador
future readings of the novel to overlook the “threadbare concepts of equivocality and

ambivalence [...] in favor of something resembling a definitive commitment” (131)

[Frankfurt: Fischer, 1982]; VBkirchen’sZeitgeschichte im Roman. Zur Thomas Manns ‘Zaubgtoed
‘Doktor Faustus’[Berne: Francke, 1986]; and Kreutzer's “Fausts Wen Wissenschaftler zum Kinstler oder
Thomas Manns Deutung der deutschen Geschicht@gitschrift fir deutsche Studi§ (1989-90): 79-85].

122 5ee Koopman's “Der Krieg als Héllensturz: Zu Theranns Kriegsberichterstattung und seirizoktor
Faustus in Krieg und Literatur{2.3(1990): 13-32] and Travers’s “Doctor Faustud #re Historians: The
Function of ‘Anachronistic Symbolism™ ifhe Modern German Historical Novield. Roberts and Thomson,
New York: Berg, 1991].

13 5ee, for example, Ryarihe Uncompleted PafiDetroit: Wayne State, 1983]; Cobley’s comparatesays
“Political Ambiguities inUnder Western EyeendDoctor Faustusin Canadian Review of Comparative
Literature[10 (1983): 377-88] and “Closure and Infinite Sesisan Mann’'sDoctor Faustuand Eco’sThe
Name of the Rosén Comparative Literature Studi¢26 (1989): 341-61]; and Barnouw’s “Fascism,
Modernity, and the Doctrine of Art froiario and the Magiciario Doctor Faustusin Michigan Germanic
Studieq18 (1992):48-63].

124 The novel begins with Serenus Zeitblom’s self-éepting and mild-mannered admission that he méagin
not be the right one to narrate the tale of Adtiamerkihn: “[...] gerade dadurch dem Leser Zweifel zu
erwecken, ob er sich auch in den richtigen Hanasimdbet, will sagen: ob ich meiner ganzen Existeazh der
rechte Mann fiir eine Aufgabe bin, zu der vielleictghr das Herz als irgendwelche berechtigende
Wesensverwandschaft mich reizPRE 7). And ends with his famously impossible “Wundias Uber den
Glauben geht” und “Das Licht der Hoffnung [in] “##¢r Hoffnungslosigkeit’@F 672).
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These separate but interrelated trends in Mann criticism, however, raralyecdhe
text’s radical undecidability as an essential commitment to a partidekiof time and
history, and this is something even Fetzer overlooks when he casually admits fuittimst
emphasis or explanation that Mann was “accustomed to viewing history as a funtii®n of
own fate” (65). Understanding what Fetzer may have been on the verge of esiglishi
his description of Mann’s treatment of historyOoctor Faustusas a “function of his own
fate” is not only critical to a deeper understanding of the portrayal of the pbtemtia
history inDoctor Faustusbut it is also a matter of emphasizing Mann’s commitment to
something like a Heideggerian understanding of history and to a historical undeggtandi
made legible perhammly through the filter of Heideggerian temporality. The various
positions that make up these debates over the function of histooctor Faustugarely
engage the aporias of historical life and understanding that make these atoovers
possible, even likely, and which, | maintain, the novel ultimately registerssequently, |
will forego an extensive commentary on the dilemma of whether there are eve or t
Germanies, perhaps a truly undecidable question, and focus the bulk of my attention on
unraveling the more compelling question of the text's adequacy to the histdeynptd to
narrate and the question of what some scholars have called the “radical undscidabil
this relationship. With such a focus I intend to show that Mann’s portrayal of hiistory
Doctor Faustuss not only commensurate with what Heidegger calls an auti®asichichte
but also that what | refer to above as Mann’s “commitment to radical undedidabihot at
all unlike Heidegger’s conception of authenticity as such, in which Dasein’s funddment
interpretive task (through which we may say Dasegelslde) involves the resolute and

anticipatory taking over of the possibilities it inherits from this undecidgbiamely,
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being-towards-death, history — in shalie Sorge -all of which Dasein itselis in constantly
coming towards itself as having been.

It is no coincidence, it seems to me, that in the very same passage in whidgeeide
recalls Count Yorck’s emphasis on the “verborgenen Quellen” and “unsichtbaseste®f
history — the passage, remember, which in the previous section of this chapter | lthked w
Settembrini’s description of the “invisible ink” in which the entirety of Castopp'st was
(and already had been) written — Yorck also makes a telling referencetteeG6aust For
Yorck, as for Heidegger, an authentic encounter with the history that Dagean
encounter with a mode of invisibility that is also a laying lmareof the futurgor as
Downing might explain it, aiEntwicklungof the hidden secrets of the past, which is also to
say, a sort of communing with what Yorck calls “der Geist der Geschiclike? $pirit of
History”] (SZ530BT 453). And both Yorck and Heidegger, knowing their situation much
further along the historical path of modernity, find it both curious yet understantable t
“the Spirit of History” “is one [Spirit] who did not appear to Faust in his study, orastéf
Goethe either” [“Der ist in seiner Klause dem Faust nicht erschienen und audheiser
Goethe nicht”] (qtd. iBBT 453/52530).

That the Spirit of History was omitted from Goethe’s version of the da@nificant
because it may be argued that it is precid@by/spirit that appears to Adrian in his study in
Palestrina in Mann’s decidedly modernist account of the myloctor FaustusReaders
need only recognize that the Devil's part of the conversation involves the repesdeshice
on the nature of history and the past as they directly relate to Adrian’s keriast, when
Adrian notes early on the irony of the Devil's having appeared to him in Italy, were

latter “enjoys no popularity,” rather than in the Germany of Adrian’s childhoodelgam
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Kaisersachern, where a “medieval dread of sin” and the figure of the Dewilrafive and
well, the Devil goes so far as to suggest that their meeting and thus, too, the itsetia

would not even be necessary if only Adrian would admit the fundamental link between his
own fate and the history that is his: “Had you but courage to say to yourself:\\drar

there is Kaisersachern,” why then, of a sudden the matter would be in accord\\Veifinf

du den Mut hattest, dir zu sagen: ‘Wo ich bin, da ist Kaisersaschern’, gelt, soestiiramt
Sache auf einmal”’|F 242DF 304).

Not only does Adrian’s lack of courage, or better, his lack of acknowledgement,
enforce the necessity of the pact, it is also the basis of the Devil's continuimgtbry
lesson (which, I maintain, is precisely the lesson of the pact itself)hwhiarns, takes up
the history of Germany, German art and music, Adrian’s private past, etidition, it is
clear that Kaisersachern is much more than a place but forcefully equatecdivah’$\
being as such and that this, too, is what Adrian is unable to grasp. Thus Kaisersachern is one
of the boldest terms in the invisible script of that composition wiiéldrian. Though
Adrian speaks of Kaiserschern as if it belonged to the long ago, it is cleabgVilks
premise that historyrfie vergangennie vorbei ist,” that in fact its alwayswhere he is as
being-there or Dasein, and inasmuch as this is the case, he recalls notideggeles
famous question — “Why do we say of time that it passes away but do not say wath just
much emphasis that it arises?” — but also the claims of his Goethean countdrpatt (e
end ofFaustdenounces the lemur chorus, just as the Devil denounces Adrian, for their
unhistoricalthinking, for “if it had not beenthen it would make no difference” (MacNeice;
emphasis mine):

Vorbei! ein dummes Wort.
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Warum vorbei?

Vorbei und reines Nicht, vollkommenes Einerlei!

Was soll uns denn des ew’ge schaffen!

Geschaffenes zu nichts hinwegzuraffen!

‘Da ist’s vorbei!” Was ist daran zu lesen?

Es ist so gut, als war’ es nicht geweSen.
Given the particularly strong correspondence between Mephistopheles’s alzowve and
the extended account of this historical dynamic throughout the XXV chapDerctdr
Faustus one is tempted to say that Mann’s Devil appears to take over precisely where
Goethe’s Mephisto leaves off, i.e. with the task of elaborating this question, ey thedt
temporality ofdas Vorbeiwhat Heidegger calls the having-been or Daséb@®/esenheit

According to Downing, the development of the photographic negative into the fixed,

positive image does not merely refer to an explicit transition from onet¢ettme other, but
rather it describes a fundamentally revelatory process in which theveegatidden
precisely through the process of its development (into the positive) evenraaiitsehe
very content of the positive and the condition of all its possibilities, including theéopibgsi
of its impossibility. And although Downing does not venture a discussiDoabr Faustus
both his and Mann’s emphasis on the photographic temporalBjdaing resonates

meaningfully with what Heidegger may agree is the authbating-beerexposed of Dasein

125 Gone by! A stupid phrase.

Why say gone by?

Gone by — pure naught — complete monotony.
What use these cycles of creation!

Or snatching off the creatures to negation!

‘It is gone by! — and we can draw the inference:

If it had not been, it would make no difference [...]
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to what Downing calls the “negative” image of itself. Consequently, Dowsagalysis
would appear to offer a promising point of reentry into the problem of history in the late
novel (61), and as | have already begun to explain, one of the more remarkableesxampl
this problem and its accompanying temporality in the novel lies in the dgmalaiplayed
by Kaisersaschern in the narrative of Adrian’s life and fate asasell Zeitblom’s
imagination.

We are, of course, very familiar by now with Heidegger's claim thatdkg pke
Being itself, must always be an issue for Dasein insofar as Daseealis\gver, strictly
speakingpast and this being an issue is always closely connected with Dasein’s
understanding of itself, with its projection toward its ownmost possibilitiegaseid’s past is
for it the history that it has been and that it is yet to cékxaea result, Kaisersaschern is
much more than the place from which Adrian receives his musical education, lal$at is
much more than the source of the diabolical elements that infect Adrian, his music and his
homeland, i.e. the edge of that dangerous and precarious balance between “petit bourgeois
morality and [...] [the] medieval dread of sin” [“teils kleinburgerlich-maeth, teils
mittelalterlich-sindenscheue”] that even Zeitblom admits does not adedisately the
truth” [“Das wirde die Wahrheit sehr unzulanglich gerecht und héatte nicht ausggref
its significance in the noveDF 157/198). Kaisersaschern is the burden and potential of the
past itself — which, as the novel forcefully suggests is for Adrian precisgbrpast -and it
thoroughly determines Adrian’s and Germany’s historical ambition and predicaméatt,
Adrian’s fateis the fate of Kaisersaschern coming towards itself and is portrayed as such

throughout the novel by Zeitblom:
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[...] denn ist nicht der Augenblick des Fliiggewerdens und anbrechnder
Freiheit, wenn das Tor der Schule hinter uns sghlgas Stadtgehause, in
dem wir herangezogen worden, sich auftut und die Welt uns offen liegt, der
glucklichste oder doch der erregend erwartungsvollste in unser allen®eb
[....] War es so? Hat Kaisersaschern [Adrian] jemals freigegebenérldat
nicht mit sich genommen, wohin immer er ging, und ist er nicht von ihm
bestimmt worden, wann immer er zu bestimmen glaubte? Was ist Freiheit!
Nur das Gleichgultige ist frei. [...] nachtraglich fragte ich mich, was eimd
sonst erwartet hatte. Er widmete sich spater der Komposition. Aber wenn es
sehr kilhne Musik war, die er schrieb, -- war es etwa ‘freie’ Musik,
Allerweltsmusik? Das war es nicht. Es war die Musik eines nie Entkommenen
[...] [es war] Musik von Kaisersascher 114-15)°
In addition to its moral and psychological significance, Mann gives to Kassrarn
an ontological weight that Heidegger’s philosophy of history helps to elabdrateldar
from the passage above that it is precisely a lack of indifference towardsthégp®eing an
issue’ for both the narrator and the protagonist, that motivates not only the narfrative o
Adrian Leverkihn but also the narrative impulse itself. It is, for example, nassutpat
Adrian’s initial theological pursuits are so closely linked with his musicaipositios. And

this is the real reason for Adrian’s so-called indifference, which in théserat indifference

126 «For is not that fledgling moment of dawning freea, when the school door closes behind us, when the
shell of a town in which we have grown up cracksmgpand the world lies before us — is that nothugpiest or
at least the most excitedly expectant in all ouedl? [....] Was that true? Did Kaisersaschern evélyrest
[Adrian] free? Did he not take it with him wherever went, and was he not controlled by it whenéeer
thought himself in control? What is freedom? Onlyawis indifferent and detached is free. [...] Lookbagk |
ask myself what else | should have expected. e tabk up composing. But even if it was very boldsic
that he wrote — was it in any sense ‘free’ musiasimfor one and all? That it was not. It was thesim of
someone who had never escaped; it was the musiof Kdisersaschern'Haustus91-2).
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at all but rather a devoted attentiveness: the “excited expectancy” ofulhe ituteplaced by
a colder understanding that what can be expected of the future is only the conpegdes
of a past. Thus in the end Adrian’s musical achievement, despite all of its badddess
novelty, nevertheless comes toward the “edge of impossibility” and retmaimsl to its
repetition of whahas beerandalready is It is in this stretching-along of life, which Dasein
essentiallys (later in the novel Adrian finally and explicitly admits this recursive tewrdpggr
when he claims: “Iclvin Kaisersaschern” [“am Kaisersaschern”], that it is able to
apprehend the implicit and explicit connectedness of itself with the past anccipaaatits
connectedness with a future, and it is only because Dasein historicizes itsielfway that
history in the ordinary sense is meaningful. With respect to the novel, this interdepeofdenc
the future with the past and the amplitude of the future in the past is what first operss it f
Heideggerian reading of history.

It is certainly no coincidence that the temporality activated in Kaisensashele in
the novel is reflected again in the temporality ofgstrenger SatzAs the Devil points out,
and here he explicitly echoes Adorno’s claim®mlosophy of Modern Musithe twelve
tone cannobethe “freies Spiel” [“free play”] of “permutations and derivations” it profgose
to be precisely because it is fundamentally comprised of material handedadibwattonly
from history but als@shistory, including the history of the “work” [Aufgabe] (as opposed to
the “play”) of the small folk, who long before Adrian’s conversation with the Dewil ar
alreadybusy at their morbid task. In fact, one of the fundamental characteristics of
Schonberg’s twelve-tone system (and thus, Adrian’s, too) is that “none of the tomés is
repeated until the other eleveave beemeard” (Mitchel and Blomster x). Here we should

recall my claim in the previous chapter that this strict consistencyrdgrtimesn’t, as it is
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frequently alleged, need to indicate a static atemporality. Although it isoseaddrn
extensionn time” it nevertheless insists upon a formafdaemporality: on the one hand, a
future is always already promised by the term-limit of the prohibition; oottrer hand, this
future consists fundamentally of a series of repetitions. Consequently, #wetrenusic
seeks to describe an elemental musical temporality that may be calledr@image of
Dasein’s own, in which Dasein is said to authentically come-toward itsbiang-been.
Even while it seeks to avoid repetition and cut the edge of art by presenting one
unprecedented chord after another with no appeal to a past or future (and thus,@tzordin
Scaff, rejecting both the time and humanity of narrative developmenstrémger Satz
remainsbound essentially to something very much like a Heideggerian repetition, which is
always also to say, it is bound to its material content and the historical speoffitiose
material conditions whose source is always its past; just as Dassmsbound to the
concrete heritage of its own having-been, the advancing musical row is bound to those
possibilities, the “permutations and derivations,” released by its own métaviag-been or
the series of musical notes (and the repetitions of these notes) of whichdeisAnd yet
the temporality of the twelve-tone, like the temporality that Dasein coming-towards
itself as having been nevertheless approaches what is still very muathl@timn. And as
the Devil advises Adrian, it is in the taking over of these possibilities thatrAdrgaid to be
authenticallyhistorical, keeping in mind, of course, that in this taking over of the
possibilities that are his inheritance (in the sense of the term indicatéeidsgger), Adrian
chooseghe terms of th@eufeslvertragand thus literally signs off on the meaning of what it
is tothink historically, which means, as we have already shown in some detail, knowing what

it means tdoetoward death, toward one’s uttermost impossibility: “Das ist es, du denkst
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nicht an die Laufte, du denkst nicht historisch, wenn du dich beklagstiedaind er eganz
haben konnte, Freuden und Schmerzen unendlich, oifrnardadas Stundglas gestellt war,
die Rechnung endlich prasentiert wur®H318).%’

Many of the novel’s critics claim in one way or another that the histoourded by
the novel was “beyond the limits of language to express or even to approximate” or that i
was unwise for Mann “to persist in operating within the confines of Germaleattell and
cultural history (music, for instance) when seeking an objective correlativieef Nazi
period or to make the mythic background (for example, the Nietzschean prototype) the
vehicle through which to come to terms with contemporary historical eventge(ray).
These critical responses are heir, however indirectly, to the broaderataltd institutional
influence of Adorno’s critique of both Heidegger’'s metaphysics and the theory of
authenticity that is so central to it.

In The Jargon of AuthenticityAdorno clearly implicates Heidegger as having
committed to a blank but influential nominalism that overstrains and dehistoleipsge
and its possibilities; such a jargon, according to Adorno, leaves Heideggegedinaetoric
of authenticity “untouched by history” (8). And while the basis of Adorno’s @itids his
insistence on the interpenetration of history and language, the corruption of the one by the
other and the laying bare of language’s motives and recommendations amitsténial
content of history, in Heidegger, Adorno claims, language takes refuge framy lzist
resonates with the “theological addictions” of German culture in the yealisdeup to WW

Il. Heidegger’s authenticity becomes a space of deferral and distractioa asheurgeoning

127«That's the thing — you are not thinking histoflgavhen you complain that some one or anotheraalve
it entire, joys and pains unending, without that tbur-glass had been turned or that at the entuilhize
presented him"F 252).
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fascism is nurtured (rather than critiqued) (5). Heidegger's failure tuatéor his
complicity in the historical developments of the mid-twentieth century in Geriaiad the
policy of deferral underwritten in and by the jargon of authenticity means didégter's
irresponsibility lies in his ambivalence and in the ambivalence of his laagu#grespect to
actual history and that as a result both Heideggerian history and Heidegger infhiktory

It should immediately strike readers that the situation of Heideggerc{akpas he
appears when in Adorno’s grip) resonates not only with the situation of Adrian — thie “mos
beloved creature of [Mann’s] imagination” — and thus, too, with the situation of the author
himself, but it also resonates meaningfully with traditional currents in Matcism in so
far as Mann’s novel is deemed problematic and controversial for the same reasons a
Heidegger’s philosoph¥?® And it is no less important that Adorno, who himself had a say in
the novel's composition, emerges here not merely as an antagonist but rathenast the
productive and appropriate point of contact for a comparison of Mann’s and Heidegger’s
theories of history.

Adorno urges us never to forget the terrible specificity of modern Germanyhasicr
famously announced the end of art after Auschwitz in order to suggest, among athger thi
the limits of language and art when faced with the task of representing tificggeln
Adorno and Literaturga recent collection devoted to exploring the scope and breadth of
Adorno’s aesthetic theory, more than one essay takes up the question of forgetting i
Heidegger and Adorno, in particular the question as it relates to the myth of Heasst

readings are useful primarily because they suggest an important hidiokidetween

122eaders will remember from the preface that Riidiggranski begins his biography of Heidegd=tween
Good and Evilwith a direct comparison of Heidegger with Adrlaeverkiihn and throughout the text even
models the controversy of Heidegger's life and &fter the controversy surrounding Mann’s protagbni
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Heidegger’s philosophy and contemporary readings of the Faust myth, but tiaésoare
useful for bringing the Heidegger-Adorno debate into closer proximity withaimplexities
of reading Mann’®octor Faustus

Adorno reads the problem of Faust’'s and history’s salvation in terms of forgetting.
Forgetting must be combated, endured and passed through; it is the necessarytipreobndi
both a return and the possibility of transformation (Fleming). But this retwordacg to
Adorno, is the return of an immanent freedom tied to concrete historical conditions and
involves “making historical processes intelligible in such a way as to tédspacific
possibilities from the structures [...] that suppress them” (Macdonald 123). Andiéond
the so-called “extra-historical” emphasis with which Heidegger appesatie question of
forgetting (that is to say, his tying it to the forgetting of Being) poesibly overlooks or
avoids the historically concrete nature of forgetting (Macdonald 123). Thusi&danost
convincing criticism of Heideggerian history and the jargon of authenti@atyaccompanies
it is that “the move from beings to being [essentially, too, the basis of the ddécbetween
an inauthentic and authentic history] suppresses the real, determinatedlisteds that
motivate thought [...] [and] requires that real existing conditions [...] be left uymetht-
entailing that they are merely accepted as is and thereby condoned” (dactia3;ND
99).

However, when critics insist on reading the key differences between Adorno and
Heidegger as a struggle between a historical materialism and aacabsttaphysics — in
terms of forgetting this amounts to a difference between “the forgeititing truth of being”
on the one hand, and the complex entanglement of a purely material guilt on the other — they

fundamentally miss the point. At least, they miss Heidegger’s point — an ovensigat the
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very least short-circuits potentially dramatic re-readings of Mann’sl{®\as well as the
potential of literature, more generally, to give substance to Heide@tisactionGiven
what we have already established with respect to a Heideggerian conceptidorgf ihis
should be very evident that a Heideggerian temporality does not allow for the sort of
transcendence indicated by Adorno and his followers, especially of thémpfast, it is fair
to say that it is precisely through what Adorno calls the material ingrftigi guilt and
suffering of Dasein that it is first opened not only toward the forgettifgiofy
[Seinsvergessenheit] but also toward the question of its being as such, wisohaisvays a
guestion ofts time, or more precisely, the time thaisit Put differently, what Adorno (and
historicism, more generally) refers to as the real, historical conditvhich Heidegger’s
historicity allegedly dispenses with is actudhyg content otthe world into which every
Dasein finds itself always alreattyownas being-in-the-world; moreover, every Dasein is
either inauthentically or authentically disposed toward this world — as weshaweit either
flees from that in the face of which it has bé&@mwn or it confronts this world and itself in
the authentic taking over of its guilt, its having been, and in so doing comes towdfds itse
authentically.

On the one hand, guilt, as it is understood by Heidegger, is certainly grounded in an
ontological insufficiency, with which it probably is in fact beyond the capacitgra@fuage to
correspond in any decisive way, although Mann doesn’t hesitate to make the.dttempt
Doctor Faustusfor example, it is precisely such a guilt that is hinted at in the irrevagabil
of the Faustian pact. Adriantisrowntoward a fate which he cannot get behind because he
has not himselfthrownthethrownnessvhich is [his] basis.” It is despite himself that Adrian

is lured into hisTeufelsvertragnd signs it with his blood and lust, an encounter the Devil
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tells us is in the end only an afterthought and not the real source of his infectionate the f
foreshadows, for such a fate had been decidedbstdreAdrian’s private decision to
consummate his destiny and thus condemn his body to the same agony that had always been
his intellectual heritage. lhhe Magic Mountainin fact, it is this same atmosphere of
expectation and inevitability that fills Hans Castorp’s seven yeapstlé magic mountain
despite his insistence that he is only there to pay his cousin a brief visit baftagkig on
his professional career. And, as we have already discovered, the most satneritsnof
Castorp’s acclimatization to what is ultimately at stake irEnisvicklung(Downing) are
moments in which he comes to terms with his paghe ecstatic release or “exposure” of his
future possibilities — this, it was shown, is the meaning of the temporalitacbompanies
his love for Hans Lorenz Castorp and for Pribislav Hippe/Clavdia Chauchat ttitig, fioo,
that Adrian’s introduction in the novel carefully conceals the circumstances\afuils and
discloses rather the circumstances of his famHgskunftand the character of those places
that most shaped his nature, the historical specificity of the past he has thhedtef which
he is an expression. So just as he in coming toward his fate and thus, too, himssifnalso
towardhis past, i.e. the past of Buchel and Kaisersaschern, Adrian is described as the
singular emergencé&ptstehungof a constellation of historical forces “thrown” toward a
fate, and as an abyss of private and public meanings, all of which point to thetfactrtha
“is not [only nof] master of [his] Being” but that “[his] possibilities stem from an ultenat
impossibility,” which for Heidegger is the very basis of the being-guilty Dzeseinis
insofar as it resolutely and authentically comes toward ésdifiving-been.

On the other hand, though such an understanding of guilt is purely formal in one

sense and thus does not ‘indicate’ a moral guilt, it does make possible and give whyato suc
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guilt insofar as it is brought to the surface of the preseatt&sn which is also to say, as the
essentially concrete projection expressed in every moment of choosingef\dtaAdrian’s
choice not only involves the physical consummation of his fate, but his choice is algs alwa
Germany'’s and is thus bound up with the concrete political character and conssaqfets
historical rendezvous with evil. Even more importantly, perhaps, rather than becoming
guilty, in choosing to embrace the “ill-fated creatufédiistusl64) — Hetaera Esmeralda
(the woman from whom he contracts his fatal infection) — Adrian, like Germamgins
guilty, both generally and concretely, by closing off and at the same titrdBriethe
possibilities of his future, which at the same time is the mere confirmatios becoming
precisely what Zeitblom fears he had always been. Here we have only ibecthat
Hetaera Esmeralda refers not only to the gypsy girl with whom Adrian \8di&eact long
before his conversation with the Devil nor only to the motif that underlies and indpwés a
his musical compositions, but it refers first to the mysterious butterflydated to Adrian
and Zeitblom in their youth by Jonathan Leverkuhn, Adrian’s father, whose own mystical
leanings prefigure Adrian’s demise. Just as the butterfly’'s camoufliagesat at once both
to conceal and present itself in nature — “its wings smudged with just a desk eplaolet
and pink, so that in flight, with nothing else visible, it imitates a windblown petal” [“Nur
einen dunklen Farbfleck in Violett und Rosa hatte Hetaera auf ihre Flligeln,,déa sian
sonst nichts von ihr sieht, im Flug einem windgefuihrten Blutenblatt gleicigh-tdhe
past, which this symbol represents throughout the novel, follows the same logiceofsidef
mimicry” [Schutz-NachahmungF 17/DF 21).

All of this, of course, gives new meaning to the infamous circularity afidthel,

which finds Adrian in very much the same place at the end of his life as he was at the
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beginning: “Der landschaftlich-h&usliche Rahmen, in den Adrian spéater,falshainn [...]
stand zu demijenigen seiner Kindheit in der seltsamsten Ahnlichkeits- und
Wiederholungsbeziehung, anders gesagt: der Schauplatz seiner spaterearfeage w

Nachahmung desjenigen seiner Frithzé)r 36)1%°

Of course, as with Heideggerian
repetition, what is suggested here is not the mere repetition of Adrian’s pastutufesdut
rather a much more meaningful and influential recursiveness, which is altuofethée
musical analogy with which Zeitblom invests his recognition: “IchBwecht, wie weit
Adrian damals etwas ‘merkte’, ob er sofort oder erst allméhlich, nachtragietin
errinnerndem Abstand gewisse Verhéltnisse, in eine andere, aber nichtdaare
transponiert wieder erkannteDE 276)° or in Zeitblom’s even more deliberate claim that
in Adrian’s deteriorating health, for which his settlement at Pfeiffeisithe decisive venue,
one can not only trace certain correspondences with the deteriorating situatiomange
but may also be witnessing the “fulfillment of something long expeci2B8"360). This
circularity is typically viewed as a negative symbol of historstakis or even backsliding
precipitated by or at least served up as an analogy for the culturaiysmithat is
associated with the historical atrocities of National Socialism; howesam ialso be viewed
as a dynamic narrative expression and example of authentic repetition andukngr

simply what it means tbe historical in Heidegger’s description of Dasein’s fundamental

temporality — Dasein’s coming towards itself as having been.

129«The framework of landscape and house where Adsiter established his life as a mature man [...] very
strangely resembled, even replicated, the framewbhks early childhood [at Buchel]; or put anothey, the
setting of his later years curiously imitated thghis youth” OF 29).

1304 do not know to what extent Adrian ‘noticed’ ahing that day, whether he immediately or only gty
in the afterthought of memory, recognized certalationships, transposed here [in Pfeiffering] idiféerent
but not too distant key'T{F 219).
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This becoming the past or being-guilty (though on the surface of history it produces
an excessive, if corrupt, creativity and the semblance of health in Adrianouisdgd
squarely in both an ontological and material insufficiency that is the basis @h3as
suffering. And it is this sort of suffering that the novel gives to Adrian artdwhich
Zeitblom has such difficulty coming to terms. Indeed, as | am trying nototwe,ghe novel
itself is Mann’s own attempt [as the myths always bee@ermany’s attempt] at coming to
terms with the temporality of what Heidegger c#tiownnesand the guilt that
accompanies it. Of course, Mann’s original plans for the novel underscore the impaiftanc
the role of moral or spiritual guilt in the novel’s conceptidhut his later emphasis on the
relationship of guilt to both the private past of the individual and the public past of the nati
— namelyhistory— exposes an even more deeply felt correspondence with Heideggerian
temporality. Such a temporality infuses the biographical structure of the rsowellaas the
narrative world it presents because the novel’'s histaaichlitecture is bound to the idea of
the past and history as a problem of guilt. It presents itself for the novelisiaarator as a
problem not only of “reckoning” (Reed) with the ontological weight of history botwaith
Heidegger’s question of what it means that “time always temporaisadsanly at one time,
as humanhistorical Dasein.”

As | have demonstrated, it is because Dasein is always alreadychistiogit it can
have a history at all, and the novel’'s most substantive task, it seems to nmenégstiating

the dynamic gap between the history that Zeitblom and Adrian, iraf@dnd the history

13Novella oder zu ‘Maja’. Figur des syphilitischeriiKstlers: als Dr. Faust und dem Teufel Verschriehen
Das Gift wirkt als Rausch, Stimulans, Inspiratiendarf in entziickter Begeisterung geniale, wunaierb
Werke schaffen, der Teufel fuhrt ihm die Hand. &fitich aberholt ihn der TeufelParalyse [...]" [*Story or
for ‘Maja’. Figure of the syphilitic artist: as DFaust who has sold himself to the Devil. The éféé¢he virus
is intoxication, stimulus, inspiration; in transpoof exaltation he is allowed to create wonderfatks of
genius, the Devil guides his hand. But in the #edDevil carries him offparalysis [...]" (qtd. in Reed 361).
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(of Adrian) that Zeitblom literally suffers to articulate. Thus we given Zeitblom, for
instance, whose being-historical first calls him to his task in so far adbbthiembedded in
and identifies himself with the history he narrates and in which he narrates, arttidne a
same time acknowledges the unavailability of that history which is the bassafihiguilt
or, better, his perceived inadequacy for the task to which he has been called. For Héidegge
is only through such guilt that we authentically encounter the truth of beioggastén or
concealed; in fact, it is in the disclosure of this truth that we are said to acaligrsuffer,
and it is in this way that authenticity discloses itself to Dasein as geiitg-and is directly
tied to an engagement with the so-called concrete, material inentfies of history that
Adorno describes and upon which he insists. On the one hand, both Adrian and Zeitblom are
guilty in so far as they botre, which is always to say, in so far as tlaeg their own
coming towards as having been; on the other hand, their authentic taking over oftthis gui
occurs in their activelghoosingthe guilt that is theirs. Where Zeitblom takes over his guilt
in the very undertaking thé&t the story of Adrian’s fate, Adriachoosesis guilt in the
signing of theTeufelsvertraglt is for this reason that the answer to Mann’s alleged dilemma,
framed in the moral ambivalence attached to Adrian’s choices and faia,Heglegger,
who describes the authentic being-guilty of Dasein not so much as a choosindneitide t
of guilt or that of innocence, of choosing between condemnation or redemption, but rather as
preparing the way to hear the appeal of this fundamental being-guilty in “wginmstgnd
foremost] to have a conscienceGéwissen-haben-wollgn(BT 334/52382).

Mann expertly narrates the tale of the “small folk,” the biological agentsinadis
disease and the protagonists of the novel’s hidden narrative, whose furtive [Bbctan

Faustusis fundamentally heir to the hidden marks of the “silent sister” or to the geafrec
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Downing’s negative(s) ifhe Magic MountainWhile Adrian enjoys his high-flying time
(though, technically speaking, Adrian was incapable of joy) as well as the pvedaiati
prodigious ‘free play’ of his intellect, it is the small folksufgabe Arbeit, Werkégthat
carries the weight of the novel’s significance. As | have ventured to expizanly the
history of theirAufgabeis the alternate history of the novel, which Heidegger’s theory of
history (and Downing’s analysis, too) helps us to better understand or at leasigjive
reasons to reconsider. As we discussed with respé&tietdlagic MountainCastorp’s
Bildung (his coming towards himself as a positilsefestigimage) is tantamount to his
becoming guilty or coming towards himself as having been (what Downing mightscal
own negative cliché and the hidden basis oBildungor, as Downing rightly shows, his
Entwicklung[self-development]). IDoctor Faustusit is likewise the positive image of
Adrian’s excessive creativity that is not only fostered by but developed out ofghiviee
cliché of his infection. The final taking over of the negativity that Adisansomething akin
to Castorp’s way abecominghis grandfather, his coveting of the x-ray negative of Clavdia
or of the gramophone at the end of the novel — occurs, not coincidentally, in his last musical
work, The Lamentation of Dr. Faustus which Adrian finally attests to what the Devil calls
thinking historically. Such a moment, while representative of Dasein’s authentic taking over
of its own coming towards as having been, coincides with the authentic disclosure of
Dasein’s uttermost impossibility, and thus has as its essential functioryitigebare of
impossibility as such, the radical unavailability that is both Dasthntsvnnesand the
possibility of itsNichtmehrdasein

With respect to the narrative itself, this moment, really a non-moment (as we

established in the previous chapter), occurs when the time of writing insenggtcthe time

244



that is being written about. This intersection, so central to the compositixoctdr
Faustus amounts essentially to the seemingly impossible encounter betwdeedti@chte
that weare and theHistorie that wewrite, an encounter thoroughly conditioned by its
entanglement with the temporality of conscience, the being-guilty thetisded in
Dasein’s first of all being-historical and which more perfectly than mosbunts describes
the reasons for Mann’s and Zeitblom’s ambivalence not only with respect to thiemoués
Adrian Leverkihn’s life and fate but also with respect to the narrative attemgatkon with
a historical past that not only includes the author — that is also to say, a pastwlaathbr
in a sensés — but also a past which meveryet, strictly speakingyast

As in The Magic Mountainwhere the narrator shamefully acknowledges the
“shadow-safety” of the narrative world that conceals and mitigates thenvettuality of
history (715), the essential meaning of the past and hist@gktor Faustuss partly and
necessarily lost to Zeitblom, and Mann’s emphasis on its hiddenness is apparentherer
in the novel. Most notably, it appears in the hesitancy and mistake-prone introdudten to t
novel, in the equivocality about the life narrated, in the gaps and qualifications that guide the
account of Adrian’s life, in the certain dramatic projection of Zeitblom'®htsal analogies
and in the tragic structure of his interpretations, and most importantly penm#pes, i
uncertainty that thoroughly overshadows the reciprocity of his love for Adniithe
authenticity of his love for his homeland in whose history he shares a great mansef.
As Anne Hall points out, for example, Zeitblom does not so much believe in the Faustian
meanings he reads in Adrian’s biography as cling “pathetically” to thesilplity (442). In

this way Mann calls attention to the limits and inevitable failures of lajegaad memory to
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comprehend the history it narrates and, for lack of a better term, stores, and thsisheedm
difficulty of his undertaking with respect to narrating history.
In Doctor Faustusand this is what has always served to problematize the frequent
trope in Mann criticism that is called Zeitblom’s failure, an authentietign is precisely
what Zeitblom’s biographical impulse requires. In so far as the tale igatatt as a project
of careand infused from the beginning with the weight of conscience, it testifies to the
authenticity of Zeitblom’s effort and character, to his resolutely conttiie project for
which he claims he is not suited. It is thus out of a confrontation with what is not hihagelf
he reveals the potential of the having been in the coming towards of an individual's and a
nation’s fate.
Ricoeur describes authentic repetition in this way:
[R]epetition is the name given to the process, by which, on the derived level
of historicality, the anticipation of the future, the recovery of fallenness, a
the moment of vision in tune with ‘its’ time reconstitute their unity [....] The
cardinal function of the concept of repetition is to reestablish the balance that
the idea of a handed-down heritage tipped to the side of having-been, to
recover the primacy of anticipatory resoluteness at the very heart of what is
abolished, over and done with, what is no longer. Repetition thus opens
potentialities that went unnoticed, were aborted, or were repressed in the past.
It opens up the past again in the direction of coming-towards. By sealing the
tie between handing-down and resoluteness, the concept of repetition succeeds
at once in preserving the primacy of the future and in making the shift toward

having-been.” Time76)
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Perhaps it goes without saying that this predicament corresponds meanwgfully
the situation of both the narrator and the protagoniBoictor Faustusand likely underlies
the mysterious identity they share in the novel as well as in the authorigatiag. In the
first place, Adrian’s coldness and sterility, for which he is both punished and sa¥ed i
novel, is first and foremost his authentic response to the inauthenticity afia éand of
history and the cultural and political life it hands down to Germany in the fifsbfithle
twentieth century. He rejects the pettiness of the political pos&bjlgven the political tone,
of both Zeitblom’s bourgeois humanism as well as his other friends’ and acquaintances’
antiguated views on the future of Germany; as Zeitblom points out, Adrian’s work
“confirms and realizes’ their discussions ‘on a higher, creative planda’ (gtReed, 377-8;
DF 470) and as such is said to be free from the critical judgments of historydbgnize,
fear and condemn in the views upheld by the likes of the Kridwiss circle the dasger
barbaric origins and potential of totalitarianism and the inevitable destructouglatrby
National Socialism. Secondly, but most importantly, at the heart of Leverkimldifference
(and, too, Zeitblom’s anxious concern) is the very emergence of the beingtigailt
accompanies Dasein’s authentic having-been and the resolute coming-tthaalids tat the
basis of both being-towards-death and Heideggerian historicity. Both Adrian ablkbeit
unlike most of the other characters in the novel and although in admittedly differgst w
seem to be acutely aware of something like the Heideggerian recognition of mkans to
be historical.

They come to understand, for instance, that just as “[t]here is no impetus tbevard t
future that does not turn back toward the condition of finding itself alrégmmdwninto the

world,” nor can any impetus toward the past avoid coming toward itself as ittiasJus
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Adrian’s music flirts with the edge of the future, it remains the music ‘r@me

Entkommene,” the music of Kaisersaschern and Buchel, and just as the telos othaninfe

moves forward at a steady rate toward its certain end, it owes its monteriaman’s

having beerthrowninto the world that is onlfis; as was the case with Castorp&coming

his grandfather, so, Adrian’s suffering is but the futural expression and outconse of hi

father’s boldest intellectual propensities and the authentic repetition @ttalislthess which

Adrian inherits long before the Devil arrivesreamindhim of and to “confirm” his fate.

Jonathan Leverkiihn is not only the most critical source of Adrian’s suffering, thie De

claims, but his father also discovered the organic “wizardry” that explansiological telos

(temporality) of what would become his son’s fatal infection:
‘Oh, dein Vater ist in meinem Maule gar nicht so fehl am Ort. Er hat es hinter
den Ohren, mochte immer gern die elementa spekulieren. Das Hauptwee, den
Ansatzpunkt fir die Messerschmerzen der kleinen Seejungfrau, hast du auch
von ihm...Im Ubrigen, ich habe ganze recht gesprochen, um Osmose [...]
handelt sich’s bei dem ganzen Zauber. Ihr habt da den Lumbalsack mit der
pulsierenden Liquorsaule darin, der reicht ins Zerebrale, zu den Hirnh&uten, in
deren Gewebe die schleichende venerische Meningitis am leisen,
verschwiegenen Werke isDF 316) 1

Likewise, we have Zeitblom, our narrator, who wonders whether there isn't some

“characteristic authenticity” to Adrian’s life, his music, and his fates vondering takes

132«0h, your father is not at all misplaced upon mggdue. He is sly, aalways wanting to speculate the
elements. From him you also have hat megrim in y®@ad, the starting place for those knifing palveslfittle
mermaid knows...l spoke quite rightly, by the waynsithe whole wizardry is osmosis, a diffusion gtibr, a
proliferous process. You have there the spinalaatising column of liquor within, reaching to ebral
regions, to the meninx, in whose tissue the furtieeereal meningitis goes about its soft, silentkiVODF
251).
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the form of the narrative as such, in which Zeitblom’s “impetus toward the neasidls the
apparent inevitability of the past as it comes toward itself in the future (naliatel) as
something like that “characteristic authenticity” he searches ftveimieaning of Adriafor
him andhislife — a meaning, not coincidentally, which he discovers in the last pages of the
novel when it is disclosed to Zeitblom that @ieschichtes also Adrian’s, indeed that
Zeitblom’s “essential content” lies not in him alone but in Adrian; it is in #se that
Zeitblom, like Adrian (orasAdrian) comes toward himself as authentic having been.
My aim has not been to undermine the accepted premise of the novel — the parallel
between aesthetic creativity and political barbarism that Zeitblom potiteughout —
rather, the goal has been to expose the temporality of the narrative frd'sdimatations
with respect to the history it intends to describe and for which it hopes to account. &preov
a Heideggerian reading of the novel’s treatment of history would appear tosadenifin
positive potential in Zeitblom’s inadequacy for the tale, which is usualtyasa failure of
moral or political courage. Of Zeitblom, Herbert Lehnert writes:
[H]e does not know why his enmeshing of the time of which he reports with
the time in which he narrates fascinates him [....]. Zeitblom may have an
inkling that his friend’s artistic anti-conventionality may be analogouseto th
amorality of the regime from which he himself withdrew and the violent end
of which he describes. But he is prevented from recognizing the analogy
because the code of the bourgeois culture by which he lives and understands
his world gives such a high value to creative art that he has to stop short of

realizing its destructive potential. The readers have to break his sigrte
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decode the text by comparing the fictional world with its real historical
horizon.

Such decoding engages the reader with the question of whether or not the
fall of Germany also meant the fall of its culture [...] or whether the highest
level of artistic achievements, fictionally represented by Leverkihn’s
compositions, remain above and untouched by National Socialist crimes. (3)

| think Mann, at least, knew why the enmeshing of the times fascinated Zeitoause
the task of decoding that Lehnert assigns to the reader is both an impossibleagiwoané.
The reader can no more decode the nature and absorb the implications of this comparis
than Zeitblom can reconcile it in the narrative. The central question of the text eiinams
a question, albeit a decisive one. And for my purposes here it is less a question of the
relationship between German art and the historical evolution and psychologioat ofi
Nazi Germany, since that question is more or less answered on the teate suthe text's
central thesis, than it is a question of how to narrate the difference betweaontwentic
Historie and an authentiGeschichtea problem of the weight and scope of memory and of
the past. Thus, too, the problem of whether the destructive potential of art and hestory li
transcending the limits of morality, in not beiaghomein one’s historical circumstances
and revolting against these circumstances, gives way to a more fundaonebli of
whether it is possible to transcend the limitations of one’s historical honmbtha problem
of what it means to b&t homein one’s historical situation. It is thus not only a question of
historical specificity but a question of the ontology of such specificity.

Zeitblom’s shared guilt and complicity with contemporary historical eventselya

the atrocities of National Socialism, is said to lie in his inability to irralsbccondemn
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Adrian’s artistic hubris, and thus, too, contemporary German history and the vidlence i
unleashed on the world (Lehnert). Even if this is true, which | suspect it is t@im @xtent,

it does not preclude an altogether different reading. Such helplessness is alsedjnotine
identity that is established between the narrator and the protagonist as welleitblom’s
inability to adequately “know” that for which Adrian is to be condentriétehnert claims
that “[i]f the novel would carry the analogy of high art and evil as a message to it
conclusion, it would offer closure. But it is merely suggested in the play between the
symbolical deep structure and Zeitblom'’s realistic biography [....] e [lip to the reader
to recognize an analogy to the ideal of the National Socialist cultural gdlicig (8). We
have already explored (in the previous chapter, for instance) the mechanismsltbiiahn
and Heidegger claim to dispense with the problem of closure, but the importance of that
discussion rightly resurfaces here with respect to the question of histbaytrenticity. As
Lehnert and others, including myself, have pointed out, the modernism of the novel resists
narrative closure, but as | have made it a special point to articulate, thuslsless a matter
of narrative technique or a modernist experimentalism than a symptom of the very
temporality Mann and Heidegger are trying to explain and accommodatectinsler for
the moment Zeitblom’s account of Nepomuk Schneidewein, where words fail him st as
undertakes to “describe” the little boy — “Wieviele Schriftstellermarschon mdégen die

Untauglichkeit der Sprache beseufzt haben, Sichtbarkeit zu erreichen, einohwgedtiaues

133What is prohibited to Zeitblom is one of the moserlooked leitmotifs of the novel, for he, too, kea a
fateful bargain and in return for something thatéser settled him. Thus he is not only prohibiéettian’s
love and in a sense also prohibited to love Adipan,he is also prohibited from ever “knowing” whet he is
adequate to his task, namely, sharing with theeretie “essential content” of his life. | believest by the
way, to be the meaning of being-guilty for Heidegget another explanation farhy oneis always already
guilty. Moreover, the authentic taking over of thisilt (as Adrian does with his musical composi§i@nd as
Zeitblom attempts to do in his tale) is what Heigiexg(and | think Mann, too, would agree to) callaning
after conscience and understanding (which is pegcthe temporal thrust afie Sorgeand thus, too, the unity
of the temporal ecstases).
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Bild [...] hervorzubringen! Das Wort is geschaffen fur Lob und Preis, es ist ihmhamlezu
erstaunen, zu bewundern, zu segnen und die Erscheinung durch das Geftuhl zu kennzeichnen,
das sie erregt, aber nicht, sie zu beschwéren und wiederzugBte09)** — it seems
clear enough that the analogy cannot be maintained because it is first ammst@em
analogy, aHistorie, and thus non-identical with and perhaps as a result also inadequate to
authentic historical experience, especially of the sort that provokes theveaefédrt in the
first place, namely, the having been of both Adrian’s love for Echo and the narrator’s
complex love and sympathy for Adrian. In the case of the former, in particular, €chah
too young to have a history and prohibited a future because of Adrian’s love for him —
consequently, he underscores the authenticity of both being-towards-death and the having
been in the strange impossibility which he essentislly

Consequently, even if we ignore for the moment Adorno’s warnings about the
language through which it is expressed, the issue of Heideggerian auth@&poitlglematic
on its own terms. But these warnings are hard to ignore, and in the end are presupposed, |
believe, by Heidegger himself. Authenticity is an encounter with the ground of, lbéich
in the end is always a question. It is fundamentally an encounter with the quéstitat @
means to have been. To recover what has been there for the future, to restore what has bee
cast aside by history, is to engage the specific possibilities inheritedHfeopast, but such
an engagement always takes place at the “edge of impossibility,”ras iiight describe it,
because, as I've already demonstrated, for Heidegger Dasein is @tliagwn possibility.

It is never past, and as such can never get behirtdrth@nnessvhich it has not itself

134“How many writers before me have lamented langisigadequacy at making things visible, at calling
forth a truly precise likeness [...]. Words are maatepiraise and tribute, they have been granteddhepto
admire, to marvel, to bless, and to characterigheamomenon by the emotion it arouses, but notmfuce it up,
not to reproduce it"IF 484).
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thrown its having already been “delivered over to its [own] death” is alwagady
concealed. The recognition and taking over of this unavailability (guilt) both ctesple
moment of authenticity and describes the way an authentic history is reveatedrtis
brought out of concealment in history. But this turn also brings our discussion back to the
problem of representability since Adorno as well as Heidegger desargpealge as being, in
one sense, at least, and especially with respect to history, a barrieetaestitical or
ontological authenticity.

Krzysztof Ziarek views the work of art as being grounded in the very impossdiilit
representation; following Heidegger’s claimsTine Origin of the Work of ArZiarek
explains how the work of art “default[s] from history and historicism in orderap keview
the historicity of being” (224). As | explain above, the analogy that haunts the eovel,
that binds Adrian’s creative efforts with the political consequences abiNdtSocialism and
that would bring closure to the novel by committing to an indictment of history and to the
idea of a nation’s failure belongs in part to a fictional world that the Devil indkel tells
us is no longer possible. Thus when the Devil insists that thimkstgrically means
thinking of time in its courses — a thinking on the end in which historical change itself
emerges as a series of finite intervals, which is also to say, acegiedings —
the other sort of dwelling on history as “praise and tribute [with] the power toeicand
presumably, too, to condemn or regret, etc., is certainly not adequate to the degipenfwe
the past for which these circumstances are meant to invoke our understanding andysympath
And this is the primary claim the following and final section of the chaptershiope
demonstrate — to complete the analogy would mean to fall short of the authenticedspons

history the novel wishes to be because it inevitably casts aside the hope andtyossibil
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invested in Adrian’s character by Zeitblom and Mann, for whom Adrian, rememleehisva
most “beloved” character, and it is this same sort of hope that Heidegger invastswn
idea of authenticity andie Sorge

When Zeitblom wonders whether National Socialism isn’t “nach Worten und Taten
nur die verzerrte, verptbelte, verscplieehte Wahrwerdung einer Gesinnung und
Weltbeurteilung, der man charakterliche Echtheit zuerkenng mif (DF 636)*° he not
only (and rightly) condemns thestorischecourse taken by Germany in the first half of the
twentieth century, despairs at the means available to him for “coming t&’ terth that
history, but he also complicates the matter of his judgment by pointing to a ‘tenistac
authenticity” that throughout the novel is associated with Adrian, who is said to liveeout t
aborted promises of a corrupt National Socialism on a higher, more creatiee pla

This authentic encounter would only appear to be revoked by history itself. Just as
Germany, according to some, ignored and permitted the only retrospectinslyarant telos
of National Socialism, Adrian in one sense dismisses and evades the confirmatoguok
and fate that the Devil’s visit is said to be. Likewise, in Zeitblom’s farggtMann
explicitly throws into question not just the reliability of his narrator but thg pessibility of
his task and undertaking. Adrian, on the other hand, in his authentic being-guilty (and in a
sense, Mann, too) represents what it means to “know” (in the Heideggerian sengerof}he
the temporality that always already accompanies such a seriegpbgsibilities. Thus the
impossibility of the analogy that would provide the reader with closure is groundea in t
historicity not only of the artwork as such, as Ziarek suggests, but also irstibrecity of

the contemporary past the novel attempts to comprehend and narrate. The histozi to whi

1354poth in word and deed, merely the distorted, aulzed, debased realization of a mindset and wigndvo
which one must attribute a characteristic authéntjc..]?” (DF 506).
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the analogy cannot authenticate a response is the historicityefeh§Ereignig, which is
precisely nevepast and as such it can never get behindhinewnnessvhich it has not
itself throwrt its having already been “delivered over to its [own] death” is alwayadire
concealed, which, according to Ziarek, forcefully releases thought frobutden of
signification and narrative closure that the analogy is meant to d&ei(225).

Ziarek points to avant-garde literature as embodying/enacting such aelispla:
avant-garde writings are said to be “deliberately set up against in&igmethey disallow it,
or, to put it differently, they release literature from the grasping powetepretation.
Temporality and event underpin [...] [this] idiosyncratic writing, a writingt does not ‘use’
language but instead invents or refigures it as it goes along. It functiongrigisg notin
language bubf language” (225). Such writing “stages” and “transcribes” the temporality of
the artwork rather than defines or describes it. One may be tempted toilad$cmrtdhis that
sinceDoctor Faustugs anything but an avant-garde novel and since it very consciously, like
all of Mann’s novels, avoids the sort of radical experimentalism typicalexi,Stoyce, and
others in the modernist tradition (remember Luk&cs’ special admiration fon'#eritical
sort of modernist realism), that it falls short of such a performance. But thé roaiube
further from the truth. In fact, I think it is safe to say thattor Faustusattempts to narrate
the confrontation betwedBeschichteandHistorie that the writing of the avant-garde
supposedly demonstrates, and in this attempt directly engages the strugmgalgsig, that
is, as necessarily and intrinsically historical and as first and foremstter of history.

If, according to Ziarek, historicity is the basis of the social figuretottzen it is also,

according to Heidegger, the basis of the ontological figure of history. Ziareswr
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As the event-constitution of occurring, historicity marks a remainder ovéindae
temporality, a kind of residual happening, giving presence but itself withdrawn fr
it and, thus, always already without place or presence in the present, the past, or the
future. Historicity is what, composing or writing at any moment the relatiomseba
the three dimensions of time, does not belong to those dimensions: it does not
constitute a past origin, a present instant, or a future presence. Without a cimaoénsi
its own, it marks the futurity of the present, that is, it unfolds the present as coming
from what has been and dislocated toward what is to come. The work of art secretes
this historicity [...]. (224)
This is a precise description of what | have always thought a Heideggerianaétypould
bring to a rereading of Mann’s novel and especially the complex understandingpof his
that it describes. If traditional readings fault Mann’s portrayal of hisieran anachronistic,
overly simplistic portrayal of the linear, historical development of Gernsanggic fate and
as inadequate to the contemporary history of the novel, they thereby overlook theicadtolog
foundations of a more fundamental historicity of which the novel is both a commentay and
staging.
Doctor Faustuss, after all, a book of remainders, which testify to both the
unavailability and the insistence of the having-bE&it.is not so much that in employing
the mythic background, or by remaining squarely within the confines of Gentediectual

and cultural history, Mann anachronistically neglects or distorts contempossoyy, but

136 As | show in the previous chapter, in so fartas & book of remainderBoctor Faustuss also a book of
endings, in the sense of an authentic being-towdedsh, where the inevitability of death is always
accompanied by the remainder of its impossibiltg/existential deferral, that something whichlisays still
to be settled, even in death: “Although it knoveséhd absolutelyTJaseirj will always be that in relation to
which it will never know anything: the knowledgetbe end always withdraws, is concealed in beirfgrded”
(Stiegler 231).
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rather that he actively engages the ontological depth and comprehensive tiéyforal
authentic being-as-having-been. With Adrian and Zeitblom we have shown how thas past
having-been withdraws from presence in precisely the way that Heildsgggests, but we
have also measured the way in which historicity opens up the possibilities obwizans of
the past in its continued unavailability. Just as Adrian’s bargain is the “resigeriiag”
toward which he “dislocated,” Adrian is Zeitblom’s, which, even as his “esteatigent”
withdraws from the surface of his life, simultaneously marks the limits gfassand the
“futurity” of his suffering. To say, then, along with many of the novel'sagj that the myth
no longer obtains in history or that German histonyastheonly place from which to launch
an authentic investigation into its historical fate is to overlook the force, telitycad

what | want to call théistorical specificity of this unavailability.

This alethetic structure in the novel signifies and demonstrates the gdtantia
knowing (or disclosing) that which is concealed in and by an inauthentic history ynémeel
essential historicity of Dasein. According to Ziarek,

[1]t is a knowing that takes the form of preserving the strife figured in the
work of art, of the space of deciding, in which one confronts the temporality
and undecidability of the identities — material and ‘spiritual’ — at play in art
[....] The work of art opens up history, which means that in art one comes
face to face with thessencelessccurring of what is, with the fact that being
does not give stable identity, truth, or knowledge but keeps displacing them,
always singularly. Historicity marks the withdrawal from presence and

manifests the undecidability opened up by this retraction as wietisive
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about being — a decisiveness of depresencing, which art keeps staging in its
figure. (227)
Isn’t what is usually taken as Mann’s equivocality and ambivalence with raegdast
willingness to condemn the events that unfolded in the mid-20th century in Germawy reall
more of a formidable statement on this decisive question of Dasein’s higfbtsitt what
the novel offers a “space of deciding, in which one confronts the temporality and
undecidability of the identities at play” in history between an inauthentic ahdrdiat
having-been, between the various representative modes of bringing histegd¢nqa and
“the essenceless occurring of what is”? Whereas historicism “cdwelgresenting’ or the
occurring and evacuates the historicity of what it presents” (Ziarek 22®@yitity reveals
this occurring as an ever-present accompaniment to everyday beingwoidldeWhat is
decisive about Being, then, is still the decisiveness of its withdrawal both in hredcag.

And, as | have pointed out all along, this alethetic “play” of being is not just the
provenance of art. Even more immediately than the work of art, the historicaiteednt
“secretes” historicity; it is what is “at play” in history, and this isytie historical novel is
perhaps the most appropriate place to analyze its significance. Higtexceeds language
even while the history we write is excessive in it. Contrary to conventional vietie
novel, Mann would far from disagree that an authentic history exceeds the linaitgoage;
in fact, he dramatizes this excess throughout his writings. For instarnix@o@enrites on
April 25, 1945, of an American general who leads the residents of Weimar past the

crematoria at Buchenwald
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[und] erklart diese Burger, die in scheinbaren Ehren ihren Geschéaften
nachgingen und nichts zu wissen versuchten, obgleich der Wind ihnen den
Stank verbrannten Menschenfleisches von dorther in die Nasen blies —
erklart sie fur mitschuldig an den nun pdelegten Greulen, auf die er sie
zwingt, die Augen zu richten. Mogen sie schauen — ich schaue mit ihnen, ich
lasse mich schieben im Geiste von ihren stumpfen oder auch schaudernden
Reihen. DF 634)"*7
Nowhere else in the novel does contemporary history more clearly and emphatieadigct
with Mann’s allegorical portrayal of it. The passage that follows this orfeeindvel both
reckons with the problem of authenticity [Eigentlichkeit] and then returns to that most
creative and seductive period of Adrian’s life and work that, according to dwitibhay
have in fact finally prepared the way for the somber line past Buchenwaltime period in
which the time of writing “closes ranks with [the] frame of this biogragschliefen sich
[mit dem] Raum dieser Biographie'DfF 507/636).
Zeitblom’s description of the Weimar citizens’ encounter with historicalagdity is
in one sense the lack of an encounter, and not only for the citizens but for Zeitblom and
Mann as well. It thus very consciously reminds the reader (and in this selsgean a
authentic repetition) of the final pagesTdfe Magic Mountainin which Hans Castorp
literally disappears amidst the distant cries of his fellow soldiersspéeficity of the

encounter, its final disclosure, amounts to the withdrawal of experience, not to the

1374[in order to demonstrate] that they, citizens whent about their business in seeming honesty réedi to

know nothing, though at times the wind blew theaskeof burned human flesh up their noses — [...] tiey
share in the guilt for these horrors that are raid/ bare and to which he forces them to direct tyges. Let
them look — | shall look with them, in my mind’'seeylet myself be jostled along in those same agiathor
perhaps shuddering linesDF 505-6).
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withdrawal of specificity but the disclosure (out of withdrawal) of angather different sort
of historical meaningGeschichtsdeutunglt may be understood as a moment of
Heideggerian and Mannian authenticity, in which what is confronted, what returng;hs m
more than an abstract, forgotten truth of being ungrounded in and unresponsive to “real,
determinate historical needs” and thus inadequate to historical actualiterfvhat returns
is the very being of these conditions in their unmediated having-been, which is also to say
what is preserved is the strife of Dasein’s fundamental historicity. Puteaneay, what
returns is not so much the historical meaning of this specificity (in the sEasdanauthentic
historiographical account that would propose to record the unavailability of the event, to
write it down and thus not have to repeat it as the adage goes), but rather thatgecific
historical being as such, the specificity of what it mearnetastorical, which both the novel
and the Weimar image intend to communicate. Heideggerian historicity shows lositiga
and history withdraw even as they are disclosed, and what better describes o aray t
Weimar confronts and is confronted by its own history but the way, too, that Mann (and
Zeitblom) anxiously approach their subject or even the way that we reapieeslyy
encounter the oblivion of the histories thatave.

In conclusion, although Heidegger has shown us that an authentic encounter is an
encounter with impossibility, this doesn’t mean authenticity is impossible. Whtahode
visits Adrian for the last time, he is encouraged to approach the bedside of bisrigyid
with the ironic, painful (for Zeitblom) invitation: “Come on in, he won’t notice you”
[*Kommen Sie nur, er bemerkt Sie nicht'PE 533DF 671). Yet like the citizens of
Weimar and even Hans Castorp, Zeitblom shudders at his witnessing what histaot

witness, and he wonders, precisely as Castorp had wondered at his grandfaths€sat
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the “trick of nature [...] [that] is able to create the image of highestusdity where the
spirit has departed!” [“Welch ein hohnisches Spiel der Natur [.]stadas Bild hochster
Vergeistigung erzeugen mag, dort, wo der Geist entwichen IB#FB33DF 671). Any
chance of authenticity in this encounter would appear to be negated in Adrian’s sdcaride
in the certainty of his death and the final judgment handed down to him and his nation for
keeping the pact they had “signed with [their] blood.” And it is easy enough tomdhfg
following the terms of Adorno’s critique of Heideggerian authenticity, wheiteeatitity
evacuates the world of spirit even while it assures the world it is guidedibig ialso easy
enough to read Adrian’s fall and the fall of Germany as something likaitbeefof
Heideggerian authenticity — the taking over of the possibilities of the pastharloéng-
down of heritage, the “authentic” repetition of elemental forces recoveredgtahgrin the
present only to bring about the destruction of an age in the coming-towards of thg ofesti
an individual and his homeland.

Nevertheless, as | have tried here to argue, this sort of closure cast®amtiary,
too, leaves something unfigured. Among other things, it casts aside that desysthieing
love which the novel prohibits to Adrian as well as the reciprocity of that love whihwbth
prohibited to Zeitblom and yet which gives his life its essential conter$oltanceals
Adrian’s profound love for humanity, which he himself stages and confesses in his only and
final performance of thBaustcantata, in which Adrian takes upon himself the burden of the
past and the burden of guilt that his audience (and thus, too, Germany), like tims atize
Weimar, are unable or unwilling to acknowledge.

In the end, then, it is a matter of recalling the narrator’s final wiSlh@Magic

Mountain that “Out of this universal feast of death, out of this extremity of fever [..y]ima
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be that Love one day shall mount?” [“Wird aus diesem Weltfest des Todes, autdr aus
schlimmen Fieberbrunst [...] einmal die Liebe steigen¥iA(716/DZ 1085) and of
emphasizing the echo of this earlier plea in Zeitblom’s insistence[tj& tinvermeidliche
Anerkennung der Heillosigkeit ist nicht gleichbedeutend mit der Verleugnurigete.

[....] der oft verschreckten, der immer bangen, aber in Ewigkeit getreuen Liebe izu eine
bedeutend deutschen Menschen- und Kinstlertum geweiht, dessen geheimnisvolle
Sundhaftigkeit und schrecklicher Abschied nichts tber diese Liebe vermogere welch
vielleicht, wer weB, nur ein Abglanz der Gnade isDF 597)*° Thus do the prohibitions
that would appear to preclude authenticity disclose themselves authentichéywery
undertaking the novel represents. In this sense what is cast aside by oneiseautiger
reading which recovers what the other leaves behind, and the taking tivierpaist for the
future is called for in Zeitblom’s final wish for “a miracle that goegdnd faith” and that
will one day “bear the light of hope” and in what is ultimately the Heideggerikridashich
both Dasein and Mann have called themselves. For in so far as the novel narrates the
historical demise of Zeitblom'’s friend and homeland (and in this sense it maidkde s
narrate the failure of authenticity), Heideggerian temporality alstiegrthe historicity of
Zeitblom’s (and Mann'’s) effort. This effort, then, demands an inquiry into the pogsibilit
authentically engaging a having-been thatvincludes the damaging, totalizing effects of
world war and genocide and its bringing to bear on existence a difficutideewith which
to “authentically’” come to terms. The possibility of such an inquiry lies, acgptdiMann it

would seem, only in taking over the being-guilty that Dasein is, in the so-cadekbting”

138«The ineluctable recognition of hopeless doomdssynonymous with the denial of love. [....] the afte
terrified, always fearful, but eternally faithfudie of a significant German human being and axtisgse
mysterious sinfulness and horrible end have no pawer this love — which perhaps, who knows, isdut
reflection of grace”DF 474).
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the novel is said to stage, and in the possibility that some part diatviagy lovecandhaving

been lovednay be preserved for recovery.
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Chapter V
Conclusion

Critical Care or Careas Critique: Thomas Mann and the Adorno-Heidegger Debate

The time has come to bring this comparison to a satisfaetwgnd conclusion, a
pivotal moment, really, if we take to heart what has already been said abouutieeoh#he
end and endings in the works of Mann and Heidegger and for the world(s) they both inhabit
and essentiallgre. It is at the very least a time to reestablish the overarching sigréicdn
my study and to situate that discussion within the scope of other important and related
guestions relevant to the ongoing study of modernism and modernist time and teynporalit
These important and related questions include what Fredric Jameson has cadiad tfe
temporality” and what Eva Geulen rightly refers to as the “rumor” of the end, diogh of
which find distinct and comparable expression in the works of Mann and Heidegger during

the late modernist period under study here.

The End of Time
Just as the essential meaning of art and tragedy lies somewhere inrgteastef
reality and representation, so does the meaning of the question of time, and @ jpfobl
knowing what timeas has to some extent also always existed. We have only to take into
account St. Augustine’s famous version of the problem in Book Nine @fdmgessions

where he asks, “What then is time?” and goes on to answer, “If no one asks me, Fknow: i



wish to explain it to one that asketh, | know not.” (qtd. in Ricoeur; Miller; and Kavaloski
Likewise, Paul Valery writes:
It is almost comical to ask oneself exactly what is the meaning of alatm t
one uses all the time with full satisfaction. For example: | catch the word
Time as it flies by. This word was absolutely limpid, precise, honest, and
faithful in its service, as long as it played its part in a proposition, and as long
as it was spoken by someone who wanted to say something. But here it is, all
by itself, seized by its wings. It takes revenge. It makes us behavé has
more meaning than it has functions. It was only a means, and now it has
become an end. It has become the object of a frightful philosophical desire. It
changes itself into enigma, into abyss, into torment of thought. (gtd. in Miller)
And like tragedy, time only carries with it the stability of meaning whergpresented, as
in the regimented yet fluid movements of the hands of a clock, but when the various modes
used to represent time are stripped away from it, it emerges as an ugiraadsf
“unfathomable enigma” (Miller). And yet this unknowable thiimge carries with it a name,
and it can be argued that it is precisely because of its unknowability thHs ibat for a
name in the first place and demands to be figured, as Paul de Man argbhe®hetoric of
Temporality where “The word ‘time’ is a trope. To be more exact, it is a catachresis, or
‘abusive transfer,” for something that remains unknown and therefore has nankieel
The word ‘time’ is posited, without authority or possibility of verification, agarative
expression for something unknowable” (qtd. in Miller). Despite the essentidlilitgtaf the
term, critical analyses of modernist time typically agree abouighéisant position

occupied by time in modernism’s coming to terms with its own historical spgcdiad
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otherness, and it has been the primary aim of this study to show how the instabilgy of
term is much less a barrier to literary and philosophical speculations on timieithtne
essential wayowarda concrete apprehension of the fullness and complexity of its character
and nature under the pressures and vicissitudes of modernity. In other words, thiesigha
its instability, portrayed as andin itself in traditional readings of modernist time, really
functions more as the groundroeansof preparing a watowardwhat Heidegger insists
upon calling an idea of timesthe possibility of an impossibility, the essential instability of
which is the fundamental basis, according to both Heidegger and Mann, for venturing an
understanding of the concomitant volatility of the modernist world, the modeogib, the
modernist narrative and modernist art, and both modernist history and the history of
modernism.

It has been the secondary aim of this study to challenge head-on traditionaseadi
of modernist time as well as more contemporary claims that, in view of the dfrthese
readings, would want to dispense with time altogether. Perhaps the bestilkesgrate this
evolution, or better, the current state of feeling with respect to scholgdgements with
the subject of time, is by recalling J. Hillis Miller’s and Fredric daam’s more or less recent
insistence on thentimelynature of contemporary critical approaches to both modernist time,
more generally, and the question of time as $tith. Hillis Miller writes unequivocally in
“Time in Literature” (2003) that “All literature is about time. Yet comceith time in
literature today is untimely. It comes at the wrong time. These two datbey propositions
should govern all contemporary reflection about time in literature. [...] [T]he tepins

these days somewhat outmoded, old hat, vieux jeu. [...] In these days of focus on class, race,

139 5ee J.H. Miller’s “Time in Literature Paedalus 132.2 (Spring 2003): 86-98; and Fredric Jamestitie
End of Temporality, Critical Inquiry, 29.4 (Summer 2003): 695-718.
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and gender, the subject would seem to many literary scholars far too abdifec),ar

philosophical, and formalistic to be worth pursuing” (Miller 86). Likewise, Jamisessay

“The End of Temporality” (2003) lays out the generally accepted version of thisooviag

and in the process makes a telling but rather incomplete reference to aelydéeiand

Mann:
After the end of history, what? No further beginnings being foreseen, it can
only be the end of something else. But modernism already ended some time
ago and with it, presumably, time itself, as it was widely rumored that space
was supposed to replace time in the general ontological scheme of things. At
the very least, time had become a nonperson and people stopped writing about
it. The novelists and poets gave it up under the entirely plausible assumption
that it had been largely covered by Proust, Mann, Virginia Woolf, and T.S.
Eliot and offered few further chances of literary advancement. The
philosophers also dropped it on the grounds that although Bergson remained a
dead letter, Heidegger was still publishing a posthumous volume a year on the
topic. And as for the mountain of secondary literature in both disciplines, to
scale it once again seemed a rather old-fashioned thing to do with your life.
Was aber war die Zeit?

What is time? A secret — insubstantial and omnipotent. A prerequisite
of the external world, a motion intermingled and fused with bodies

existing and moving in space. But would there be no time, if there
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were no motion? No motion, if there were no time? What a question!
[...]"°
In any case, neither phenomenology nor Thomas Mann offered promising
starting points for anything calculated to fire the imagination. (695-96)

Here Jameson describes Mann’s apparent recognitibnerMagic Mountairthat the
irresolvable paradox of time must eventually exhaust itself as a valid ppation of
writers and philosophers, and he clearly assumes thaitMagic Mountairhe topic,
and not only for Mann, had by this time been “largely covered” by modernistliterand
philosophy. Yet while this realization makes perfect sense when understoodithomtine
contemporary limits of Jameson’s perspective, that is from the perspeicéscholarly
climate in which, as Heidegger might say, time, like being, is no longesghe,ithe
historical context of Mann’s passage at the time it was written poses adiatenchallenge
to Jameson’s sweeping claim.

First, as | have | hope already demonstrated, Mann’s own preoccupation weith tim
certainly doesn’t end with the publicationTie Magic Mountaimut deepens quite radically
over the next two decades of his career, and despite the monumental d8ejg @ind
Timeand Heidegger’s persistent engagement with the subject, Heidegger’'s work éras nev
been properly addressed either with respect to modernism as such or with a vieirthewar
specific “time-obsession” of modernist narrative(s). And secondly, while tisagasbove
certainly reiterates the seeming impossibility of comprehending ortingrtane and

certainly appears to be responding in earnest to its contemporarieshexusrvith time in

140w as ist die Zeit? Ein Geheimnis, -- wesenlos atiohéchtig. Eine Bedingung der Erscheinungswetie ei
Bewegung, verkoppelt und vermengt dem Dasein depé&tim Raum und ihrer Bewegung. Wéare aber keine
Zeit, wenn keine Bewegung ware? Keine Bewegungnvkeine Zeit? Frage nur! [....]Z8 521MM 339,
Trans. John Woods; gtd. in Jameson’s “The End affarality”).
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literature and philosophy, of whidthe Magic Mountairis typically said to be an example, it

is perhaps more apt and urgent to say that here Mann seeks explicitly to move beyond and to
acknowledge both the limits of modernist narrative’s experimentations wighaetsmvell as

the methods of its inquiry. Moreover, both Stephen Kern and T. J. Reed would appear to
confirm this when they point out that the various excurses on tiffledrMagic Mountain

of which the above passage is a perfect example, merely recapitulateisrodefrustrated
attempts to reckon with the question of time rather than actually illuminatieaitacter or

valuefor life (Kern 106; Reed).

But this needn’t indicate a sort of surrender, neither on Mann’s part nor on the part of
modernist narrative; rather, as | have sought to argue, it signals a neecttor@/the
hermeneutic limits of conventional approaches to time, which insist upon breakenggi
into the familiar oppositional categories of active/passive, change/rest/gphgalar,
linear/nonlinear, fluid/discrete, homogenous/heterogeneous, public/private,
time/timelessness, etc. and consequently always find themselves in theiginidugain a
web of circular logic not unlike the one in which Castorp finds himself above. Recent
examples of this predicament can be seen in Joshua Kavaloski’'s mondgeapburth
Dimension: Time in the Modernist NoD04), which, although it proposes to revitalize
critical approaches to modernist time, merely reiterates thesé&meeiin obstacles, as
evidenced not only in his total dismissal of Heideggerian temporality but also in the
preoccupations of each chapter, which focus explicitly on time’s dissolutiort, arres
discontinuity and nonlinearity in the works of Mann, Kafka, Woolf, and Faulkner,

respectively.
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In another example, even J. Hillis Miller ignores the contradiction hesnsiaters
and critics take into account when tackling the question of time in literatureisly
refashioning what we already know about modernist time, namely, thalkeipisted as
private, relative and pluralistic. Thus he ends with the revelation that timelknEais an
“all-at-onceness or always-already” that he reductively descabésimultaneity” or that
“W. B. Yeats’s [...] [work] expresses a quite different conception of [...] time from
Faulkner's. For Yeats, time is neither a simultaneity (as it is fdkfar) nor a seamless
continuum between past, present, and future. It is, rather, a flow punctuated chilthbyi
violent instantaneous interruptions” (96). It is precisely these sort of iadtiahd cliché
approaches to time that have led to theitimelinesand to the question of theisefulness
because, as Heidegger would certainly insist, they tell us so little @reyabout either
Faulkner or Yeats or the worlds their characters inhabit. As we have seen,dotlaMi
Heidegger break through this impasse by more closely identifyingstidigtlosure not with
the perhaps truly irresolvable questions of time’s “number, direction, texture asioiftA*
but with the concrete (becauseed) categories of death, history and subjectiintyhe
world, the world, moreover, from which the subject can neither extricate nor dishngui
itself: Dasein, remembeis time. [“Dasein ist die Zeit”].

Jameson very interestingly concludes his essay, “The End of Temponalitythe
claim that the end of time in which he wants to believe and that he seeks to demanstrate i
his description of the historical-epochal shift from modernism to post-moderaism a

simultaneously a shift from a temporal to a spatial ontology cannot in the end be iphel

1“1 These are the categories, each one comprisesl @it polemical binary — e.g. thigectionof time as
reversible or irreversible or thibvisionof time into private and public — around which Step Kern organizes
The Culture of Space and Time
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fact, Jameson recognizes that latent in the claim itself is the inesangtdsition of a
movement and activity that is not only historical-epochal but that as a ressti is al
fundamentally generated by the “structural effect of the temppfalif of postmodernity”
(718), in which every postmodern space is one, too, in which a fundamental and specific
temporality is always already produced (Geulen 133). Although | agreehalaoledly with
the openness of the question, which Jameson finally admits, namely, the difficultyhi&not
impossibility of dispensing with the subject of time, as one would expect given my
comparison of Heidegger and Mann above, | certainly disagree that Heidegger’s
phenomenology and Thomas Mann'’s novels aren’t precisely the place to launch alrenewe
investigation into the question(s) of time and modernism. In fact, following my stogyit
be said that the best chance of reinvigorating the value of time as a cohtegbtica
literary, cultural and self-analysis and interpretation lies squardifomas Mann, in
particular, and in the modernigeitroman[time-novel], more generally, as well as in
Heidegger’s “hermeneutic phenomenology,” neither of which Jameson ever fidbpect
comprehensively engages, but which | try to do above in order to show that a reading which
takes both into account and reads the one in terms of the other and vice-versa does indeed
offer a promising start for something “calculated to fire the imaginato’to revitalize
literary and philosophical evaluations of time.

If this, then, is what | hope to haaecomplishedvith my comparison of Mann and
Heidegger above, then in venturing at this late stage to engage thetresfion of the end
of art | hope merely to outline the potential scope and significance of my d@stossime
and temporality with respect to these other interrelated discourses thataitcal to

explorations of modernism and modernity. Thus | do not intend in what follows anything
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demonstrative or complete but rather something that is merely suggestivehisgrmpethaps

“calculated [only] to fire the imagination.”

The End of Art

The temporality of the end of art is readily acknowledged in most critical disogs
about it, but it is also varied and complicated and carries with it a long histohc#ratot
treat in any way comprehensively here. As a result, | will limitamyments to those that
most directly concern my reading of Heidegger and Mann above, which is to say, to the
temporal determinations of what Eva Geulen calls “a reading in a rumoHafget” and to
the potential implications of such a temporality for understanding Mann’s andggerte
later works within the broader context of modernism and modernity. It is no actident t
referred above to the question of the end of art as a tragic one; the question(endfdhe
tragedy and of the possibility of the tragic are of course closely codrtectiee broader
guestion of the end of art, the vexskingof which is often said to have signaled the onset of
modernity. Moreover, and however paradoxical it may sound, the end of either is not only a
thoroughly temporahndtragic recognition but, even more to the point, the tragedy lies in the
specific temporality assigned to it. If the work of art, in which the potemntslif Dasein’s
past are said to be held in reserve, is said to be one the bedrocks of a historicaf,rdwve
what do they mean, Mann and Heidegger, when they speak of the end of art and of the sort of
world in which such an end can be imagined? And this will mean dealing, respectiviely, wit
the situation of the end of art in the wake of modernity with a view toward the perceive
function of art and the very real question of what is needful in history with respics

situation.

272



In many respects | have already elaborated the connection that binds Mann’
portrayal of the “critical” situation of art iDoctor Faustusvith Adorno’s own discussions
of it in The Philosophy of Modern Musivhich is to say, the situation of art at the “edge of
[its own] impossibility.” But Adorno’s continued preoccupation with the questicartésf
impossibility only serves to elaborate and deepen the dilemma as it wasda@pigtann’s
Doctor FaustusEchoing Adorno’s own views on the subject fréhve Philosophy of
Modern Musig¢in Doctor Faustusve are confrontedith the image of modern art standing
on the threshold of its ovumtergeherjgoing under] in the double-sense of both its
imminent loss and disappearance and its overcoming or radical reestablistnsomething
both more originary and original:
An einem Werk ist viel Schein, man kénnte weitergehen und sageasda
scheinhatft ist in sich selbst, als ‘Werk’. Es hat den Ehrgeiz, glauben zu
machen, dées nicht gemacht, sondern entstanden und entsprungen sei. [....]
Ich habe [Adrian] sagen horen: ‘Das Werk! Es ist Trug. Es ist etwas, wovon
der Burger mdchte, es gabe das noch. Es ist gegen die Wahrheit und gegen
den Ernst. Echt und Ernst ist allein das ganze Kurze, der héchst konsistente
musikalische Augenblick...” [....]
Ich habe ihn ebenso sagen horen: ‘Schein und Spiel haben heute schon das
Gewissen der Kunst gegen sich. Sie will aufhéren, Schein und Spiel zu sein,

sie will Erkenntnis werdenDF 242-3)}*?

12«There is a great deal of illusion in a work of,ame could go farther and say that it is illusorand of
itself, as a ‘work.” Its ambition is to make othéalieve that it was not made but rather simplysarg...]

| have heard [Adrian] say: ‘The work! It's a shasomething the bourgeois want to believe still exifitis
counter to truth and counter to all seriousness$y @ briefest, highly compact musical momentesgine
and serious..." [....]
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Written well before Adorno’s famous dictum on the impossibility of art after
Auschwitz, both the passage above and its place within the broader goals and context of
Doctor Faustuglearly anticipate Adorno’s now famous claim from “Cultural Criticism and
Society” (1951). Even Zeitblom, on a separate occasion, recognizes this tendaricy of
toward its own overcoming in his own narrative attempt to adequately render the complex
history and fate of his subject matter, its tendency toward the serious arafjtbemnd away
from the liberation of the illusorgpielwith which it had always been identified:
Habe ich nicht mehr als einmal gesagfj das Leben, von dem ich handle,
mir naher, treuer, erregender war, als mein eigenes? Das N&achste,
Erregendste, Eigenste ist kein ‘Stoff’; es isterson- und nicht danach
angetan eine kunstlerische Gliederung von ihr zu empfangen. Fern sei es von
mir, den Ernst der Kunst zu leugnen; aber wenn es Ernst wird, verschmaht
man die Kunst und ist ihrer nicht fahidK 236)43

As the novel certainly attempts to explain, Auschwitz is a powerful hist@xeahple of

“things get[ting] serious,” and in its wake Adorno does indeed scorn the badfaaityart

that would offer up precisely that which he believed made the atrocities oz

possible, namely, illusion — and here we may want to recall Zeitblom’s plescrof those

Weimar citizens being led through Buchenwald following the Allied victdrysé “who

I have likewise heard him say: “lllusion and garhase art's conscience opposed to them nowadays. Art
wants to stop being illusion and games; it wantisgocomecomprehensioh

But if something has ceased to conform to its dtidim, does it not cease to exist altogether? Ao till
art live ascomprehensioh(DF 193; emphasis mine).
13«Have | not said more than once that the life withich | am dealing was closer, dearer, more intrig to
me than my own? And what is closest and most initnigy most truly my own, is not mere ‘material’jstthe
person himself — and so hardly suitable for acisigmentation. Far be it from me to deny the asriess of
art; but when things get serious one scorns arisand longer capable of itDF 187).
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went about their business in seeming honesty and tried to know nothing, though at times the
wind blew the stench of burned human flesh up their noses.”

According to Adorno and Horkheimer, the miscarriage of humanity that was the
Holocaust was made possible by what both famously refer to as the ‘dialecti
enlightenment’ in which progressively “enlightened” social activity, inelgdirt, gives way
to a progressively “unenlightened” and unreflective barbarism:

We are wholly convinced — and therein lies petit principii — that social
freedom is inseparable from enlightened thought. Nevertheless, we believe
just as clearly to have recognized that this very way of thinking — no less tha
the actual historical forms (the social institutions) with which it is vimb@en
— already contains the seed of the reversal universally apparent today. If
enlightenment does not allow reflection on this regressive element, ittseals i
own fate. (qtd. in Dallmayr 170)
In other words, where reason would like to free itself from its reliance upon natareirn
infers from this accomplished liberation its concomitant right to dominate reatdr® bring
this ‘otherness’ into the fold of its own jurisdiction and power:
[T]he regressive counterpoint of enlightenment — its dialectical underside
derives from the streamlining of rational thought into a calculating,
instrumental form of rationality, a process that underscores the growing
division between human beings and nature, between cognitive power and its
external targets. [....] In expelling or cleansing itself of qualitatiiedinces,

cognitive rationality inevitably prepared the ground for the ‘systentatiza
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or homogenization of social life and thus for the establishment of increasingly
effective social controls and disciplines. (Dallmayr 170)
And it is precisely because art is made complicit in this barbaric réteas#®dorno
prohibits it and demands its end. Addoctor Faustuswhere the future of art is oriented
toward thecomprehensiowf this reversahnd away from art’s reliance updhsion, which
conceals the violent undercurrents of enlightened thought, in Adorno’s view, according to
Fred Dallmayr:
Only through critical reflection — one mindful of its tendentious complicity
with power — is reason able to break the spell of (ancient or modern)
mythology and reification. [....] [T]he only way to rupture this self-enclosure
[of reason] is through thought’s attentiveness to non-thought or reason’s turn
toward the (conceptually) ‘non-identical’ [...]. [....] [O]nly a negative
dialectics holds out both intellectual and social promise: by being attentive to
the ‘otherness’ or underside of reason as well as to the social-political
underside of modernity [...] (172-3).
Perhaps it goes without saying at this late moment in my study that itisgbyesuch a
reflective power and attentiveness thabwctor Faustusharacterizes Zeitblom’s narrative
attempt to comprehend the meaning of his friend’s life and fate and thathstatirto
Adrian himself in what | called hisecoming-guiltyn the Heideggerian sense, which is also
to say, in his having alwaydreadycomprehended his guilt. More importantly for now,
however, we need only note the temporality of Adorno’s plan for the preservatidrantiar

the proximity of this plan to Heidegger’s own.

276



According to Eva Geulen, Adorno’s claim about the end of art after Auschwitz was

rescinded almost as quickly as it was uttered. That it was rescinded is & couosly

clearly apparent in the fact that many of Adorno’s writings after Auszhheiolve squarely

around the question of art and aesthetics Aegthetic TheorgndNegative Dialecticsbut

his famous statement is qualified almost immediately after it is mat&ultural Criticism

and Society,” where Adorno adds: “And this corrodes even the knowledge of whygsirt]

become impossible [...] today” (gtd. in Geulen 94). Moreover, and with a view toward this

alleged contradiction in Adorno’s thought, Geulen is right to point out the disclosure of “two

poles between which the innumerable negativities of Adorno’s aesthetics anedeaSpe

(95): what she calls the formulae of “afterthought” [Nachspiel] and “proc¥sstjing]

(95). To help to explain the former, Geulen refers to Adorno’s considerations of the

possibility or impossibility of art after Auschwitz as “an index of survival afterlife,” and

she guotes a stirring passage fridegative Dialectic$o illuminate her claim:
[1t may have been wrong to say that after Auschwitz no poem can be written.
But it is not wrong to raise the [...] question whether after Auschwitz it is
possible to go on living, whether someone who accidentally escaped and by
rights should have been killed still can genuinely live. His mere survival call
for the emotional coldness, the fundamental principle of bourgeois
subjectivity, without which there could have been no Auschwitz. (Geulen 95)

Elsewhere Adorno extends the reach of this impossibility to include not only thefittee

perpetrators of history but also his own life and art, more generally, where art, tbo, mus

content itself with always already being an “afterthought,” an ahahgady mediated

response, i.e. bound ¢opriori determinations that necessarily precede it (Geulen 95).
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“Process,” on the other hand, Geulen associates with the inner workings of the audrk of
itself and forms the basis of art’s “autonomy” that Adorno elaboratéssthetic Theorgnd
elsewhere. The artwork always stands in relation to what it isn’t, to whatitsel§twhether
we mean by this other works, genres, or the artist himself, the social fraknewdrich it is
created or the interpretations imposed upon it: “Art requires something q@tedeteous
to it, in order to be art” (“Art and the Arts,” gtd. in Geulen 96), and as a result, thesgpesce
in which the development of art unfolds are always synonymous with the procegdses of i
ending or “collapse” (qtd. in Geulen 96).

The correspondences here between the temporality of “afterthought” ands$roc
and the temporal ecstases of Heideggerian temporality should immediake!yrst reader.
Of the former Geulen says: “the end always already lies behind us and covdegihns
survives to an endless afterlife, whereby afterlife signifies both thedaelpost finemas
well as the fatal compulsion to repeat. The dictum against art after Ausaeh|vit] an
expression of the fact that after Auschwitz there can bdeefareAuschwitz” (96) — and in
the process reiterates a HeideggettaownnessWe will remember, for instance, that
Dasein is in a sense also tragically “condemned” to an endless aftesbfari as it is always
out ahead of itself in precisely this way and inasmuch as its future possilaifiti@lways
constricted by a past behind which it cannot go. As | said earlier, Dasein camatexeto a
place in time in which it was not always already Dasein in the same waftdraiuschwitz
there can no longer be ahgforeit. But in contrast to Geulen, for whom the situation of art
and experience as “afterthought” also leads to fatal compulsion to repeat, insdsous
remember that for both Heidegger and Adorno, the concept of repetition alwaysrteaves

for the possibility of authentic experiend¢ 144); indeed, according to Adorno what has
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been “cast aside” or “forgotten” in history may be retrieved by the presemtansfiormative
political moment whereby a future is ordained and freedom of consciousnsserig@
“[...] as what is needful within history” (Macdonald 121). Thus at the end of the previous
chapter | conclude my discussion of history and authenticity in Mann and Heidatgtren
claim that the only means of authentically or genuinely living (and of prodacirmmithentic
mode of art) in the aftermath of the Holocaust requires a historical-cstarace on the part
of Dasein that first and foremost must absorbhdnang-beerof Auschwitz into the current
of its ownthrownnessilt is only insofar as Dasein can manage this feat that t@ae-
towards itself authentically as having-been

Likewise, the so-called “process” of the interior workings of art, which Geule
attributes to the other side of what she calls the double-logic of Adorniantessiveuld
seem also to beg for Heideggerian interpretation. Like the temporality ésatrDessentially
is, art is an end in itself that betrays not so much a hermetic self-enclosureffes is
claimed to be the case in Adrian Leverkihn’s twelve-tone style, for exarbpteggs | have
shown a temporally dynamic processmstreckunghat fundamentally refigures the end as
that “for the sake of which” it exists (Walker 100), namely, possibilities arehpals that
lie outside of it, or more specifically, out ahead of it, and with which it is notianrt the
most extreme example of such a constant relation, of course, is art’s relati@nistiown
end in the same way that Dasein’s most extreme possibilities lie in thbiloyssi its being
nothing at all, in its own impossibility. Thus it can be seen how these “two polesah thii
innumerable negativities of Adornian aesthetics” are situated correspond gaitengfully
with the temporalities, based in their own way in negation and impossibility, that bookend

the stretching-along of Dasein’s existence, i.e. being-towards-deathsamicity or
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thrownnessand, moreover, how Adorno’s extended critique of the end of entical to
understanding the relationship | have already forged bethMeemagic Mountairand,
especiallyDoctor Faustusand Heideggerian temporality.

Even more pertinent, perhaps, than these temporal correspondences (because it is
neither intuitive nor predictable) is the way in which both Adorno’s and Mann’s callatr w
is needful in history with respect to the possibility of art and life after Awigz echoes
Heidegger's own. As | pointed out above, the conceptual core of Adornian critique and thus,
too, of the reinstatement of art’s “right to exis&T(251) lies in his conception of critical
reflection. Just as Adrian Leverkihn’s musical breakthroughThthLamentation of Doctor
Faustus in which the highly codified prohibitions of the twelve-tone andTiefelsvertrag
[blood-pact] provoke the very love that transgresses and negates these prohibitions, the sor
of genuine, i.e. critical, reflective posturing called for by Adorno first requaseits object
the very threat it wishes to overcome — in the case of both Mann and Adorno, this is the
threat of that barbaric, regressive reversal called the “undersid@iatectic” of
enlightenment, which is said to be embodied in Adrian’s character and music and that is
associated by Zeitblom (and thus, too, Mann) and Adorno with the rise of fascisth in 20
century Germany. At any rate, this “underside” or totalitarian exgresgimodern
rationality, according to Fred Dallmayr, results in the “alienationadae from the target of
knowledge or, more precisely, the isolation of reason from possible learning egpsrien
induced by its targets. Among these learning experiences are the lessotsdbgvihuman
sensuality and affectivity (that is, the realm of ‘inner’ nature)” (171). Anduthentic
critical reflectiveness or consciousness in Adorno is described here amdshardistinctive

way of disclosing truth” (Walker 97), as a way of “allowing things ‘to be’ anfdiwing a
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hearing to voices otherwise excluded by modern reason” (Dallmayr 174), asireghveis to
‘heed a potential slumbering in things’ and thereby ‘make amends’ to theheferalent
“incursions” of an instrumentalized modern rationality that wants to or haslgloast them
aside (Adorno, qgtd. in Dallmayr, 174), and, finally, as “an authentic form of experiesge” v
different from but nevertheless a radical response to the one that places raot botylife
as such under the harrow of impossibility in a post-Auschwitz world, all of which should
remind us not only of Mann and Heidegger but also of the pressing significance of
temporality for an understanding of the closely related question of the end of art.
Heidegger’s speculations on the situation of the end of art are likewise Hear to t
same Hegelian tradition to which Adorno and Mann are responding. And, as with Adorno,
the question of the end of art in Heidegger has multiple variations and expressions. For
instance, on the one hand, Heidegger takes up the idea of the end of art precisely as Hege
had but within the specific context of"28entury aesthetics and metaphysics. Insofar as
Heidegger sought to describe the end of metaphysics in the closing stages of the long
philosophical tradition of the West that begins with the Greeks, can be traced thrgejh He
and German Idealism and that culminates in Nietzsche, “the last metagmydie also
sought to articulate and herald the end or overcoming of philosophy itself and hence, too, of
art and aesthetics. In another sense, and one much more closely connected tcttakessue
up inBeing and Timgthe backing away from art, in the authentic sense of art as the place in
which we witness “the truth of beings setting itself to woBW\(162), is at the same time a
backing away from the question of Being as such since art is privilegedsaitri

Heidegger’s later works, such as his well-known e3%eyOrigin of the Work of A(LL936),
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as the site at which Being is opened up just as Dasein occupies this privilegien posi
Being and Time

In The Origin of the Work of ArHeidegger defines the function of art #se"
becoming or happening of trithrecisely inasmuch as in the work of art what is laid bare is
being itself [aletheia]. As with Adorno, Heidegger’s insistence on art as @tiggins from his
recognition of his own historical circumstances in which, according to Heideagtjes not
only no longer possible but it is also, and paradoxically, precisely what is ngeldistory:

Whenever art happens — that is, whenever there is a beginning — a thrust
enters; history either begins or starts over again. [....]

Why doe we inquire in this way? We inquire in this way in order to be able
to ask more properly whether art is or is not an origin in our historical
existence, whether and under what conditions it can and must be an origin.

Such reflection cannot force art and its coming-to-be. But this reflective
knowledge is the preliminary and therefore indispensable preparation for the
becoming of art. Only such knowledge prepares its space for art, theioway
the creators, their location for the preserveB¥V@02)

The specific historical conditions that prompted this question for Heideggerearseby
those that prompted Adorno’s own reflections on the subjectdaftineandafter
Auschwitz. InContributions to PhilosophjBeitrage zur Philosoph]€1936)andMeditative
Thinking[Besinnun{(1938-9), Heidegger launches an equally and undeniably forceful
polemic against the totalizing effects of ‘power’ [Macht], ‘violence’ \¥aé] and the
concomitant rationalization and assimilation of these forces in modern techaoldgy

politics. This for the most part unexplored region of Heidegger’s thought, unleashed in t
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middle of the Nazi period in Germany, Fred Dallmayr refers to as Heidsgigeisive
‘inner emigration’ away from whatever faith he may have had in the regnehés ambitions
in 1933 (175).

Nevertheless, for my part, what is important for now as | venture to end this report, is
the recognition that in looking to either Mann, Adorno or Heidegger for an answer to the
guestion of whether art is possible in modernity we are confronted with the samdrthi
explaining what is “needful in history,” Heidegger only recalls the most fobstedzhallenge
for thinking inBeing and Timenamely,Sorge and just as Adorno calls upon a critical
attentiveness to history in order to preserve both art and the freedom of conscitiusness
signifies, Heidegger calls ddorge In Besinnungin particular, Heidegger “urges a more
reflective rethinking of human being-in-the-world, a rethinking [that opens] hinearts
and minds again to the ‘call of being’ (which guides them into a more careful and caring
mode of living). [....]” (Dallmayr 177). Dallmayr’s insistence on the correspondenee her
between “a more reflective rethinking of human being-in-the-world” anddee careful and
caring mode of living” cannot be properly, i.e. authentically, grasped outside afritexic
of its use and function iBeing and Timewhere it must of course be remembered ttaate
or Sorgeis not only the name for the temporality that Dasein essengaliyt whereSorge
is defined as that “for the sake of which” Dasiei(BT 235). Thus it is no surprise that |
chose to end my analyses of Manhle Magic MountaimndDoctor Faustusith an
emphasis on the significancelofe since to a large extent, the possibility of a historical and
human recovery as well as the possibility of recovering an authentic aaestiebtics,
whether we consult Mann, Adorno or Heidegger, involves something very much like what

Heidegger might be wont to call Daseib&ing-towards-loveor as Mann so famously
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wonders at the end @he Magic Mountain“Augenblicke kamen, wo dir aus Tod und
Kdrperunzucht ahnungsvoll und regierungsweise ein Traum von Liebe erwuchs. Wird auc
aus diesem Weltfest des Todes, auch aus der schlimmen Fieberbrunst, dienrings de

regnerischen Abendhimmel entziindet, einmal die Liebe steigen?” (£685).

144 “Moments there were, when out of death, and thellien of the flesh, there came to thee, as thdogkest
stock of thyself, a dream of love. Out of this wersal feast of death, out of this extremity of few@ndling the
rain-washed evening sky to a fiery glow, may ithe&t Love one day shall mount™i 716).
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