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ABSTRACT
Shelley L. Hay
Writing Absolute Music: Modernity’s Linguistic Symphony
(Under the direction of Dr. Clayton Koelb)

Writing Absolute Music: Modernity’s Linguistic Symphexplores one facet of the
relationship between music and language i+ #d 28-century German literature and
philosophy. By examining the vital role that the idea of “absolute music” hgsdoia works
by thinkers and authors such as Novalis, Arthur Schopenhauer, Friedrich Nietrsche, a
Hermann Hesse, | argue that the somewhat counterintuitive phenomenon of writing about
musicin order to overcome problems associated laitiguageoriginates in early German
Romanticism and continues to influence German authors throughout the first half df the 20
century. Focusing in large part on Hesse’s masterpgiae Glasperlenspiel,establish that
authors who seek to overcome language’s inherent limitations and approach ademste
reality by emulating musical structures in their novels and short stotiesidly fail to
achieve their fundamental goal. | demonstrate that Hesse is the &dtereo this
Romantic legacy and that the failurel@ds Glasperlenspidb access an absolute through
words explains the shift in German literature around 1950 away from the Rordeatiof

turning language into music toward a less optimistic, more humble depiction of smosec’

within works of German literature.
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INTRODUCTION

Hermann Hesse’s Romantic heritage

I. The popularity and “Tabuisierung” of Hesse’s works

Fame and reputation alone do not justify a scholarly investigation into a particula
author’s works, although it is difficult to ignore the fact that Hermann Hesseries are so
popular that they have been translated into more than sixty languages, making hwstthe m
widely translated German author of all time next to the Brothers Grimm (kgnil@8). This
in combination with the strong reader reactions, both positive and negative, tasHesse’
multifarious novels and poems, along with the many prizes he has won over the years,
including the Nobel Prize for Literature in 1946, does, however, begin to explain the
necessity of looking at his writings in more detail and combating the ¢énabalisierung
seitens der Germanistik” that has ensued with regard to this particular antecthe mid-
1950s (Limberg 129). Additionally, the recent claim made by some scholars thatsHess
works — despite being heavily influenced by early German Romanticismstianeodern
and useful to their readers in answering existential life questions, makespbnsiblaot
to examine them more closely. Michael Limberg claims, “[w]er von derdtur...Hilfe
und Antworten fur das eigene Leben erwartet, wird nach wie vor [Hesses|rBésdre’
(135). | believe that the same holds true for German literary critic&rholars who seek
answers to questions raised with regard {B-@éntury literaturenustexplore Hesse's

writing in more thematic and structural detail than has been done in the past. Fughermo



any individual wanting to understand the development and eventual disappearance of
“absolute music” in German literature cannot neglect this renowned authorngwiTthis
dissertation investigates the intersections between language and musimenH Hesse’s
masterpiec®as Glasperlenspiednd demonstrates that Hesse is the last great modern heir to

the early German Romantic legacy surrounding the concept of “absolute music.”

II. Romantic influences in Hesse’s writing

The connection between Hermann Hesse and early German Romanticism is a
relatively obvious one. Indeed, a large number of scholars have commented on the influence
of writers such as Novalis or Ludwig Tieck on thd'2@ntury authof. Joseph Mileck notes
in his article “The Prose of Hermann Hesse: Life, Substance and Formdnhantic themes
can be found in nearly all of Hesse’s stories and poems. Mileck divides Hdesetwrk
into three periods and mentions the influence that various romantic ideas plaly of eac
these phases. He argues that works from the earliest period, from the begimhasgess
literary career until roughly 1917, are “held together primarily by a commondeleica
romantic spirit” Prosel64). The famous author’s style becomes less romantic in some
stories from the following decade, although Hesse still writes tal&sasutKlingsors letzter
Sommer,” which Mileck likens to “a romantic fragment” and describes as anotit@nce of
“decadent romanticism'Rrose168). Finally, Mileck argues that Hesse’s later works are
perhaps the most romantic of all. Mileck sees in them “a romantic spirit purged of i

decadence, becom[ing] mature and mellow, wider in scope, deeper in thought, lessfawar

! E.R. Curtius notes, for instance, that Hesbkiezi? und Goldmuni$ “steeped in magical essences that recall
Arnim, Tieck, Novalis” (7-8); Thomas Mann more geadly claims that Hesse’s “lifework [has] rootsnative
German romanticism” (Bloom 22); Theodore Ziolkowstates, “Hesse is certainly an heir of romanti€ism
(Sonatal22); and Hugo Ball describes Hesse as the “I®iter aus dem glanzvollen Zuge der Romantik” (26-
27).



itself, and more conscious of its art...[These are works] which could have been tyitte
Novalis and...acclaimed by TieckP(osel70-171).

Although insightful and useful in many ways, Mileck admits to approaching his
analysis “[fl[rom [the] vantage point of distance and major trends ratherrtimarttie
minutiae of individual works”Rrosel63). Thus, he comes to legitimate, although
somewhat cursory conclusions. However, a closer investigation of Hesseiduatlivorks
is in fact necessary to completely understand the effect early GeromaaniRcism had on
the author. Moreover, it is necessary to examine Hesse’s romanticisim thé context of
modernity. He was, after all, a®2@entury writer.

Ralph Freedman attempts to do both in his article “Romantic Imagination: kRierma
Hesse as Modern Novelist.” Freedman begins by postulating confidently, 8Herdesse’s
debt to the romantic tradition is a critical commonplace” (275). He then demeasimat he
believes Hesse can be viewed as both a modern and romantic author. Specifically, he
explains, “[Hesse’s] aesthetic sensibility recalls of Novalis and Jaain But his way of
implementing this sensibility is representative of a contemporary att{pds).
Unfortunately, this formulation remains rather vague. One might imagintagsihetic
sensibility” refers to a romantic content in Hesse’s works, while Fregdrf@ontemporary
implementation” points directly to the author’s writing style. Indeed, Frardiontinues
by mentioning Hesse’s “romantic values” (275) and how the “resolution of confict
Hesse’s most consistent romantic theme” (276), but he then goes on to mentiors“Hesse
narrative and descriptive techniques, [are] frequently borrowed from ramamdels” (281).
But what exactly does the scholar mean then when he posits that Hesse’s imtgtiemef

romantic themes is “contemporary”? While Freedman’s overall argumenid¢bae is both



a romantic and modern novelist is plausible and important in situating theeg€ury author
within the broader scope of German literature, the scholar’'s impre@hesigrieaves readers
unconvinced.

One invaluable idea that Freedman does, however, introduce in his article is the
notion that the relationship between music and language, romantic in origin, is taken up by
Hesse on numerous occasions within his writing. Freedman states, “[a]era Megse
longs to be a musician” (283) and further claims that “German prose is angntici
instrument for making music” (275). Hesse follows in the early German Rontraatiton
of wishing to turn language into music, a phenomenon Siglind Bruhn calls
“transmedialization” inThe Musical Order of the World\Nevertheless, Freedman only
touches on the importance of music in Hesse’s works, while Bruhn only focuses on one facet
of it — musical ekphrasis — and neglects many direct statements made aboutymusic
characters within Hesse’s novels. It is necessary, however, to examie&atioaship
between language and music in Hesse’s works in greater detail. Hesger by
profession, claims in a 1913 letter written to Alfred Schaer, “[m]ein Veris&ur Musik ist,
wie Sie vermuten, ein unmittelbares... ich brauche stets Musik, und sie istzged{unst,
die ich bedingungslos bewundere und fiir absolut unentbehrlich halte, was ich von keiner
andern sagen mdchte” (Michél&usik141). What is it about music that fascinates Hesse so
much? And how does one explain Hesse’s ranking of music above all other arts, but his

continued desire to write?

lll. The origins and meaning of absolute music
Poets and philosophers have been contemplating the connection between music and
language or music and philosophy for centuries. Carl Dahlhaus points out thafd?lat
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example, insisted that music “aus Harmonia, Rhythmos und Logos bestehd'isvioicay
that music consists of the tonal relationship between notes, the temporal spaah ithemi
occur, and the words associated with these notes (Dahlhaus 14). In fact, thereggpekall
three of these things in combination was so essential to Plato that “Musik ohne Smatsche
reduzierte, in ihrem Wesen geschmalerte Musik [galt]” (Dahlhaus 8). Thigh@&wnusic
without language was somehow deficient continued to prevail for the next tworidousa
years. John Neubauer notes in his bdb& Emancipation of Music from Languatp,
instance, that the medieval Christian church considered music without “verbal’control
dangerous throughout the Middle Ages and that secular factions began a similageampa
against the “musical obfuscation of the text” by the end of tilec&ftury (24-25). It was
not until the late 18 century that this notion of music as secondary to language began to
change.

Coinciding with well-known social, political, and philosophical changes such as the
French Revolution and the birth of Kantian philosophy, the end of {heer@ury also saw a
shift in aesthetic theory, described most famously by M.H. Abrams ifhedirror and the
Lamp Abrams recognizes a move away from viewing art simply as an imitatiohuoé na
acknowledging it as somethimgttural in and of itself. Moreover, he describes a new
emphasis placed on the relationship between the artist and the artwork, rathiee tivark
of art and the world. In other words, art becomes a way of “organically” expgebe
interior, subjective nature of the artist. In the realm of literature, tHisfissi led to an
appraisal of music above other arts because it appeared best to fulfill thequewment of
expressing the inner nature or feelings of the artist. Unlike languagie, wassnot bound to

“ideas” or empirical reality in any direct manner. It is completglg-representational.



Abrams states, for example, that early German Romantics “talked af asuhiough it were
the very essence and form of the spirit made patent — a play of pure feeiing,inoraltered
by its physical medium” (93). Naturally, this new appreciation of music causaft & the
relationship between it and language. Neubauer notes, “from the Romantic erd, dhavar
relation between music and language reverses itself, all arts aspire. camttigon of
music” (1). However, Neubauer is not just referringny music in these passages, but
rather to instrumental music of the time, or what would later be coined by R\stzayder as
“absolute music.” But what was it exactly about pure instrumental musiafpatad these
early German authors to want to emulate it in their writing?

There have been a number of investigations into what is meant by absolute music and
how it relates back to literature and philosophy, but the approaches of these v‘admss s
have differed as drastically as the type of music the term has been appliedttee qaest
two centuries, ranging from Viennese Classicism tB@ntury dodecaphonic music. One
of the most well-known examinations “des historischen Charakters” of absoluteisnus
offered by Carl Dahlhaus in his boBke Idee der absoluten Mug8). In this work, the
musicologist attempts to describe the origin of the term and focuses heavgy on it
development within the focentury. His main claim that “die absolute Musik als Ahnung
des Unendlichen erscheint,” although mentioned in connection with the particularo¥iaws
number of different philosophical, musical, and literary figures, given thel lsame of his
study, necessarily stays somewhat superficial (78). In other words, Dahlaatisns
various manifestations of the notion of instrumental music as an autonomousfeseifiral
art which points to something absolute or beyond empirical reality in theditetd

philosophy of the 19 century, but he fails to take a very detailed look into particular



occurrences of it within the spheres of music, literature, or philosophy, egpetihle 20"
century. This is rather surprising with regard to literature, in partidad@guse Dahlhaus
himself acknowledges that “die Idee der absoluten Musik...eher eine Idee viatdrtals
von Musikern war” (20).

In contrast, musicologist Daniel Chua takes a very novel approach to the study of
absolute music in his bodkbsolute Music and the Construction of Meanygealling into
guestion the very possibility of its existence. In other words, Chua sets out &[]‘writ
against the notion of absolute music” (i). He points out the inherent contradiction inahe ide
that autonomous music, divorced from any references to spheres outside of music, such as
language, is in fact deemed the most meaningful kind of music because of threesmpti
Chua then examines the act of constructing meaning within the realm of absolt&ynus
reintegrating it into a number of various discourses. For instance, he distwess#e of
this kind of music within philosophy, biology, physics, theology, and language. However, as
was the case with Dahlhaus’ investigation, Chua, too, fails to focus primarilyogan
detail on any particular representations or discussions of absolute music iertrg field
despite recognizing that “[i]t is a music emancipated from langbyadgnguagé (6), which
is to say that the discussion of absolute music originates in literature and igtithasely
connected with written works.

Although Dahlhaus’ and Chua’s studies of absolute music, given the comprehensive
nature of their investigations, cannot examine the exact relationship betweenebadic
and particular literary works that deal with it in any great detail, tisemetually a vast
amount of scholarship on just this connection. However, this scholarship tends to focus on

only one depiction of absolute music in one author’s collection of works of litecaignfior



philosophy. For instance, numerous articles, essays, and books have been written, whic
deal only with Novalis’ views on music — occasionally including in passing afieer early
German Romantics such as Wackenroder or Tieck in the investigation — but veyriey

a broader range of literature dealing with the topic or attempt to place @faaréiuthor’s

work within a larger literary context. Moreover, many of these investigafail to examine
the exact relationship between an author’s linguistic crisis and his turntitogvaibout music

in an attempt to resolve it.

Hence, one finds either very broad studies of absolute music that span the ™bistory
the phenomenon, but which simply mention relevant literary works and authors finds
more detailed analyses of the connection between literature and absol@ehuiitiese
studies generally have too limited a focus and do not look at the more general demélopm
of the relationship over time within the scope of multiple works of literature or philpsoph
But if it is generally accepted that 1) absolute music “eine Sprache ‘ldeBpidache sei”
and that this was determined at the turn of tH&cEhtury paradoxically “in’ der Sprache”
(Dahlhaus 66), and 2) that this idea of absolute music has persistently playedaevital r
the music, literature, and philosophy of the past two hundred years, then whytisdéryha
few scholars have attempted to bring these various elements together? Inootisemiay
has virtually no one examined the development of the representation of absolatexmusi
specific works of literature and philosophy? Although German authors ramgmg f
Friedrich Schlegel to Hermann Hesse have found a deficiency in their own mafdium
language and have attempted “[das] Unsagbare[] dennoch zu sagen” with the bstguita
music (Dahlhaus 72), academic scholarship has, unfortunately, left quite a titrrgdhis

phenomenon unsaid.



Thus, this dissertation examines the exact nature of this relationship bebseknea
music and works of literature influenced by it in th8&d 28' centuries. Specifically, it
explores the relationship between music and language in Hermann Hesse’s 194Bnovel
Glasperlenspiel.But while focusing in large part on one individual novel, unlike previous
studies of its kind, this dissertation simultaneously and continuously links Hesse’s
masterpiece back to previous works of literature and philosophy, which deal witimthe sa
subject. Hence, | focus both on the role that absolute music plays in one partidqwdés aut
work while also placing it within the larger historical discourse on the subject. In the
process, | answer a number of different questions that arise when conitegriplat
development of the depiction of absolute music in literature over the course of thegoast tw
centuries. What is the nature of the language crises that authors and philosapbdexed
in the last two centuries? How do these crises differ, and how are they3inWay do
certain authors turn to writing about absolute music in an attempt to overcome their
respective crises? In what way does absolute music supplement thesé helietss
regarding language? What kinds of absolute music are these authoisged&r Does the
“type” of absolute music they refer to somehow relate directly back to #dieparticular
kind of language crisis and/or their societal or historical context? In othdswean
connections be made between the time and place that these authors were wntinipén a
claims they make about absolute music and language? Finally, can one seersofme s
grand “historical” development in the way that German literary and philosopigiceds of
the past two centuriaesrite about absolute music?

To answer these questions, | first explore in a long, introductory chapter gssgen

of the idea of absolute music within early™&entury literature, concentrating on Novalis’



fragments, short stories, and his incomplete nbiehrich von Ofterdingen| then move to
works of a philosophical nature by investigating the role that music plalye imrttings of
two of the most renowned thinkers of thé"x@ntury. Focusing on Schopenhau@is

Welt als Wille und Vorstellungnd Nietzsche’®ie Geburt der Tragddid establish that
these philosophers inherit early German Romantic ideas regarding thenstlgdibetween
music and language and develop them further. In the end, | argue that Besse’s
Glasperlenspieis influenced by each of these™®@entury thinkers’ views on absolute music
and/or language to varying degrees and that Hesse’s works represendsyaditeposite of
the history of absolute music. | do this by exploring the exact nature of Bléssgliage
crisis in the first chapter of this dissertation, while then relating fgsiistic issues to music
in the second chapter. | demonstrate that Hermann Hesse is, in fact, thepfieséntative
of this phenomenon within German literature. The dream of writing absolute dmesic

after 1943.
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CHAPTER ONE

The influence of absolute music in 1% century German literature and philosophy

I. Novalis’ cosmic symphony

Hermann Hesse’s works are clearly influenced by and deeply indebtedito ear
German Romantic thought. Although acknowledging the contributions made to literature
and philosophy by writers such as Friedrich Schlegel, Ludwig Tieck, and Wilhelm
Wackenroder, Hesse claims to have been inspired mainly by the young Geqg Phil
Friedrich Freiherr von Hardenberg, better known under his pseudonym, Novalis. In an
introduction written to a compilation of Novalis’ works edited by Hermann Hegbséia
nephew Karl Isenberg in 1925, Hesse writes, “hinterlassen hat [Novalisudaemichste
und geheimnisvollste Werk, das die deutsche Geistesgeschichte Réowlig11).
Although Novalis was only 28 years old when he died in 1801, Hesse feels that this one
Romantic author had a greater impact in the world of music, philosophy, and lédhatar
any other writer of the Romantic period. Hesse hints at Novalis’ lastiagyevhen he
claims, “[i]m tiefsten Grunde sympathisch und fesselnd ist die Erscheinsrigictgers,
dessen Lieder und dessen Dichtername mit feiner Musik im deutschen VolkedanKli
(Novalis172).

Novalis, however, although an author by trade, had a number of reservations

regarding the medium of his profession. He felt that language should reflatietimature



of the world, but that it fails to do so. This failure is largely a result of a comnegrdpe
toward language. In fragment 101 from NovaAigemeinen Brouillothe author writes:

Auf Verwechselung deSymbolanit dem Symbolisierten — auf ihre Identisierung

— auf den Glauben an wahrhafte, vollstfandige] Reprasentation — und auf Relation

des Bildes und des Originals — der Erscheinung und der Substanz — auf der

Folgerung von aulRerer Aehnlichkeit — auf durchgangige innre Ubereinstimmung

und Zusammenhang — kurz auf Verwechselungen von Subj[ekt] und Obj[ekt]

beruht der ganze Aberglaube und Irrthum aller Zeiten, und Vélker und

Individuen. (Schultz 483)

According to Novalis, people are unaware of how language becomes meaningfyl. Th
erroneously believe that there is a direct relationship between a word aruifia spgect

in the empirical world. This identification or equation of the “symbol” to that which is
“symbolized” is one of the great “mistakes” of all time. Novalis beliekasdnly when
this misunderstanding is resolved will a “goldne Zeit” (Schultz 437) occur. g\tithe,
ideal poetry will reflect the true, underlying nature of the univérse.

In order to overcome this prejudice toward language and thus make it possible for
people to write ideal poetry, Novalis makes a number of comparisons betweemg&angua
and music. However, it is not just any music that helps Novalis explain how it is that
language is meaningful, but rather “Sonaten und Symphonien, etc. —...wahre Musik,” i.e.,
instrtumental music of the late".&nd early 19 centuries (Schultz 568).

By contemplating what words and musical notes may have in common, Novalis

discovers some surprising characteristics of language. For exatopkis asks:

Hat die Sprache nicht auch ihre Diskant- und Bal3- und Tenortone? Nicht ihren
Takt — nicht einen Grundton — nicht mannigfaltige Stimmen und

2 Naturwissenschlaftliche Studienagment 15.

% Fragmente und Studien 1799-18G@&gment 202.
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Geschwindigkeiten? Sind die verschiednen Arten des Stils nicht verschiedne
Instrumente? (Schultz 541)

The poet notes a number of similarities between music and language in this tne sma
fragment alone. Most important is the claim that language, just like masibecdivided
into soprano, bass, and tenor tones. With this analogy, Novalis points to the idea that notes
and words relateo each other in constellations such as chords or sentences. This attribute,
rather than a direct correspondence between language and the empiridaisveiniat gives
both music and language meaning. That is to say, “the primary value of wonlst lies
their so-called vertical, semantic-referential dimension, but in theizdrdal, syntactic
combination” (Neubauer 202). Meaning is created through context.

In the same fragment, Novalis also compares the “verschiednen Artenlslés St
referring to literary and linguistic styles, to “verschiedne InstruméntVhat Novalis
implies with this association is that in both language and music, the methobk arsgty to
convey meaning is just as important as the content itself. Differentrmestts playing
identical notes can change the character of a melody considerably.santbhevay,
different “styles” of writing, a poem in contrast to a newspaper afoclexample, may
change the content of a written work significantly.

Interestingly, according to one of Novalis’ earlier fragments, ingnisrelate to
language in a different way as well. The poet writes:

Dem Dichter ist die Sprache nie zu arm, aber immer zu allgemein. Er bédarf

wiederkehrender, durch den Gebrauch ausgespielter Worte. Seine Welt i$t, einfac

wie sein Instrument — aber eben so unerschopflich an Melodien. (Schultz 378-379)
Novalis points here to certain limitations of language, but he sheds a poshivenlithese

linguistic restrictions through another comparison to musical instruments. Werds a

* Fragmente und Studien 1799-18@@gment 120.

® Fragmente und Studien 1797-17%&gment 8.
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associated, after continual historical usage, to certain ideas and moods. niAupbese
these historically biased words as the basis for his poetry. His resanecgmple and
limited. This claim makes more intuitive sense when one considers that alnmssraanent
has a particular range of notes available to it that it can use to createdy mDespite the
finite resources that the poet and musician have available, there armig@ mimber of
combinatorial possibilities open to them. Each unique combination of words or notes
creates new meaning. Furthermore, this particular characterigt@atamakes it possible for
language and music to rise to the status of art. According to one of Novalis’ mosisfa
characters, the wise poet Klingsohr in the nddehrich von Ofterdingert[flir den Dichter
ist die Poesie an beschrankte Werkzeuge gebunden, und eben dadurch wird sie zur Kunst”
(Schultz 227).

Novalis focuses not only on words and notes in his fragments, but also on the process
of writing and composing. In general, he thinks, “[m]an muf3 schriftstellen, wie
komponieren” (Schultz 527).In other words, the procedure for creating a work of literary
fiction should not differ from the one used to compose a piece of music. More spgcificall
“[d]er Dichter, Rhetor und Philosoppielenund komponieren grammatisch” (Schultz 473).
The poet is bound to a limited choice of material — words — as well as to the rules of
grammar. Composers are also tied to specific rules of composition. In thitvea
selbstgesetzliche Welt der Musik, das relationale Spiel der Tone, istMetapher
von...Sprache” (Menninghaus 50). The emphasis should not be placed, however, on the fact
that language and music are both limited in certain ways, but that they eachithorkiveir

limitations to create something meaningful. It is by “playing” with the rafeggammar and
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composition — by enjoying the challenge of working within certain boundatiest works

of art are produced.

This idea of “play” is developed in more detail in Novalis’ teddnolog He says:

[D]as rechte Gesprach ist ein blol3es Wortspiel...wenn einer blol3 spricht, um zu

sprechen, [spricht] er gerade die herrlichsten, originellsten Wahrheiis].

Will er aber von etwas Bestimmtem sprechen, so |43t ihn die launige Sprache das

lacherlichste und verkehrteste Zeug sagen. (Schultz 426)
The unintentional, playful combination of words creates “true” meaning. Althougi ofian
Novalis’ fragments are vague and open to various forms of interpretation, tiis/lpart
passage is exceptionally counterintuitive and mysterious. Few people cameinvatng
without knowing what one wants to express. This excerpt Mamologonly begins to make
sense if one reads it in conjunction with fragment 128 from the phigasmeinen
Brouillion. Once again, Novalis uses an analogy to music to clarify what he means by
“unintentional writing.”

Der Poet braucht die Dinge und Worte, Wesstenund die ganze Poesie beruft

auf tatiger Ideenassociation — auf selbsttatiger, absichtlicher, ahealis

Zufallproduktion (Schultz 493)
The poet uses the materials available to him like a musician uses the keyarad.aThe
poet simply associates certain words with other words, just as a pianit hiesrene key
after the next on a keyboard, thereby creating a melody through an appareitriéyy
association of notés.These processes appear to be random and much like the result of
chance. However, they are at the same time purposeful, which means thatdberetisng

leading the seemingly random choice. The poet and musician are not fully conscitas of w

this guiding force behind artistic production is. Nevertheless, this forceay‘iglthe

8 This would be the case with something like musicglrovisation.
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essential ingredient to creating true art. Novalis’ Klingsohr notes,r“fifdf ist nicht der
Zweck der Kunst, aber die Ausfuihrung ist es” (Schultz 228).

Although the process of creating art is more important than the product foid\oval
one may still wonder: what exactly does one accomplish when one “plays” with avatds
notes? The answer can be found, once again, in NoMalisdlog. In a brief passage, in
which the author compares language to mathematics, Novalis explains theatad dy
play actually mirrors the true nature of the world. He writes:

Wenn man den Leuten nur begreiflich machen kénnte, dal3 es mit der Sprache wie

mit den mathematischen Formeln sei — sie machen eine Welt fiir sich aus — si

spielen nur mit sich selbst, driicken nichts als ihre wunderbare Natur aus, und
eben darum sind sie so ausdrucksvoll — eben darum spiegelt sich in ihnen das

seltsame Verhaltnisspiel der Dinge. (426)

Language, music, and mathematical formulas are meaningful becauseetisggtems of
signs. As previously mentioned, it is the relationship between the signs whichiggves
meaning. In language, itmotthe relationship between the signifier and signified which
gives words meaning, as one may intuitively believe, but the relationshipevetine
signifiers themselves. Language represents natdiectly. The system that is language
(with rules of grammar) should “mirror” the system of the world (with its a&taws).
Similarly, the rules of composition in music and the laws governing matlosrbaild
unique systems which “mirror” each other, as well as language and the natldal Vo
process of writing, that is the play with words, should be like the play betweenrthe othi

the world. Novalis summarizes this idea with another analogy to music gr &égment,

in which he writes, “[d]iemusikalischen Verhaltnisseheinen mir recht eigentlich die
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Grundver[haltnisse] der Natur zu sein” (Schultz 52&or this early German Romantic,
meaning lies in the way that things relate to each other.

This passage iMonologpoints to two important characteristics of language. First,
for Novalis, the connection between words and things in the world is based on “eine[m]
radikalisierten Willkir Motiv[]” (Menninghaus 49). The connection between segraiind
signified isarbitrary. In fact, it is so “radically” arbitrary that the connection appears to be
almost “random.” Moreover, the depiction of a language as a system in itsedf duat
keine eigentlichen Urspriinge mehr gebundenndern selbstgesetzlich schafft und auf
anderes nur verweist, indem sie wesentlich, wie die Romantiker immer waeger, ait
sich selbst spielt” shows that languagaigonomoudor Novalis (Menninghaus 49). lItis
independent of any actual objects in the natural world. This idea that language andrenus
both autonomous systems tiradirectly refer to the world is what Carl Dahlhaus means
when he writes about absolute music. Just like the non-representational instromisicta
of the 18" and 19' centuries, language becomes a “Metapher des Universums” by pulling
away from empirical conditions (Dahlhaus 34).

Monologtouches upon one other important characteristic of language as well. The
narrator concludes towards the end of the text:

Wenn ich damit das Wesen und Amt der Poesie auf das deutlichste angegeben zu

haben glaube, so weil3 ich doch, dal? es kein Mensch verstehn kann, und ich ganz

was Albernes gesagt habe, weil ich es habe sagen wollen, und so keine Poesie zu

Stande kommt. Wie, wenn ich aber reden muf3te? und dieser Sprachtrieb zu

sprechen das Kennzeichen der Eingebung der Sprache, der Wirksamkeit der

Sprache in mir ware? und mein Wille nur auch alles wollte, was ich mifte, so

konnte dies ja am Ende ohne mein Wissen und Glauben Poesie sein...? (Schultz
426-427)
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In this passage, Novalis focuses on the tension inherent to his theory of linguistatiomti

A conflict arises because one has to use language to talk about language. rtatbe ofa
Monologpurposely attempts to say something about language, then the result will nigcessar
be nonsense. However, if the text does indeed appear to express something meaningful, then
the narrator could not have really intended to express what he did. This parstimoiog
points to the self-reflexivity of language. Language is selfreaeteal John Neubauer

connects both this new idea of self-referentiality and the previously mentioned abthe
autonomy of language back to the idea of absolute music. He argues thatahssiatis a
“l'art-pour-I'art conception, based on the premise that art is pure play with form
Absoluteness here means self-referentiality” (195). Both language anclameisiosed

systems, which refer back to themselves because they “play” within tvesisehply for

the sake of “playing.” Novalidvlonologis an example of the “attempt to present

presentation itself in language” (O’Brien 115).

Novalis also uses musical analogie®ia Lehrlinge zu Sait further develop his
theory of languagebut Saisapproaches it from the opposite direction,” which means that
instead of explaining “the nature of language by relating it to the naturengétBais 1
explains nature as itself a language” (O'Brien 199)DimnLehrlinge zu SajsNovalis refers
to nature as a “Chiffernschrift,” a “Wunderschrift,” and even as “die he8eift” (Schultz
95). Nature itself is a mysterious language that not all people understatidthid/shift in
focus, Novalis turns once again to the role that the poet or musician plays in representing
nature through language and music. The teacher of the novices says:

Keiner Erklarung bedarf die heilige Schrift. Wer wahrhaft sprichtjestewigen

Lebens voll, und wunderbar verwandt mit echten Geheimnissen dinkt uns seine
Schrift, denn sie ist ein Akkord aus des Weltalls Symphonie. (Schultz 95)
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The “holy scripture” or “nature” needs no interpretation, which is to say thatstrameneed
to be directly “interpreted” or “translated” into human language. A persanuses
language “truly” or without intention is connected to nature by (and represéumts na
through) whatever force guides his unintentional writing. The words writtspaien by
the person using language “truly” are like a “chord in the symphony of the cosmsisasia
chord is simply one small part of a symphony and symphonies are composed of many chords,
“the language of nature [is] spoken, not by a single subject, or by nature ‘tselby
different subjects” (O’Brien 201). The writing or speech of each individual penabnges
language properly is a part of the whole. It describes some aspect of the worldoi\ pe
who speaks truly is simply “a medium of nature” (O’Brien 201). Moreover, thesegieopl
utterances stand in relation to each other in the same way that chords starnnsingda to
each other. Specifically, each use of language points to and is dependent on the rest of
language. The infinite force driving nature, music, and language is in eacm p&d each
person contributes to completing this infinite power. In summary, language folidN@va
foolish yet serious, playful yet natural, autotelic yet expressive, e&mygtt analyzable”
(O’Brien 196). It is arbitrary and self-referential. Languadelisof paradoxes, but when
used or produced properly, it is meaningful and mirrors the true nature of the world.

Nonetheless, Novalis feels that language in his day is not yet able to athieve
maximum potential. People still fail to understand how words obtain meaning, éhetyllar
writing intentionally, and they do not yet let language play. However, the@®ariyan
Romantic author has hope that an ideal poetry will be written in the future:

Das wird die goldne Zeit sein, wenn alle Worteigurenworte— Mythen — und
alle Figuren — Sprachfiguren — Hieroglyphen sein werden — wenn mamfrigu
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sprechen und schreiben — und Worte vollkommen plastisieren, und musizieren
lernt. (Schultz37)°

Novalis believes in the coming of a Golden Age, in which words will be viewed asdlilrgui
figures that can be arranged in many different ways to achieve differeninggaln fact, he
offers an example of the combinatorial possibilities in language in this fragieelf. He
speaks of “Figuren,” but also of “Figurenworte” and “Sprachfiguren.” Hesphath the

word “figure” and places it in different “figurations” with words referriog@anguage,
thereby slightly altering the meaning of the words. He also refers ttsvgoch as “myths”
and “hieroglyphs,” ideas and characters with hidden meanings, which amgwaibe
understood and interpreted. People will compose and make music with words when the
Golden Age arrives. They will concentrate on the process of composition, guided by
unintentional force, which appears to randomly associate words with other words. This
fragment enacts this aspect of his theory as well. The dashes point to the appdnt r
association between the words. Novalis believes, “[e]s wird eine schorseibeiivo man
nichts mehr lesen wird, als dsehéne Komposition als die literérischen Kunstwerke”
(Schultz 455}

However, fragments are not the most appropriate genre for this typgiog§wr
Instead, Novalis believes that fairy tales are ideal for the “Musizierewbdrds. This is
because:

Ein Méarchen...eigentlich wie ein Traumbild [ist] — ohne Zusammenhang — ein

Ensemble wunderbarer Dinge und Begebenheiten — z.B. ein musikalische

Pha)?ztasie — die harmonische Folgen einer Aolsharfe — die Natur selbst.ZSchult
494

1% Naturwissenschaftliche Studien 1798-179%&gment 15.
" Das Allgemeine Brouilliorfragment 29.

2 pas Allgemeine Brouilliorfragment 131.
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Novalis compares the fairy tale in this fragment to both musical phenomenalsraha A
fairy tale is like a dream in that the occurrences, which take place in thedsiorgt need to
be seen in logical relation to each other. Instead, a fairy tale can randsmdyade people,
places, things, and events with each other, much like the associations that talke plac
dreams. This way of telling a story is also like a “musical fantasg’musical
improvisation. The notes played by an improvising musician appear to be randomly chosen,
but they still fit together in some way. Novalis also compares the fairjotéthe harmonic
chord progression of an Aeolian harp. This analogy is particularly helpful in tenkdirg
Novalis’ conception of ideal poetry. The wind, a part of nature, blows through thessifing
the Aeolian harp and creates chords. These chords seem random, but if one beteiges the
an infinite and guiding force behind everything in the world, it is cleatthigforce must be
deliberately creating the harmonic procession through the wind. Nature isngpémkiugh
the instrument. Similarly, the poet should act as a medium to nature and let this guiding
force determine the apparently random ideas that fall onto his page. Thevéffieeta “tale
whose wondrous, inexplicable, and chaotic events constitute a completely nexdioa, ta
‘musical fantasy’ without any immediately evident plot and moral” (Neub20®8). The
associations will appear to be random, but they will be meaningful. According tdig\lova
“[d]as Méarchen ist gleichsam dEanonder Poesie — alles Poetische mufd marchenhatft sein.
Der Dichter betet den Zufall an” (Schultz 493).

The manner in which language, music and the world interact with each other is
depicted visually in one of the opening scenes of Klingsohr’s fairy talewalts’ novel

Heinrich von OfterdingenIn this scene, King Arctur and his daughter Freya begin to play a

13 Das Allgemeine Brouillionfragment 127.
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game of cards. However, these are no ordinary cards. They have “heilige gefsinni
Zeichen...die aus lauter Sternbildern zusammengesetzt [sind]” (Schdjtz 28 in

language, the signs on the cards are not immediately meaningful. Fifathéreand
daughter need to shuffle the cards and then arrange chosen ones on the table in a certain
manner. The King “wahlt[] mit vielem Nachdenken, ehe er eins dazu hinlegen” bgbhe a
seems “gezwungen zu seyn, dies oder jenes Blatt zu wahlen” (Schultz @4en$ion
between unintentional, yet guided writing is clearly shown in the way that théeisgy
compelled to choose certain cards. His choice is not completely random orwrbiitalso
not purposefully made by himself. When the king chooses appropriately, he tegstes
schone Harmonie der Zeichen und Figuren” (Schultz 234). As in earlier asadbgvating

to music, the correct choice of signs is described as being harmonious. Theyhisggame
a number of times.

At the same time that Arctur and Freya are playing with signs, the roetich they
are located is filled with music and stars. Each time they create adtftemmbination of
signs the stars “bild[]Jen, nach dem Gange der Musik, die Figuren der Bidgftidas
kunstreichste nach” (Schultz 235). The stars and the music imitate thesaneantg of signs
on the table. Just as different figurations of words in writing can refleciatinee of the
world, the different arrangement of signs by Arctur and the constantly raghapi
constellations of the stars and music mirror each other. Arctur’s world doesfapfrdiin
our world in the way that it functions. The only difference is that the laws govehangay

that music, language, and nature interact are obviously visible in the king's ridalalis
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offers his readers a clear image of his music-inspired theory of lamgu#ys section of

Heinrich von Ofterdingef*

Il. Schopenhauer and the world as Will or music
While writing and publishing his influential woiie Welt als Wille und Vorstellung
only 18 years after Novalis’ death, the few scholars who have explored thensiati
between Arthur Schopenhauer’s pessimistic philosophy and early GermantiRaimaught
have simply postulated that the two are exceedingly different. For examyd®, lBagee
points out:
The two central notions of Romanticism — the idealization of Nawamd, the
glorification of self-expression in life and art — are bothttgm diametrically
opposite to Schopenhauer’s viewSckiopenhauet54)
However, | argue that these two thinkers have far more in common than genetatigéss
by academic scholarship. Specifically, “Schopenhauer attempts to derteotisra
metaphysicatruth of art in his account of music, giving music the kind of privileged
philosophical role it had at times for the early Romantics” (Bowie 264). Both Navadi
Schopenhauer explore the relationship between pure instrumental music and largguage, a
well as each discipline’s connection to the phenomenal and non-phenomenal world. And
while these men may differ in some of the specifics of their philosophies, together
establish the theoretical foundation surrounding the concept of absolute music whh act

the springboard for the views of later philosophers, authors, and musicians alik@védore

both thinkergn conjunctionwill influence Hermann Hesse’s later writings, most obviously

4 Much of the information in this section was takesm my Master’s Thesis. Thus, for a more complete
description of Novalis’ theories of language andsiousee: Hay, Shellefhe Musical Language of The World:
Absolute Truth in Schopenhauer and Novafla Thesis. The University of North Carolina at Cleaplill,

2005.
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seen in the fact that Hesse’s Klingsor character tends to read Schopenhalosaplpi
(Klingsor 232).

Clearly, music plays an extraordinary role in Novalis’ theory ofdagg, as it
represents the ideal art — an autonomous, non-representational, self-adfargmihich
allows one to imitate the underlying nature of reality — and thus servesadefor ideal
poetry. However, it is arguable that Novalis does not attribute to music thethighes
possible in his aesthetic theory, but rather, the young Romantic equates it thidmaiacs
at times and hints that language could attain the same position as music in the future. |
contrast, Arthur Schopenhauer does not view all the arts equally. Fortfkﬁsnﬂjry
philosopher, “steht [die Musik] ganz abgesondert von allen andern” (Schopenhauer 339).
Music falls in a category all its own and this “grof3e und tberaus herrlighst'Kis indeed
the highest and most important of the arts (Schopenhauer 339).

But just like Novalis, Schopenhauer draws upon the idea of a “purely instrumental —
absolute — music” as a means of addressing language’s shortcomingsdDaiii).
Furthermore, the great pessimist uses musical analogies to explainythrewlach he
believes that reality can be divided into the world as “Will” and the world as
“Representation,” echoing early German Romantic endeavors to discovemns$eetrdental
truth behind phenomenal reality by reflecting on music.

Whereas Novalis almost always compares music directly to laeag8algopenhauer
focuses on describing the true nature of reality through musical analobiel,tihien
indirectly leads to a subtle critique of language. In one such analogy, the phitosophe

compares the bass note in a chord to inorganic nature:
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Der Grundbal3 ist uns also in der Harmonie, was in der Welt die unorganische
Natur, die roheste Masse, auf der Alles ruht und aus der sich Alles erhebt und
entwickelt. (342)
Just as all things in nature ultimately derive from and are created outgdmmelements,
S0, too, do all the notes in a any given chord or harmonic progression arise and develop from
the bass notes. Bass notes and inorganic nature represent the foundation of harmany and lif
Schopenhauer continues describing the empirical world through a number of other
harmonic analogies. For example, he explains that “die hoher liegenden [Stimmen]
reprasentieren...die Pflanzen- und die Thierwelt” (342). Tenor and alto lines correspond
subsequently to the plant and animal life in the phenomenal world. In other words, “[t]he
fact that the musical scale has definite intervals corresponds to thiedfiaittere exist
definite grades or species of things in the inorganic and organic plant and animal’ worl
(Alperson 157). The diversity of the phenomenal world is mirrored in musical hgarmon
However, Schopenhauer’s analogies between music and the perceived world extend
beyond harmony to include the melody in instrumental music. Schopenhauer explains:
[lln der MELODIE, in der hohen, singenden, das Ganze leitenden und mit
ungebundener Willkdr in ununterbrochenem, bedeutungsvollem Zusammenhénge
EINES Gedankens vom Anfang bis zum Ende fortschreitenden, ein Ganzes
darstellenden Hauptstimme, erkenne ich...das besonnene Leben und Streben des
Menschen. (343)
The melodic voice, often the soprano line of a piece, is the principal voice of a musical
composition and is akin to human life. The melody, unlike harmonic accompaniment, is
unrestrained and free. Still, the analogy between melody and human ambitiamsremai
somewhat vague. Therefore, Schopenhauer further examines this relationship and

extrapolates:

Der unzusammenhangende Gang und die gesetzmallige Bestimmung aller
Ripienstimmen ist dem analog, daf3 in der ganzen unverninftigen Welt, vom
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Krystall bis zum vollkommensten Thier, kein Wesen ein eigentlich
zusammenhangendes Bewul3tseyn hat, welches sein Leben zu einem sinnvollen
Ganzen machte. (343)
The main difference that Schopenhauer observes between man and the rest of inmlganic a
organic nature is that humans have consciousness. This allows them to create adileear w
out of the random events affecting their lives. In a similar way, a melpdgsents a linear
whole in the musical composition quite unlike the rule-governed harmonic pragressi
Hence, just as Novalis makes room for freedom in his theory through the notion &f “play,
Schopenhauer also allows freedom, in the form of melodic lines, to play a part in the
otherwise orderly realm of musical harmony.
In fact, the only way in which the freedom of melody is limited and therefore
somewhat similar to the determinacy of harmony is that
...das Wesen der Melodie ein stetes Abweichen, Abirren vom Grundton, auf
tausend Wegen, nicht nur zu den harmonischen Stufen, zur Terz und Dominante,
sondern zu jedem Ton, zur dissonanten Septime und zu den Ubermafigen Stufen
[ist], aber immer folgt ein endliches Zurtickkehren zum Grundton. (Schopenhauer
344)
Melody is continuous, unbound movement and persistently creates different intatlrals
the other harmonic voices. The only imperative leading it is the general needrido¢he
tonal center of piece. If Schopenhauer’s analogy between melody and humaousmess
holds true in all instances, then this passage suggests that man, as a conscicals/agang,
needs to return to his inorganic origins. This sequence of moving away the tonal center o
inorganic nature and then returning to it seems to hint at the cycle of life atid de
However, although “[i]n these analogies, Schopenhauer hopes to show theextent

the parallel between music and the phenomenal world,” music plays a much moramtnport

role in his philosophy with regard to the noumenal world (Alperson 158). The claim that
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absolute music helps one access an absolute or transcendental realm of soraggsaiilis
supported more iDie Welt als Wille und Vorstellurtpan in any other philosophical work
of the 19" century.
When Schopenhauer discusses melody generally reflecting man’s cerigeidwe
also claims that man embodies “die héchste Stufe der Objektivation des WiBdB3%” (
Summarizing his main argument, Schopenhauer explains:
Nachdem wir die im ersten Buch als bloR3e VORSTELLUNG, Objekt fir ein
Subjekt, dargestellte Welt im zweiten Buch von ihrer andern Seite betrachtet und
gefunden haben, dal diese WILLE sei, welcher allein als dasjenige sich ergab,
was jene Welt noch aul3er der Vorstellung ist; so nannten wir, dieser Erkenntnif3
gemal, die Welt als Vorstellung, sowohl im Ganzen als in ihren Theilen, die
OBJEKTITAT DES WILLENS, welches demnach besagt: der Objekt, d.i.
Vorstellung, gewordene Wille. (233)
According to Schopenhauer, reality can be viewed as the world as Will or asrttieasv
Representation. Drawing on the Kantian tradition, Schopenhauer grants that tivayfiy
people to know anything about an empirical object is through percéptidowever, since
the perceived world is mediated through consciousness, one cannot know for sure that one, in
fact, comprehends the true nature of any individual object. In other words, one knows only
the perception of a thing, but not the “Ding an sich.” All perceptions could, in theory, be
flawed because man cannot escape from this prison of consciousness in order torgke bey
mere appearances. According to Kant, there is no way for man to know the true egsen
thing. However, “[t]he broadly Kantian picture that Schopenhauer preskyages him
dissatisfied” (Wood 304). Although Schopenhauer accepts Kant’s division of the world int
the phenomenal and the noumenal, “[h]e differs from Kant over the notion of the world ‘in

itself,” to which he thinks we have direct intuitive access” (Bowie 262). Schopenbauer

convinced that a person can indeed have direct, unmediated knowledge of the essence of a

15 See Kant'Kritik der reinen Vernunft.
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thing beyond its appearance. This “something” is what Schopenhauer calls thed\illit T
it another way: the Will is “das eigentliche DING AN SICH” (Schopenh&22§g).

The way in which Will and Representation relate, according to Schopenisaiat
each Representation in the world, that is each object one perceives, is aficatjentdf
the one Will. In other words, the Will is the life force behind every sirtmgtgtin the world.
Schopenhauer explicates:

[Der Wille] erscheint in jeder blindwirkenden Naturkraft: er auch ersthei

Uberlegten Handeln des Menschen; welcher beiden grol3e Verschiedenheit doch

nur den Grad des Erscheinens, nicht das Wesen des Erscheinenden trifft. (164)
The Will can be found in everything from inorganic nature to the reasoned action of men.
Schopenhauer refers to the different ways in which the Will manifests or dbgedself as
the different “grades” of the Will. Although these things are phenomenalbrétift, they
originate from the same source. Hence, inorganic nature is one of the lowedicdijens
of the Will and the life of man is the highest, but they are both essentially tleebsaause
they stem from one and the same Will. In other words, reality can be seen fronfféwentli
angles: one can look at it as the world as Representation — phenomenal reaisytheor
world as Will — noumenal reality — and one can truly “know” things about both.

This division of the world into Will and Representation adds a new dimension to
Schopenhauer’s music analogies. Essentially, according to Schopenhaudt,iSMus
namlich eine so UNMITTELBARE Objektivation und Abbild des ganzen WILLENS, wie
die Welt selbst es ist” (341). Music, like the world of Representations, is & direc

manifestation of the Will. In this way, Schopenhauer would agree with Novalisitisic
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and empirical reality parallel each otHérin fact, the philosopher argues, “[m]an kénnte
demnach die Welt ebenso wohl verkorperte Musik, als verkdrperten Willen nennen” (347).
Phenomenal reality can be described as either embodied Will or as embodied music

However, it is important not to take Schopenhauer’s statements in these passages t
literally. Although “Musik...die ganze Welt noch einmal [ist], aber ohne Kor(feafranski
352), one must keep in mind “that music’s relation to the phenomenal world is indirect”
(Alperson 161). Specifically, Schopenhauer cautions:

Man darf jedoch bei der Nachweisung aller dieser vorgefuhrten Analogen ni

vergessen, dald die Musik zu ihnen kein direktes, sondern nur ein mittelbares

Verhaltnis hat; da sie nie die Erscheinung, sondern allein das innere Wesen, das

Ansich aller Erscheinung, den Willen selbst, ausspricht. (345)

Music does notlirectly signify the world as Representation. Instead, both music and
empirical reality exist as objectifications of the Will and thereforalfgrreach other
indirectly.

But why does Schopenhauer attribute such an important role to music in his
philosophy? And what role do other arts such as literature and painting play in his
metaphysical view of the world? In order to answer these questions, ingialssot to
forget that “among the great Western philosophers, he is thought of as the supreme
pessimist” (Magedristan165-166). For Schopenhauer, his philosophical world view and
his opinions regarding aesthetics are intimately intertwined.

At one point, Schopenhauer describes melody as a “stetes Abweichen, Abirren vom

Grundton” and compares this to man’s “Uebergang vom Wunsch zur Befriedigung und von

dieser zum neuen Wunsch” (344-345). In other words, Schopenhauer compares the repeated

'8 Bryan Magee phrases it well when he says: “Theapfgtsical will does of course manifest itself as th
phenomenal world, but it also manifests itself asiey which can therefore be seen as an alternatbdde of
existence to the world itself, an alternative waoxfith a reach as deep as the world’s beifgfstan171).
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digression and return of a melody to the tonal center of a musical piece to therithhe
unsatisfiable” striving of man to fulfill the infinite number of wishes andrdeghat arise
within him over the course of a lifetime (Magéestan166). Not only is man never content
and satisfied, but he is, in fact, miserable. According to Schopenhauer, “das Ansich des
Lebens...das Daseyn selbst, [ist] ein stetes Leiden und theils jammerlihsdheecklich”
(353). Life is full of suffering and sorrow.

This negative account of the world of Representation has important consequences for
Schopenhauer’s beliefs regarding the Will. Logically, “[s]ince, accgrtiin
[Schopenhauer’s] philosophy, the noumenal and phenomenal worlds are the same reality
viewed in different ways, it followed for him that the noumenal is something &ribl
(MageeTristan166-167). When Schopenhauer speaks of life being awful, he does not only
mean the world of Representations, but also the Will itself. Because the éteatiess are
objectifications of the Will, the Will must also be terrible. Itis a “mblend, implacable,
absurd, vital force that rules the universe” (Liébert 32).

Predictably, man does not want to suffer and live a miserable life. Schopeishauer
“[u]lnable to tolerate the consequences of such a view [and]...seeks a way of trargsteadi
Will” (Bowie 263). However, standing outside the Will in this way is diffic{vt]eil man
esist” (Safranski 324). Each individual person is an objectification of the Will, making i
almost impossible to view the whole of existence objectively. It is only undeirce
circumstances that a person can step outside of himself and escape the world of pain and
agony. One way in which one can actually accomplish this, however, is through art.
Schopenhauer explains that it is “[d]er Genul3 alles Schdnen, der Trost, den die Kunst

gewabhrt, der Enthusiasmus des Kunstlers, welcher ihn die Mihen des Lebens ndéfj¢sse
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(352-353). Through the pleasure of contemplating beautiful art one forgetsf anelsttle
wretchedness associated with existence.

Nevertheless, not just any art form is capable of affording this tydieifand
release from life’s miseries. Plastic arts, painting, and poetry, &nghe, simply act as a
“[c]amera obscurawelche die Gegenstédnde reiner zeigt und besser Ubersehen und
zusammenfassen lalt” (Schopenhauer 352). These modes of art do offer the Speceator
insight into the “truer” and “purer” nature of things, but they nevertheless do notfall@aw
total escape from suffering. With the exception of music, “der Zweck aller
Klnste...ist...Darstellung der Ideen” (Schopenhauer 334). In other words, the gastof m
art is to represent what Schopenhauer calls Ideas. According to the philpsoplea is
“nicht das einzelne Ding, das Objekt der gemeinen Auffassung; auch nicregtdf,Blas
Objekt des vernunfitigen Denkens und der Wissenschaft” (311). That is to sayatiee Ide
neither the physical object nor the abstract concept associated with the objiectcan only
be comprehended through reason. The Idea is similar to the concept, however, in that
“beide...Einheiten eine Vielheit wirklicher Dinge vertreten” (Schopenhau#j. Both
Ideas and concepts are universals of phenomenal objeBthopenhauer then explains the
main distinction between Idea and concept:

[d]ie IDEE ist die, vermoge der Zeit- und Raumform unserer intuitiven

Apprehension, in die Vielheit zerfallene Einheit: hingegen der BEGRIFF ist die

mittelst der Abstraktion unserer Vernunft, aus der Vielheit wieder hetljes

Einheit: sie kann bezeichnet werdenwaigas post remjene alsunitas ante rem

(313)

An Idea is the universal Will divided into an individual perception. The concept is adunifi

notion created by man through reason. Most art, according to Schopenhauer, is lieautiful

and when it allows one to access an ldea. Different forms of artistic exprdsswever,

Y Thus, Schopenhauerdeais very similar to Plato’§orm.
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allow one to access ldeas to varying degrees. Schopenhauer creatdsdchhdetarchy of
the arts “corresponding at each level to the hierarchy of grades of tiseobjéctification”
(MageeSchopenhau€et77). Architecture is the lowest kind of art, while tragedy represents
the highest form (Schopenhauer 338).

Schopenhauer makes no mention, however, of music when discussing Ideas. This art
form belongs in a category all to itself because:

Music, by contrast, does not represent anything in the phenomenal world, or have

anything at all to do with it so far as its content goes. Therefore it has ntahing

say about the Platonic Ideas, which are instantiated in the phenomenal world

alone and have no existence separately from it. (M&gkepenhauet82)
Music does not deal with concepts, physical objects, or Ideas. It skips over these and
represents a direct connection to the Will itself. It is “the self-exmme®f something that
cannot be represented at all, namely the noumenon. It is the voice of the metdphifsi
(MageeTristan171). Music is a copy of the Will. All the other arts “reden nur vom
Schatten, [die Musik] aber vom Wesen” (Schopenhauer 341). Despite the benefdinsan g
from the other arts, it is music that ultimately represents the truth behiptiehemenal
world. For Schopenhauer, “[m]usic transcends [the hierarchy of the arts] &écdoes not
have a subject-matter, at least in the sense of depicted things which lebdaibit(Alperson
157). Music allows one to escape phenomenal reality completely and theredods afbn
respite from the suffering of existence because it is non-representational.

Unfortunately, music does not permit one to elude the pain of the phenomenal world
indefinitely. Instead music “erlést [den Menschen] nicht auf immer, sondern nur auf
Augenblicke vom Leben, und ist ihm so noch nicht der Weg aus demselben, sondern nur

einstweilen ein Trost in demselben” (Schopenhauer 353). A person can only escafief

anguish of the world by listening to a piece of music and losing himself in it. Howieise
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release only lasts for the duration of a musical work. In the end, a person myst raltuen
back to “den empirischen Interessen des Individuums” and the necesdatdyg raiseries of
life (Safranski 324).

Not only does the melody of a piece of music affect the emotions of threeti et
similarly, when the composer creates,

[d]ie Erfindung der Melodie, die Aufdeckung aller tiefsten Geheimnisse des

menschlichen Wollens und Empfindens in ihr, ist das Werk des Genius, dessen

Wirken hier augenscheinlicher, als irgendwo, fern von aller Reflexion und

bewul3ter Absichtlichkeit liegt und eine Inspiration heiRen kdnnte. (Schopenhauer

344)
According to Schopenhauer, a composer is “inspired” to write music. That meaas, jus
was the case with Novalis, it is not the composer’s “conceptual thought or conscious
intention,” which dictates what kind of melody he creates, but something unconscious and
deep within him (Mage8&chopenhauet84). Arguably, this something is a keener sense and
heightened awareness of the Will. In this way, “[tlhe great composetleagreat
metaphysicians, penetrating to the centre of things and giving expressiatisoatout
existence” (Mage@ristan171). Musicians are the true philosophers in Schopenhauer’'s
view.'®

Although Novalis afford$oth poets and musicians the ability to one day transcend
empirical boundaries through art, whereas Schopenhauer clearly statesytimatiginlis able

to offer any insight into or glimpse of the Will, the pessimistic philosopher does

acknowledge that poetry and literature play a special role in his ranking atshimdact,

18 Schopenhauer privileges the composer, but alsdiomsrthe negative effects that composing has om hi
Schopenhauer writes: “Bei demselben bleibt er stelved nicht mide es zu betrachten und darstelkend
wiederholen, und tragt derweilen selbst die KostenAuffihrung jenes Schauspiels, d.h. ist ja $elbs
Wille, der sich also objektivirt und in stetem Leidbleibt” (353). The artist helps other transcempirical
reality, but he himself continues to suffer. Thisw explains many comments made later on by Nigéizs
Wagner, and Hesse relating to the “sickness” adtarand their inability to participate fully irfei.
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despite asserting that words should never neglect their inferior position to music,
Schopenhauer does hint at ways in which the status of poetry can be raised — by becoming
more like music. He explains, for example:

Rhythmus und Reim [werden] theils ein Bindemittel unserer Aufmerksamekeit,

indem wir williger dem Vortrag folgen, theils entsteht durch sie in uns ein

blindes, allem Urtheil vorhergangiges Einstimmen in das Vorgetragene, wodurch

dieses eine gewisse emphatische, von allen Griinden unabhangige

Ueberzeugungskraft erhalt. (324)

In this passage, Schopenhauer intimates that poetry and music share cendatercstacs in

that they are both oral art forms, which may lead one to conclude that the languageveloes ha
the potential to become more like music in certain respects. Hence, like Novalis,
Schopenhauer believes, “[w]ie die Musik zu werden ist das Ziel jeder Kumst'theat

poetry comes closest to fulfilling this desire (Schanze #13).

Despite these similarities, which lead some scholars to claim thaty&dhauers
Asthetik...in den Grundziigen nichts anderes als die romantische Metaphysik der absolute
Musik, philosophisch gedeutet im Kontext einer Metaphysik des ‘Willens’ [isig”
important to note that Schopenhauer and Novalis do not agree with regard to the possible
coming of a Golden Age (Dahlhaus 37). For Novalis, “ist der Traum der absoluten Dichtung
gleichzeitig mit dem der absoluten Musik getraumt worden” (Dahlhaus 142)yoling
Romantic firmly believed that if a poet could one day write as a musiciapasad, one

would herald in another Golden Age. Correspondingly, Schopenhauer would agree:

Die Poesie kann ihrer utopischen Aufgabe nur in der Weise der Musik gerecht
werden. Gleiches gilt fir den Kunstadepten. Dichtung muf3 wie eine Partitur von

19 Although Schopenhauer may acknowledge to somdssitigs between music and poetry, he would never
agree with Novalis that poetry could one day becent@ely like music. This is impossible becauseds are
necessarily trapped in the phenomenal world asadistoncepts, while music belongs to the realthewill.
Hence, both Schopenhauer and Novalis write abceirpbecoming like music, but diverge regarding the
degree to which they believe this transformatiopdssible. Novalis suggests that poetry has thengial to
literally become music, while Schopenhauer onlgwad for a limited likeness between the two arts.
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des Rezipienten Phantasie als Instrument ausgefuhrt werden, wenn sie ihre
Schonheit offenbaren soll. (Schanze 413)

Only by becoming completely like music could language access the Will. Hgowever
Schopenhauer denies the possibility by binding language to Ideas, which by higodefinit
cannot escape from phenomenal reality. For Schopenhauer, poetry will nevertoe able
access the Will and no Golden Age is possible. The dream of escaping indeffioitetize

suffering and sorrow of life is unattainaSfe.

lll. Apollonian vs. Dionysian forces: Nietzsche and Wagner

Despite Schopenhauer’s pessimistic outlook on life, the philosopher was extremel
influential. Just a few decades after the first publicatidbief\Welt als Wille und
Vorstellung two 19"-century giants “immediately established a bond” with each other
through Schopenhauerian metaphysics: the thinker, Friedrich Nietzsche, aonhfiuser,
Richard Wagner (Liébert 39). The older of the two, Wagner acted as a kind cdtiospior
the young philosopher both before and after their friendship ended. In fact, Nestzsarly
thoughts on music and the nature of reality, especially in his RB/@&eburt der Tragddie
are so heavily indebted to Wagner’s views on music and drama that some sahetafarg
as to claim that when Nietzsche “borrowed Wagner’s idea[s], he showed hioiselftore
Wagnerian than Wagner” (Liébert 44). Even after the two had a falling oubfate life,
one could argue that Nietzsche never made an entirely clean break witmtos, i5@en by

the number of letters and texts he wrote, in which he attempts to publicly distanrsedf hi

2 Much of the information in this section was taliemm my Master's Thesis. Thus, for a more complete
description of Schopenhauer’s theories of langwagemusic, see: Hay, Shell&he Musical Language of The
World: Absolute Truth in Schopenhauer and Novaié. Thesis. The University of North Carolina at Cleap
Hill, 2005.
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from the composer and discredit Wagner’s musical brKietzsche spent most of his life
reacting to Richard Wagner.

Furthermore, both men, each in his own way, inherited the same early German
Romantic tradition, which informed Schopenhauer and his work. Both men see close
connections between music, language, and the true nature of reality, and éaah of t
approach the issue from multiple angles. However, each excels in diffiedeatvers.
Nietzsche, who “says he is a philosopher-musician — and a philosopher becauseaamhusici
is a miserable composer (Liébert 9), while Richard Wagner des¢abesarguably
misrepresents) himself in an autobiography as a “sort of spontaneous geniusngho ca
music by way of literature” (Liébert 37), although his music has cléady more influential
than his theoretical writing&* Given that Nietzsche — undoubtedly the better writer of the
two — borrows a number of Wagner’s ideas in his early writings, as well ab¢Hact that
the current investigation into absolute music has established this music iSpeauhe
‘Uber’ der Sprache” determined “in’ der Sprache” (Dahlhaus 66), i.e., natites, it makes
sense to limit the following exposition mainly to Nietzsche’s writings. ege although
Richard Wagner is officially credited with coining the term “absolute aju€iarl Dahlhaus
has pointed out that the composer’s understanding of the term is somewhat problematic.

Specifically, Dahlhaus reports, “die Idee der absoluten Musik — ohne den Terminus —

L Nietzsche wrote, for examplBer Fall Wagner(1888) and “Nietzsche contra Wagnépublished 1895) as
attacks on the composer himself, his music, angdlitical views.

22| iébert dedicates a significant portion of his bdtietzsche and musto the study of Nietzsche’s musical
compositions and concludes: “[Nietzsche’s] musaral literary talents always competed with eachrotiidis
competition was all the more grueling as it wasqurad: the writer rather quickly acquired that magtaf form
that almost always eluded the musician’s grasp).(2@ other words, music informed and influenced
Nietzsche’s writing and general philosophical vietust the man found it difficult to successfullyeate his
own music.
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[erscheint] bei E.T.A. Hoffmann und umgekehrt der Terminus — ohne die Idee — bei Richard
Wagner” (141Y3

The young Nietzsche is especially interesting for the project at handxammation
of the role of absolute music in the literature and philosophy of theat@ early 28-
centuries, focusing on the works of Hermann Hesse — for two distinct reasons. First
although a few scholars have noted that Hesse was influenced by Nietzschesopplil
even to the extent that Hubert Reichert argues, “the writing of Hermane hlassbe
interpreted in large part as a running debate with Nietzsche” (15), litkeatc scholarship
has explored the ways in which Nietzsche’s ideas on music specificallizamayhelped
shaped Hesse’s work$.Second, Friedrich Nietzsche represents a unique combination of
Romantic idealism and Schopenhauerian metaphysics. Just like his Romal#cepsers,
but unlike Arthur Schopenhauer, young Nietzsche seems to have believed in the tyossibili
of a new Golden Age. His “point of departure [iie Geburt der Tragodiewas a
thoroughly romantic one” (Caro 5). However, whereas Novalis appears to usémaus
way to explain how language can become more perfect and herald in this future utopia,
Nietzsche agrees with Schopenhauer’s estimation of music as the highdse @osform.

Music allows one to express the ineffable. Thus, Nietzsche places all his hapeeferage

2|t can be difficult to precisely locate Nietzsahighin the discourse on absolute music at timesibse of the
ambiguity associated with Wagner’s use of the teBusanne Dieminger suggests, “[flur Nietzsche bede
‘absolute Musik’ zunachst zwar Instrumentalmusikl aine Loslésung der Sprache von der Musik, trotzdem
aber versteht er Wagners Musikdrama, das ja awtit ohne Text auskommt, als ‘absolute Musik’ imrigin
der schopenhauerschen Metaphysik” (24). In otlwdsy the young philosopher (who had not yet brokithn
Wagner) can be said to have regarded the compaggetais as an example of absolute music in thegbat
they supposedly helped one transcend empiricaldaries. The question of whether this music repiesea
completely autonomous, self-referential system efdsss importance to the philosopher at this time.

%4 Reichert focuses a great deal on the role thatbltike’s ideas afmor fatiand nihilism play in Hesse’s
works.

37



in the transcendental power of music: Romantic optimism combined with Schopeamauer
aesthetic$®
Nietzsche, clearly drawing on Schopenhauer, stategikGeburt der Tragodiedie
Musik ist die eigentliche Idee der Welt, das Drama nur ein Abglanz dgessrein
vereinzeltes Schattenbild derselbeffggddiel33). Although slightly confounding
Schopenhauer’s terminology by referring to the non-phenomenal truth uncovered through
music as an ldea rather than as the Will, Nietzsche retains the previous phiisssipow
imagery when acknowledging music’s privileged position in the world above otHerrag.
However, some of Nietzsche’s enthusiasm for music lies with the earlya@détomantics
as well and their particular critique of language. Echoing Novalis’ slaipout the problems
associated with language, Georges Liébert argues:
To be sure, as a tireless writer, Nietzsche would not have authored so many
memorable aphorisms if he had not loved words. Yet, as an heir of the German
Romantics, he felt irritation for language that was too logical, too ratidaabaage
to translate lived experience without schematizing and mutilating it. To this was
added the mistrust aroused in him by words that have acquired a life of their own, one
made up of habits and prejudices, through a kind of instinctive fetishism, an abusive
belief in grammar. (3)
Nietzsche turns to music because he feels that language is incapable ofrexpetsn
experiences. He complains@otzen-Dammerund[u]nsre eigentlichen Erlebnisse sind
ganz und gar nicht geschwétzig. Sie kdnnten sich selbst nicht mitteilen, wevuilsEa.
Das mache, es feht ihnen das Wort... Mit der Spraalgarisiertsich bereits der

Sprechende”G@W1086). Similarly, directly comparing language to music, Nietzschesyri

“[iJm Verhaltni3 zur Musik ist alle Mittheilung durch Worte von schamlosdr édas Wort

% | will focus almost exclusively on Nietzschée Geburt der Tragddién this dissertation. Although the
philosopher emphasizes music throughout his cati@arder ‘Geburt der Tragodie’...legt Nietzsche den
Grundstein seines weiteren gesamten Schaffensgrmued immer wieder zuriickkehren wird; auf diesdrrific
basieren auch seine spateren Auffassungen, dialleon in seiner letzten Schaffensperiode wiedesgmit
treten und aktuell werden” (Dieminger 15).
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verdunnt und verdummt; das Wort entpersonlicht: das Wort macht das Ungemeine gemein”
(KSA12:493). Nietzsche obviously agrees with Novalis and other early German Romantics
that language is problematic for a number of different reasons, but that musiedsiot
expressing what cannot be articulated through words. However, despite praisimg mus
above all other arts, Nietzsche doeswrite about it as independent from language. In fact,
he bases the title of his first substantial work on a dramatic art — tragadjie Geburt der
Tragodie Nietzsche focuses on the relationship between music and all other arts in the
creation of ancient Greek tragedy.

Nonetheless, Nietzsche never fails to emphasize the dominant role that @yt pl
in ancient Greece and consistently writes of language as the inférisulgugated to music,
striving always to imitate music. He asserts, “wir [sehen] alsoligcEe auf das Starkste
angespannt, die Musik nachzuahmeRragodie43), or he writes of “die nhachahmende
Effulguration der Musik in Bildern und BegriffenT(agodie44). Nietzsche justifies his
claims with Schopenhaurian philosophy and explains, “daher kann die Sprache, als Organ
und Symbol der Erscheinungen, nie und nirgends das tiefste Innere der Musik nach Aussen
kehren, sondern bleibt immer, sobald sie sich auf Nachahmung der Musik einlasst, nur in
einer ausserlichen Bertuhrung mit der Musikiggodie45). Just like his predecessor,
Nietzsche separates the realms of existence that each kind of art fopahkeaa accessing.
Specifically, “[d]er Asthetik Schopenhauers, Wagners und Nietzsches ist daessuifig
gemein, dal3 die Musik das Wesen der Welt zum Vorschein komme, wéahrend die
Begriffssprache lediglich an den Erscheinungen haftet” (Dieminger 2&icMlone allows
one to access a reality beyond the empirical world, while language ssagbebound to

phenomenal reality.
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Although*[d]ie Musik fur Nietzsche in der Hierarchie der Kiinste den ersten Rang
ein[nimmt]” (Dieminger 11), the other arts, such as literature or paintiigglay an
important role in depicting the “true” nature of reality. Following Schopeahane can
view the world as Will or as Representation. To properly represent everypfaeality,
therefore, one might argue that it is necessary to depict both perspectiva#yfimough
art. For Nietzsche, this was best accomplished in ancient Greek trage@yre aombining
words and music. It is important to note, however, that “[w]hereas for Plato the raelddy
rhythm depended on the lyrics, and for Rousseau, in the beginning music and language were
one, for Nietzsche music came first” (Liébert 27). The reality dablzyanusic is the purer
one. In order to explain this belief, Nietzsche tells the story of two Greek gpdko And
Dionysus.

In Die Geburt der TragodieNietzsche describes the intellectual and artistic
development of ancient Greek society as a struggle between Apollonian andi@ionys
tendencies. This struggle begins with the wisdom of Selenus: “Das Allerdtesitedich
ganzlich unerreichbar: nicht geboren zu sein, nicht zu sein, nichts zu sein. Déxegisei
aber ist fur dich — bald zu sterberégoddie29). According to Nietzsche, early Greek
society had a very negative outlook on life, one that needed to be overcome in order to make
existence or survival of the human race possible. Nietzsche finds the solution to temprobl
originating with Selenus, in the Greek god Apollo. Apollo — “Gott aller bildnleesic
Krafte... aus dessen Gebarden und Blicken die ganze Lust und Weisheit des ‘Scheines’
[entspringt], sammt seiner Schonheit” — is the God of order and of dreams, the God of the

plastic arts, the God who saved Greek man from the ugly truth of his existeagédie21-
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22). That is to say, Apollo made it possible for people in ancient Greece to disguise and
forget the true nature of existence.

Dionysus, on the other hand, directly represents the original, underlying nature of
reality. He is the God of “RauschTiagtdie24), of music, and of “trunkene Raserei, die
alle Formen und Gesetze zu vernichten droht” (Dieminger 20). Nietzschenexplat while
“[d]er Plastiker und zugleich der ihm verwandte Epiker...in das reine AnschauBricker
versunken [ist],” i.e., all artists influenced by Apollo, “[d]er dionysiche Musi&eohne
jedes Bild voéllig nur selbst Urschmerz und Urwiederklanigagodie38). Dionysus
represents Schopenhauer’s Will. Consequently, Apollo represents the world of
Representation, the “principium individuationis, das Uber die Individualitat und dieiddber
des Lebens einen Schonheitsschleier breitet” (Dieminger 17). Thus, difcient Greece
consisted of a perpetual struggle or tension between Apollo and Dionysus, betweag viewi
the true, base nature of the world as Will and merely observing the marofesaitihe
Will, the Representations.

In this environment, Nietzsche explains, “dass die Fortentwicklung der Kunst an die
Duplicitat des Apollonischen und des Dionysischen gebunden [Wiagy6diel9). In the
beginning, there existed “ein ungeheurer Gegensatz, nach Ursprung und Zvedehem der
Kunst des Bildners, der apollinischen, und der unbildlichen Kunst der Musik, als der des
Dionysus” (Tragddiel9). Apollonian and Dionysian art competed with each. Eventually,
however, a balance was struck through one particular form: Greek tragedy.idgsttos
existence were represented on stage and “das hdchste Ziel der TragddieKuntster
Uberhaupt [wurde] erreichtT¢agodiel35). While Apollo found representation through the

medium of language and the individuality of the actors, Dionysus could be locdbed i
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chorus, which Nietzsche equates with a “Vision der dionysischen Magsgjodie54). In

Die Geburt der TragtdieNietzsche contrasts the Apollonian and Dionysian as “ontologisch
begriuindete Urpotenzen, [die]...ihre Synthese in der tragischen Kunst [finden]” (D&ming
16).

Why, however, is Nietzsche so invested in depicting Greek tragedy as the idea
“union of the artistic drives figured by these two divinities” (Liébert?Z33he answer lies, in
part, with Nietzsche’s need to overcome Schopenhauer’s pessimism. Schopenhaolr’s
of the world as Will and as Representation, as a constant struggle between various
objectifications of the Will leading to constant misery and sorrow for man, is obviootsty
life-affirming type of philosophy. Although Nietzsche is completely convindéedusic’'s
transcendental power:

[E]r lehnt entschieden [Schopenhauers] Konsequenz der Weltverneinung ab. In der

Auffassung, dal3 das Dasein primar Schmerz und Leiden sei, stimmt [Nejtasc

der ‘Geburt der Tragddie’ der Weisheit des Silen (und gewissermal3en auch

Schopenhauer) zu, doch halt Nietzsche das Leben *heilig’ und machtig genug, dies

auszuhalten und mittels asthetischer ‘Tricks’ und Verfihrungen bejahen zu kénnen.

Wir alle sind sozusagen Teil des Leidens des Dionysos, d.h. Teil der zetstiickel

Weltwirklichkeit und so Mitspieler in (absoluten) Theater des Dionysos.dédit

Tragodie, mit der Musik streben wir danach, das ewige Leben selbst zu sein:

einerseits durch die schopferische Komponente, namlich aus dem unermel3lichen

Reichtum eigener Mdglichkeiten in standig neue Verwandlungen zu schépfen und

immer wieder neu geboren zu werden bzw. uns selbst neu zu gebaren als Kunstwerk,

an dem Tag fur Tag zu gestalten ist, und andererseits durch die Mdglichkeit bzw.

Notwendigkeit mittels stdndiger Metamorphosen und Maskierungen dem Leiden an

den eigenen Gegenséatzen zu entfliehen, d.h. die zwar gesuchte aber ldtztendlic

unertragliche Konsistenz und Koharenz der eigenen Identiat wieder zu kelrstiic

(Dieminger 25)

Nietzsche believes in the Will as the underlying life force to existeneebelieves that the
Will is terrible, that living life as an individual objectification of the Wdlpainful, and that

one can attain momentary relief from sorrow by listening to music. Howeietzskhe also

believes in affirming life and in balancing out reality’s inherent neggtilitough the god of
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“Schein.” Ancient Greek tragedy represented the perfect equilibrium éetilve world as
Will and the world as Representation.

Unfortunately, Greek tragedy disappeared thousands of years ago, according to
Nietzsche, because Apollonian forces once again gained the upper hand over themionysia
With the birth of Socrates and the rise of a Western intellectual tradition eitieys
balance between Apollo and Dionysus — between the world as Will and the world as
Representation — was destroyed. Nietzsche explains that Socrategrihélietzsche most
frequently associates with this this intellectualism, “zerstpdgs Wesen der Tragddie,
welches sich einzig als eine Manifestation und Verbildlichung dionysischg&indes als
sichtbare Symbolisirung der Musik, als die Traumwelt eines dionysiscigscRes
interpretiren I[iel3]” Tragddie89-90). Art after Socrates neglected the Dionysian aspects of
existence and therefore failed to represent the true nature of reality. HoMWetesche
“erhofft[e] sich durch eine Wiedergeburt der Tragtdie mittels des wadnegrsc
Musikdramas...eine Erneuerung der Kultur und Gesellschaft” (Diemingeinl&ther
words, the young philosopher believed that Wagner and his music dramas, which wére bas
on the notion of th&esamtkunstweykvould restore the lost balance between the Apollonian
and the Dionysian. Wagner’s music was for the early Nietzsche “dreeivand
‘eigentliche’ Musik” (Dieminger 20). Eventually, though, the friendship betvike two
men ended and Nietzsche began to follow even more closely in Novalis’ and Schopenhauer’s
footsteps regarding the ways in which music and language can be combined oizgehtbes
directly represent all aspects of reality.

Specifically, Nietzsche’s own writing begins to take on more musicahcteaistics

over the course of his career. First, he uses musical analogies in rssdettéexts much
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like Schopenhauer doesie Welt als Wille und Vorstellurf§ There are “metaphors of the
keyboard, of the vibrating string, of dissonance, of harmony, of melody. Theichumngeti

not simply to decorate his argument or to illustrate it. Music is the metaphfe ibéeif, of
life as it ought to be” (Liébert 2). Both Schopenhauer and Nietzsche use musicgiesnar
metaphors to exemplify their arguments as well as to point to the vital roladlsa plays

in their respective philosophies: music as Will or music as life.

A second way in which Nietzsche’s later writing style is informed andenfied by
music is in how he envisions the artist producing works of art. In particular, hessutige
inspiration or musical improvisation is the ideal model for artistic @eapiist as Novalis
did decades earlier. Writing abotiius Spake Zarathustra Ecce HomgeNietzsche
explains:

Mit dem geringsten Rest von Aberglauben in sich wirde man in der Tat die

Vorstellung, blof3 Inkarnation, blof3 Mundsttick, blof3 Medium tberméchtiger

Gewalten zu sein, kaum abzuweisen wissen. Der Begriff Offenbarung, in dem Si

daR plétzlich, mit unsaglicher Sicherheit und Feinheit, esidgbar,hérbar wird,

etwas, das einen im tiefsten erschittert und umwirft, beschreibt einfach den

Tatbestand. Man hort, man sucht nicht; man nimmt, man fragt nicht, wer da gibt; wie

ein Blitz leuchtet ein Gedanke auf, mit Notwendigkeit, in der Form ohne Zdgern, --

ich habe nie eine Wahl gehallt\W1214)
Nietzsche asserts that he is guided by some unnamed force when writing. densutsr
thoughts into a writer’s head and seems to take from him the ability to consabaske his
words. Nietzsche’s notion of unintentional writing obviously comes directly fronddaeaf
musical improvisatiofi’ He explains, for example, in a letter to Carl von Gerdorff from

1867, “[v]or allem missen wieder einige munteren Geister in meinem Stilegssitfe

werden, ich mul3 darauf wie auf einer Klaviatur spielen lernen, aber nicht nuegitge

% These musical metaphors occur most frequentgraing to Susanne Dieminger, in Nietzschil'so
sprach Zarathustrg12).

2" pccording to Georges Liébert, Nietzsche felt sglgrabout the importance of musical improvisatiosni an
early age (20).

44



Stucke, sondern freie Phantasieen, so frei wie moglich, aber doch immer logisch und schon”
(SB2:209). This analogy is very similar Novalis’ declaration that poets should think of
words as keys on a piano and that one must write as one composes.

Thus, the third way in which Nietzsche’s writing style takes on musical
characteristics is that Nietzsche’s language literallyrgit¢éo become music in some ways.
Following in early German Romantic footsteps, one finds “in Nietzsche a regurri
aspiration to song, to speech that has been born of music, which does find free expression in
Thus Spoke Zarathustemd in his poetry” (Li€bert 4). Nietzsche is conscious of his literary
aspirations and claims lBcce Home“[m]an darf vielleicht den ganzen Zarathustra unter die
Musik rechnen” GW1211). In fact, the philosopher goes so far as to compare the first book
of Also sprach Zarathustre “de[m] ersten Satzes der neunten Symphom&A9:519).

Putting aside the question of whether Nietzsche was successful in his endeavors t
write music with words, it is important to note that he inherited this idea frdgpn@arman
Romantics, combined their views with the philosophy of Arthur Schopenhauer, and left
behind his own powerful legacy which would eventually influence a number of laterswrit
One such writer who would become heir to this long Romantic trend”mtdﬁiury literature
and philosophy is Hermann Hesse. As we will see in the following chapters, Hesse t
throughout his literary career to overcome language’s inherent limitdtyowsiting absolute

music.
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CHAPTER TWO

Hesse’'sGlasperlenspiel and the failures of language

|. Expectations and failures of language in Hesse’s early works

It has now become clear that any attempt at describing Hessa@nsigt to music
must begin by exploring his relationship to language. What specificaltypsoblematic
about the nature of the written word that a large number of Hesse’s chacaitigue it?

What are the goals of language and in what ways does language fail to achie\gotis?
Is it all language that fails or just poetry? Do the attacks on languagesa’'sieevels and
short stories stay consistent over time or can a development or transitionrnreatgtion be
identified?

It may initially appear counterintuitive to pose these questions of one of'the 20
century’s most prolific authors. Indeed, there appear to be individual momentsgidHes
works when writing is praised as one of the most rewarding and excitivigies an
individual could engage i® For instance, Hesse’s protagonist in the 1925 published short
storyDer Kurgastraves about the process of writing and claims:

Der Leser mag sehr dariiber lachen, fir uns Schreibende aber ist das Scammiéen i

wieder eine tolle, erregende Sache, eine Fahrt in kleinstem Kahn auf heheinSe

einsamer Flug durchs All. Wahrend man ein einzelnes Wort sucht, unter drei sich
anbietenden Worten wéhlt, zugleich den ganzen Satz, an dem man baut, im Gefuhl
und Ohr zu behalten --: wahrend man den Satz schmiedet, wahrend man die gewahlte

Konstruktion ausfiihrt und die Schrauben des Geristes anzieht, zugleich den Ton und
die Proportionen des ganzen Kapitels, des ganzen Buches irgendwie auf

% Hesse does not generally appear to make a distinoetween nonfictional writing and poetry in kirly
works. However, this distinction will become redew in the discussion @fas Glasperlenspiel



geheimnisvolle Weise stets im Gefiihl gegenwartig zu haben: das ist eimgeautie
Tatigkeit. Kurgast58)

The health spa guest describes the writing process as a unique form okepleastir is
extremely exciting, yet nearly incomprehensible to outsiders. Althoudimgvis not for
everyone, in part because of how difficult it is to always keep the various tHyetext in
mind, the intellectual joy obtained from trying to choose just the right word fogiaep
passage is unparalleled and unbelievably rewarding for the true author.

However, although Hesse’s characteDer Kurgastseems to offer an undeniable
tribute to the process of writing in this section, a closer reading of thegpamsaally yields
a somewhat more ambivalent verdict on the wonders of linguistic creatiorct,la fantral
problem associated closely with language in Hesse’s other worksadyafyeesent in this
early glorification of writing. By obviously directing his comments to a drgshe resort
guest clearly desires to share information with the reader. Yet teethaa proceeds to
undermine this apparent goal by calling into question the possibility of evetivaffec
communicating the experience of writing to another person — via the vehicle va¢png
itself. This inner contradiction is seen in a number of subtle ways: the use of tlee wor
“geheimnisvolle Weise,” the necessity of using the visual imagery of Fahet in kleinstem
Kahn” or “die Schrauben des Gerustes,” and finally, by blatantly explainibgvthing is an
“einsamer Flug.” In other words, one aim of language is to communicateaideas
experiences to others, yet according to this passdgerdfurgast even the most carefully
crafted language may fail in this endeavor.

Hence, it becomes clear that even when Hesse’s characters are supejsiediy r
in the act of writing, their relationship to language is frequently ambivalEmere are a

number of other instances in Hesse’s works, written b&arseGlasperlenspigivhich
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support the general idea that language is meant to serve particular purposes,iand that
frequently fails to achieve its goals. It is important to explore thebkelieguistic issues so
that one can completely understand the more complicated relationship thatnksd, the
protagonist oDas Glasperlenspiehas to language. This understanding, in turn, will
eventually help one discover why Hesse turns to writing about music as a respihese t
linguistic issues.

The first, most intuitive aim of language has already been hinted at: conatiomi
A number of characters in Hesse’s early works express their dissaisfaith language’s
ability to help individuals communicate their ideas and feelings to others. Foplkexahe
somewhat disturbed Herr Klein in Hesse’s 1919 short story “Klein und Wagneratmgly
claims when asked by the dancer Teresina to explain who he is and what he is dalgg in It
“lila, ja. Sie wollen sich dartber unterhalten...Ach, es hilft nichts. Reden isictieres
Weg dazu, alles mif3zuverstehen, alles seicht und dde zu maklhan"249). Klein
obviously feels that it is natural for people to want to share experiences ehtbtear, but
he claims that language does not help in this venture. Indeed, language reatbajtest
confusion and misunderstandings.

Some of the most obvious misunderstandings and failed attempts at communication
occur in Hesse'®er Steppenwalfiirst published in 1927. The protagonist of the novel,
Harry Haller, has particular difficulties conversing with Pablo, a jaagician he meets
through their mutual friend, Hermine. Although the two characters share a love of musi
they cannot seem to express their opinions on the subject through language. Hallesbecom
“gereizt und beinahe grob...[bei einem dieser ergebnislosen Gespré&tfepli¢nwol820)

and eventually explains to the reader, “[s]eufzend gab ich es auf. Diesemhkiemsar
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nicht beizukommen”$teppenwol823). Haller places most of the blame on Pablo for their
inability to communicate with each other and refuses to reflect on theémituamore

detail*®

However, one of the main characters in a story written just three yeairyat
HesseNarzi3 und Goldmundffers more in-depth observations on the subject.

Goldmund complains one day, “es konnten ja nicht einmal zwei Menschen wirklich
miteinander sprechen, dazu bedurfte es schon eines Gluckfalles, einer besonderen
Freundschaft und BereitschaftN4rzi3101). Although the young and still partially
optimistic protagonist of this story does not completely exclude the possifibging able
to communicate with another individual, he does limit the likelihood of this happening.
According to Goldmund, communication often requires a close relationship with one’s
conversation partner and a great deal of luck.

This reliance on something as random as “luck” calls to mind previously mentioned
statements made by Novalis in a number of his fragments. Hessepartiatits the early
German Romantic idea that intentionally trying to articulate a thoughelmndethrough
language is doomed to failure. However, chance or luck, writing and speaking
“unintentionally,” may allow one to convey the greatest trdthi fact, Hesse directly

shows his indebtedness to Novalis and these ideas in his 191Deowan. Emil Sinclair

mentions a book which has influenced him greatly and says, “[e]s war ein BandsiNmrali

2 This disrespect for Pablo’s linguistic abilitissshown on a number of occasions throughout thelndvor
instance, Hermine explains to Haller that Pablée“istrumente spielen und alle Sprachen der Wettchen
konnte” Steppenwol809), whereupon Haller sarcastically thinks to l@ths'das mit der Vielsprachigkeit
machte [Pablo] sich leicht, er sprach namlich...nuri& wie bitte, danke, jawohl, gewil3, hallo und lédie,

die er allerdings in mehreren Sprachen konr&&gpenwol812). Furthermore, Haller denies any complicity
in the failed conversations, in large part, becdieses a writer. Haller prides himself on his suggub ability to
express his inner thoughts in words and placdslathe on the lowly jazz musician for their inalyilib
communicate effectively.

30 See the introduction to this dissertation for aemdetailed explanation of Novalis’ idea of “unintienal
writing.”
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Briefen und Sentenzen, von denen ich viele nicht verstand und die mich doch alle unsaglich
anzogen und umspanntergmian84). Although Novalis’ writings attracted Emil in some
mysterious, ineffable way, they did not, in fact, manage to transmit any tondoemation

to the character. Language may have been successful in inspiring the youtfailledt tid

directly communicate any information to him.

Although Novalis does not directly attempt to explain how and why it is that lgagua
has this communicative shortcoming, one of Hesse’s other fictional clrardots make an,
albeit vague, explanatory attempt. Somewhat surprisingly, it is the erstitbalth spa
writer himself who points out why one may have trouble communicating through language.
Although he supposedly enjoys the act of choosing just the right word for a particular
sentence when writing, he acknowledges elsewhere in the text thae ddispitempts, this
word is perhaps still far from perfect. He complains that the “Vieldeutigker Worte”
results in a kind of “Grebrechlichkeit [der] Werkzeuge” of communication and ackdges
the “Unmaglichkeit eines wahrhaft exakten Ausdruck&lirgast21). In other words,
although it is enjoyable to choose one word among many when writing, it is not so
pleasurable to discover that this one word itself may have many meanings andtdoes
actually help clearly convey a particular idea from one person to the nexguége fails in
communicating because each word has multiple meatfings.

Although it hinders communication between people at times, one may want to argue
that this “Vieldeutigkeit” of language is not obviously just a negativditgudn fact, one
might intuitively claim that it is just this characteristic, which makestry so enjoyable to

read. Moreover, early German Romantics, such as Novalis, would have praised thisfaspe

31 This particular problem with language seems tofmethat Hesse shares with his characters to segreel
In a 1934 letter to Carl Jung, Hesse complains atheu'Sprachverwirrung, wobei jeder jede Bezeiatgu
anders verwendet” (Michelaterialien95).
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language because it is one way in which language is more like music, temeugt fornt?
However, Novalis himself acknowledges that this is not how most people tend to think about
words. They do not generally regard language as a system in which eaehtadbtains
meaning only by standing in a certain relationship to other elements insteensyin
actuality, according to the earlyti—@entury writer, one often holds the erroneous belief that
words and objects in the world correspond directly to each other. Hence, it makdbaense
people working with this “faulty” assumption would view the “Vieldeutigkeit” afrds as
something negative.

It appears that a number of Hesse’s early characters seem to shiareideas
regarding language, thus viewing a word’s multiplicity of meaning @sl@matic, not only
because it thwarts communication, but also because it undermines the idea that words
correspond to things in the phenomenal wdtlHowever, these “things” which words are
supposed to point to are not always physical objects in Hesse’s works but oftaot athstrs
or sentiments. In other words, although some of Hesse’s characters imgysp&o longer
feel that one word must correspond to one object in the world, they do still seem to believe
that words should at least be able to point to intangible things such as thoughts or emotions.
However, here once again, these same characters seem eitherdordrisstrated to

discover that language fails in achieving this desired goal.

32 As mentioned in the introductory chapter, Novalams that it is because musical meaning is o/dzabed
on a series of relationships between notes andishoany given note only obtains meaning by being
embedded in the larger musical system — that nagsideally reflects empirical reality. Furthermos@ice
Novalis wishes language to become more like mitsficllows that this particular characteristic ahiguage,
i.e., that any individual word can have multipleamings, would be viewed as something positive byetrly
German Romantic. In other words, Novalis would &dra word’s ability to become meaningful only in a
given context, through the other words and sentesagounding it, because it brings language cepe dbser
to music.

3 As noted in the introduction to this dissertatioany 19-century philosophers make a distinction between
the empirical world, i.e., those things that man daectly perceive, and the nonphenomnal wortd, & reality
that lies beyond empirical experience. In thisditation, | use the terms noumenal, non-phenomenal
transcendental, and absolute often interchangeably.
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For instance, the relatively inexperienced young Goldmund recognizes tlaist wor
cannot express all kinds of emotion after one of his first encounters with thetefgeosi
Goldmund remembers an afternoon spent with a woman named Lise and realihatige”
heut kein Bedurnis mehr nach Worten...nur nach diesem wortlosen, blinden, stummen
Fuhlen und Wuhlen”Narzif386). Goldmund and Lise spoke very little with each other, and
when they did it was “belanglosN@rzil386). After having had such long conversations
with his mentor in the past, the young man is surprised to discover a situatibnhetaan
not and does not want to express in words. The emotions associated with this woman and
what the two experienced together are ineffable. Language, although@aldlearly
expected it to be able to describe any situation in the world, is not capableessaxghis
sentiments at this particular time.

In the same way, although feeling less surprised and perhaps a bit morésiustea
protagonist in HesseBer Kurgastalso seems to realize that language is deficient in some
way when he attempts to refer directly to certain emotions. The gesst thinks to himself
while observing one of the other guests at the resort, “die Sprache [hat]liEclsee
Vorgange noch keine Ausdrticke gefunden...denn sprachliche Gegensétze wie
Schadenfreude und Mitleiden sind hier aufs innigste verbundemtjast13). The
protagonist’s feelings towards his fellow spa guest are complex andsethpf a number
of different, oppositional emotions. He simultaneously rejoices in the fachibaither
person is sicker than he is, but he also feels sympathy toward the ill guest phghite The
author in him feels the urge to describe this complex emotion with one word, but he
discovers that this word does not exist. Thus, just as Novalis concluded that words do not

correspond on a one-to-one basis with objects in phenomenal reality, Hesse'®charac
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seem to believe that language cannot describe the vast number of emotions a human being
can have in and about the worfd.

It comes perhaps then as no great surprise that if language, accordmgnbex of
Hesse’s characters, is incapable of accurately describing the phenevoddalf emotion,
then it will almost certainly fail in portraying any reality beyond thggical world. Just as
late 18- and early 19-century philosophers and writers such as Kant, Novalis, and
Schopenhauer, to name but a few, shared the belief that there is something beyamttth
of visible objects — be it God, the Will, or any other “Ding an sich” — so, too, do 'Hesse
characters seem to acknowledge the existence of an absolute or transcesalemtad
being. And much like Hesse’s aforementioned precursors, many of themmosketist's
characters also appear to hold the view that one way in which to gain accesspoithed
world is through art. For instance, Herr Klein clearly states during a ntavhepiphany
and almost manic jubilance, “Kunst war nichts andres als Betrachtung dam/Zelstand
der Gnade, der Erleuchtung. Kunst war: hinter jedem Ding Gott zei§eii 56). Klein
clearly has faith that there is a supreme-being in the universe and thatyomewtach to
truly know or feel its presence is through art. The man does not make any distincti
between the various arts or note whether one is more apt at achieving this godi¢han ot
Given his generalized comment, it makes sense to assume all forms of art sheire gnd
that poetry, just as well as music, sculpture, painting, or dance, should be a means of

accessing the divine or absolute.

3 In Der Steppenwoltaller also has difficulties describing his phemoal reality at times as well. He
explains to the reader, for instance, “[v]ielegbté ich in Pablos kleinem Theater, und kein Tadstehdavon
ist mit Worten zu sagenSteppenwol895). In fact, he repeats these sentiments maredhce: “Viele Dinge
geschahen, viele Spiele wurden gespielt, nich¥datten zu sagen'Steppenwol897). Haller seems shocked
that he, a writer, cannot find the words to dehistsurroundings. However, it is important to ribiat his
“surroundings” are, in fact, Pablo’s “magic” theatdt is unclear whether anything which occurshis place is
“real,” or whether everything Haller experienceslig to some drug-induced stupor.
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Similarly, Goldmund ponders the meaning of art during his artistic appeehipc
with Master Niklas and surmises, “[w]enn wir nun als Kunstler Bilder samaff® tun wir
es, um doch irgend etwas aus dem grol3en Totentanz zu retten, etwas hinzustellen, was
langere Dauer hat als wir selbsdrzi3160-161). The young man concludes that art’s
main objective may be to give immortality to the artist through his creatitomortality
does not belong to the realm of empirical reality, and by creating a wark, gbme part of
the artist is capable of sharing in the eternal existence of the absaltiteugh Goldmund
comes to this conclusion while learning to become a sculptor, there is no reason to deduce
that his comments pertain only to one particular kind of art, but rather thaateiment
could apply just as well to painting or poetry. Indeed, Narzil3 appears to believe that
Goldmund has some sort of natural affinity for language. The older man explains to
Goldmund on his return to Mariabronn, “[d]amals schien mir, es kdnnte ein Dichter aus dir
werden” (Narzif3284). Thus, it seems possible and even likely that Goldmund could have
decided to become a poet, aiming to touch upon the absolute by creating immortal works of
art through language.

However, once again, Hesse’s characters seem to announce a goal afdamigile
his stories simultaneously raise doubt as to whether it is possible to aithievthe case of
being able to access the divine or absolute, Hesse both directly and indjusstiypns
language’s ability to attain this goal. In one of the most elaborate andieppisages
regarding words and lettersiNarzif3 und Goldmundhe younger man remarks to his
mentor:

Ich glaube...daf3 ein Blumenblatt oder ein kleiner Wurm auf dem Wege viel mehr

sagt und enthalt als alle Biicher der ganzen Bibliothek. Mit Buchstaben und mit

Worten kann man nichts sagen. Manchmal schreibe ich irgendeinen griechsischen
Buchstaben, ein Theta oder Omega, und indem ich die Feder ein klein wenig drehe,
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schwanzelt der Buchstabe und ist ein Fisch und erinnert in einer Sekunde an alle
Bache und Stréme der Welt, an alles Kiihle und Feuchte, an den Ozean Homers und
an das Wasser, auf dem Petrus wandelte, oder der Buchstabe wird ein Vogel, stell
den Schwanz, straubt die Federn, blast sich auf, lacht, fliegt davon. -- Nun, Narzif3, du
halst wohl nicht viel von solchen Buchstaben? Aber ich sage dir: mit ihnen schrieb
Gott die Welt. Narzil366)
Goldmund makes a number of different claims in this statement. Most impgrtentakes
a distinction between two kinds of letters: the ones found in books and the ones he creates
when he himself writes. The first kind of letter is utterly meaninglessraiog to the
youth, and cannot actually say anything about the empirical world omadyalie beyond it.
The second kind of letter, however, is a dynamic element of language, which cgnstantl
changes shape and shifts meaning. It refers first to one thing and therh&r.aiéords’
multiplicity of meaning does not seem to cause a problem for Goldmund because he is not
trying to point to one object in the phenomenal world, but rather he allows his lettpesko s
of the entire dynamic nature of reality as written by God. In other worddntnd feels
that his letters clearly point to something beyond the objects in the world, to the supreme
creator of the universe.
Narzil3 responds to Goldmund’s comment, though, and explains to the younger man
why his understanding of language is problematic. Specifically, Ndezilares:
Ich halte viel von [solchen Buchstaben]...Es sind Zauberbuchstaben, man kann alle
Damonen mit ihnen beschworen. Nur freilich zum Betreiben der Wissenschatten si
sie ungeeignet. Der Geist liebt das Feste, Gestaltete, er will sickimeiZeichen
verlassen konnen, er liebt das Seiende, nicht das Werdende, das Wirkliche und nicht
das Mdgliche. Er duldet nicht, daR ein Omega eine Schlange oder ein Vogel werde.
In der Natur kann der Geist nicht leben, gagensie, nur als ihr Gegenspiel.
Glaubst du mir jetzt, Goldmund, dal® du nie ein Gelehrter sein wiNat2i366)
Narzif3 acknowledges that Goldmund'’s letters could be attractive in the valgeahaeem to

magically shift meaning. They could even make one believe they areiagaassething

divine. However, Narzif3 questions not only the usefulness of this type of language in his
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world, but also the reliability of it. He accuses these letters of pointingkimas of
“Damonen,” thus implying that whatever Goldmund is putting on paper is not actually
pointing to God’s creation. It might be a type of illusion. Moreover, Narzil3 claiatgritan
is not yet actually able to describe divine “Natur” because his mind yehatady to fully
understand the dynamic, absolute force behind both empirical reality and language. Man’s
mind wants to focus on existing objects in the world, not on what they could possibly
become one day. Hence, for Narzif3, as long as there are scholars in theyinoy i tr
understand empirical reality, neither the mind nor language of man will be abésfothe
“truth” behind nature, that which transcends phenomenal reality.

Although Narzif3 very directly explains in the story why language atrhescannot
achieve its goal of transcending empirical reality, Hesse hiralsglfseems timdirectly hint
that poetry can not yet access the absolute — by rarely allowing histelnsata only be
authors, thus saving them from unavoidable failure. With the exception of the health spa
guest inDer Kurgast almost all of Hesse’s characters seem to focus on other arts instead of
or in addition to writing: Knulp plays the harmonica, Kuhn is a violinist and composer,
Goldmund becomes a sculptor and plays the lute, Klingsor is a painter, Klein becomes
obsessed with a dancer, Emil loves to draw, Harry Haller and the nanrBlier i
Morgenlandfahriare both poetand musicians, etd> In Hesse'’s early works, words do not
yet show God in all things nor do they immortalize the poet. Perhaps it is the cdke that
early Hesse, although able to bring himself to critique language’s somieatambitious

goals, such as communication between people or referring to things in the world, could not

% Other scholars have noted as well that “es treedren den haufigeren Figuren der Maler auch Musikér
(Kasak 8), yet they make little or no mention of #rtist as author appearing in Hesse’s early woEkR.
Curtius notices this as well and hypothesizesltesise actually “mistrusts literature” (11) andnedlved in a
“conflict with the chosen profession — that oflature” (14).
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bring himself to so blatantly challenge language as art. He could not yelyditerrh that
poetry fails in achieving its highest goal, that of accessing somethimsgé&radental or
absolute, of bringing one closer to the divine, because he was not yet ready to netéesmi
own artistic existence with such a claifnThis hesitation, however, disappears in Hesse’s
Das Glasperlenspiednd the author not only makes a much clearer distinction between
language with “worldly” goals and language as art, but also critiquesypoete directly.
Finally, these more developed linguistic claims eventually help one tostandemwhy Hesse

turns to writing about music.

Il. The first failure of language: depicting empirical reality

In Hesse’s masterpied@as Glasperlenspiethe characters continue to question
language’s ability to achieve its goals. Language frequently does owtmdbple to
communicate clearly with each other, it often has problems describing iecahworld,
and it does not obviously allow one to access any kind of transcendental truth. However,
Hesse’s general claims about language become more specific and nodrisddter work.
Indeed, man’s relationship to language becomes much more ambivalent in this novel and
certain modes of writing actually appear to be praised at times. Moraawember of
apparently peripheral dichotomies are set up in the book, such as the opposition between
intellect and feeling, mind and nature, or life and art, as Hesse finallgpad himself to

examine the nature of poetry in particular. It eventually becomes clé#ndésa antitheses

%It is not too farfetched to make a connection leemvHesse’s personal opinions regarding this @picthose
of his characters. A number of critics have palntet the autobiographical nature of Hesse’'s werty.,
Limberg notes thaber Kurgastis an autobiographical piece and even calls the& wdSelbstportrat Hesses”
(104); Peter Suhrkamp, Hesse’s longtime publishdrfaend, says during a radio address to celelttatse’s
70" birthday, “[a]llen Lesern seiner Werke wird scharfgefallen sein, da er selbst in vielen vonihien
wesentlichsten, vorkommt und in mancherlei GestalithelsMaterialien168); and E.R. Curtius creatively
writes, “[a]ll the rest of his works [other th&farzil? und Goldmurjdare autobiographical ectoplasms,
transposed life histories” (10); while Josef Milanlakes the autobiographical claim most eloquemtign he
writes: “Like a hall of mirrors the author's workever cease to reflect his own image” (172).
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are essential to the discussion of music in the novel. Finally, and most imgdddhis
study, Hesse moves from simply claiming that language fails in all ehdsavors, to a
more Romantic belief that language may possibly overcome the obstaclestputas.i
Specifically, as was the case in the 150 years between the early Jena Boamhtiesse’s
futuristic novel, music seems to play the role of savior to language. By exanmeaintany
claims Hesse makes about languageas Glasperlenspiadne is eventually led to an
understanding of why the modern novelist still held fast to a Romantic tradition of

“composing” texts foregrounding musit.

i. The chronicler’s battle with history

Hesse does not make a clean break with his earlier ideas regarding lanigssege,
he incorporates the gradual transition or development of his views through a number of
different characters within the nov&l.Although one might automatically assume that the
young Josef Knecht, the man whose life we follow throughout the course of the stoly, w
be the main representative of Hesse’s early opinions regarding l&giagn entirely
different figure, in fact, who best summarizes the author’s previotisdattiowards
linguistic endeavors: the narrator of the stSryln particular, it is the fear associated with
critiqguing one’s professional existence, an existence based on the writtinaaah this
character best encompasses. The narratoasiGlasperlenspigh historian whose goal it is

to write the biography of Josef Knecht, “an anonymous narrator who is sensitiee to t

3" For a detailed description of the ways in whictssteis arguably a modern novalist holding fast to a
Romantic tradition, see Ralph Freedman’s “Romanti@gination: Hermann Hesse as a modern novelist.”

% For an account of how Hesse’s writing style depetbover the course of his career, see Josef Mil¢Tke
Prose of Hermann Hesse: Life, Substance and Form.”

39| will later show that Josef Knecht has a muchenfined relationship to language, even as a youag,
than many of Hesse’s earlier characters did.
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problematic nature of his undertaking” (Ziolkow€kass Beadtl), is a figure who senses
that he may fail in his main objective because of the general nature of languagleo taurtly
begrudgingly admits this possibilify. In fact, he spends a significant amount of time
attempting to ignore or reject this probable failure. Furthermordiisharian is the first
character in the story to make a distinction between different kinds of languagkcalhec
between historical documentation and poetry, which later becomes essential tee it t
of the story and to the overall argument found in the novel regarding language.
Although Josef Knecht explains in a letter to the highest officials of therOfd]as
Interesse fur Weltgeschichte ist bei uns Kastaliern, lhr wisseti@srsi schwach, ja es fehlt
den meisten von uns nicht nur am Interesse, sondern sogar, mochte ich sagen, an
Gerechtigkeit gegen die Historie, an Achtung vor ihr,” it is obviously not thetlcasall
history disappears from the Province in the two hundred years following Kaeeath
(GPS385). The narrator dbas Glasperlenspigdtill feels it is important to objectively
depict the former Magister Ludi’s life and even to offer the readentesduction to the time
of the Feuilleton, the age which eventually led to the development Castadisssbglad
game. However, it is less important for the project at hand to examine theddétdates
between various characters in the novel regarding history as a disdiglim#tlook at one
facet of the discussion in particular: the role that language plays in capdund depicting
historical events. The very fact that the narrator writes Knecht'sdpbgrattests to the

importance he places on this kind of endeavor. Nevertheless, he expresses some concer

“0 This narrator has a great deal in common withtireator of the tal®ie Morgenlandfahrt(a story Hesse
himself claims is a precursor Bas Glasperlenspiglwho also encounters a number of difficulties whging
to write about his time in the brotherhood of “Mergilandfahrer.” The narrator Bie Morgenlandfahrt
comments at the beginning of his endeavor, “[s]cti@eser erste Anfang, dieser in bester Absicht begoe
Versuch fuhrt mich ins Uferlose und Unverstandlictidorgenlandfahrt348), and he often talks about his
work in terms of an “unerzéhlbare Geschichtdb(genlandfahrt351). His particular problem, though, is not
so much with language, but rather that he has foagotten most of the details of his story.
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regarding the success of his history, in part because of the unavoidalneerelialanguage

to accomplish it. Although he wants to stick to a “sachlichen Beri@®138) as much as
possible, the historian encounters a number of problems when trying to tell thef stonao
who lived hundreds of years earlier. He attempts “die Uberlieferung genau
weiterzugeben, wie sie sich unsern Forschungen dargeboteiGR&48), but he must often
admit that he only makes “behutsame Andeutungen” because some bits of information are
simply “[seiner] Forschung nicht zugangliclGPS185). That is to say, although the

narrator wishes to rely on pure fact as much as possible, the practicaleabisestain

written documents makes the goal nearly impossible to achieve.

Lack of documentation has only indirectly, at best, anything to do with tleeiarss
linguistic concerns, though. Much more interesting thamtissingrecords are the issues
the narrator has with the “Unzahl von literarischen und anderen Dokumenten” tlueshe
actually posses$5PS16). He constantly refers to the authenticity of his various sources
over the course of the novel but also apologizes almost as often for theialihtgli For
example, when attempting to describe a particular lecture given by Koedhne glass bead
game, the narrator must admit that he has only acquired the notes that “eim. Soatle
[Knechts] freien Vortrag stenographiert...[hatERS69). The historian, however, is clearly
dissatisfied with the necessity of using third-party documentation asdrallquestion the
reliability of these written documents. He seems to expect written docsitoerdpture the
former empirical reality of Knecht's existence, but he must acknowlgdge¢hese words on
paper cannot always be trusted to do so. Hence, the reader finds the narradotigonst
prefacing “facts” reported in his biography with phrases such as “glaubsagen zu

durfen” (GPS364), or one encounters the character describing his biography as a mere
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“Versuch” Knecht's life “andeutend zu skizziereiGRS8). The narrator sets for himself
the goal of writing a factual history of Knecht's life but realizes tleamay fail. However,
he can only partially acknowledge this probable failure through brief apolegetiments
regarding the reliability of his sources before continuing to write higréphy as if he never
doubted the possibility of achieving his goal. In other words, much as the young author
Hermann Hesse could not blatantly call his art’s ability to access thrisbmto question,
the historian oDas Glasperlenspiedllmost never critiques historical documentation
forthright.

It is not only the case, though, that the historian has problems with the written word.
Indeed, far worse than being dependent on written documents, which may or may not be
reliable, is the historian’s dependency on verbal utteradficele expresses regret, for
instance, at not being able to better support the portrayal the old Musiknsaisggonse to
one of Knecht's letters by explaining, “[d]iese Antwort ist aber mundliabigtif(GPS100).

The narrator oDas Glasperlenspiemplies with this statement that verbal language is not as
desirable as written language because it is even less reliable. Thamsimiost obvious

goal in his biography is to depict the empirical reality, the circumstancesiading Josef
Knecht's life, in as much detail as possible. However, verbal communication rermdt
source for this kind of study because it is located in a temporal space beyondhbat of t
narrator. It is one of the many reasons the historian appears doomed to fagndeasor

from the outset.

Lt is a bit of a mysterfiowexactly the narrator has knowledge of these vestaaéments if they were made
200 years earlier and were not written down. Resliaey have simply been passed along over the fgar
word of mouth — something not implausible, espéciahen considering the historian’s descriptiorkeiecht's
later life story as “Legende'GQPS47).

61



This unreliability of both written and unwritten words in historical writiegds to
another even more important antithesis in Hesse’s masterpiece. Thermisoognizes
early on “daf3 Geschichte schreiben, auch wenn es noch so niichtern und mit noch so gutem
Willem zur Sachlichkeit getan wird, immer Dichtung bleibt und ihre dritteddision die
Fiktion ist” (GPS45-46)* As we have begun to see, the narrator struggles throughout most
of the novel to come to terms with the fact that his goal of exactly pmgydgsef Knecht’s
life is not one which can be attained. He explains in this passage that wheanahistating
cannot rely purely on facts, it must resort to another kind of writing to fill in thk&la
poetry. Although the historian implies that poetry is the less valuable of thepgesady
writing, at least for his purpose, this creative form of writing is extrgmabortant to
understanding Josef Knecht's relationship to language. Furthermore, statemadrtabout
poetry and other forms of fictional writing are absolutely essential tpedmnding why
Hesse focuses to such a degree on music in this novel.

One of the reasons that the young Hesse and his fictional histobas in
Glasperlenspieimay have found it so difficult to fully accept language’s various
shortcomings is hinted at in a passage towards the end of the novel. After Kneginisebopl
Master Alexander, a high member of Castalia’s Order during this pafrimdtory, that he
will be leaving Castalia, Alexander reads a note left behind by the Magigter Although
the note is simply a collection of quickly scribbled administrative comménts éhe state

of affairs in Castalia, i.e., nothing of an expressly personal nature, Alexaretaotionally

*2 This is one of the only outright critiques of bistal documentation made by the narrator in thesho
However few and far between these kinds of statésrame, though, the fact that the historian makegscéaims
such as these demonstrates that he may alreadgnbesamature depiction of Hesse’s earlier viewbatTs to
say, whereas Hesse was unable to confront hispkatiproblem with language at all in earlier wortkee
historian, although rejecting or ignoring his limgfic issues for most of the novel, does let tlaez know that
he is aware of them on some level.
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affected by the words. On the piece of paper, “[i]n kleinen hiilbschen Buchstaben standen di
klugen Bemerkungen da, Worte und Handschrift ebenso vom einmaligen und
unverwechselbaren Wesen dieses Josef Knecht gepragt wie sein Gesiclstiseime sein
Gang” GPS448). Words are not simply letters written on a piece of paper but rather,
regardless of the actual content, pieces of the person who wrote them. Much asrdoldm
believed that a work of art could make an artist immortal, Alexandey ttea written words
capture and retain some part of the writer’'s essence or being. Thistehstiacof language
helps further explain why both the early Hesse and his fictional narraterakle to only
indirectly critique certain aspects of language — the issue wadydioo personal.
Nevertheless, as mentioned earlier, the histatt@spoint to problems associated
with certain aspects of language, albeit often indirectly. It is alsg tleaever, that he has
not given up the hope entirely that language may one day overcome its weakiresses
statement made early on to the reader of the biography, the narrator exfflamsine
objektive Darstellung dieses Themas ist die Zeit langst noch nicht gekoniGrRS11)*
Although this claim initially appears to be making yet another negaatensént regarding
language’s ability to achieve its desired goals, it becomes clearlosea eading that this
passage is actually a very optimistic assertion about language’s flihedistorian
explains that the time to describe the glass bead game’s full histancis nicht” here,

implying that the time is yet to come. In other words, much as Novalevbdlin the

3 The “Thema” the narrator refers to in this passadhe history of the glass bead game itself.
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coming of a Golden Age, the historian, in early German Romantic fashion, alsotedents
at the possibility of language one day accomplishing things currently iibfeo¥s
This Romantic hope, despite the narrator's many concerns regardiagdusde-
based craft, is most transparent in the first passage of the book, one from whictotlahis
clearly draws inspiration, and with which he attempts to justify the existef his
biographical project. On the title-page of the book, one encounters a Latin quote supposedly
written by Albertus Secundus and translated by Josef Knecht into German:
...denn mogen auch in gewisser Hinsicht und fiir leichtfertige Menschen die nicht
existierenden Dinge leichter und verantwortungsloser durch Worte daraustte
als die Seienden, so ist es doch fur den frommen und gewissenhaften
Geschichtsschreiber gerade umgekehrt: nichts entzieht sich der Darstieitahg
Worte so sehr und nichts ist doch notwendiger, den Menschen vor Augen zu stellen,
als gewisse Dinge, deren Existenz weder beweisbar noch wahrsdhalivelche
aber eben dadurch, daf3 fromme und gewissenhafte Menschen sie gewissermal3en als
seiende Dinge behandeln, dem Sein und der Mdglichkeit des Geborenwerdens um
einen Schritt naher gefilhrt werdeGRS7)"
The importance of the quote can plainly be seen, not only by its placement on-{begitle
of the novel, but also in its literal doubling, which is a result of the translatiomtheffmore,
some of the most central ideas encountered later DasrGlasperlenspieire already
mentioned in the excerpt, for example, the various goals of language in repgesenti
empirical reality as opposed to “absolute” reality, the contrast betweaenidaswriting and
more creative writing, and the significance of handwritten nasegtio name but a few.

By opening the novel with a citation from a seemingly reputable source, one

immediately encounters the narrator’s obsession with historical, factual dotation.

*4 Once again, however, the historian undermines\is optimistic claim to a certain degree by theiting:
“ein Lehrbuch des Glasperlenspiels...wird niemalsgdsben werden"GPS11). The narrator has hope, but
it is limited. He seems to have a very ambivatetdtionship to language indeed.

“> This invented quote calls to mind a similar claimade by the narrator ddie Morgenlandfahris well. In
this story, the protagonist asserts, “damit tbegphagend etwas auf Erden erzéhlbar werde, muf3 der
Geschichtschreiber Einheiten erfindeMdrgenlandfahri349). In other words, historical writing is never
complete or perfect, and certain details must abimgycreated to fill in missing information.
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However, the reader also instantly discovers that the historian’s factuahatfon is often
not reliable. In this case, the original Latin quote was supposedly writtiélbestus
Secundus who, in actuality, is a fictional character created by Hegbe foovel:®

Similarly, the language used in Knecht's alleged translation also poitis tatrator’s
struggle when it comes to differentiating between fact and fiction. licplar, words based
on the German word “gewiss” occur frequently in this passage, for eXamgaevisser
Hinsicht,” “gewissenhafte[r] Geschichtsschreiber”, “gewisse Dingewissenhafte
Menschen,” and “gewissermal3en.” The stem of these various words, “gewisdy usual
refers to knowing something with certainty or to pointing to something veryfispethis is
clearly what the narrator desires to do. However, a number of the words basedstanthis
in German mean almost the exact opposite. For instance, the phrase “in geinisisét”
and the word “gewissermal3en” actually mean that somethirg &bsolutely certain.
Instead, something is only true “in some sense,” “in a way,” or “virtually.the case of the
narrator, although the character would like to rely on nothing but facts in hisfhggtee
really can only describe events and people from the past “in some sense.y, Fhealord
“gewissenhaft,” meaning “conscientious,” as well as “precise,” ‘eiltg’ and “faithful,”
occurs twice in this passage. These are all adjectives which tatgonarould use to
describe himself. In summary, although the narrator wishes to say thingssga his
biography, he can only say them “gewissermaf3en,” but one should not judge him because he
is “gewissenhaft” and is doing the best that he can in representing thedactunding

Knecht's life.

“6 Albertus Secondus is possibly meant to alludelbeus Magnus, a f3century Dominican friar and
bishop, philosopher, and theologian. Theodore diwkki explains in the forward to an English tratisia of
Das Glasperlenspighat Hesse actually wrote the passage for thel miweself and then had his students
translate it into Latin (Ziolkowski “Forword” ix).
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This opposition between fact and fiction, which the reader continues to encounter
throughout the rest of the novel, is but one of many antitheses mentioned on the title-page.
For instance, one finds the past and present contrasted in that a fictionalaingechelar,
writing in Latin, has his work translated into German by a futuristic schola the
province of Castalia. Similarly, the previously mentioned “gewissenhaftasdfien,” with
whom the narrator obviously feels a kinship, are contrasted with “leicht{@itigenschen,”
who write about irrelevant things. Most importantly, though, the historian of the navel set
up a distinction between the act of writing about “nicht existierende[] Diagé’writing
about “[S]eiende[].” This opposition, in particular, is important because it demiasstinat
the most apparent distinction between the early Hesse and his fictiorsabnarDas
Glasperlenspietl the two distinct goals each attempts to achieve through the process of
writing — may not be as much of a difference as originally perceived. e&gpsly
mentioned, Hesse’s ideal language is a creative, artistic languaghk,altbigs one to
transcend the phenomenal world and point to something absolute or divine. Language as a
should make the artist immortal. The historian, on the other hand, in his constanegstiugg|
depict whatactuallyhappened in Knecht'’s life, initially appears to be focusing on the
depiction of some former empirical reality. In other words, he believethihgbal in
historical writing should be to point to something which actually existed or eccurr
However, with his reluctant admission throughout the novel that this may be impossible, the
narrator must resort to fiction to fill in the gaps of missing information. Atndadh he
often appears disappointed about this necessity, the title-page makes tlearstirae
unconscious level, the historian finds himself in accordance with this situationnwiBthe

he would not have opened Knecht's biography with a quotation which positively portrays the
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idea of presenting “nicht Seiende” things (things therefore outsideieatpeality), which
people believe in nonetheless, as “Seiende.” Thus, although the fictional nair2dsr
Glasperlenspieis disinclined to write about non-existent things while Hesse sets this as his
goal, the two resemble each other in their mutual respect for what crnedting can

actually accomplish: it literally creates things and allows ideas aedtslihe possibility of
existing through words. Despite all the inner conflict, struggle, and confusronsding

the historian of the novel, the reader really does encounter an early Hessehardmser.

He is a figure who indirectly acknowledges Hesse’s general “concept aftiste
prophet...who, through his works, can eventually transform the world” (Norton 23). The
narrator does, in fact, believe in an artist who can transcend empiricy aedl magically
create new things in the world. Yet one also finds in the figure of the histogameasiness
and uncertainty of the young Hesse and the ambivalence of whether langnaggin this
goal. The author dbas Glasperlenspialomes one step closer to confronting his fears
surrounding language as art in this novel than he had in previous stories throfigr éhef

the historian. Rather than having all his characters become painters and scHiggee
introduces a writer in this novel who comments on language and frames the storwekowe
this writer is still distanced from Hesse in that he lisstorical writer who is not supposed to
want to write poetry. One must turn to the protagonist, Josef Knecht, to gain ingght int

more mature and complex views regarding language.
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lll. The second failure of language: communication
i. Plinio Designori and impossibility of communication between Castalia anthe outside
world

Although Josef Knecht differs in some ways from many of Hesse’sopigvi
characters, he also shares a number of their concerns regarding langlreejenakes
Knecht unique, however, is the degree, to which he engages with these problems, and the
way in which he confronts them directly, rather than simply avoiding them angvatound
them. Furthermore, Knecht does not simply bemoan his linguistic issues, butsearche
instead for solutions to the problems. Whereas the narrator of the story ifotakgs on
the difficulty of depicting the empirical world through language, Kngcapples with the
two other previously mentioned problems associated with language, i.e., comtinnic
between people and language as a means of accessing the absolute. Demonstratidg how
why language fails to achieve these two goals in the novel will makere obvious as to
Hesse turns to writing about music as a way of addressing thesensoncer

Ironically, most of Knecht's views regarding language are found embedded withi
conversations he has with other characters in the novel. When examining the wayin whic
Knecht communicates — or fails to communicate — with others, one must make &n initia
distinction between the two “types” of people he encounters in the story: tadhmse from
Castalia, who are a part of Knecht’'s world within the Order, for exampla ¥texander or
the Musikmeister; and there are those outside this enclosed world, for eXRatele
Jakobus, a priest at the monastery Mariafels, which is the location of Knewtt's f
assignment as a full member of the Order after having completed his studeesf tGe

most interesting relationships Knecht has, though, is with Plinio Designesigmri is a
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character, who seems to bridge the gap between both worlds at times bateltends up
representing the world outside of the Province.

One of the main characteristics attracting Knecht to Designoridrgery young age
is Plinio’s ability to speak well. Designori, a boy destined to return to tia¢ erld after
completing his studies at Waldzell, wishes to share his knowledge of this wtrlbisvi
classmates, boys ordained to become full members of the Order and thus, never to lea
Castalia'’ Designori is described as “ein Jiingling von hohen Gaben, glanzend namentlich in
Rede und Debate'GPS94), whose verbal abilities are so developed that even in comparison
to one of the best students in Waldzell at the time, Josef Knecht,“[ijm Rhetorisiosie
Designori der UberlegeneGPS102). Designori’s attempts at communicating ideas from
outside the Province to the boys within it seem relatively successful. He acdkit Kegin to
debate the merits of both worlds and other students are drawn to the discussions. However,
when examining the exact nature of the attention these debates receive, onesdisabve
Designori and his words are only interesting because they describeébdamtaisvolle,
Verfuhrerische, Faszinierende” associated with the outside WeR8%96). Most of the
boys are intrigued and curious but do not fully appreciate the content of thesdabageht
alone seems to gain something more meaningful from these conversations aaiitr éexésd
to “jene[r] fremde[n] Welt, welche sein Freund und Gegner vertrat, die emargGestalt
und in seinen Worten und Gebarden kennen oder ahnen |€BR&103). Although it
appears that Designori may have actually communicated something tot Kmecigh

words, this communication is just as much, if not more so, a result of Plinio’s general

" The world outside Castalia’s border is describeteinfacher, primitiver, gefahrlicher, unbehiiteter
ungeordneter’@PS103-104), while Castalia is refered to as“die zev&itelt...die geistige, eine kinstliche,
eine geordnetere, geschitztere, aber der bestandigsicht und Ubung bediirftige Welt, die Hieraeh{GPS
104).
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demeanor and his gestures, than a consequence of his actual words. Moreover, one must be
cautious when claiming Designori successfully communicated his ioléagetht. Although

Knecht claims to have a kind of knowledge of the outside world after speaking with his

friend, he only uses the words “ahnen” and “kennen” rather than the strongemwigsdr.”

That is to say, Knecht feels acquainted with or has a general sense of th®esgnori

describes to him but, seeing as Designori wanted to convince Knecht that the oatkide w
superior to Castalia, Knecht’s eloquent friend actually fails to impart tbemation

necessary to achieve his goal. The heated conversations between theg\rorwe

Designori’s side unsuccessful, and from Knecht's perspective, only a pactaks.

Years later, the two childhood friends encounter each other in Waldzell once more
when Plinio is on vacation from his job as a civil servant in the outside world and returns
briefly to Castalia to take a class on the glass bead game. Both menbemtiee apparent
closeness they shared as boys and decide to meet one evening to talk. To thertirsagpoi
of Knecht, though, he must admit that Designori now “eine Sprache [sprach], pezlamer
halb verstand, viele oft wiederkehrende Ausdricke klangen ihm B83145). Both
young men speak, but neither really understands what the other is sayingisRlisi@as
saddened and dissatisfied with the lack of communication and later remaréds tiatwo
struggled to do was “das lahme Gespréach von einem Thema zum andern zu sch&pfen” (
332). The distance between the Knecht and Designori has grown enormously oearshe y
and it is through a failure of language that they become most aware of this.

Finally, when the two friends have both become much older men, Knecht and
Designori meet in Castalia once more. Knecht is now the Magister Ltitk &frovince and

Designori serves as a member of a commission designed to regulate dnthetzativities
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of the Order. The men have changed a great deal over the years, gspébiadgard to the
way in which they speak and think about language. They both seem to have distanced
themselves from the naive idea that two people from different worlds ealyact
communicate through pure language. Knecht notices the change in Desigisti alm
instantly and thinks to himself that his friend “seine Freude am Mitteitegifeh,
Austauschen, sein actives, werbendes, nach aul3en gekehrtes Wesen vollgy athgele
verloren zu haben [scheint]GPS316). Designori has lost his youthful enthusiasm and
absolute faith in the power of language, but it is not the case that the mantlspegking.
Indeed, Designori still talks a great deal, albeit in a much more subdued mannarth®an i
past, while Knecht, on the other hand, has obviously distanced himself almo$y &otine
the idea that words are necessary or sufficient to conveying meaningt, IDdaignori is a
bit disturbed by the fact that his old friend “kein Wort [sagt€]PE328).

When Knecht does finally speak, mainly to appease Designori, he comments on the
information his friend has been attempting to impart. Much like a remark madedoht<
when the two were boys, the glass bead master notes here, “[ilch sehenand/eiten und
hore es aus ihrem TonGPS342). Once again, Knecht listens to the words spoken but also
gains useful information from Designori’s manner of speaking. MoreoverhKeeems to
genuinely enjoy listening to the way in which his friend attempts to communicagethan
he appreciates the message he is supposed to hear. He says, for ingfgriseefi
Vergnugen, so erzéhlen zu hore@®RS333). It is notwhatDesignori says so much hsw
he says it that is important to Knecht. Designori communicates much more through the tone

of his voice and his body language than through the actual words he cffooses.

“8 Designori himself acknowledges the power of gesand tone outside of words when he ponders htsagas
well. He remembers becoming a follower of Veragatpolitician in the outside world, as a young raad
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Knecht's enjoyment of Designori’'s way of speaking, marked by the fAdais spent
outside of Castalia, is one way in which we find Knecht to be more mature and open to
language’s possibilities and shortcomings than the last character wenedaniusely: the
narrator ofDas Glasperlenspiellf the historian can be seen as representative of Hesse’s
early views on language, then Knecht is clearly a figure more advancedraagsoeore in
tune with Hesse's later attitude towards language. Specificallgptiteadictory way in
which the chronicler and Knecht react to Designori’s language is ungteKnecht truly
appreciates his friend’s way with words and explains to him, “du sahest valtisccund
sprachest wie einer von drauf3en...aber alles, deine Haltung, deine Worte, sogam®och de
Trauigkeit, gefiel mir, war schon, palite zu dir, war deiner wirdig, nichts darrsioh”
(GPS338). Knecht focuses in part on Designori’s actual words, but also acknowledges the
other man’s general demeanor. Furthermore, the Magister Ludi does ndt@epignori’s
language to “translate” into his own Castalian language, but rather igesktisft everything
about his companion’s way of speaking fits together. Designori may not be coratimgnic
the exact content he intended to Knecht, but the glass bead game master is asiMdad re
some information from the other man — just not solely through language. The namator
the other hand, “hears” much less of what Designori is attempting to communicatieeha

protagonist of the story. The historian complains, for instance, when introduciregtios s

recalls initially believing that he truly heard andderstood the older man’'s message. Howeverske a
himself later “ob nicht [Verguths] Redner- und Vstilitbunentum, sein Reiz und seine GeschicklicHbeiitn
offentlichen Auftreten, ob nicht der sonore Klamegner Stimme...mitgewirkt hatte’'GPS354) in his decision
to follow the man. In other words, Designori worslehether it was not so much the message supposed|
communicated by Vergath to Designori, but ratherwlay in which the older gentleman spoke. In,fane
can find this idea that gesture communicates mereden people than words throughout Hesse’s widk.
example, the “Herausgeber” Der Steppenwolvrites about an experience he had with Harry Hall¢he
past, and explains, “da warf mir der Steppenwaieaiganz kurzen Blick zu, einen Blick der Kritikdiltliese
Worte und Uber die ganze Person des Redners,r@n envergelllichen und furchtbaren Blick, Uber eless
Bedeutung man ein ganzes Buch schreiben konSteppenwolL89). One simple glance conveyed so much
information to the editor of Haller’s story that fezls an entire book full of words would be neaegs$o even
come close to communicating everything entailethalook.
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of the novel describing Knecht's and Designori’'s later encounter, that his only soutitis
chapter is a letter written by Designori. The narrator tells the réaate’zwischen den
beiden ein Gespréach statt[fand], das Designori gleich nach seiner Heeulkgézeichnet
hat. Wenn es auch zum Teil Unwichtiges enthalt und unsre ntichterne Darstellunchviellei
in einer manchen Leser stérenden Weise unterbri@®S319). The narrator cannot
tolerate the way in which Designori writes and does not allow the texta& spéim at all.
Knecht has accepted Designori’'s way of speaking to a certain degreeebleedum®ws to
rely on more than just words when attempting to communicate with someone. He
acknowledges language’s limits. The historian, however, is still trappttebdea that
language alone should be able to convey information without any additional help taihe tha
mode of writing in Castalia is much better than the way in which people write autkiele
world*®

It has become apparent that Knecht believes that communication through &nguag
alone will almost always fail, and although we will see that a number cdatieas within the
story cannot seem to accept this fact, Knecht does not actually seem very trgubkecab.
He is not so disappointed that he gives up speaking all together or having long cmmsgersat
with people from the outside world. He is not dissatisfied because he has different
expectations from the people around him regarding how much language actuatlpatasi
in communication. The main difference between Knecht's linguispe&ations and those
of others living in Castalia becomes most apparent in the telling of a childhoodvrgtariy

he shares with some of his students. Specifically, Knecht talks of the psgataations he

9t is important to note that Knecht does initiadlgpear to have successful conversations with baeacter
from outside the Province: Pater Jakobus. | valhdnstrate in the following section on music, hogvethat
these supposedly “highly communicative” encountgth the monk are due almost entirely to musiceath
than language.
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makes between certain smells and certain pieces of music. He explaths thetticular
experience he has when hearing a certain song composed by Franz SEifitbech
mitteilen, gewil3, so wie ich sie euch hier erzahlt habe. Aber sie a3t sich nidragdre’
(GPS71). In other words, Knecht differentiates between vaguely describing anthexgpla
a specific experience to other people and actually transferring theemqaeto another
person. A number of other characters in the novel, however, would disagree with Knecht's
general statement because they feel one should be able to communicate moeagiamform
about experiences than Knecht apparently believes is possible.
For instance, characters such as Plinio Designori seem especidtgtédisvith the
natural limitations Knecht believes are inherent in language. This becoosé®bvious
when examining a portion of a conversation between Knecht and Designori cogicernin
translation. Plinio complains that he feels like an “ungebildeter Auslander” when
conversing with Knecht, although they technically speak the same lan@sia§832)>°
Knecht listens in silence to his friend protest:
Manchmal...kommt es mir so vor, als hatten wir nicht nur zwei verschiedene
Ausdrucksweisen und Sprachen, von welchen jede sich nur andeutungsweise in die
andre Ubersetzen l&aR3t, nein, als seien wir Giberhaupt und grundsatzlich verschiedene
Wesen, die einander niemals verstehen koni@&RSg40y*
For Designori, language creates a barrier between two friendsls Isé completely in

allowing the two men to communicate with each other that it is as if teegpaaking

entirely different languages, which are only partially translatable. Tingisin confuses and

*0 Designori explains further, it is as if he has edpack to his “Heimat...deren Sprache mir aber nigtim
recht gelaufig sei"GPS328). The more time he spends outside of Castieantore he forgets the language of
the Province. Although Designori seems often tefieaking metaphorically when he claims that the ofe
the outside world and the men in Castalia spederéifiit languages, his figurative speech nonethgleisss to
language failing to communicate.

*L |t is interesting that Harry Haller expresses anthe exact same notionrer Steppenwolivhen reflecting
on his relationship with,Pablo. Haller complaihattthey “hatten kein Wort [ihrer] Sprachen gemam$
(Steppenwol813).
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disheartens Designori to such a degree that he is ready to quit speaking with Kne
altogether.
However, when Knecht eventually chooses to respond to Designori’s complaint he
explains:
Es ist wohl nicht so schlimm mit dem Nichtverstehenkénnen. Gewil3, zwei Volker
und zwei Sprachen werden einander nie sich so verstandlich und so intim mitteilen
kénnen wie zwei einzelne, die derselben Nation und Sprache angehdren. Aber das ist
kein Grund, auf Verstandigung und Mitteilung zu verzichten. Auch zwischen Volks-
und Sprachgenossen stehen Schranken, die eine volle Mitteilung und ein volles
gegenseitiges Verstehen verhindern, Schranken der Bildung, der Erziehung, der
Begabung, der Individualitat. Man kann behaupten, jeder Mensch auf Erden kdnne
grundsatzlich mit jedem andern sich aussprechen, und man kann behaupten, es gebe
Uberhaupt keine zwei Menschen in der Welt, zwischen denen eine echte, lickenlose,
intime Mitteilung und Verstandigung moglich sei — eins ist so wahr wie das. aBdre
ist Yin und Yang, Tag und Nacht, beide haben re@R3321)
One of the first things to notice is that Knecht claims there are differeraesegf
understanding, which are determined in part by the language that two intedcpeak.
However, as previously mentioned, it becomes immediately clear ladarniguage is not
the main component in communication for Knecht. First, he admits people may convey
informationbetterwhen they speak the same language, but this comparative form implicitly
suggests that people communicate something even when they are speaking differe
languages. Furthermore, Knecht explains that two conversation partnerd’ Isistwey and
heritage plays just as much a role in their ability to communicate asalgegin fact,

background factors such as education can actually hinder two people who techpezily s

the same language from understanding each dther.

*2To make his translation comparison even more @ecknecht continues, “Im]agst du ein Abendlanitgr,
ein Chinese sein, mdgen wir verschieden Spractdemreso werden wir dennoch, wenn wir guten Williewl s
einander sehr viel mitteilen und Uber das exaktigelithare hinaus sehr viel voneinander erratenaien
kdnnen” GPS321-322). The actual language one speaks ha®lesswith communication, according to
Knecht, than the desire to communicate with someone
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However, much like the early German Romantics whose general ideasiiesgs
and incorporates into his novel, Knecht does not believe that limited success should keep one
from at leastaittemptingto attain one’s objective. In other words, one may not be able to
communicate with certain people very well — one may not be able to communitedayvi
person on the planet perfectly — but one should nonetheless strive to do so, despite linguistic
limitations. Knecht puts still a more positive spin on his message and explaiosdian
just as well say thato two people in the world can communicate with each atbempletely
as thatanytwo people in the world can communicate with each dtharcertain degree
Knecht explains that everything is “Yin und Yang,” two sides of the same cois.idEa,
like many others found in Hesse’s works, can be traced back to early GermantiRoma
origins, as well as to Schopenhauer’s influence on thec@ftury author. In this case,
Schopenhauer’s notion of the world as Representation and the world as Will is veay simil
to Knecht's understanding of reality.

Although disagreeing on whether language’s communicative failure istsmg
disastrous or simply a limitation one can easily endure, Knecht and Designori botlo want
reduce the distance between their two worlds as much as possible. Designtsrhadmad
“eine Aufgabe und ein Ideal...aus meiner Person eine Synthese der beidend?rinzipi
machen, zwischen beiden zum Vermittler, Dolmetsch und Versdhner zu werden. lels habe
versucht und bin gescheiterGPS325). Designori dreamed of embodying a synthesis of
both worlds, i.e., of acting as a translator between them, but he was unable to do s —in pa
one may argue, because of his unrealistic linguistic expectations. [I2epi¢mori’s

failure, this notion of synthesis is absolutely vital to the novel as a whole fohKseems to

%3 See the introduction to this dissertation for aegal overview of Schopenhauer’s philosophy.
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have set this as his own personal goal asteHe mentions to his friend, for instance, “[die
Begegnung] 6ffnet mir einen Weg zu eurer Welt, sie stellt mich von neuem votelas al
Problem einer Synthese zwischen euch und UBBS339). This desire to unite both

worlds, although clearly not to be accomplished through communicative language,as, in fa
one of the driving forces in the noval.All action revolves around the idea that the
numerous oppositions existing between Castalia and the rest of the world mayihexires

through the figure of Josef Knectit.

ii. The Musikmeister and the inability to communicate within Cagalia

Although it is perhaps not entirely surprising that members of the Order have
problems communicating with people outside of Castalia, linguistic commumdagtween
people living in the Province is hindered as well by language’s defieendknecht
discovers from a very young age, in fact, that words are not always the bestifeans
conveying information from one person to the next, even if both interlocutors are member
or future members, of the Order. For instance, language completely fails Kiueghtas a
boy, he first encounters the Musikmeister. While being “tested” by therarniing official
from the Province to see whether Knecht has the general cognitive abititieBsposition to

attend a Castalian school, the naive boy has the desire to communicatertys fe¢he

** Stephen Bandy notes, “[o]ne need not rBad Glasperlenspiailosely to observe that its underlying
philosophical principle is that of dualities” arftht “Knecht’s declared purpose is to participatthia dialectic
by bringing together Castalia and its opposite’3j30

5 White and White claim, “true strength comes frarp@sure to opposites, not from the inward-looking
methods of contemporary Castalia” (942). Howeitappears the story is a bit more complicatedthadlit is
not only theexposurgo opposites, but the Romantic desire to syntleesiem that makes Kencht the strong
and influential character that he is.

% Scholarship examining whether Knecht succeedsisneindeavor is split. | will argue in the follog
chapter on music that Knecht actually fails atehd of the novel to synthesize many of the oppmstfound
in the novel.
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older man through language, but “er brachte kein Wort her@RS3%3)>" The
Musikmeister seems to sense some of the difficulties that languagatgresthis situation
and avoids using it when actually expected to do so. Rather than taking notes on Knecht, as
the reader intuits is usually the case in these interview situations ugikriveister “hatte
sich keinerlei Notizen und Zeugnisse Uber [Knecht] ins Heft geschrieG&856). One
could suppose that this was unnecessary because the man had already madsaihéodeci
bring the young boy to Castalia. Or more likely yet, given the Musiknn'sisager
ambivalent relationship to language, one can assume that the man actudliyatdind
appropriate words to exactly portray what he felt and thought about Knechtiatehe
After Knecht comes to Castalia and studies there for many years, hadenti
better communicate with his mentor through language than he was as a chi&tl, Inde
language causes more of a barrier than a bridge between the two merarkgleewhen
the Musikmeister gives Knecht his first official assignment asl aneinber of the Order at
Mariafels, a monastery outside of Castalia’s borders, Knecht expoessasn that the
academic freedom he has grown accustomed to is being taken from him. The&istar
responds, however, “du sprichst noch die StudentenspraGR&152). In other words,
there seem to be different types of languages within Castalia, whigsties much in need
of translation as Designori’s “outside” language was for Knecht. bcphar, it is a word’s
ability to mean different things for different people that causes the moseprabKnecht

becomes aware of this linguistic trait years later when remengb@passage from the

" This failed attempt at communication can be sémereas a problem between someone from the outside
world and someone from Castalia — Knecht has mbinieally entered the Province yet — or as an issue
between two people of the same world because Krobehtly fits well within the established communétyd
will soon enter it. Regardless of how one chodsesgew this “transitional” situation, the pointtisat language
does not help Knecht communicate with the Musikieeisin the next section of this dissertatiorwiit
become clear, however, that communication doesihdizke place between the two, but it occurs thidhg
medium of music rather than language.
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general rule book of Castalia, which he read before becoming an official mefhtbe
Order. He comments to himself later on that words such as “Bindung’, Rehsa@it,
Willkar’ sich seit damals fur ihn gewandelt, ja umgekehrt [hatteBP$415). Given that
the meanings of words are so unstable that any particular expression cansifpaifigance
for one person over time, it comes as no surprise then that words can be confusing and hinder
communication even within the Order. In the case of Knecht's conversation witlefiigrm
about the young man'’s first appointment, it appears that Knecht’s definition obtde w
“freedom” is very different from the Musikmeister’s understanding of the.t&r

Knecht does eventually begin to move away from this “Studentensprache” but needs
quite awhile to completely reject the idea that people within the Orderdsheuwble to
communicate through language with each other. After a number of years hackaabs
the Musikmeister is nearing the time of his death, Knecht still placetarcdegree of
importance on words spoken or written by respected members of the Order and bHedieves t
these words may convey some sort of useful information from one person to the next.
Hence, when the Musikmeister’s helper and servant, Petrus, comes to delessagento
Knecht requesting that he visit the old man at his home, Knecht asks, “[u]nd watwin has
mir das, was der Altmeister dir fur mich auftrug, nicht im Wortlaut Gbgethiwie es
eigentlich zu erwarten ware?GPS271). Language appears to be highly respected in
Castalia, and therefore it is customary to deliver messages “word for weetks, too,

seems aware of the standard practices in the Province and “immer behutsatemac

%8 Although Knecht fully recognizes and accepts theahility of words in his old age, it takes him ye&
actually come to this realization. Knecht stileses completely stuck in his “Studentensprache” plwas
years after the aforementioned conversation wighMlusikmeister. He complains again to his menbaua his
position at Mariafels and makes clear the desiué ¢i&e Dauer [nicht] in den diplomatischen Dienst
abgeschoben zu werderGPS199). Once again, the Musikmeister calls attentioa word’s ambivalent
meaning with the response, “[a]bgeschobenwerden\\iart ist wirklich schlecht gewahltGPS199). Knecht
is obviously still trapped by his youthful “Studensprache” and unable to fully communicate withahiker
friend.
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Worten suchen, als misse er sich in einer fremden Sprache ausdriicken” aght‘[e
keinen Auftrag...und es gibt keinen WortlauBRS271). The young servant acknowledges
what is expected of him and cautiously explains the situatidrhe reason that Petrus has

no direct message to give Knecht is because the Musikmeister “seit édogerten sich
beinahe ganz des Sprechens entwohnt [h&iP'SF274). Nevertheless, despite speaking very
little, the Musikmeister is still able to convey his message to Knecht throtiglis Pe

Knecht visits his mentor and is somewhat surprised to realize after rgthonme
that for most of his stay, “Worte [waren] dabei nicht gesprochen wor@?3283). Itis
not the case, however, that the old man is simply too sick to speak during this one particula
visit, but rather that he has distanced himself more and more over time from ttieidea
language is necessary in communication with others. Indeed, Knecht begsis howi
frequently and comes to realize that the Musikmeister “sich des GebraudRsddelingst
vollig entwohnt hatte” GPS305). Knecht senses that the old man, in his silence, is
approaching a kind of “wortlos gewordenene Vollendur@gP £305).

Although Knecht finally becomes fully conscious through the Musikmeister’s
strangely wordless final days that silence can help people communidatawsit other much
better than language at times, it is clear that Knecht had always somehoavteensgEor
instance, referencing an anecdote told by one of Knecht's former students, tte nates:

[Knecht] fuhlte genau, was...ein Sichentziehen, ein Nichtsbeachten wirken

kénnen...Knecht habe einst eine Woche lang im Kurs und im Seminar kein Wort mit

[dem Schiiler] gesprocherund das sei in allen den Jahren seiner Schulerschaft die
bitterste und wirksamste Strafe gewes&@P $299)

*9 Interestingly, we find here another example oharacter’s speech being described as a “foreigyuiage.”
Petrus fears that his communication with Knecht fail, just as it would if he were to be speakangentirely
different language, because his message is so alnusu
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Although the students were always happy to receive a friendly word fromethelretr, it

was when he was silent that they best understood the message he was &yprggs at the
time. Punishment was delivered and conveyed far better by not speaking than it elver coul
have been through words.

Similarly, Knecht already acknowledged during his school days through dme of
required writing assignments for the Order, a “Lebenslauf’ titted “DegleRenacher,” that
language frequently fails in communication. Toward the end of this ficteartabiography,
the Regenmacher sacrifices himself for the good of his community. His son, Tuttakeus
his place as rainmaker and lead the important ceremony meant to finallyaoning the
water-starved village. However, after having just witnessed hig'fatheath, Turu “konnte
kein Wort sprechen, nur mit Gebarden ordnete er das Notwendigé@8583). The boy is
left speechless after watching his father die, but he manages nonethelesstmoate
effectively with the people around him. Indeed, he expresses his wishes perteaps bet
through gesture and sign in this community, which his father previously noted does not
respond to language as well as to action. Specifically, the Regenmaunhekgearlier in
the story, “[n]ein, es war hier, wie so oft, mit der Vernunft und den klugen Wortenoés
zu erreichen”GPS523). In other words, language is not the most effective mode of
communication in this village. In summary, Knecht must have sensed, albeit on an
unconscious level, as a young man already that he should not put all his faith in wards whe
wishing to communicate with others — even if they are Castalians. It took higrimerient
death, however, to make him fully aware of this particular linguistic strortg.

Although Knecht is cognizant of this specific failure of language byinie he has

spent a few years in the position of glass bead game master, the rest ofathel€rly still
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believes that words are the best means of communicating with other people iovineeRr

Thus, we find Knecht frequently using language more as a way to please or catel pe

than as a means of actually conveying some message to them. For instan¢&edmne

has finally decided to leave Castalia indefinitely, he has his friettd, Tregularius, write a

letter to the highest officials of the Order explaining and justifyingdasans for wishing to

leave. He does this, however, only to keep his friend close by and busy, but not because he

expects the readers of the letter to fully understand or accept higye¢sB&367). Indeed,

he knows that the letter could never fully communicate his thoughts, feelings,liefsl dte

the time, and he is certain that the Order will reject his request. Syniden Knecht

meets with his old acquaintance Alexander, now one of the highest rankingffidize

Order, he is asked to explain his behavior but must respond, “[w]as ich sagen mdchte — wenn

es nur nicht so schwer, so unglaublich schwer in Worte zu bringen &?&432). He

then goes on to tell Alexander in some of the most interesting passages in the novel

referencing language’s communicative failures:
Darum war auch das, was man dabei erlebte, so wenig mitteilbar, so merkwimdig de
Sagen und Formulieren entriickt; Mitteilungen aus diesem Bereich des Lebens
schienen nicht zu den Zwecken der Sprache zu zaAlB&%5419)

Knecht has come to realize some fundamental truths about the nature of realdyhakiri

time as Magister Ludi, but he is unable to express this new knowledge in languweabas H

come to sense that there is something transcending the empirical world, bubtoelseve

that this type of experience is generally something that can be put into wordsar®oé
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share it with others through language. Instead, each individual must make tivergisn

his own®°

lll. The third failure of language: transcending empirical boundaries
i. Knecht's desire to access a non-phenomenal reality
Despite acknowledging that language cannot really help him sharepbkisesce of
some ineffable reality existing beyond the perceivable world, Knechttheless attempts to
describe his linguistic problem in more detail to Alexander. He explaihbeha dealing
with the “Schwierigkeit, ndmlich in Worten auzudriicken, was sich doch den Worten stets
entzieht; rational machen, was offenbar auf3er-rational@¥S435-436). Whatever it is
that Knecht has discovered about or believes to be true about the underlyieghéter
world, this truth lies outside the realm of reason. Furthermore, KnecHydtses that
language is something rational with no power to convey information that lies cinside
domain of reason. Although Knecht’s portrayal of his enlightening experience seuhds a
he has accessed an absolute or transcendental truth, the man is very hesitanibécties
experience as such. Indeed, he claims:
Nein, an Manifestationen eines Gottes oder Dd&mons oder einer absoluten Wahrhei
habe ich bei jenen Erweckungen nie gedacht. Was diesen Erlebnissen ihre Wucht
und Uberzeugungskraft gibt, ist nicht ihnr Gehalt an Wahrheit, ihre hohe Herkunft,
ihre Gottlichkeit oder dergleichen, sondern ihre Wirklichk&tP §436)
What exactly did Knecht experience during these moments of “ErwacB&8435) if the
events existed outside the realm of reason but were not manifestations of sgmieihe?

The great Magister Ludi appears to be contradicting himself, which is, hgwéyenain

point: he cannot use language to explain the knowledge he gained during these moments of

9 Knecht did, however, as a young man, still havth that a particulakind of language could help one access
reality’s transcendental realm. In a later sectibthis chapter, | will examine the fascinatiorsdbKnecht had
for poetry in his formative years.
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enlightenment. Fortunately, when viewing his comments through the lens of Scheganhau
theory of the world as Will and the world as Representation, Knecht’s confusingsetoa
in fact, begin to make sense.

As mentioned in the introduction, Schopenhauer divides the world into that which can
be perceived and that which lies beyond standard perception. The world of Repogsenta
consisting of all observable objects, follows the principle of sufficienbreak other
words, all objects in the world follow the laws of nature and behave in predictajge wa
These objects, however, are not just perceivable things, according to Schopenhalser, but a
manifestations of the one Will. The Will, the force from which all these ab@aiinate,
exists outside the principle of sufficient reason. Hence, Knecht's firgt theit his
experiences cannot be rationally discussed alludes to the fact that he has sears®olithe
world as Will, rather than the world as Representation.

As previously noted, though, it is important to recognize that Schopenhauerotioes
claim that there are two separate worlds of existence: one which is dileeand one which
lies beyond perceivable reality. Instead, the philosopher emphasizes th& twysone
world which can be viewed from two different perspectives. One generally $oocngbe
world as Representation, but in very rare moments, one can also sense the woltld as Wi
Thus, when Knecht claims that he experiences something outside of the realmmobrgas
something which is still “real,” he appears to be hinting at Schopenhauer’s notitimetieat
is but one world viewed from two different angles. Knecht does not wish to call his
experience “absolute” because this semi-transcendental, divine-likg beajond the
empirical world is nevertheless something accessible and part of the on®tidie It is

simply something beyond “[der] Welt der Erscheinung&sP $588). Furthermore,
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Schopenhauer’s claim that language belongs only to the world as Representhtion ta
the world as Will clarifies why Knecht appears to be contradicting tifmngereally is not
(Schopenhauer 313). He is simply performing the point that he has been trying to make:
language fails to describe or access this other aspect of realith Kaecht hesitates to call
absolute, transcendental, or divine, because of its “Wirklichk&®'3436)°* This “other”
reality exists outside the principle of sufficient reason’s domain, thignmknguage
incapable of capturing its true essefice.

Of all the characters we have encountered so faamGlasperlenspiednly one
person other than Knecht seems to realize that there are experiences indhkeneaiedge
of something beyond phenomenal reality, which cannot be expressed through lanbisage. T
person is Knecht's mentor and friend, the Musikmeister. In fact, the older nespansible
for planting certain ideas in Knecht’s young mind, which eventually allow #ss diead
game master to come to the aforementioned conclusions regarding language anulelt na
the reality. For instance, as a young boy, Knecht complains to the Musikniegstiee
cannot find a teaching which will help him to discover and rationally understahd/ich
lies beyond phenomenal reality. The boy is frustrated and protests, “[afliespricht

einander, alles lauft aneinader vorbei, nirgends ist Gewil3heit...Gibt es daer\Kehrheit?

®1 This idea of there being one true world which, buer, appears as two realities, is alluded to neachier in
the novel through a statement made by Knecht's ongtiite Musikmeister. The wise man explains to dfne
“unsre Bestimmung ist, die Gegensatze richtig kemmen, erstens namlich als Gegensatze, dann lstoke a
Pole einer Einheit"GPS83). As previously mentioned, this entire novdbased on the idea of exploring
supposed antitheses and then attempting to reBwhvapparent oppositions.

%2 Knecht makes a similar claim already in one offttiéonal autobiographies he writes during his fouln
“Indischer Lebenslauf,” one of the main charactB@&sa, goes into the woods and sees a man meditakins
man inspires Dasa to have a number of insightsti@mature of reality beyond the empirical wolds the
narrator explains that he “verstand dieses nichtdetin Verstande und héatte mit Worten nichts darébgen
gewul3t, aber er spirte es, wie man zur gesegnaiadesdie Nahe des Gottlichen splrt&PS574). Just as
Schopenhauer makes connections between the woRd@®sentation, language, and reason, Knechtdtints
similar connections in this story. Dasa cannotesp what he has grasped or sensed about realipdé¢he
empirical world because it lies outside the scddarmguage or reason.

85



Gibt es keine echte und gultige Lehre@PS85). The young man is searching for a theory
that will explain and unify the various ways in which reality expressesaoifests itself. He
focuses, as is to be expected of anyone living in Castalia’s scholarlyrenemg on general
philosophies propagated by the great thinkers of the past. However, the Muskiaists
that Knecht is on the wrong path and proceeds to describe the error of his wapédethe
man states, “[d]ie Gottheit ist in dir, nicht in den Begriffen und Buch&ai®'385). In other
words, Knecht must seek knowledge of non-phenomenal reality in himself, tether t
searching for it in books, i.e., in the written language of man.

Knecht internalizes the Musikmeister’s advice, even if he does not consciously
comprehend the full implications of it yet. A few years after the prewiaushtioned
conversation, Knecht depicts his internal struggle with language and the totethgs in
discovering the true and full nature of the universe. Specifically, it is iasigned fictional
autobiography “Der Regenmacher” that one first observes Knecht beginnicaeu the
Musikmeister’s skepticism regarding whether knowledge of non-phenomelitgi caa be
accessed through language.

The rainmaker, appropriately named Knecht and therefore representative/aditige
man’s actual views on things at the time, also has faith in reason’s ability to utrco&®
He is alone in this belief, though, and complains with respect to his fellow vil|dgef
Uberkommene oder frei erfunden Zauberspriiche und Bannformeln vom Kranken oder
Unglucklichen viel williger angenommen werden als verninftiger RaP3507). The

rainmaker feels that language can only be effective when guided by reasoavdraive

%t is important to note that when Knectite student in Castaljaefers to reason, he is actually pointing to
Schopenhauer’s idea of the principle of sufficies@son. In other words, he is not alluding todbmmon
connotation that something is “reasonable” if itkk@® sense and “unreasonable” if it does not. Hewehe
character Knechthe rainmakerdoes sometimes mean to say that his fellow vilkagee simply being
illogical. He uses a more fluid version of the déreason,” which leads to some confusion at times.
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rest of the community’s members prefer magical incantations to legip&nations.
Knecht is frustrated, feeling as he does that reason is more important htgn em
performative language, yet he must conform and perform his duties as the’'villag
rainmaker. For instance, when it seems one night that stars may be fallofglee sky and
immanent disaster appears near, Knecht “hatte...gehofft, der Panik durch Voeoildn¥t,
Rede, Erklarung und Zuspruch steuern zu konn@i3523). Logical speech seems the
ideal way of dealing with the crisis situation. However, he must acknowfedgear hier,
wie so oft, mit der Vernunft und den klugen Worten gar nichts zu erreicGé18523).
Instead, he must fall back on traditional, meaningless language and speak the @ppropria
“Gebetsworte” to calm the rest of the village@&PS523).

The rainmaker finds this solution so problematic because although he believes
language is a relatively appropriate medium for conveying logical id&bsas about objects
in the world, all of which follow Schopenhauer’s law of the principle of sufficiersorea
he realizes that there are other notions in the world for which languageéyenti
inappropriate. His fellow villagers erroneously rely on language to helpdbeess
something existing beyond the phenomenal world. They believe that directly #skigods
for assistance helps control their reality, but the rainmaker knows that itihhegicnal. The
rainmaker does not deny the existence of a non-empirical reality. tlméaealizes at a
young age that he has “ein dienendes, aber ehrenvolles Verhéltnis zum Unnennbaren, zum
Weltgeheimnis” but “[zJu Gedanken oder gar zu Worten konnte dies Erlebnis und manches
ahnliches nicht werdenGPS499). That is to say, the rainmaker Knecht senses that there is

something beyond the phenomenal world, but his experience of it cannot be put into words.
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The actual Knecht dbas Glasperlenspidbecomes fully conscious of language’s
inability to describe non-phenomenal reality while writing the story. Helilyiattempts to
describe through language the rainmaker’s experiences of a world beyontpiheat one.

For example, he tries to depict his character’s otherworldly expesievitte phrases such as

“die Ahnung vom Ganzen...das Gefiihl der Zusammenhange und Beziehungen, der Ordnung,
die ihn selbst mit einbezog und mitverantwortlich mach&P$498). However, this

description stays incredibly vague and Knecht must eventually admitgtisppempfand

[der Regenmacher], und was wir in unsrer ihm unbekannten, begriffliche Sprache dartibe
sagen versuchen, kann nichts von deren Schauer und von der Glut seines Erlebnisses
mitteilen” (GPS499)%* In other words, it is not just the case that the village’s “primitive”
language fails to describe a reality beyond the empirical world, buthalsthe more

advanced language of Castalia fails as well.

Thus, Knechseemgo have finally consciously accepted the Musikmeister’'s
skepticism regarding language’s ability to access a non-phenomenal \Waonicever, when
reading passages from this particular autobiography in more detail, coealsthat Knecht
has only internalized part of his mentor’'s message. Although all forms of woicative
language mentioned in the story fail to achieve any lofty linguistt, gtKnecht seems to
have hope that a different kind of language may still play an important role in higaues
understand and describe the world beyond perceived objects. Although none of the
characters in “Der Regenmacher” can clearly speak of things beyondcatmgality,

Knecht implies that words may very well be important in understanding entkeumaf the

® The rainmaker describes his experience, albsiieessfully, in an earlier passage in even magldtEs
war die erste Ahnung von den groRen Geheimnishesr, Wiirde und Tiefe sowohl wie ihrer Wibarkeig d
den Juingling in dieser nachtlich-morgendlichen Wakde auf dem Felsen Uber den tausend flisternden

Wipfeln wie eine Geisterhand berthrte. Er konnthindavon sprechen, damals nicht und in seinemeganz
Leben nicht” GPS497).
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universe, i.e., both the phenomenal and non-phenomenal sides to it. For example, Knecht
writes in the short autobiography:
Wer den Schlussel [zum Ganzen] hatte, der mufte nicht blof3 aus den Ful3spuren ein
Tier, an den Wurzeln oder Samen eine Pflanze zu erkennen im stande sein, er muf3te
das Ganze der Welt: die Gestirne, die Geister, die Menschen, die Tierejldiétel
und Gifte, alles mufite er in seiner Ganzheit erfassen und aus jedem Teil und Zeichen
jeden andern Te#bleserkdnnen. GPS498)°
Knecht notes that the structure of all existence can be seen in each ammbga@rfound in
the world — if one has the key to understanding it. This notion of the universe if very
Romantic and reminds one of Novalis’ idea that all systems in the world, e.g., nature,
mathematics, language, etc., should all simultaneously mirror everyselhenclosed
system. Novalis points out that language is currently unable to fulfill itemmg potential,
but has hope that it someday Vifil.Similarly, Knecht, although clearly skeptical of
language’s current abilities, loosely hints at the possibility that theewrivord may one day
accomplish more and come closer to reaching its desiredjogfsecifically, Knecht's use
of a reading analogy when discussing the structure of the universe demotisatatesstill
feels language may play a vital role in accessing “das Ganze,” thegdiovce behind
empirical reality.
In fact, Knecht uses this very same metaphor again almost immedhiatBigr

Regenmacher.” He writes in this fictional autobiography, “[e]s mul3te marriesigen

Netz der Zusammenhénge einen Mittelpunkt geben, von dem aus alles gewul(3t, alles

8 My italics.
% See the introduction to this dissertation for aeretailed account of Novalis’ views regardingjaage.
" Thus, in this respect, the youthful Knecht is moudre similar to Novalis that Schopenhauer. Witike

early German Romantics were hopeful that languagédmne day overcome its limitations, it is unlikéhat
the pessimistic philosopher, Schopenhauer, woule kaer admitted this possiblity.
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Vergangene und alles Kommende geseherabgelesemwerden konnte” GPS498-499)%°
Knecht writes of “reading” the entire history and future of the world fraimgle starting
point. He feels that there is still a place for language when contemplagatita beyond
the perceivable world. Knecht, although agreeing mostly with the Musitenas
apparently not completely resigned to language’s failure in accassmghenomenal
reality. Even if he seems unsure of how exactly words may be able to a¢hsegeand
goal, he makes two attempts over the course of his lifetime to do just this. Hedurns, f
example, to learning the glass bead game, a new type of language developsdlia ©
capture all human knowledge in one super-discipline. Knecht focuses a great deal on both
actual languages in the world as well as metaphysical ideas andireligen creating his
games, thus trying to connect the two. However, before devoting himself cdgnddtas
very Castalian enterprise, Knecht first examines an idea encounireiadlyan Hesse’s
earlier works: the notion that language as art might be able to acceskiagrbeyond the

perceivable world.

ii. Knecht's first poetic attempts

As we have seen, language is generally viewed practically inli@adtahas two
explicit purposes. The members of the Order either use language to commurifcateewi
another — mainly to transfer information or knowledge from one person to the next — or, as
was the case with the narrator of the novel, to describe empirical realityevidgunecht
attributes a third goal to language. The Magister Ludi senses thaistineoee to reality than
that which one directly perceives, and he attempts to access this non-phdrsitectoa

existence. Although communicative and descriptive language can never be used to

% My italics.
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successfully speak about this alternate aspect of reality, Knecht, muclolkaurd in
Hesse’s earlier work, appears to believe that language as art —po@sybe able to
accomplish what practical, mundane language is unable to achieve.

Knecht is, however, the only person in Castalia who feels this way. dgagsiused
almost only for educational and communicative purposes in the Province. It i highl
regarded and students are expected to complete a number of written assigiunegtheir
years of schooling and training. Specifically, students are asked to congphetefiktiven,
in eine beliebige Zeit rlickverlegten Selbstbiographie” almost evenry(@®S118). A great
deal of research and study is required to complete this assignment astinegaaphies are
to be written “in Sprache und im Stil des Landes und der 4eitvelchen sie spieltenQPS
119). Naturally, given the fictitious nature of the assignment, students naesabrch and
learn a great deal while accomplishing this task, but they must also tap intrélagive
abilities. The Order openly acknowledges that the fictional autobiogsaplaeeine
Ubung, ein Spiel der Imaginationskréafte,” which are, however, simply conditkre
legitimer Kanal fur das dichterische Bedurnis des jugendlichensAii@&PS119). In other
words, the focus while writing is clearly meant to be placed on the acadstimer than the
artistic side of the endeavor. As young adults have creative tendenmdidesres, this
activity allows them an acceptable way to direct these urges into saoqptbductive and
worthwhile; it is “an institutionally-sanctioned safety-valve for the yppuapils’
imaginations” (White and White 931). Creativity is generally frowned updhea Province
and “[e]s gab zuzeiten sogar in Kastalien sehr starke Tenenzen zur Rflegmen,

nichternene Fachwissenschafte@PG62). Castalia is a purely scholastic environment.
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Members of the Order will nevertheless study and analyze art of theugasas
music and painting but, as is to be expected, only as an academic enterprisein§urpris
however, despite the emphasis placed on the importance of language in the Province,
research into the literature of past generations is not generally gurSbe narrator explains
at the beginning of the novel, “[w]ir sehen seit Generationen nicht mehr, wie esasbdasg
ganze zwanzigste Jahrhundert tat, die Philosophie oder auch die Dichtung...als die grof3e
bleibende Leistung jener Kulturperiode an, welche zwischen dem Ende delaliits und
unsern Zeiten liegt"GPS26). Literature and philosophy are almost completely neglected in
the Province. The members of the Order consider this general stance — thioopimosew
creative endeavors as well as the study of only a select few older wanks-ais completely
legitimate. The narrator writes, “wir [glauben] — auf unsre Weisérlnat, auf unsre
unschopferische, epigone, aber ehrfirchtige Weise — das Bild jener Kultur, deseniir
sind, reiner und richtiger zu sehe®@RS26)°° Castalia believes it has progressed beyond
the mistakes of past generations by halting most creative procesgesially writing, in the
Province’®

Knecht also writes the required autobiographies and the narrator comments, “[v]on
Josef Knecht sind drei solche Lebenslaufe enthaltéem.vielleicht wertvollsten Teil unseres
Buches” GPS120). Given the general lack of first-hand documentation, the narrator finds
himself excited to be in possession of some of Knecht’'s works, even though he must

simultaneously admit that he sees “in jenen ausgefuhrten drei Lebenslalfedien

% The use of the word “epigone” in this passagedaifuto the fact that Castalia, and Hesse’ novalaisole,
will fail to achieve their desired goals in the end

" This ban on creative poetry is ironic given theneaof the Province: Castalia. According to Greek
mythology, Castalia was a nymph who, after haviegrbturned into a fountain by Apollo, acted as narse
artists who drank from her waters and inspired rya@ritannica).
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Schopfungen und Bekenntnisse eines dichterischen Menschen und eines edlen Charakters al
die Arbeiten eines GelehrtenGPS121). In other words, Knecht shifts the weight from the
academic to the creative side of the task when completing it. The narrgtee$anim for

this error and includes Knecht’s writings in the novel anyway, perhapsgeadi

unconscious message to the reader that he is also somehow dissatisftbd atithile state

of Castalia.

Focusing on the creative side of his autobiographies is not the only departuthdrom
norm Knecht makes with regard to writing in Castalia, though. As previouslyanedtiall
forms of creative, artistic production are discouraged in the Province. Most peoge li
there, however, do not seem to miss producing works of art. The narrator explains, “se
Generationen [war] das eigentliche, ernsthafte Dichten verpdnt und teils deirch di
Wissenschaften, teils durch das Glasperlenspiel ers&Pi3120). That is say, the glass
bead game is a sufficient replacement for artistic creation formastbers of the Order,
and they feel no desire whatsoever to write poetry. In fact, the situationdmataken to
such an extreme that people are actually ashamed “selber Versetmnir@PS100)./*
Indeed, the narrator goes so far as to write, “Gedichtemachen [galiy giasfdenkbar
Unmaoglichste, Lacherlichste, Verpontest&RS111). Writing poetry is not simply looked
down on but considered absolutely ridiculous in the scholarly world of the Province.

Nevertheless, Knecht “violates the ban against artistic creativitpdmoeng in what
is most frowned upon: ‘writing poetry,” while studying in Waldzell (Bru2i8)

The narrator excuses his subject’s disobedience by explaining, “déelseh... zum Teil

kunstvollen, zum Teil sichtlich rasch hingeschriebenene Versen” werelell®n gegen

™ Although poetry writing is completely suppresseastalia, we will see later that music is stitlighly
regarded art form in the Province. People do raegally create their own music, but acceptablegsdrom
the past are often played and studié#$110-111).
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gewisse kastalische HausgesetZeP£110). Once again, it appears to be the case that the
narrator ofDas Glasperlenspiat at such a loss for primary source documentation that he
even incorporates Knecht's forbidden “Schulergedichte” at the end of his biggdssipite
being of the opinion that there is not a great deal to be gained from includingGR&n (
144).

These poems, however, are much more than a mere sign of teenage rebellion. They
are instead Knecht's earliest attempts to point to something which lesygted empirical
reality through language as art. Knecht finds one of his youthful poemsymarsylater and
reflects on the title. He remembers, “[er hatte] das Wort ‘Transzendiier
hingeschrieben...als einen Zuruf und Befehl, eine Mahnung an sich selbst, als ainen ne
formulierten und bekréaftigten Vorsatz, sein Tun und Leben unter dies Zeichetlen’st
(GPS411). Knecht had an epiphanic moment as a young man and decided thereafter to
dedicate his life to the search of a non-phenomenal reality. This process hbvicuslied
writing poetry as a way of attempting to gain access to that whichdigmd the perceivable
world.

Unsurprisingly, Knecht's friend Fritz Tegularius, a full-fledged @k at heart,
tells Knecht after rediscovering the poem, “[d]as Gedicht gehért zu denemerog Euch,
die ich eigentlich nicht mochte, an denen irgend etwas mich abstiel3 oder &&8l'1(1).
Although Tegularius tolerates many of Knecht's poems (perhaps only becagseshst
friend wrote them), he cannot appreciate or understand a piece of writingtelédaca
unveiling a world beyond phenomenal reality. In this poem, Knecht wrote:

Wir sollen heiter Raum um Raum durchschreiten,

An keinem wie an einer Heimat hangen,

Der Weltgeist will nicht fesseln uns und engen,
Er will uns Stuf’ um Stufe heben, weiteRS411)
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This “Weltgeist” that Knecht writes of is a vague, non-phenomenal entityHimh
Tegularius has no patience.

Knecht obviously believes as a young man that language as art might help ésés acc
some reality beyond the empirical world, but he loses faith in this idea i tgeeome.

Instead, the man turns to mastering the language of the glass bead ganeaas # rhis
personal end. The Musikmeister appears at least partially respoosiieeicht’s rejection
of artistic language. The wise man says during a conversation néthKabout literature
and teaching, “ich [wirde] nicht versuchen, [den Studenten] die Dichtung als eine
Erscheinungsform des Gottlichen zu suggerieren, sondern bemuht sein, ihnen die Dichtung
durch die genaue Kenntnis ihrer sprachlichen und metrischen Mittel zuganghaéichen”
(GPS128). Perhaps the Musikmeister simply wanted to protect Knecht from the
repercussions of teaching students in Castalia something forbidden. Or he migyhanes
meant that Knecht cannot teach others to find in literature what he himsetatoes fully
understand. Regardless of the Musikmeister’s intentions, this commentadeast
partially responsible for deterring Knecht, at least for a few y&ars writing and reading
poetry.

Despite this temporary detour, Knecht returns at the end of life to the poemstée wr
as a young marGPS410). However, when Knecht first encounters one of his old pieces,
the “Verszeile...die sagte er vor sich hin, nicht wissend, bei welchem Dartger einst
gelesen habe, aber der Vers sprach ihn an und gefiel ihm und schien dem Erlebnis der Stunde
ganz zu entspreche®PS(408). Knecht has distanced himself to such a degree from his
younger self that he does not even recognize his own poetry initially. lBletsein the

content and thinks, “diese Satze, wie konnten sie einem jungen Geiste absolut, zeitlos und
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durch und durch wahr erscheine®RS415-416). Although Knecht is skeptical at first
regarding his youthful and naive belief that poetry holds the key to discoverinthsame
beyond perceivable reality, his poem still obviously affects the mongrenilagister Ludi
on some level. Just a short time after reading it, he leaves his position dseglhgame
master and the Province of Castalia forever.

He goes to stay with his childhood friend, Plinio Designori, and his past faith in the
possible transcendental power of literature is fully revived. While lookimgnarhis
friend’s house, Knecht discovers a small library. He realizes:

...dal3 es lauter schone Literatur des neunzehnten und zwanzigsten Jahrhunderts sei,

was er da vor sich habesitzend blatterte er in [einem] Buch, das viele Hunderte von

Lehrgedichten enthielt, ein kurioses Nebeneinander von lehrhafter Gesgedtchig

und wirklicher Weisheit, von Philistrositat und echtem Dichtergeg®3457)

Knecht is confronted with literature of the™and 28 centuries, the very time period in
which Hesse writeBas GlasperlenspielJust as the reader of Hesse’s novel is indirectly
encouraged at this point to contemplate the importance of the very book he is reading,
Knecht also finds deeper meaning in the verses dMéisheit des Brahmangea book which
instantly captures his attention.

Knecht discusses his newfound treasure with his friend a short while aftervdard a
proclaims the merits of the poet Riickert enthusiastiéal§pecifically, Knecht explains that
Ruckert:

...drei edlen Passionen alle gehabt [hat], die des Gartners, die des Erziehers und die

des Autors, und grade diese wird wohl bei ihm den ersten Platz eingenommen haben,

er nennt sie an letzter und bedeutsamster Stelle, und er ist in den Gegenstand seiner

Passion so sehr verliebt, dalR er zartlich wird und ihn nicht Buch, sondern ‘Blichlein’
nennt. Wie rihrend ist dassPS458)

2 Friedrich Riickert (1788-1866) was a German poetteamslator, who wrote the six volumesié Weisheit
des Brahamefrom 1836-1839Britannica).
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After encountering this little known author, the former glass bead game rimasteCastalia

is ready to deny and reject his previous existence as glass bead gaere kaseturns to

his youthful excitement and hopefulness regarding language and tells Designter, “spéa
einmal, denke ich mir, kdonnte mir wohl noch das Glick einer Autorschaft blUBGE&S (

460). Knecht is inspired to write once again and continue his quest for knowledge of non-

phenomenal reality on this linguistic pdth.

iii. Knecht’s hope for the glass bead game

As previously mentioned, Knecht takes two different approaches over the course of
his life when attempting to transcend empirical boundaries and gain some sort Hdgew
of an absolute world. First, as a young man and then again in his later yeal,tlimecto
literature, poetry in particular, due to his belief that language asagrbenable to help him
understand the world beyond perceived objects. Second, the man experiences a long phase
in his adult life during which he seeks to answer to his existential questiavesytxyf
Castalia’s prized glass bead game. The narrator explains, “das Spwn@ufig das grolde
Hauptproblem seines Lebens gewordgbBP§130). Although the game, in the end, does not
seem to offer any real solutions to Knecht’s problems or help him reach his eltjozdt
the time spent on this particular path was not in vain. Instead, “[d]ie Entscheidwas fur

Glasperlenspiel war eine wichtige Stufe” in Knecht's |&PG439). It was necessary for

3 Knecht will fail in this endeavor, most obviousigcause he dies shortly afterward and does notthave
opportunity to write anything new. | will arguetine following chapter, however, that even if Knelshtl had
the chance to create new works of literature, stgiywould not have helped him achieve his goahodessing
a reality beyond the empirical realm. Specificallwill demonstrate that in many of Hesse’s woiiksjuding
Das Glasperlenspiehusic is actually the only art form capable of asieg what lies beyond the empirical
world.
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Knecht to pursue all possible avenues in his quest for access to a transceralental re
Given Knecht’s intense interest in languages and literature from gragarlit is not
surprising that the study of a particular language is what helps lead Kadobts his
energy on the game itself. Specifically, it is Knecht's youthful obsessibnGhinese which
finally pushes him to concentrate almost exclusively on Castaliasnestegamé>

“[DJie alten Chinesen” are mentioned on numerous occasions throughout the novel
and are openly acknowledged by the narrator as partial contributors to theobtite idea
of the glass bead gam@RS13). Knecht shares this view from an early age and mentions
the merits and splendor of the ancient Chinese in one of his youthful pG&184&2).
Hence, it follows logically that “Knecht...das Studium der chinesischen Spraw der
Klassiker in berihmten ostasiatischen Lehrhaus begonnen [h&R$132), where he
studied the language, the music, and the customs of ancient China. However, he can only
learn a certain amount at school and eventually leaves to study with “dem Altadksr,Ba
man who was once a member of the Order, but who left it to follow his contemplative path in
seclusion. For this outcast, the study of language is also extremelyantpart he
surpasses all in Castalia in the “Technik des Pinselschreibens und desistzifter
Schriften” GPS133). Knecht stays with this Chinese expert for a time and learns a great
deal from him, including the art of “Stadbchenz&ahlg@PE138). This contact with the I-
Ching, the ancient Chinese “Book of Changes,” which contains the philosophical and

cosmological ideas of ancient China captured in 64 signs, plays the most impoetamt rol

| will also demonstrate in the following chapter music inDas Glasperlenspighat Knecht's focus on the
game is necessary for the reader to fully undedstamat Hesse is attempting to accomplish throughwttiting
of his last novel. Specifically, the game is aapdior for the early German Romantic notion of
“symphilosophieren,” an idea very similar to Hessgoal of “transmedialization.”

5 Knecht actually begins his study of Castalia’sglhead game very early on. However, he does notele
himself entirely to the game until he has completxhausted all hope in language alone being akielp him
reach his goal.
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Knecht's later turn and complete devotion to the glass bead game. Knechepridmsiart
of stick-laying with his new teacher on a daily basis, and “dieser...fuhrte itlie
Grammatik und Symbolik der Orakelsprache el@PE138). Knecht slowly loses faith in
the idea that standard Western languages might be able to help him aeaditg lbeyond
the perceivable world, and he turns his attention instead to the I-Chimgdigf ancient
China. Knecht seems to hope that this symbolic and somewhat mystical languagémay he
him achieve his lofty goal. This shift will eventually lead him to concens@ldy on the
glass bead game as the game is understood by many in Castalia to Bmsiore=ind
further development of the I-Ching. In fact, the ideas captured in the variangements
of glass beads is very similar to the multiple meanings of the I-Chiaugcters, with the
difference that the number of glass bead game figures “langst eindeddttthere geworden
ist als die Zahl der alten chinesischen Schriftzeich&®343). In other words, one could
argue that Castalians feel the glass bead game is, in some ways,ssimly extensive and
exhaustive version of the I-Chirl§). The narrator himself explains that mankind desired at
one point in time “eine internationale Zeichensprache auszubauen, welche ahrditerder
chinesischen Schrift es erlaube, das Komplizierteste ohne Ausschaltyreystarlichen
Phantasie und Erfinderkraft in einer Weise graphisch auszudrick®®836). The glass
bead game was the result.

Although Knecht eventually devotes himself fully to the game, he never triagdre
with the language that inspired him to become a master player. The narragyforot
instance, that a main difference between Knecht and the previous glass beadagtane m

Thomas von der Trave, is Knecht “war mehr ein Schuler der Chinesen und seine Art von

" For more information on the I-Ching, see: SmitlgHard. Fathoming the Cosmos and Ordering the World:
Yijing (I Ching or Classic of Changes) and its BExt@n in China.Charlottesville: University of Virginia Press,
2008.
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Courtoisie weniger zugespitzt und mit Ironie durchseZP$312). Knecht's entire way of
communicating with other members of the Order is influenced by his earlyselshalies.
Moreover, Knecht's very first glass bead game as Magister Ladisigned with his past
interest in Chinese in mind:
Es sollte diesem Spiel...fur Struktur und Dimensionen das alte, konfuzianisch rituelle
Schema des chinesischen Hausbaues zugrunde liegen...[denn] [e]s war ihm einst,
beim Studium eines Kommentares zum | Ging, die mythische Ordnung und
Bedeutsamkeit dieser Regeln als ein besonders ansprechendes und lieberswirdige
Gleichnis des Kosmos und der Einordnung des Menschen in die Welt erschienen,
auch fand er uralt mythischen Volksgeist in dieser Tradition des Hausbauers
wunderbar innig mit spekulativgelehrtem Mandarinen- und Magistergeishizerei
(GPS265-266)
Knecht wishes to combine the knowledge of the I-Ching and the glass beabezanse
neither on its own seems to have supplied him at this point in time with suffioemées to
his questions regarding the truth behind non-phenomenal world.
However, the success of his attempt is called into question long before heakesn m
it. When mentioning years early to Elder Brother that he wishes to inategdbe I-Ching
into the game language, the wiser man responds, “[n]ur zu!...du wirst ja sehen. Einen
hidbschen kleinen Bambusgarten in die Welt hineinsetzen, das kann man schon. Aber ob es
dem Gartner gelingen wirde die Welt in sein Bambusgeh6lz einzubauen, scheiotmir
fraglich” (GPS139). Elder Brother is obviously very skeptical regarding whether the glass
bead game can accomplish its goal of incorporating all artistic andiBcidisciplines into
one super-language. He admits that the game may be a beautiful addition tddhenwcin
like a small bamboo garden is, but he feels that Castalians are too ambitiouspeti te

what they believe the game can actually achieve. Thus, it becomethaleame of Elder

Brother’'s main reasons for leaving the Province years before was histhatidfe game
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will likely fail in its attempt to describe the entire nature of the univetitie nothing but a
few glass beads.

Despite these convictions, Elder Brother still encourages Knecht withendat
sarcastic “nur zu” to try to incorporate the I-Ching into the game. Perhapssthenan
knows that Knecht will gain just as much useful knowledge about the nature of reafitg fr
failed attempt as he would if he succeeded. Or Elder Brother may simply have tkradw
Knecht's quest to understand the nature of the phenomenal and non-phenomenal world
would be impossible to stop. Regardless of the outcast’s reasoning, Knecht does lear
something useful from the attempt. Specifically, he begins to become consdibes of
game’s internal shortcomings, and the seeds for his decision to leave the Preansdater
are already planted.

Due to constraints on his time as Magister Ludi, Knecht finds it necessanploye
some assistance in creating his first official glass bead gamaskdéis friend Fritz
Tegularius, ein “guter Altphilologe, stark philosophisch interessiert” to helpdsearch and
create the game, which will be heavily influenced by language and philo&6pI$154).
Tegularius seems at first to be the most ideal candidate for the job. He eHdant)glass
bead game player and has a clear affinity for language in general. Hottegehnt also
realizes that Tegularius’ general linguistic abilities may nailide to compensate for the fact
that his friend actually knows very little Chinese in particular. Indeed¢itreamplains to
Tegularius at the very outset of the endeavor, “[w]ie gut ware es jetzt, welimmksisch
verstindest!” GPS267). This uncharacteristically emotional outburst hints at the importance
of this game for Knecht. He does not only want to uncover the mysteries of the non-

phenomenal world by incorporating the language of the I-Ching into the language of the
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glass bead game, but he wants to fulfill another important goal in the proes$it wants

to bring the outside world, represented by Elder Brother, and Castalia, emboifiedigure
of Tegularius, closer togethéf. However, although the Chinese language helped Knecht
bridge the distance between the Province and Elder Brother, it will lgataake a rupture
between the two worlds in this case because of Tegularius’ limited knowletlge of
particular foreign language. Knecht attempts to solve this problenkingdss old Chinese
teacher to help his Castalian friend overcome the linguistic barriers invaleeeating this
particular game, but he is not surprised when Elder Brother denies his r&zpR8268).
Despite these complications, Knecht continues with the creation of the ganenahdies
that Tegularius did the best job possible, “wie es ohne Chinesisch irgend maglicleR&r” (
269).

Although not actually creating the perfect game he had envisioned and not @oming
great deal closer to understanding the nature of the non-phenomenal world, Knechtrdoes gai
something useful from the entire experience. Specifically, the fiesissaf doubt regarding
the ability of the glass bead game to accomplish its goals — or to ansvait’Kne
metaphysical questions — are planted. This doubt motivates him to first stughmken
even more detail, and eventually to leave Castalia and the Order foreveproblesns
associated with Knecht's first glass bead game as Magisterdadione to pose important
guestions about the nature of the game. For instance, if one needs perfect knowledge of a
discipline, be it a language or a mathematical equation, to translatethégame language,
is it possible for viewers to ever truly understand this translation? Inwitrds, can people

watching the game fully comprehend the nuances of Chinese as depidiedytasts beads

" Elder Brother is not technically a member of thee “outside world” as Plinio Designori, though.eTiain
difference is that the Chinese scholar lives inlteéclusion rather than as a functioning membeanother
society. However, for Knecht, anything “outsiddé"@astalia represents this other world.
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without already knowing Chinese? Furthermore, if a less than perfect ien&atreated,
as one can assume happened in the case of Knecht'’s first bead game becausesTegula
knowledge of Chinese was incomplete, are the games in general truengi@se of the
knowledge of the world or are a number of them flawed? Indeed, Knecht adns&dfhim
that many games in Castalia may have mistakes in them when discussirayilieguid his
friend’s general merits in a letter he writes early during adulthoochidmote, Knecht
praises Tegularius’ ability to find “die Fehlerquellen” in “[einem] verlamierten Spiel”
(GPS155). Hence, one must ask if any of the games created are actually fpaenfgations
of the knowledge in the world, or if it is simply the case that no one person was aik to f
the mistakes in them?
Although Knecht does not vocalize these questions explicitly, they must have been on
his mind even before he attempted this particular game. Years emalniierstill a student,
he embarks on a very un-Castalian endeavor. He explains his actionsenta [E&gularius
and writes with reference to a specific glass bead game, “ich arbeltelarch jeden seiner
Satze durch, Ubersetze ihn aus der Spielsprache in seine Ursprache zurlck, nmakigtime
Ornamentik, in Chinesisch, in Griechisch us@RS126). Knecht decides to work
backwards and translate a particular game into its original languadyelssaiplines. He
anticipates the kinds of objections his elders in Castalia would raise if theykme he was
doing and imagines them saying:
[W]ir haben in einigen Jahrhunderten das Glasperlenspiel erfunden und ausgebaut, als
eine universale Sprache und Methode, um alle geistigen und kinstlerischen Werte
und Begriffe auszudrticken und auf ein gemeinsames Mal3 zu bringen. Nun kommst
du und willst nachprtfen, ob das auch stimn@&?$126-127)

Knecht realizes that other members of the Order would be personally offendedchbtydms

and thus only explains to Tegularius the true nature of his studies at the timeedt,is
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though, that Knecht must at least unconsciously have already had concerns regarding the

success of the glass bead game as a young man. Nevertheless, hesdegdigaificant

portion of his life to Castalia’s favorite pastime. It could be that he ifeislstill possible to

create the “perfect” game and chooses to make this one of his missions in fiehope

that the game will somehow, as the language of all languages, offer insight intmthe

phenomenal world. Or it may simply be that Knecht believes that the ganstanes,

imperfect as it is, is better than the alternative, i.e., a world withoutdke gead language.

Or the narrator of the biography may be correct in assuming that Knechtstimdiand

exploration of the game is simply part of the man’s character. The histapkmns, for

instance:
Denn mit dem Sicheinspielen in immer verborgenere Geheimnisse der Sprelgeset
und Spielmdglichkeiten, mit dem Heimischwerden in den bunten Labyrinthen des
Archivs und der komplexen Innenwelt der Spielsymbolik waren [Knechts] Zweifel
nicht unbedingt zum Schweigen gebracht, er hatte es schon in sich erfahren, daf3
Glaube und Zweifel zusammengehoren, dal? sie einander bedingen wie Ein- und
Ausatmen. GPS142)

In order to fully understand Knecht’'s attachment to and later rejection of thee gamever,

it is important to examine the game’s similarity to natural languaigesigin as a solution

to problems associated with language, and its various shortcomings and failures. This

examination will eventually help one to understand why Knecht turns back to piottey a

end of his life and what exactly he expects from this return. Moreover, adittidygame’s

problems will eventually shed light on what turns out to be the true path ditenigent

according to Hesse: music.
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iv. The Age of the Feuilleton and the creation of the glass bead game

The best place to begin an investigation of this sort is at the very beginning,ehe tim
that inspired the creation of the game, the historical period known by all in @astahe
Age of the Feuilleton. The narrator explains in the introduction to his biography dsa¢iv
society as a whole began to degenerate in tHegbtury, especially intellectually. People
continued to pursue intellectual and creative endeavors, but Castalians view the mioducts
this time as defunct. The narrator claims this period is characterized ‘hyrbehtheit der
Kunst” (GPS22) and the “Entwertung des Worte€RS21).”® Indeed, it was this deficient
use of language, both practially and artistically, to which the age owesniés magreat deal
of writing was produced, but it all carried “den Stempel der rasch und verantwsbosing
hergestellten Massenware3PS19). Furthermore, the narrator is appalled “dafl3 Autoren
von Ruf und Rang und guter Vorbildung diesen Riesenverbrauch an nichtigen
Interessantheiten ‘bedienen’ halfe@H®S18). The main method of production employed at
this time — by which it was possible to reach the masses, but convey no actiagmeaas
simply an “Anzahl von intellektuellen Modeworten wie im Wurfelbecher
durcheinander[zuwerfen]” with the result that “jeder sich freute, wenn &3 eameihnen

annahernd wiedererkannte3PS21). This situation leads people in the Province to depict

8 Hesse mentions this degenerate time period in rakhis earlier works as well, without using the gde
“the Age of the Feuilleton.” For example, one firttie artist Klingsor in “Klingsors letzter Sommer”
lamenting, “[w]ir stehen im Untergang, wir alle,nmiissen sterben, wir miissen wieder geboren wediken,
groRe Wende ist fir uns gekommen. Es ist (ibeaaligieiche: der groRe Krieg, die groRe Wandlurdgin
Kunst, der gro3e Zusammenbruch der Staaten deskgesBei uns im alten Europa ist alles das gesigrb
was bei uns gut und unser eigen war; unsre schéneuvift ist Irrsinn geworden, unser Geld is Papiaser
Maschinen kdnnen blofl3 noch schiel3en und explodiereme Kunst ist Selbstmord. Wir gehen unteryfde,
so ist es uns bestimmt, die Tonart Tsing Tse igeatimmt” Klingsor 330). Similarly, the narrator djer
Steppenwolfcomments on the manuscript he finds written byryBaller: “Ich sehe in ihnen aber etwas mehr,
ein Dokument der Zeit, den Hallers Seelenkrankbeit das weil} ich heute — nicht die Schrulle eines
einzelnen, sondern die Krankheit der Zeit selbdstNkurose jener Generation, welcher Haller angebiid
von welcher keineswegs nur dich schwachen und mivetéigen Individuen befallen scheinen, sonderader
die staren, geistigen, begabtestebteppenwol203).
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this period generally as a time when there was “keine echte Bildung undekéieeKunst
mehr” (GPS22), a period often described with words such as “Verf@P$23),
“Entartung” (GPS24), and “Ende der Kunst...der Sprach&€PS23). Language became
nearly meaningless and failed to achieve any of the goals associthtétl @specially that of
creating works of art?

The glass bead game was not immediately created during this period, though. Other
games were played, with letters and numbers, such as cross word puzzles, but these
“Bildungsspiele waren nicht blof3 holde sinnlose Kinderei, sondern entsprachen efaeam tie
Beddrfnis, die Augen zu schlie3en und sich vor ungeldsten Problemen und angstvollen
Untergangsahnungen in eine maglichst harmlose Scheinwelt zu flicEs20).

According to the narrator, people were in constant fear of death and destrucdtisramet
and played “intellectual” games, not to actually develop and stimulate timeis nout as a
way to flee from reality.

Although this relatively negative view of ®@entury language and game playing
may seem rather “anti-Romantic” at first glance, especitipe recalls Novalis’ statements
regarding the importance of “play” and of random “ldeenassociation” (&ch@B) when
attempting to herald in a Golden Age through writing, it is important to disshdheétween
the completely random play depicted in these passadeasoGlasperlenspiednd the early
German Romantic play guided by an unnamed life force, which Novalis hails wolks. It
is one thing to throw words into a dice cup and slap the result on a piece of paper; it is

another thing completely to meditate over signs and symbols as King Arctundiasrich

" This is the period during which Hesse was writiBgR. Curtius extrapolates from these many passagjes
well as from personal notes by Hermann Hesse tneyéars and concludes that the author himselfritsbd
the living Europe of the twentieth century” (13).
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von Ofterdingerand allow an ineffable order to the world to dictate the results without
human interferenc®. Similarly, there are games that are conducive to mindless enjoyment,
such as cross word puzzles, which have no intricate value or meaning in and ofieemsel
while there are others which help to preserve and reorganize the world’s égewhieough
the ages, such as the glass bead game, created at the end of the AgeudfdtanFe
This particular aim of saving and protecting all knowledge that has existethat
point in history is explicitly grasped early on by Knecht. He asks his fiiegdlarius to
remember one of the early games they were asked to compose while sthdygrass bead
game as students. Knecht recalls working with ancient Greek, a “degdag and
realizing:
...dal3 dennoch der Verfall und Tod jener Sprache nicht ins Nichts gefuhrt hatte, daf3
ihre Jugend, ihre Blite, ihr Niedergang in unserem Gedéachtnis, im Wissen um sie und
ihre Geschichte, aufbewahrt und daf3 sie in den Zeichen und Formeln der
Wissenschaft sowohl wie in den geheimen Formulierungen des Glasperlenspiels
fortlebe und jederzeit wieder aufgebaut werden korBBS(124)

It is not only the case that the Greek language continued to exist becausessitittee glass

bead game studied and read it, but rather, ancient Greek continued to live by being

8 Evidence of the likely influence that this partauscene from Novaligieinrich von Ofterdingehad on
Hesse'das Glasperlenspiatan also be found in one of Knecht's early poeifise young boy writes in “Ein
Traum’:

So legt ich den, mir zitterten die Hande,

Aufs Lesepult mir einen dieser Bande,

Entzifferte die magische Bilderschrift...

Und alsbald war beschwingt ich in besternte

Geistraume unterwegs, dem Tierkreis eingebaut...

Harmonisch sich zu immer neuen Bindungen

Begegnete und eins aufs andre riickbezog...

Ich las und sah der Bilderschrift Gestalten

Sich miteinander paaren, rickentfalten,

Zu Reigen ordnen, auseinanderflieen

Und sich in neue Bildungen ergiel3en,

Kaleidoskop sinnbildlicher Figuren,

Die unerschépflich neuen Sinn erfurheBPS478-479)
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incorporated into the game. In fact, the entire history of this particulardgegrom its
origins to its downfall could be captured in the amazing gdme.
It is at this moment in a letter to his friend Tegularius that Knecht makesfdhe
most unambiguous statements in the entire novel regarding what he hopes tolachieve
studying Castalia’s special game: he directly expresses hie tlesinderstand the nature of
non-phenomenal reality via the glass bead game. He explains in thisoldteguiarius:
Ich begriff pl6tzlich, daf3 in der Sprache oder doch mindestens im Geist des
Glasperlenspiels tatsachlich alles allbedeutend sei, dal3 jedes Symbol und jede
Kombination von Symbolen nicht hierhin oder dorthin, nicht zu einzelnen Beispielen,
Experimenten und Beweisen fuhre, sondern ins Zentrum, ins Geheimnis und Innerste
der Welt, in das UrwissenGPS125)
Knecht believes at this moment that unlike other games, this play with glasscasagsa
deeper meaning about the fundamental structure of reality. It agpatfdovalis’
indescribable guiding force might direct this game and help one begin to grasuréts of
the universe — of both the phenomenal and non-phenomenal world. In other words, according
to the youthful and optimistic protagonist of the story, the game does not merely depict
particular manifestations of knowledge, but instead taps into the underlyingairag|
knowledge. Viewed through the lens of Schopenhauer’s philosophy of the world as Will and
Representation, it appears that other games and natural languages sintgly p

Representations of the Will, whereas the glass bead game may alsoradldavaccess or at

least become aware of the Will itself in some inexplicable 3%ay.

8 Later on in life, Knecht makes a more explicitstaent regarding the game’s goal of preserving kedge.
He says, “[w]ir sind Fachleute des Untersuchendgegens und Messens, wir sind die Erhalter undielsgen
Nachprifer aller Alphabete, Einmaleinse und Metmpdér sind die Eichmeister der geistigen Maf3e und
Gewichte...Sauberhaltung aller Wissensquell&@P$£394).

82 Once again, Schopenhauer would likely have argugttthis phenomenon is impossible given his génera
belief that music alone allows one to sense thé. Wil
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This early faith that Knecht has in the ability of the glass bead gamgréseat the
dual nature of reality appears related to its affinity with actualralanguage. Indeed,
focusing his attention on this game is the logical result and culminationemhis previous
linguistic studies. First, as a boy, Knecht attempts to find the answedistiendial questions
in his native tongue by writing creative autobiographies and poetry. He then moves on to
studying languages based on more complex symbols such as Chinese aridzaaeie
rather than languages based merely on letters of the Roman alphabet seohas @
Latin. Finally, he ends with a study of the glass bead game, an “Unsmesaie,” based
solely on symbols created by glass beads and combinations tHeR%89).

This idea of the glass bead game as a type of super-language continugsathiro
most of the novel® The configurations of glass beads, for instance, do not simply yield
game figures but are at times referred to as “richtige[] Dichtungefkleane Dramen” GPS
155) created by a “geniale...Autor[[GPS156). The games are like linguistic masterpieces
created by inspired and brilliant writers. They can be played “Akt um &®3285), or
written, read, and “von tausend flisternden Stimmen nachbuchstabiert, von...Spraghern la
ausgerufen [werden]@PS286). As with other languages, glass bead games are meant to be
a way of exchanging ideas and learning from other people so that “das Allginspias
nur hochstens so ersetzen [kann] wie das Selbstgesprach ein wirkliches unGesptésh”
(GPS327). Much as natural languages develop and change over time, for example by
creating and adding new words to the base vocabulary, a particular ggmeodity the

“Grammatik und Sprachschatz” of the game language and be fully “aufgegromn das

8 Hesse emphasizes the idea of the game as lanquig®ften even outside of the novel. He wrifes,
instance, in a letter to Rolf von Hoerschelmanth9A4: “Das Glasperlenspiel ist eine Sprache, einfRettes
System; es kann daher auf jede denkbare Weiseetfesprden, von einem und improvisierend, von meshre
und nach Plan, wetteifernd oder auch hieratischtli@lsMaterialien241).
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Spielarchiv und die Spielsprach€5®S211). That is to say, there is a grammar, “Kanon,”
and “offiziellen Kodex” to the glass bead game, which changes over tinlldasyaages do
(GPS211)%

Interestingly, though, these game additions are not referred to as “Wiirter”
“Buchstaben,” but instead as “Chiffern,” while the base vocabulary is no memgstfiatz,”
but rather a “Hieroglyphenschatz3PS211)2° These minor semantic distinctions, while
still connecting the glass bead game to language, also point to itsl gpettis as a language
beyond natural languages. It calls to mind the magic and mystery surroeadin@German
Romantic ideas of a perfect language, one able to welcome a Golden Age of aitacel s
In fact, this description of the glass bead game as a universal languagenseely identical
to one of Novalis’ most famous fragments referencing language. Ovetumycearlier, the
Romantic poet wrote:

Das wird die goldne Zeit sein, wenn alle Worteigurenworte— Mythen — und

alle Figuren — Sprachfiguren — Hieroglyphen sein werden — wenn mamfrigu

sprechen und schreiben — und Worte vollkommen plastisieren, und musizieren

lernt. (Schultz 437%

The glass beads allow one to literally create “linguistic figlilgsroglyphics full of hidden

meaning, which one can enigmatically write and spéakhe Castalians praise the

“freispielende Plastizitat der Spielsprach&RS14), which allegedly makes it possible to

8 These games are so much like natural language wtigan down that one can even speak of another
person’s “spieltechnische[] Kalligraphie” much asanight describe another person’s handwrit®@§$156).

8 Hesse uses the word “Hieroglyphen” on a numbercofsions in the novel, e.g., also on p. 375, . 44

8 Naturwissenschaftliche Studien 1798-17%&gment 15.

8" Hesse is clearly tapping into the early Romatéiof “hieroglyphics as a magical semantic corpiso
capable of expressing ‘all nature in a few imag¢istelb 26). The 2B-century author would naturally have

had a modern understanding of hieroglyphics asialynghonetic system, but he chose to work withe¢hdy
Romantic notions.
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express every conceivable idea in one common language, including ideas beyormhkempiri
reality. Knecht writes in the previously mentioned letter to Tegularidshthhas discovered
“daf’ unser konigliches Spiel wirklich eine lingua sacra, eine heilige utittiggtSprache
ist” (GPS125). The glass bead game is clearly for many in Castalia, and for Knéult at
time in his life, a sacred language able to reach beyond phenomenal realdgse a world
outside simple objects and representations. The glass bead game appeaadisie N
dream come trul®

But what is it exactly about this game that makes it so similar teoydifferent from
other languages? How is it, according to many in Castalia, a univergpahdpncapable not
only of expressing knowledge of the empirical world, but of transcending giaimgd) one
insight into phenomenal as well as non-phenomenal reality? How is it Hettdrieving its
goals than other language systems based on symbols? The narrator of thiatstatyan
answer to these questions in his introduction of the game’s history. He explainghieat
beginning as the glass bead game was still being developed, “das Spiklrhatte
Fakultat, jede Disziplin und ihre Abzweigungen eine eigene Sprache und REpEBRS
35). The glass bead game was, at first, simply another type of langiilagéweh one
attempted to describe empirical reality. However, at some point, it morphetento t
“Inbegriff des Geistigen und Musischen, zum sublimen Kult, zur Unio Mystical alle

getrennten Gleider der Universitas Litterarut@RS37). The game no longer simply

8 Siglind Bruhn comments on what she calls the thefrieipher notation” directly in reference to the
problems associated with language during the Aghefeuilleton. She argues: “This kind of notati®
presented as the only medium potentially capalfleoonteracting the pervasive force of corrosioming to

the fact that it creates no products that are teailycand spatially defined and thereby destruetibut only
their codes. As a script invented to capture §ignsi for contextual units, it preserves a symbelsence. At
any time (be it hours or eons after its creatisogh an essence must be brought to new life ictaof alevoted
interpretation and perhaps ‘performance’™ (216)isTational explanation basically attempts to eixpthe

magic behind the game as language. However,is@sore useful for the project at hand to simpliynpout

the numerous direct connections that Hesse makesbe the glass bead game and early German Romantic
ideals.
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depicted various forms of knowledge. It mysteriously became the sumnthepdome of
all knowledge. The narrator defines the game essentially as a
Zeichen- und Formelsprache, an welcher die Mathematik und die Musik gleichen
Anteil hatten, in welcher es mdglich wurde, astronomische und musikalischelfrorme
zu verbinden, Mathematik und Musik gleichsam auf einen gemeinsamen Nenner zu
bringen. GPS37)
Science and art were unified under one system in this language. The variousdsscipli
finally shared a common denominator, thus making it possible to express and connect the
knowledge entailed within each subject in the same terms, i.e., to achieve a “8ynthes
between all fields of study and a@RS36)% Still, the reader struggles to imagine exactly
how this super-language functions and successfully articulates aliisciand artistic
experience? It is not until the narrator compares the glass bead game to another, more
familiar game that the reader may even begin to understand the focomapiicated nature.
The historian explains in one crucial passage:
Ein Leser, welcher etwa das Glasperlenspiel nicht kennen sollte, mogsnsich
solches Spielschema etwa &hnlich vorstellen wie das Schema einer Sdigainar
dal3 die Bedeutungen der Figuren und die Mdglichkeiten ihrer Beziehungen
zueinander und ihrer Einwirkung aufeinander vervielfacht gedacht und jeder Fig
jeder Konstellation, jedem Schachzuge ein tatséchlicher, durch eben diesen Zug,

diese Konfiguration und so weiter symbolisch bezeichneter Inhalt zuzuschreiben
waére. GPS131)

8 The narrator offers a similar description in arlieapassage. He asserts the goal of the gathe is
“lebendige Schonheit des Geistigen und der Kunstler magischen Formulierkraft der exakten Disnigati zu
vereinigen” GPS13).

% Even the following description offered by the maor in which the game is compared to language aga@
does little to clarify: “Diese Regeln, die Zeichpreche und Grammatik des Spieles, stellen einedxrt
hochentwickelter Geheimsprache dar, an welcher eneWissenschaften und Kinste, namentlich aber die
Mathematik und die Musik (beziehungsweise Musikesssthaft) teilhaben und welche die Inhalte und
Ergebnisse nahezu aller Wissenschaften auszudriickkernueinander in Beziehung zu setzen imstandbast
Glasperlenspiel ist also ein Spiel mit samtlicheimalten und Werten unsrer Kultur, es spielt mienwie
etwa in den Blutezeiten der Kunste ein Maler mit &arben seiner Palette gespielt haben ma§312).
Almost all explinations of the glass bead game iamague.
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In other words, the glass bead game is like an extremely complicateshvefrshess. In
chess, pieces are allowed to move in certain ways based on arbitrary rud@y gncen
move is deemed either legal or illegal. A move has meaning within the contbgt of
particular game it is made in. Just as with natural languages, both playerthkmoNes and
certain moves may even be considered aesthetically pleasing by onlookersorifgstion
between chess and language, and the idea of language games in general, is hoha,nove
though. Anyone familiar with Ludwig Wittgenstein’s work has encounteredrtianent
that chess and language share a number of similarities. Interestiitjgenstein was
acquainted with Schopenhauer’s general philosophy and thus was influencedn alieeit i
loosest sense of the word, by the same Romantic tradition asHiesse.

Indeed, recalling some of Novalis’ claims about how an ideal language should
function elucidates the way in which one can imagine the glass bead ganssfliligce
expressing knowledge in all disciplines while simultaneously managingrnscend
empirical reality. One must think of Novalis’ famous claim inM@nolog

Wenn man den Leuten nur begreiflich machen kénnte, dal3 es mit der Sprache wie

mit den mathematischen Formeln sei — sie machen eine Welt fiir sich aus — si

spielen nur mit sich selbst, driicken nichts als ihre wunderbare Natur aus, und
eben darum sind sie so ausdrucksvoll — eben darum spiegelt sich in ihnen das

seltsame Verhaltnisspiel der Dinge. (Schultz 426)

First, as mentioned in the introduction, Novalis is alluding in this passage tcacgthade
modern readers are relatively familiar with: language is a systemgmd. Furthermore, it is
the relationshigpetween various signs rather than the relationship between signifier and

signified that makes language meaningful. Second, Novalis claims thatatensip

between mathematical signs (based on rules of logic), linguistic (figesd on rules of

1 See A.C. Grayling'sVittgenstein: A Very Short Introductidor a summary of Wittgenstein’s life and
philosophy, as well as an overview on the mannehith Schopenhauer influenced Wittgenstein’s tagcal
ideas.
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grammar), and even nature (based on natural laws) should all mirror each othes.t@ha
say, these systems use different signs to encode information, but the waghrthvehi
various signs stand in relationship to each other is identical across desiphNiow the glass
bead game begins to make some sense. Novalis believed that a utopia woeiddak cr
when the various arts and sciences in the world move beyond the limits of theialhate
the particular signs used to store information — and reflect each other. Whigtis
supposedly occurs with the glass bead game. Many Castalians believesthatsible to
express all the relationships between various objects in the world they hatesl aere
super-language capable of encoding all knowledge. Mathematical formulas and musi
compositions can now allegedly be expressed through the same medium. If onegakes thi
idea a step further and includes Schopenhauerian philosophy into the mix, itseaseso
claim that if the glass bead game expresses all relationships in thecahwarld between
the various Representations, it is also simultaneously describes in a sense thig one W

something that transcends the phenomenal world.

v. Knecht's disillusionment and the failure of the glass bead game

Knecht notices, however, that not everyone in Castalia seems to appreciate the
amazing game for what he sees it as in his youth. He mentions to his mentor, the
Musikmeister, for instance, that “auch ein Teil der Leiter und Lehrer keiiggsawgenem
hohen und heiligen Sinn Spieler waren und in der Spielsprache nicht eine lingua sacra sahen,
sondern eben eine geistvolle Art von Stenograpl@#®3130). These Castalians feel that
the game is simply a highly developed, complex, and clever form of shorthand, rather than a
sacred or mystical linguistic tool, which allows one to access a non-pheabmality or
absolute truth. The narrator acknowledges that this view is not uncommon in the Province
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and that Castalians have actually always held differing opinions regéinéimgetaphysical
importance of the game. In a period he describes as one during which “das|&iappet
formal vielleicht seine hdchste Kultur erreicht hatte,” the historian mla
[E]s gab Spieler, welche vom damaligen Stil wie von einem verlorengegange
Zauberschlissel sprachen, und andre, die ihn als auf3erlich mit Schmuck tberladen,
decadent und unméannlich empfand€aP$263)
The game is constantly changing and Castalians are not always in agreztoembat it can
accomplish. At any given time, some may feel it is as magical athKdees in his youth,
while others may see it as nothing but a complex game prone to needlesstatiame
Unsurprisingly, some of the most vigorous critiques of the game come from people
who are not technically citizens of the Province. For example, the ever skBfincal
Designori argues as a child:
Das Glasperlenspiel [ist] ein Rickfall in die feuilletonistische Epochéyglel’es
verantwortungsloses Spielen mit den Buchstaben, in welche [man] die Sprachen der
verschiedenen Kinste und Wissenschaften aufgelost [hat]; es besteh[t]@us laut
Assoziationen und spiel[t] mit lauter Analogie@RS99-100)
For Plinio, the game does not actually reach beyond its symbolic limits toypanixeersal
truths. Instead, it is nothing but play with analogy and association. One canahrtigtiz
and scientific facts through an arrangement of glass beads, but one carailyt titerslate
mathematical formulas or musical motifs into the game language. In cihes,\a
particular combination of beads maylike Pythagorean theory, but it is not equivalent to it.

Pater Jakobus is another outsider who would likely agree with Plinio’s pkescmf the

game as an irresponsible form of play for adults. When first meeting a yosgfg<hecht

115



in the monastery Mariafels, the religious man sees “im Glasperlensp&hrésthetisches
Dandytum” GPS184)? It is an excessive, aesthetic pleasure with no true value.

Knecht's mentor, the wise Musikmeister, mentions similar criticisth@fiame from
members of the Order to his student. He explains:

Sie sagen, es sei ein Ersatz fur die Kunste, und die Spieler seien Beligsistseien

nicht mehr als eigentlich Geistige zu betrachen, sondern seien eben frei

phantasierende und dilettierende Kinstler...Dal3 das Spiel Gefahren hat, &t gewi

(GPS83)

The older man acknowledges that the game may lend itself to meaninglessirestnalay
and warns his young friend of the dangeMany in the Province clearly do not believe the
glass bead game is capable of giving an individual any kind of metaphysight into the
structure of the universe.

As frequently happens, the Musikmeister’s words make a strong impressian on hi
student, and one finds Knecht questioning on a number of occasions throughout his life
whether the glass bead game is indeed the answer to his quest for knowledty of re
beyond the empirical world, or whether it is simply a very complicatetegd.ikely

thinking back to his mentor’s description of the game as a replacement for arbiwirac®

marked by a lack of creativity — remember the narrator’s description tdli@ass a place

%2 |t seems that his opinion of the game changestiwer, though, as he gets to know Knecht betterlemchs
more about the game world.

% The Musikmeister goes on to explain that therecareain types of people in Castalia and each caemave
a different understanding of the game: creativeaittars might take the freedom of expression inm@ted
into the structure of the game to an extreme, wddlentists may be too rigid in their game creaifor the
games to reach their full potential. He then t&lecht, “[jleder von uns ist nur ein Mensch, niir ¥ersuch,
nur ein Unterwegs,” implying that the faults foundglass bead games lie with their creators anawitbin the
game itself GPS84). Although seeming to acknowledge here thatfgo#’ games may be possible, | will
demonstrate in the next section that the Musikraeeigally has less faith in combinations of glasads, when
the goal is accessing a non-phenomenal reality, leadoes in one of the game’s most influentiadidimes:
music.
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known for studying but not creating works of art — the famous Magister Ludhaskslf at
the beginning of his career:
[W]ar dieses Spiel wirklich das Hochste, war es wirklich die Konigin irstigen
Reich? War es nicht, trotz allem und allem, am Ende doch nur ein Spiel? War es
seiner vollen Hingabe, eines lebenslanglichen Dienstes wirklich weet? bBrihmte
Spiel hatte einst, vor Generationen, begonnen als eine Art von Ersatz fir die Kunst,
und es war, fur viele wenigstens, im Begriffe, allméhlich zu einer Art vogiRelzu
werden, einer Sammlungs- Erhebungs- und Andachtsmadglichkeit fiir hochentwickelte
Intelligenzen. GPS144)
Knecht realizes that the game began as a type of art, a substitute for thengeatftter the
mistakes made during the Age of the Feuilleton. In the beginning, the glasganeadvas
created with a specific purpose in mind, but Knecht wonders whether it haydaottibked
this purpose now, or whether it has morphed into a “type” of religion instead. In other
words, he asks himself whether the glass bead game is a mysteriectsorethf some sacred
truth or non-phenomenal reality found only through art, or if it is another kind of
replacement, i.e., a stand-in for religion. His predecessor, the MdgislieThomas von der
Trave, feels strongly that the game does not only stay true to its origihdlug@atually
surpasses it. He tells a young Knecht, “[u]lnser Spiel aber ist weder Philsopth ist es
Religion, es ist eine eigene Disziplin und im Charakter am meisten der Wamandt, es ist
eine Kunst sui generisGPS150). Knecht spends his entire career exploring whether the
former glass bead game master’s claim is actually true. Hebgok and forth between faith
and doubt in the game’s abilities.
Trying to negotiate the competing opinions regarding what glass bead games
accomplish, Knecht acknowledges, “dal’ auch das Glasperlenspiel seinen®ialsoth

stecken hat, dal3 es zur leeren Virtuositat, zum Selbstgenul3 kiinstlerhafkeitEiftihren

kann” (GPS256). He attempts to come to terms with this fact while still holding on to his
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youthful trust in the game’s ability to access a non-phenomenal reéhgcht heeds the
warnings he receives from mentors and friends and constantly strufgfesle] vor dem
Entarten zu blol3 dekorativen Akten [zu] bewahr&BP§43). The Magister Ludi strives to
make each game meaningful and does all he can to avoid superficiality. Buarn#inect
avoid this pitfall? The narrator of the story hints at the way in which he beltexery well
may be possible “die Hieroglyphen des Spiels davor [zu bewahren], zu bloRen Buchstaben zu
entarten” GPS39). The historian argues there is one way to make sure that an arrangement
of glass beads in a particular game retains some hidden meaning beyaviiichaine may
find in natural language. He explains that the “Kunst des Kontemplierens undekésit
(GPS38) holds the key to the glass bead game’s magic. That is to say, the garaeatoal
not carry metaphysical meaning, but rather, the players who create tingnsdimething
irreplaceable to the experience. Itis only when a well-written gardea well-balanced
person who practices mediation on a continual basis come together that something
miraculous occurs.

The Musikmeister tells Knecht basically the same thing and explains:

[J]Je mehr wir von uns verlangen, oder je mehr unsre jeweilige Aufgabe von uns

verlangt, desto mehr sind wir auf die Kraftquelle der Meditation angewjeuf die

immer erneute Verséhnung von Geist und Se@ES108)
Knecht takes his mentor's message seriously and spends a great deal of tenegrtas
art of meditation. He hopes that balancing his mind and soul will bring the ngcessar
prerequisites to his game creations and ultimately allow him to understaathsarbeyond

the empirical world.
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Despite successfully mastering the art of meditation, Knecht nelesshgecomes
“kristisch gegen seine eigene Tatigkei®HS314) and mentions to Tegularius shortly before
leaving the Province:

[W]ir legen in unserm Glasperlenspiel jene Werke der Weisen und Kunstler in ihre

Teile auseinander, ziehen Spielregeln, Formschemata, sublimierte Deuawsge

ihnen und operierern mit diesen Abstraktionen, als waren sie Bausteine. Nun, dies

alles ist sehr schon, das bestreitet dir niemand. Aber nicht jeder kann seirdrepe

ausschlieB3lich Abstraktionen atmen, essen und trink&#PS805)
Knecht discovers that there is something missing from his life as giadgbme master.
The game is so heavely based on abstract ideas — on ways of transldtidg@atne’s
knowledge into a super-language — that a person necessarily distancekfromsitle
concrete and empirical world, which acts as the foundation for the variousidesipl
Knecht comes to realize that losing himself in the intangible world ofiiss gead game
might not be the best means of accessing a non-phenomenal realigf atftdthough
perhaps somewhat counterintuitive, Knecht feels that a balance must bébstivekn the
theoretical intellectualism of the Province and the groundedness of the ampartd in
order to find the answers to his questions regarding the nature of begidgdthe

phenomenal world* In other words, he must initially take concrete nature into account in

order to discover something above or beyorid it.

% Once again, this is best understood when viewingdkit's comments through the lens of Schopenhauer’s
philosophy of the world as Will and Representatitithe many Representations and the one Wilkarely
different ways of viewing a single reality, as Spbaohauer argues in H¥e Welt als Wille und Vorstellung
then it makes sense that Knecht may feel the reebdlance his search for the Will by taking the ynan
Representations into account as well — in this,dhgeempirical reality of the world beyond Castaliborder.

% Josef Mileck alludes to this idea when he expldifudultivated for its own sake in Castalia-liksolation

from tangible reality and life at large, Geist @iy deteriorate into a purposeless activity, dodtaeperish in
its own sterility” (170). This dichotomy betwe&eistandNatur can be found in a number of Hesse’s works
as can the idea that a perfect work of art (theggteead game being considered a kind of art) nacstssarily
strike a balance between these opposing poles.
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Eventually, Knecht becomes entirely disillusioned with the glass beadagaine
explains to his friend Alexander after having finally decided to leavealiafor good:

Ich bin seit einer Weile an der Grenze, wo meine Arbeit als Glasperlensisieim

zur ewigen Wiederholung, zur leeren Ubung und Formel wird, wo ich sie ohne

Freude, ohne Begeisterung tue, manchmal sogar ohne Gl&H#&143)
Knecht promised himself when taking over the post of glass bead game masgdrahiait
he ever become bored or dissatisfied with the game, he would give up his positiaspand st
playing. After years of studying the intricacies of the game largguégecht reaches this
point and decides to leave Castalia for the more concrete and natural world @nis fri
Plinio Designori.

Interestingly, it seems that Knecht may have known, at least unconscemsisly,
young man already that he would come to this conclusion regarding thégtasgame. A
hint is found in one of his early poerts“Beim Lesen in einem alten Philosophen” ends:

Schulen Kastaliens sind nicht mehr...Der Alte ruht

Im Trimmerfeld, die Perlen in der Hand,

Hieroglyphen, die einst viel besagten,

Nun sind sie nur noch bunte glaserne Scherben.

So rollen lautlos aus des Hochbetagten

Handen dahin, verlieren sich im Santl(GPS476)
The fear that the glass bead game will one day become meaningless prdicesreeyand

Knecht finds himself compelled to turn his back on this particular attempt tcsabeason-

phenomenal through the language of the glass bead game. The hieroglyphicensdich

% Just as White and White argue that the fictionébliographies “show [Knecht] to be constantly eira,
widening his horizons, and unconsciously prepahimgself for the time when he will have to transcéadh

the territorial bounds and the intellectual limibats of contemporary Castalia” (943), the poemsnstedo
something similar. They are less mature manifiestatof his development, but they are a first $tejhe
general direction. In the same vein, Hilde Colaings, “[Hesse] tells the story of a man whose d&sen
qualities are clearly present from the beginnind &hose main development consists in an increasargy
and consciousness of himself” (348). She mayesedf what she calls “development” in the noved€ied,
she argues against the assertion freeg Glasperlenspigb a type oEntwicklungsromanand more of what she
may call “awakening,” but in the end, both the Vkiind Cohn support the same general idea. THe &&e
Knecht's departure from Castalia were there froenliginning.

120



held such mysterious, existential potential for Knecht, have turned into empty beaids de

of any magic. But how and why did this happen? One cannot argue that Knecht did not
devote his entire being to the game, just as one cannot claim that he did not master it.
Someone might try to make the case that Knecht lost his inner contemplative bathnce a
strayed from his meditation exercises (perhaps because he found hom&eléy with the
Province’s administrative duties), which in turn led him to create meanirggesss. This
explanation, however, seems unlikely to anyone who reads the numerous comments Knecht
makes about the importance of meditation throughout his lifefinBat if Knecht did

everything right, why is it that he failed to achieve his goal of accessmetsmg beyond
empirical reality through this super-language? Why did the glasksdaaae fail?

The answer lies within the game itself. When mentioning the various disciplines
incorporated into the game, the narrator emphasizes one in particular: GRSIt2). He
explains that during the development of the game, centuries earlier, “digr\ésrbindung
mit der Musik welche dem Spiel [einen] Fortschritt brach@P$35-36). The narrator even
goes so far as to claim, “das Glasperlenspiel [ist] in erster Limiglesizieren” GPS43).
Knecht also understands the overwhelming importance of this art form and writes t
Tegularius in an early letter, should the glass bead game end up being “nurraade for
Kunst, eine geistreiche Fertigkeit, eine witzige Kombination...dann svaesser, dies Spiel
nicht zu spielen, sondern sich mit...guter Musik zu beschaftigeRS(25). In fact, this art
is what initially brings Knecht to Waldzell when the Musikmeister ingawg him as a young

boy and discovers his talent for music. Hence, music is not only one of the main, if not the

" Knecht emphasizes the importance of Eastern oglighd meditation early on in his third autobiodmaghe
follows the path of contemplation with Elder Brathespecially when learning about the | Ching; betitiues
to meditate throughout his life, etc. If nothingeslthe fact that the most influential person &lifié, the
Musikmeister, encourages Knecht to make meditatipart of his daily routine makes this explanation
implausible as Knecht almost always followed hisito€s instructions without fail.
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most essential, foundation of the glass bead game, but it is also the impé&misdor

coming into contact with the game and Castalia in the first place. Although Knecht
language studieseemo play an indispensable role in Knecht's life, it is, in fact, music that
makes all the differenc&. Music is what makes the glass bead game special on both a
general and personal level for Knecht, and music is why both the glass beadrghm
Knecht ultimately fail to access a non-phenomenal reality via the medilangafage. The
next chapter of this dissertation will explore this thesis in more detademdnstrate that

the Musikmeister’s words “weg von den Worten und hin zur Musik” should be deemed the
mantra of the entire novebPS280). An examination of music Das Glasperlenspieill

also lend useful insight into formal aspects of the novel, Hesse’s possiblengealing the
novel, and will ultimately show why the novel as a whole fails to achieve its goai: to be

a type of glass bead game itself, a musical composition of words. In the smvdlthll tie

into the larger claim that the Romantic dream of writing music ends aft&ettend World

War.

% |t appears that Knecht may never become fully awséihis fact himself. Rather than become a niaisj@s
he threatened to do on numerous occasions throtgilife, he claims he wants to return to thetpoef his
youth when leaving Castalia. Perhaps this naivelosion simply reinforces the cyclical nature led hovel.
Knecht does, after all, repeat his own story attl#faree times in the autobiographies written dytiis school
years. And although his sudden death has beempiated by some as a “fulfillment” rather than as$” (Gotz
519), it is also possible that the cycle is medagtined to repeat itself indefinitely never firdwolution.
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CHAPTER THREE

Hesse’'sGlasperlenspiel and the power of music

|. The musical solution

It comes as no surprise to Hesse scholars that music plays an importanDade in
Glasperlenspiegiven this particular art form’s reoccurring appearance in many of thie shor
stories, novels, and poems, which the author wrote before publishing his masterpiece in
1943%° Hesse mentions real and imagined musicians in a number of earlier works,
consistently alludes to famous musical pieces in his stories, and even attemyits adfew
libretti in his time!® However, the exact function of this art in Josef Knecht's life has, for
the most part, been overlooked or misunderstood by scholarly criticism, despite Mark
Boulby’s early acknowledgment thddas Glasperlenspigak...Hesse’s ultimate tribute to
music” (643). In the following section, | will demonstrate how music actualieaes
almost all the goals set ftanguagewithin Hesse’s early and later works, and how it guides
Knecht on his path to enlightenment more significantly than meditative exeocisgen the
glass bead game itself.

| will also show that music is not only essential to understanding the contéet of

novel, but it influences formal aspects of the work as well. Just as the protagonists of

% For a collection of shorter, lesser known piecegten by Hesse, which deal almost exclusively withsic,
see: Volker, MichelsHermann Hesse Musik: Betrachtungen, Gedichte, Rersn und Brieferankfurt am
Main: Suhrkamp, 1976.

1%see Mileck, Joseplermann Hesse. Life and ArBerkeley: University of California Press, 1978. &tk
explains that although Hesse attempted to wriemalibretti, nothing actually came of them (44).



Hesse’s novels are captivated by this specific art, it appears ttaittboe himself held

special regard for it — this interest stemming from his undeniable féascinath early

German Romanticism, as well as from his own personal disappointments with tea writ
word. Given the highly autobiographical nature of many of his works, it is reasonable to
assume that Hesse himself shared some of his characters’ linguidtations, as | have
proposed in the first chapter. Perhaps he, too, wished to access something beyond mundane
empirical reality but had difficulties accomplishing this with langualgee. Hence, it is
possible to understand him as drawing on Novalis’ 150-year-old desire to literiadly

linguistic “compositions” — musical pieces with words — so as to synthesizetthes

important art forms and transcend phenomenal bound&tigsvill show in the second part

of this chapter that Hesse does indeed try to write musically to a certage degy, he

attempts “transmedialization” or musical ekphrasis, as Siglind Bruhn hasdargher book

The Musical Order of the WorldThis, in turn, will support the larger claim | make about

Das Glasperlenspieh this dissertation: Both Hermann Hesse and Josef Knecht endeavor to
access an absolute through a unique synthesization of language and music — and both fail.

These failures ultimately prove to be one of the last experiments in Geteratulie to

101 As mentioned in the first chapter of this dissota Hesse’s attempts to “synthesize” the two igigtes

take the form of the early German Romantic desirtitn language into music. | am not focusing is th
dissertation on the common occurrence of wordsrapamying music, such as in opera pieces or Lieder.
Hesse, himself, does not seem to emphasize tkés fatm of synthesis much in his life either. dugh he
occasionally tried to write libretti, these attesptl failed. Moreover, his libretti were meantstapport the
music rather than vice versa. For instance, vétbrence to the libretto he wrote for the proposeera

Biancg Hesse explains, “[d]iese Dichtung ist ein Versudik romantische Oper zu erneuern. Verse und
Gesang gehen durch, ohne unterbrechende Prosai€diusik138). In other words, Hesse did not wish to
interrupt the music with recitativo.
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achieve this particular kind of marriage between language and music and rethdtemnd of

the long Romantic period in German literattffe.

Il. Music as the key to communication

As previously mentioned, Hesse sets up a number of goals for language within his
novels, only to demonstrate that language actually fails to achieve anyrof khest
surprising is the fact that, although almost all his fictional charaatergate possibly most
of his readers expect language to facilitate communication between peoplealntods
always lead to misunderstandings and confusion, especi@lgdsrGlasperlenspiel AImost
as unexpected is the fact that language, which is often used by Hessetechanadescribe
empirical reality, is also incapable of accomplishing this particul&r tBsally, coming to
the forefront in Hesse’s final novel, the goal of language as art — of literatareelp one
access a reality beyond the phenomenal realm, also presents itself asabiattaihis final
failure of language is the most important one for comprehending the complekiegssé’'s
masterpiece and in supporting the main thesis of this dissertation: Therditahdiaift in
German literature shortly after the publication of Hermann HeBsessGlasperlenspiel
Despite language’s shortcomings, a different art form, not based on words, dods indee
successfully achieve a number of these linguistic gddlssicis the key to communication,
to describing empirical reality, and to accessing the absolute in Hernemse’'sl works.
However, it is a music completely independent of language, rather than langpaue do

become music, as Novalis had once dreamed would someday be possible.

192 Thus, | demonstrate that musiclias Glasperlenspigilays a much more significant role than many
scholars have hitherto acknowledged. See, for pigrRalph Freedman’s claim that music functionmprly
as a “symbol” in the novel (283).
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i. The beauty of non-instrumental, 18'-century music
First, it is important to examine what kind of music Hesse proposes as a solution to
most of language’s problems. This will help to explaavandwhy music achieves certain
goals when words fail to do so. Unlike other themes and ideas in this author’s laerg care
the type of music he extols changes very little over time. Hesse consiptaigls 17-
through early 19-century baroque and classical music, while condemning later romantic
pieces and modern P@entury works, especially most non-instrumental mtfiave find,
for example, the protagonist Der Kurgastobjecting to the musical preferences of his
fellow health spa guest&! He complains:
[llch [wiinsche], sie m&chten richtige Musik spielen statt all dieser Kunkéstlic
Bearbeitungen und Arrangements. Und doch wiinsche ich auch diese eigentlich
nicht. Es ware mir um nichts wohler, wenn statt diesem unterhaltenden Auszug aus
Carmen oder aus der Fledermaus etwa ein Schubertquartett oder ein Duo von Handel
gespielt wirde. Um Gottes willen, das ware noch schlimidergast42)
The fictional author is obviously dissatisfied with the late 19th-centuryatp&hoices
CarmenandDer Fledermausand, although it is a bit confusing at first as to whether he
prefers the earlier, instrumental works of Schubert and Handel or not, a lataygasthe

story sheds light on this specific point. The character thinks to himself wieleitig to a

woman play piano that “[sie] ein liebenswirdiges Menuett aus dem achtzehnten

193 Hesse and his literary figures do seem to makexaeption for certain kinds of church music, bt
fictional characters almost exclusively focus oa thusical nature of the religious words rather tienactual
meaning of them. For instance, one finds Goldmweamplating irNarzi und GoldmundUnd sehr liebte

er die Kirchengesange, namentlich die Marienliederliebte den festen strengen Gang dieser Gesdmge
immer wiederkehrenden Anflehungen und Lobpreisundgemkonnte ihrem ehrwiirdigen Sinn anbetend folgen
oder konnte auch, des Sinnes vergessend, nuridicieen MalRe dieser Verse lieben und sich voeihn
erfullen lassen, von den langgezogenen tiefen T,éraanden vollen ténenden Vokalen, von den frommen
Wiederholungen. Im innersten Herzen liebte ertrilidd Gelehrsamkeit, nicht Grammatik und Logik, oy
auch sie ihre Schénheit hatten, sondern mehr lbtige Bilder- und Klangwelt der LiturgieN@arzi343).

194 One should not become confused by the fact tleahéfalth spa guest appears to change his mind tizset
“Kunststucke” further on in the novel. He thinkshimself when listening to a typical resort pemfience, for
example, “[z]Juweilen gewinnt und bezaubert michtadie Musik selbst’urgast74). It is important to note,
however, that he seems more pleased with the mughis point in time because he is no longer digtua
listening to it. The music has merely become a tegyass the timeKrgast74).
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Jahrhundert mit ungetibten, aber kraftigen Handen vergewaltigt und totgeschlagen [hat]’
(Kurgast71). Clearly, the resort guest appreciates 18th-century music, but he dogeyot e
hearing it performed by someone who does not share his profound admiration. The violent
metaphors of death and rape used to describe the experience make it clear hbwhstrong
feels about his musical preferences. Thus, it now becomes obvious that the man would rather
his peers play bad opera than that they ruin beautiful Schubert or Handel pieces. The othe
health spa guests are not able to do “richtige Musik” justice.

Given the health spa guest’s general dislike for opera and f&teeh®ury music in
Der Kurgast it comes as no surprise to find Richard Wagner leading a procession of “guilty”
composers through the depths of hell in Hesse’s ridgebteppenwalfin a late scene,
Harry Haller finds himself in one of the many rooms of Pablo’s Magic ThedateMwozart,
his great idol. Haller hears the compos@&t Giovanniin the background and comments
with enthusiasm, “[e]s ist die letzte grol3e Musik, die geschrieben worddBtisgpenwolf
399)1% He continues by stating, “[g]lewil3, es kam noch Schubert, es kam noch Hugo Wolf,
und auch den armen herrlichen Chopin darf ich nicht vergessen...o ja, auch Beethoven ist ja
da, auch er ist wunderbarSteppenwol899). This latter claim seems at first to contradict
the previous assertion that Hesse’s characters tend to disapprove of Romaiatic mus
However, Haller immediately qualifies his opinion and explains, “[a]ber dizs 8b schon
es sei, hat schon etwas von Bruchstick, von Auflésung in sstbpgpenwol899). Although
this particular music appeals to Haller in some sense, it also alreadizddows a
degeneration of music, which, according to a number of characteesitlasperlenspiel

will continue well into the 20 century and beyond.

195 Although Haller praises an opera in this sectibseems likely that his admiration is directed etoward
the composer himself than operatic music in general
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Mozart’s reaction is to magically wave his hand and transform the theaterdangea
canyon meant to represent the underworld or some form of hell. The two charactess obser
a procession of people dressed in black, led by Johannes Brahms and Richard Wagner.
According to Mozart, both men are paying the price for “[d]as dicke Instrueneng,”
which was so popular in their tim8teppenwold00). The composers walk and seek
retribution for creating music burdened by unnecessary notes and wild ornaonéfitati
Mozart himself appears dissatisfied with the direction music took aftanfesand tells the
narrator, “ich habe das Metier [Musik] aufgegeben, ich habe mich zur Ruhetgdséet
Spalies halber sehe ich zuweilen dem Betrieb noctsStepgenwol899-400). In other
words, anything after classical music is either punishable or, at the astyret to be taken
seriously.

Hesse also comments briefly on more modefi@tury music in one of his lesser
known short stories “Ein Abend bei Doktor Faustus.” In this piece, Mephistopheles has
created a machine that can play sounds from the remote past and distant future, wioich Dokt
Faustus wishes to demonstrate for a house guest, his friend Doktor EisenbaeigMusik
304). After listening to strange singing and poetry,

eine Musik [brach] los, eine wilde, geile, sehr taktfeste Musik, schmettern bald, bal

schmachtend, eine ganz und gar unbekannte, fremdartige unanstandige, bosartige

Musik, von heulenden, quakenden und gaksenden Blasinstrumenten, durchschuttert

von Gongschlagen, tberklettert zuweilen von einer singenden, heulenden

Séangerstimme, welche Worte oder Verse in unbekannter Sprache von sich gab.
(MichelsMusik307)

191t is interesting that Haller, an intellectual gumaet, thinks to himself in response to what hehessd from
Mozart: “Mir war recht elend geworden. Ich sah iméelbst, einen todmuiden Pilger, durch die Wiste de
Jenseits ziehen, beladen mit den vielen entbebri@iichern, die ich geschrieben, mit all den Aafsét mit
allen den Feuilletons, gefolgt vom Heer der Setdierdaran hatten arbeiten, vom Heer der Leseidalealles
hatten schlucken musser8téppenwold01). One can read this passage as a reflectivimesstate of literature
at the timeDer Steppenwolfvas written and Hesse’s personal desinedbwrite the typical, meaningless pieces
so popular in the age of the Feuilleton, as theabar ofDas Glasperlenspigkefers to the period. Hence, Hesse
extrapolates on his literary views through a musaoalogy, something which occurs more and momguieatly
over the course of the author’s career.
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This wild music is completely strange and foreign to the damned scholar arudiéégue.
They wonder together whether future man has gone completely insane or if peehaqss d
have come to rule the earth (Mich#sisik308). It is unclear whether this violent, evil,
disagreeable music is supposed to represent late jazz music or even pabsibhb8rg’s
twelve-tone music, but this point is not especially relevant to the discus$iancat What is
important is that the two listeners can find no recognizable structure to theandsio not
enjoy listening to it. This lack of organization and familiarity will prove tohsekiey to
understanding why Hesse raises classical and baroque pieces, music basetd on s
convention, to a special status in many of his works, while damning music of latetsperi
In fact, | will demonstrate later in this chapter that this specificaciaristic ties directly into
comments made regarding music, language, and communicabas iGlasperlenspiel

In his last novel, Hesse continues to pay tribute {baritl 18'-century music as
“[die] echte[] Musik” (GPS26) and calls particular attention to Johann Sebastian Bach,
mentioning the baroque composer on at least ten separate occasions in the stony and eve
attributing a poem titled “Zu einer Toccata von Bach” to Josef Kn&hg476)°’
Hesse’s characters also continue to praise “klassische M@&H3Z6) and to condemn the
same romantic and modern musidias Glasperlenspiads they did in his earlier writings.
Thus, we find the historian of Knecht's biography describing tHeat®@ 28 centuries as
the “Zeit, wo die Sucht nach Dynamik und Steigerung alles Musizieren bdtierosal wo
man Uber der Ausfuihrung und der ‘Auffassung’ des Dirigenten beinahe der Musik selbst

vergald” GPS24). This time period, according to the narrator of the novel, was

197 Hesse also depicts the music by other baroquelassical composers in a positive light, e.g., BII(GPS
91, 173, 174, 178, 349), ScarlatBRS129, 210, 374), FrobergeEPS49, 103, 129, 385), Pachelb&RS30),
Schitz GPS30), Mozart GPS41, 44, 46), Handel3PS44, 174), CouperinGPS44, 91), MonteverdiGPS
49, 73), and Pratoriu$sPS49), to name but a few.
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characterized by the desire of various conductors to constantly outshine all previous
performances of certain musical pieces with their own interpretatidmsseTconductors
pushed their orchestras to play faster and louder, and whatever magic may haeeiheée

in the original compositions, was lost in this competition to outdo other performarnioes. T
narrator also critiques the “Kult der Vorherrschaft des harmonischen undrdsinrdichen
Dynamik im Musizieren..., der etwa von Beethoven und der beginnenden Romantik an durch
zwei Jahrhunderte die Musikibung beherrscht HaP$26). It is not surprising that
Castalians, people who herald reason and discourage individual creativity, wopfutalisa
of a music which places the sensual before the organizational. According to #terntre
biggest fault of musicians from Beethoven onwards for the next two hundred ysdtsewa
obsession with harmony — that is, the tendency to push harmony beyond conventional,
classical limits — and the sensual dynamics inherent to music’s n&tugmally, the
Musikmeister offers one final, explicit criticism of music “im Feetiinzeitalter,” namely

that “[d]as Talent ohne Charakter, das Virtuosentum ohne Hierarchie...das Musiklebe
beherrscht hatte'GPS81). The wise Musikmeister notes that musicians and composers
from this time period lacked something he regards as absolutely esseatedting good
music: morality. This idea relates to the previous comment about the overwhelming
sensuality of music, which Castalians would naturally distrust. In order to coat@éonis

this art form’s highly sensual nature, people creating and playing musicdicrto the

wise man, must have strong characters and respect for the idea of kigh@arahing and

serving. Without it, music will not live up to its full potential.

108 According to Theodor Ziolkowski, this £9and 28-century obsession with the sensual in music istwha
leads characters Das Glasperlenspidb prefer older music. The scholar notes, fotainse, “[flor Knecht
perfection in music is achieved in the period 13800 (especially by Bach), in which a delicate beéaof the
intellectual and the sensual is maintaine@lass Beadb5).
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In summary, Hesse’s characters critique romantic and modern music fobarmfm
different reasons: Harry Haller disapproves of the “disintegration” ofaegjinning with
Beethoven; Doktor Faustus finds future music disturbing and foreign, in part becauese of th
strange gong sounds and loud brass instruments he hears when listening to Meplgstophele
acoustic time-machine; the biographebDias Glasperlenspialbjects to the way in which
19" and 28-century composers pushed the limits of harmony and dynamics; and the
Musikmeister misses a sense of hierarchy and organization in most music edraftes
1800. What these apparently distinct criticisms have in common is the underlying opinion
that instrumental music should to be strictly based on rules and convéfitions.

What seems to trouble most of Hesse’s characters is that a listener-cbpsstal
music “can...no longer..identify with a stable backdrop of convention upon which themes

and episodes play and from which they receive their foreground profiles” (BuGham

199 Although Hesse’s characters stay relatively caestswith their musical preferences, the authordeitin
seems more flexible. He enjoys, at least in hikyaays, music by Beethoven and Chopin. Hesstesvin a
letter to Eberhard Goes in 1896, for example, Hiliebe ihn [Chopin], wie ich auer Mozart keinendiker
liebe” (MichelsMusik126). Hesse consistently mentions Chopin in hikygmems and letters. Similarly, the
author appreciates Beethoven’s music as well duhisgtime in his life. Hesse writes in a letteiHelene
Voigt-Diederichs in 1898, “[w]enn nicht Chopin waker so unbegreiflich mir aus der innersten Seslet, so
wil3te ich neben Beethoven wenig Klaviermusik ztagen” (MichelsMusik134). However, Hesse
determines that there are dangers associated awtantic music as he grows older. In notes from 1€
man cautions: “Wer wenig von Musik versteht, gehieBistens die romantische leichter. Die klassidudht
keine solche Orgien und Rausche zu bieten wie @adyringt aber auch nie Dégout, schlechtes Gewiaad
Katzenjammer” (Michel$lusik140-141). Moreover, the author jokes in a letbehis wife, Ninon, from 1928
about leaving a concert after listening to the Mbaad Bach pieces before Beethoverf’ssgmphony was
performed so that the “1. Teil des Konzerts getréttarde]” (MichelsMusik153). In the end, Mozart and
earlier musicians really do seem to be the compgddesse admires most. In a dairy entry from 18&3se
writes: “Uber diesen Tag, tber diese Seite meinetdn Lebensblatter méchte ich ein Wort schreiban,
Wort wie ‘Welt’ oder ‘Sonne’, ein Wort voll Magi&oll Klang, voll Fille, voller als voll, reicher sareich, ein
Wort mit der Bedeutung vollkommener Erfiillung, wolinmenen Wissens. Da fallt das Wort mir ein, das
magische Wort fiir diesen Tag, ich schreibe es gh#b dies Blatt: MOZART. Das bedeutet: die Welt ha
einen Sinn, und er ist uns erspurbar im GleichaisMusik” (MichelsMusik 150).

10 For a detailed description of the shift in listeniand compositional practices which occurrediattttne,
see: Burnham, ScoBeethoven Herd?rinceton, NJ: Princeton University Press, 1995.

The music scholar argues quite convincingly that‘thrning point in music history” (4) took placetiv
Beethoven'€roica symphony and that Beethoven “liberate[s] musioftbe stays of eighteenth-century
convention” (xvi). Although Burnham depicts thesgnges in a positive light, Hesse’s charactersapp
dissatisfied with the direction that music tookeafBeethoven.

131



In other words, people can feel disoriented when listening"todr® 2&-century music
because they no longer know what to expEcfThis is one reason why Hesse praises all
earlier instrumental music, which is deeply rooted in and based on convention — this music
allows artist, performer, and audience to communicate with each other becansman
cultural code exists among them. The standard practices of baroque andlaiassic,
such as the rules governing harmonic chord progressions, allow people fantiiitisvtype
of music to easily process the information conveyed in a particular piece. Jlaere i
framework and structure found in this music, which closely resembles tseofigeammar
governing natural language. Thus, highly conventionalized music can be seen aszaor ers
replacement for language, which fails to support communication. This kind of mlike is
language in all the right ways, but does not share any of language’s-faults.

Although continuously praising 7and 18'-century music and critiquing
language’s inability to allow people communicate with each other, Hessaakoeslly
make the connection between the two ideas, i.e., he does not propose music as a solution to
this communication problem, until writifigas Glasperlenspielln earlier stories one finds,
at most, an occasional passatjading to this idea. IfNarzif3 und Goldmundor example,
Goldmund finds it necessary to comfort one of his female companions when she becomes
upset. The narrator describes the situation and writes, “[m]it Worten trOssstenge, nur

mit seinem Streicheln, nur indem er ihren Kopf an seiner Brust hielt und leisessinnl

1 This seems to explain Josef Knecht's prediledimrconventional music and traditional glass beanhes,
as well as in his dissatisfaction with some ofdaenes created by his friend, Tegularius, who téadavor less
conservative compositional techniques in his gaf@&xS156).

12 Eor example, listeners of highly conventionalizedsic do not expect individual notes to directlyrpeo

objects in the empirical world (an erroneous baligén associated with language, which leads toraber of
problems, as discussed in the first chapter).
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Zaubertbne summteN@arzif3118). Goldmund knows that words will not console his friend.
Instead, humming a melody — making music — is the most practical way towuooate a
sense of security to another persbhNevertheless, this scene does not unequivocally
support the idea that music fulfills language’s goal of communication better thds. widne
direct resolution of this problem does not occur until Hesse writes the biograpbyebf

Knecht.

ii. Music aiding linguistic communication: Pater Jakobus and the Deginoris

There are two different ways in which music aids or replaces verbal conatioinic
in Das Glasperlenspiel The first, and less radical, is when Josef Knecht uses music as an
introduction or opening to a verbal conversation with another character, who is netdyet re
to completely let go of the idea that communication occurs only through langulaigas T
often the case with people from outside the Province, such as Pater Jakobus or members of
the Designori family. The second way music solves this particular languagerprisiby
directly expressing ideas and emotions through the medium of music without any words at
all, as if often the case with Knecht and the Musikmeister.

Knecht's first assignment for the Order after completing his requinelkes is to
travel outside the Province to the monastery Mariafels. Officially, he is theutor the
monks in the basic rules of the glass bead game. Unofficially, his mission is toceaxi
important monk named Pater Jakobus of Castalia’s merits in the world so thatgibeseli
man can help Castalia win representation in Rome. Knecht finds his taskslgspeci

difficult at first because he is considered an outsider by most of the monks in thetengna

3 This humming, although akin to singing, is momaikir to instrumental music because it is independé
language.
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and he feels extremely uncomfortable in their company. Furthermore JBetdrus, “der zu
Anfang die Worte ‘kastalisch’ oder ‘Glasperlenspiel’ nur mit ironischetoBung, ja
ausgesprochen als Schimpfworte benutzt ha@®3184), has a significant amount of
disdain for Castalia, and Knecht is unsure how to win him over. It is clear thadtitkm#c
have to converse with him using language — it is the most acceptable means of
communication for men of the “real world” — but Pater Jakobus does not seem open to
hearing the message Knecht would like to convey.

It is not until both discover a shared love of music that Knecht is able to get the older
man to actually listen to what he is trying to tell him about the intrinsic woi@asfalia.
One evening, when walking by the monk’s room, Knecht hears the man playing a sonata by
Purcell, “ohne Virtuositat, aber taktfest und sauber gesp@RPS173). Knecht thinks to
himself that the music is “einsam und weltfern, und so tapfer und unschuldig, so kindlich und
Uberlegen zugleich wie jede gute Musik inmitten der unerldésten Stummbheit def 8RS
173). This music seems to belong neither to Castalia nor to the rest of the wisrld. It
innocent and childlike — neutral in some mysterious way — thus making it the perfect
impartial meeting ground for men from such different backgrounds as Knechttend Pa
Jakobus. Itis a voice in a silent world, a form of communication when words alone will not
suffice. Pater Jakobus seems to sense the same calming magic in the mugxtaarite
Knecht, “er spiele jeden Abend eine halbe oder auch eine ganze Stunde, er bhaende se
Tagewerk mit dem Einbruch der Dunkelheit und verzichte in den Stunden vor dem
Schlafengehen auf Lesen und Schreib&P$174). The monk realizes on some
unconscious level that there is perhaps something more honest and truthful aboutithis mus

than there is about language, which is why he wishes to end his days by playiag sonat
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rather than by reading and writing. This common interest in Purcell leaasen to talk all
night about music and eventually paves the way for other conversations aboua @astal
the history of the world.
The two have a number of discussions, and Knecht does eventually seem to convince
Pater Jakobus to support Castalia, despite having to rely on language to do so. However,
although depending on imperfect words to communicate, the actual connection and most
meaningful exchanges occur between the two men on the many evenings they make mus
together. Knecht visits Pater Jakobus frequently and
[brachte] haufig sein Klavichord oder auch eine Geige mit[], dann setzte siclteler A
ans Klavier im sanften Licht einer Kerze, deren suf3er Wachsduft den kleinen Raum
erfullte gleich der Musik von Corelli, Scarlatti, Telemann oder Bach, die sie
abwechselnd oder gemeinsam spieltéaP $210)
In the end, it is music that allows the men to even attempt linguistic commanicati
One finds something very similar occurring with Plinio Designori’'s saoward the
end of his time in Castalia, Knecht visits his childhood friend when he has the time and
occasionally finds himself alone with Plinio’s son, Tito. He speaks to the boy smsebut
Tito often displays “Ablehnung und TrotzGPS373) and “zeigt[] sich gelegentlich
ausgesprochen unartigGPS374). Knecht's words seem to have little effect on the young
man. One afternoon, though, Knecht asks Tito whether he enjoys music and afitey playi
piece from Scarlatti on the piano, the Magister Ludi pauses, and “da er den Knaben
aufmerksam und hingegeben fand, began er ihm in kurzen Worten zu erklaren, was in
einer...Glasperlenspielibung ungefahr vor sich geG®3374). Tito is clearly more willing
to listen to Knecht’'s words after this musical interlude. Although Knecht ressttrto

language to communicate with Tito, music made the boy much more receptive to the

message being conveyed.
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Knecht is well aware of the way in which he manipulates music to his own advantage
After leaving the Province forever to become Tito’s private tutor, Knecht nmastviays to
communicate successfully with the young man. He decides one morning to use
“SportkameradschaftG@PS466) to connect with Tito. Nevertheless, Knecht is very aware
“[e]s [ist] ein Mittel unter mehreren, und keines der wichtigsten, die MusikEeispiel
wurde viel weiter fuhren”"GPS466). Knecht has absolute faith in music’s ability to make
his conversation partner more sensitive to the messages he finds himseHnilgdegag to
convey through an imperfect linguistic medium. In his dealing with people from outside of
Castalia, music makes a type of communication through words at leadtypsuiaessfuf*

One finds something similar occurring with Tito’s father on one occasion, but rathe
than preparing Plinio Designori for a conversation by playing niistc Knecht turns to
music as a last resort after what appears to be a failed linguistic ezrcofatseen in the
previous section, Designori continually attempts to speak with Knecht over tiseayear
almost always leaves such a discussion with the impression that the two meedrave b
speaking two completely different languages. After another such conversatiiog aath
Designori’s general depression, Knecht decides to play some music foemds fin fact, he
plays the very same Purcell sonata that the Magister Ludi and Pater Jakibbosdied over
years before. Designori, although very frustrated before hearing the finagie...ein
verandertes und erhelltes Gesicht” when finally departB®3349). In this case, rather

than prepare his conversation partner for future linguistic communication bggphaysic

14 The supreme importance of focusing on music ratiar sport is, however, lost on the Magister Lude
uses music to his own advantage on numerous ocsafiooughout the novel, but never seenfsiity realize
how vital it is to his well-being. Thus, one finden making comments about wanting to write litaratafter
leaving Castalia — rather than remarks, for insgtaabout wanting to become a musician — and swimnairhis
death in a physical competition with young Tito @@sri, instead of playing the flute he broughtrjas his
sole possession from the Province. Had he onbksuith the musical education of the boy, he mail have
lived a number of years longer. Knecht, in all\wisdom, fails to see that music is the essentiahflation of
his life and drowns before he can even begin teacthie boy.
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first, as Knecht often did with Tito and Pater Jakobus, the glass bead game ragster pl
music and attempts to communicate by these alternative means with Designaftem|
words fail him. It is likely that Knecht recognizes Designori’'s @xie dependence on the
belief that language should allow one to communicate all ideas — the two were known for
having numerous and lengthy linguistic battles in their youth and Designoriwasdhe
superior debater — and the Magister Ludi probably suspected that approachingrBtinio fi
with music might actually create a mental block in this particular clearattence, only

after Designori finally realizes, at least on an unconscious level, thds w@re not helping
him communicate with his friend does Knecht successfully replace lingoostversation

with musical communication. Designori could not put into words what Knecht was telling
him through the Purcell sonata, but he obviously received the message. Knectd'svdssi
for Designori to find some inner peace and to alleviate his friend’s sigférhe expression

on Plinio’s face when leaving assures the reader that this, indeed, is whagaccurr

iii. Music replacing language:Der Musikmeister

Although using music as ad to linguistic communication with some characters,
Knecht finds himself able to forgo language entirely when conversing with oranpers
particular in Castalia. It comes as no surprise that Knecht's mentoriemd, he
Musikmeister, is a man open enough to the idea of musical communication that he and
Knecht entirelyreplacelanguage with music during some of their encounters. Indeed, a
musical dialogue occurs during their very first meeting. The older mariewsrKnecht as
a young boy so as to determine whether Knecht has the potential to succetsfiylin
Castalia. The boy is “verwirrt” and “bezaubert,” and “konnte...nichts [sag&i'S62).
Words completely fail the young man. In response, the Musikmeister plays theibggf
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a popular melody on the piano. Knecht immediately recognizes it, continues to diayehe
and the Musikmeister accompanies him, adding first one voice, then another, and another.
They repeat the melody and “[v]iele Male spielten sie das Lied, es wer Werstandigung
mehr nétig und mit jeder Wiederholung wurde das Lied ganz von selbst reicher an
Verzierungen und RankenspieGPS52). When the narrator writes that there was no need
for “Verstandigung,” he specifically means that there was no verbal ooration
necessary. Knecht and the Musikmeister need no recourse to language in orddeto dec
what notes to play, but they are in full “agreement” and are “communicatitiyg’each other
through music alone.

This episode is clearly unlike the ones mentioned previously because music is not
being used as a way of leading into a verbal discussion but is instead a reptdoeihe
The narrator notes namely, “die vier Stimmen zogen ihre ihre diinnen, klaren Linien,
sprachen miteinandestitzten sich aufeinander, Gberschnitten sich und umspielten einander
in heitern Bogen und FigurenGPS53)1*° A great deal is being said in this scene without
either chracter actually speaking any words. In fact, the two are saseed in their shared
experience, in their musical “conversation,” that “der Knabe und der Altgetaan nichts
Andres mehr, gaben sich den schdnen verschwisterten Linien hin und den Figuren, die sie in
ihren Begegnungen bildeten, in inrem Netz gefangen musizierterG$&53). After this
intimate and all-consuming event, Knecht once again “brachte kein Wort heGRS53).
The boy still had no use for language. Everything important had already beencmated
through the music.

Although the Musikmeister and Knecht do have a number of verbal discussions over

the years — as we have seen in the previous section, no one in Castalia is ablego give

15 My italics.
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language completely -- this kind of musical communication between the youngnddis
mentor continues for a lengthy period of time. In fact, the bond forged between them
through music is so strong that eventuadlyy kind of communication between the two is
heard by Knecht as music. Towards the end of the Musikmeister’s life, the old man
gradually distances himself more and more from language until he refuseskaisgka
Knecht visits him and recounts the experience to his friend Carlo Ferromontéter.atie
writes:
Wegnistens habe ich das, was von ihm ausstrahlte oder was zwischen ihm und mir
wie rhythmisches Atmen hin und her wogte, durchaus als Musik empfunden, als eine
vOllig unmateriell gewordene, esoterische Musik, welche jeden in den Xagiber
Eintretenden mit aufnimmt wie ein mehrstimmiges Lied eine neu einfal®tmuene.
(GPS284)
Although the Musikmeister does not actually play any music on this occasion, he has
become, through the frequent musical conversations between him and Knecht ovarghe ye
a literal “Personifikation der Musik” for Knech&PS284). Thus, even the rhythm of their
breathing is perceived by Knecht as music, which is to say, he and the Musikmeiste
communicate in their own, unique, musical way one final time. Knecht understands that his
mentor is dying, but that the old man is content, satisfied, and ready to let go dhde

Musikmeister needs no words to express these ideas and his mere presencewaione all

Knecht to hear the music that would have communicated this inforntation.

118t is not the case that the Musikmeister neves msesic as a way of making his mentee more recefmia
verbal message, as Knecht himself does with Tit®ater Jakobus. However, this only occurs whercKiis
feeling unbalanced and disturbed by his Castahadies or duties. For instance, the Musikmeisisits/
Knecht “in eine Zeit, wo Josef, von seiner Aufg&iomidet und zermdrbt, groRe Muhe hatte, das
Gleichgewicht zu bewahrenGPS104). The Musikmeister receives unsatisfactoryvens to a number of
guestions and then decides to use music to makehiKn®re responsive. The older man seems wellexofar
what he is doing and “[g]eduldig lieR er sich Zglpsef] in den Zustand der Bereitschaft und Englféhkeit
zu versetzen"GPS105).
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lll. Describing empirical reality through musical analogies

I have shown that music often allows for much more meaningful communication
between people iDas Glasperlenspighan language does. Similarly, music frequently
enables characters to describe certain aspects of empirical neatkymore efficiently than
direct linguistic references to the world do. This phenomenon, unlike the previously
described ability of music to aid in communicatidongsoccur throughout most of Hesse’s
works. The most common way one finds Hesse’s characters drawing on musicitmedescr
the phenomenal world is through musical analogies. These characters, jtrst Bkghor
himself, find themselves necessarily bound to imperfect language when attetagiortray
some aspect of reality. In an effort to overcome their linguistic liitaf they allude to
music, albeit through words. That is to say, they verbally — for they often have no othe
choice — compare something in the world to some feature of music. Although many of
Hesse’s characters are not fully aware that they are compeneatiagguage’s
shortcomings through musical comparisons, the author is completely conscious of his
actions. He writes in a letter to C.G. Jung in September, 1934, “[f]ur Ihr Gehdialres
Sie das Gleichnis der Chymie, so wie ich fir meines das Gleichnis der Musjkuhdlmvar
nicht irgendeiner Musik, sondern eher das der klassischen” (Miktatésialien 96).
Interestingly, one finds Hesse and his characters employing this mettesicofption most
often with respect to certain themes: they use musical analogies wimgntérgiepict the
makeup of Castalian society, the degeneration of the world in general, and ef toairs

abstract glass bead ganié.

1171t seems counterintuitive at first to discuss Hessing language to describe music in order tocdegiat
language cannot express on its own, but when ctugkzing this idea in the larger framework of thiject,
one realizes that this is simply another way Hessampts to “combine” music and language with therall
goal of accessing something absolute through tiyeserks of art, such a@das Glasperlenspiel
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i. Romantic analogies in Hesse’s earlier works

In his earlier works, Hesse often uses musical analogies in a mannagesdudy
German Romantic descriptions of the cosmos as music. Especially in “Klineizbes
Sommer,”one finds a number of references to music, which are meant to describe the
universe — the state of the phenomenal world — better than direct referentlarsguage
alone could. However, unlike Novalis’ poetic visions of the way in which the natural worl
and music harmoniously mirror each other, Klingsor’s world as described througiaimus
analogies seems more dissonant.

The artist critiques one of the most fundamental building blocks of empiriciéy real
relatively early on in the story: time. He lies in bed one night and complairiaytjw gab
es Zeit? Warum immer nur dies idiotische Nacheinander, und kein brausendesdestig
Zugleich?” Klingsor 299). At first, it is unclear why Klingsor would wish for the
consecutive nature of actions and events in time to be simultaneous instead, andlyt is nea
impossible to imagine what a world in which everything occurs all at once woukebe |
However, the artist follows this statement with another comment, which draws @) taus
clarify. He thinks, “[d]as ganze kurze Leben hindurch konnte man genief3en, konnte man
schlafen, aber man sang immer nur Lied um Lied, nie klang die ganze volle Syenptitoni
allen hundert Stimmen und Instrumenten zugleigiihgsor 299). Suddenly, through this
comparison to music, the reader begins to understand how and why Klingsor wishes the basic
nature of time to change so drastically. It is relatively easy tgimaavarious life events as
individual songs, some sweet, some sad, and each one following the next. However, it is
alsoeasy to imagine these songs being played simultaneously and creatiggifecerd

symphony of life. Klingsor wants all of life’'s experiences to happen at oncadsettey
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would be more powerful and significant than when they occur one after the other, just as a
harmonic composition is only complete when all the individual voices are played together
rather than separately. This musical analogy allows one to understand how Kkngbr
wish to change the phenomenal world if it were possible, something difficult ¢onenan
its own or through mere linguistic descriptitfi.

In general, Klingsor does not seem to have the most optimistic outlook regameling t
future of the world. Very frequently, the artist refers to the phenomenal wagdns of a
“ferne Tonart” Klingsor 313), an unfamiliar musical key. He is more specific later on in the
story as to which particular mode he is referring to and mentions “die Tonagt TTse”
(331), a key found in Chinese music, described and discussed in LU B8werig and
Autumn™? Indeed, Klingsor cites a portion of this text in the story, and one discovers that
Tsing Tse is the musical key associated with the “Untergang” of tHd @dingsor 331).
Klingsor, however, does not seem perturbed by the fact that the phenomenal world is
degenerating and reaching its end. This counterintuitive reaction remains cotgusing
readers until one examines another musical analogy made by Klingsoaydie s

Nie war die Welt so schon, nie war ein Bild von mir so schon, Wetterleuchten zuckt,

Musik des Untergangs ist angestimmt. Wir wollen sie mitsingen, die sti3e bange

Musik, wir wollen hier beisammen bleiben und Wein trinken und Brot essen.
(Klingsor 328)

18 Hesse mentions this idea of changing the basio@af time inDer Steppenwolis well In this story,
Haller contemplates the music that he loves — gibgeMozart and Bach — and thinks to himself, “di®tusik
war so etwas wie zu Raum gefrorene Zesteppenwol845). Later on, he finds a sign posted on ondef t
doors in Pablo’s magic theater, on which is writtémbegriff der Kunst — Die Verwandlung von Z&itRaum
durch die Musik” Steppenwol884). It is difficult to imagine exactly what Haflmeans with these enigmatic
claims. One possible interpretation could be Hedse draws on the distinction Arthur Schopenhmades
between the world as Will and the world as RepriegiEm in these passages. Music, a direct linkéoworld
as Will, calls into question and confuses concepth as space and time because the Will existpémdtent
from the empirical world’s natural laws and thengiple of sufficient reason.

19 i1 Bewi’s Spring and Autumis a classical, encyclopedic Chinese text fronuado239BC Kew World.
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One would presume that the end of the empirical world would normally be considered a
extremely negative event, which people would generally dread and fear. Klingsevenpw
appears to attach some positive connotations to phenomenal reality’s denmesetioa r

difficult to relate to until the man compares this gradual degeneration to. niuisicot

terribly difficult for someone to imagine, for instance, music that is sad gyndeining,

perhaps composed and played in a minor key, but also beautiful and sweet at the same time.
It is only through the allusion to music that Klingsor can describe the phenomeftthbnar
express his feelings about it.

This general depiction of the natural world in its final days occurs in one séldes
next novelsNarzif3 und Goldmundas well. Whereas Klingsor’s references to music stay
somewhat abstract, foreign, and distant — the story taking place in a tatkat world with
characters who would like to confound time and space — Goldmund’s dying world has a
stronger resemblance to the phenomenal reality that readers know. Moreevences to
the death of the world, to “das Lied der Verganglichké\ianzi3225), are to be taken more
literally, as Goldmund finds himself wandering through lands ravaged bygaeptd some
sort, which is actually killing a number people.

Goldmund travels from place to place and notices, “[e]s war dunkel und wild in der
Welt geworden, heulend sang der Tod sein Li&Hr¢i3226). Goldmund perceives his
surroundings as disturbing music, but surprisingly, rather than fleeing frersatiind,
“Goldmund horte es mit offenen Ohren, mit brennender LeidenschtZi3226)%° Like

Klingsor, who felt drawn to the “Musik des Untergangs” because of its sweet sound,

120 Although Hesse uses the word “Lied” and writeswtsteath “singing” in this section, one should
understand these possible suggestions of vocabrmusie as allusions to melodic “tunes” without werdust
as Goldmund hums a melody to comfort a friend eaiti the story, he hears death’s music as melodydse
scenes rather than as music accompanied by words.
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Goldmund wants to hear this music of death. However, while Klingsor’s attituded e
music seems calm, accepting, and almost peaceful, Goldmund listens with “lpassngn.”
In fact, as he continues his journey through plague-stricken lands, he is “bexaumscht
Todeslied, hingegeben an das laut schreiende Leid der Welt, trauig und dennoch glihend, mit
weit offenen Sinnen”Narzil3226). Although sad and violent, the music Goldmund
associates with his surroundings attracts the young man. He listens with éogeansl
“open senses,” and the music used to describe the outside world resonates with and
resembles his inner emotional landscape as well. It would be overly sioypistiever, to
claim that Goldmund is depressed and wants to die because he lost his partn¢o, thena
plague a few days earlier. On the contrary, his openness to the music of deatlars of a f
more primal nature and is best understood in the context of comments made byhFriedric
Nietzsche with reference to music in some of the philosopher’s eatiygsr

The words “wild,” “Leidenschaft,” “berauscht,” and “glihend” all call to minhd t
Dionysian festivals described in the first chapters of Nietzsdie'&Seburt der Tragodié®*
Goldmund feels drawn to this music, just as tH&-déntury philosopher claimed the ancient
Greeks were attracted to it. However, Hesse does not only allude to this musghthr
Goldmund’s reactions, but he literally brings it to life within the plot of the stbryther
words, Hesse takes the technique of using musical analogies to describeatneaility
when referential language alone fails one step further in this tale and yangtporates
this particular music into the story line. Specifically, Goldmund frequentlytdéshupon
actual festivals resembling Dionysian celebrations during his trakelss drawn to these

gatherings and

121 5ee the introduction to this dissertation for regal account of the Dionysian and Apollonian iniar
Nietzsche'Die Geburt der Tragddie.
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[o]ft floh er zu den heftigen Festen der Lebenslustigen, Uberall klang did &esde
Todes, er lernte ihren Klang bald kennen, oft nahm er teil an den verzweifelten
Gelagen, oft spielte er dabei die Laute oder tanzte beim Pechfackelsatobin d
fiebernde Nachte mitNarzil3225)
The people patrticipating in these events lose themselves in the wild music, dancing
feverishly throughout the night. Goldmund takes part in the celebrations as theH bgi
dancing or playing the lute. It is especially interesting in the contéXietische’s
Dionysian and Apollonian dichotomy that one finds Goldmund playing an instrument closely
related to the lyre, which happened to be Apollo’s instrument of choice. Perhapathis is
sign that Goldmund has not and will not completely succumb to the untamed Dionysian side
of his personality. He clearly feels attracted to the darker, more $gradta of the empirical
world, but he is not ready to commit to them complet&ly.

This is not, however, the only scene in which Hesse concretizes a descriptive
comparison of the phenomenal world to music. The idea of death personified through music
— a music representing the current state of Goldmund’s world — is found once more in
material form during Goldmund’s travels. The man wanders into a monastery onalday an
discovers a large wall painting. It seems that just as the narrator abpharsti Goldmund
often find themselves using musical analogies to describe the empioiddlaround them
because language does not capture its true essence, the painter of thisundraimself in
a similar predicament — the best way he was able to capture the sorrowffandgsof the

time was by incorporating corporeal manifestations of music into hisoakt @oldmund

notices:

1221t is also interesting that Hesse describes dam{ilaying the fiddle in this scene. It is verggible that the
author took this idea from a painting by Arnold Rlic, who Hesse directly associated with the cityasel,
titted “Selbstportrat mit fiedelndem Tod” from 1872
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[e]s war da der Totentanz an eine Mauer gemalt, da tanzte der bleiche knéduterne T
die Menschen aus dem Leben...alle nahm er mit, und beinerne Musikanten spielten
auf hohlen Knochen dazu aulNgrzil3226)
This mural alludes once again to the Dionysian-like festivals Goldmund encountess on hi
journey in that the characters are dancing with death. However, Goldmund does not seem
completely satisfied with the painting. He thinks to himself:
[G]anz anders klang in ihm das wilde Lied des Todes, nicht beinern und streng,
sondern eher st und verfiuhrend, heimwartslockend, mutterlich. Da, wo der Tod
seine Hand ins Leben streckte, klang es nicht nur so grell und kriegerigtdmas
auch tief und liebevoll, herbstlich und sattNafzil3226)
Goldmund is attracted to this visual depiction of the music of death, but it does not resonate
as strongly with his inner, emotional being as the actual festivals repngsamd celebrating
the end of the phenomenal world do. While the artist seems appalled by the thought of death
and the music he associates with it, Goldmund still feels strangely edttaat. This
concrete, artistic depiction of the phenomenal world through music not only highlights
differences between Goldmund and the unknown artist, but it also indirectlyerdsmaon
the inability of all art forms other than music to adequately describe phenomalitsl and
Goldmund’s personal, emotional reactions to this reality.
Hesse never entirely departs from this idea of music describing theedaten of
the natural world, but it does not play a central roleas GlasperlenspielOnly when the
narrator describes the unpleasant state of society during the Ager@iuiieton does Hesse
return to the comparisons between music and the phenomenal world first found indKings
letzter Sommer.” Indeed, the author practically quotes his earlier stryringird for word
in these descriptions. Thus, the narratdba$ Glasperlenspidikens 20-century Europe to

the “wunderbaren chinesischen Marchen” in which “die ‘Musik des Untergangs’eiwie

langdrohnender Orgelbal3...jahrzehntelang aus[schwa@§522). One finds two musical
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analogies in this single statement: the narrator compares the stabéedf at this time to the
music of doom, while comparing the length of time these dire circumstastes la a
sustained organ note. Choosing to relate the tenor of this age to a note played on this
particular instrument is an especially apt analogy. Just as an organ hoésevihte for a
significant amount of time even after a performer has released thehkay produces it, the
factors which came together to create this general mood of demisB ae@@iry European
society left their mark on Hesse’s fictional worldDas Glasperlenspialecades after they
had already vanished. Furthermore, referencing a bass note specifithiéydomparison
between the empirical world and music suggests that the aforementioned negabinse f
were essential and foundational aspects of society. Just as all notes imayHauitd off of
and relate to the bass note in the chord, the conditions resulting in this degeneration of the
world were basic building blocks of society.

The narrator also discusses the “alten Tonart&327), the sad Chinese musical
keys, first mentioned in Hesse’s earlier Romantic story. He explains tedber of
Knecht's biography that “die Dichter...furchtbare Marchen von den verboteneisdbefi
und dem Himmel entfremdeten Tonarten [erz&hlten], zum Beispiel der Tonart ThisggS
und Tsing Tse, der ‘Musik des Untergang$sRS27). Although Hesse recycles material
from his earlier story for this novel, the narrator’s reaction to the musiespkd is quite
different from Klingor’'s. Klingsor, the artist, accepts the sad staph@homenal reality,
manages to find some sort of aesthetic beauty in it, and even feels attractedusithigem
intimately associates with it, whereas the narrat@ad Glasperlenspieatondemns the
people of this age and therefore, the music of doom as well. The narrator is tgngratal

spatially removed from this world and finds no correlation between the “Musik des

147



Untergangs” and Castalian society. It is a music belonging exclysoséie Age of the

Feuilleton.

il. Castalia’s musical hierarchy

It is not the case, however, that the empirical reality of Castalia is dep@ted
through musical analogies or closely associated with a particular kind af. n@us the
contrary, readers’ very first encounter with Joseph Knecht revealfighiady sees the
phenomenal world around him, the empirical reality of Castalia, as musicldéweihile
listening to the Musikmeister play a fugue on the piano, the youth “sah die\yatizie
diesen Minuten vom Geist der Musik geleitet, geordnet und gedeGteg854). Knecht
recognizes music as a way of organizing and understanding reality, arergiesamilar to
early German Romantic notions of music as a mirror to the natural world. dartieevein,
Knecht writes a poem titled “Das Glasperlenspiel” just a few yates dnd mentions the
“Musik des Weltalls” GPS484), a phrase alluding to NovaliSie Lehrling zu Saiand the
idea that all of phenomenal reality is akin to mdéf&ven when the young man does not
directly mention music, others recognize similarities between thisrartand the empirical
world depicted in his poetry. For instance, many years after the poem “Stdentritten,
Knecht's friend Tegularius comments on the piece:

Ihr hattet aber ebensogut und noch besser ‘Musik’ oder ‘Wesen der Musik’ dartber

schreiben kdnnen...es [ist] recht eigentlich eine Betrachtung tber das Wesen der

Musik, oder meinetwegen ein Lobgesang auf die Musik...Es setzt...Musik und Leben
einander gleich...GPS412)

123 One may argue that Knecht has, at this pointyaebentered Castalian society. However, his casingr
with the Musikmeister and being brought into thians sphere of existence brings the youth intoadnwith
the Order. Thus, the thoughts he makes at thisenboan be read as statements regarding Castdlé than
the outside world.

124 The teacher iDie Lehrlinge zu Saimentions in one passage, for instance, “ein Aklarsldes Weltalls
Symphonie” (Schultz 95).
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As a young man, Knecht holds Romantic views of music as a reflection of evecy afspe
empirical reality. Music is life. It is a way of interpreting the Morlt is a way of depicting
phenomenal nature when language fails.

However, music does not only function as an analogy in this novel, as a way of
understanding an established reality, as a mere reflection or descriptazebKdecht's
world, but rather, Knecht's reality is literally founded on and guided by acpkntikind of
music. To be specific, Castalian society is structured like and based on kemtisi of
baroque music. Just as the Nietzschean music in HééseZ und Goldmuntbund
concrete form in actual Dionysian festivals, Knecht's feeling that artdvis “vom Geist der
Musik geleitet” literally materializes. The boy comes to the zatibn that music actively
determines the world around him while listening to the Musikmeister playua fugn
extremely rule-driven, organized, compositional technique. It is this highilgtgred music
that acts as a model for Castalian society, while the constant battlebdteedom and
limitation always inherent to music is analogous to the individual’s struggfleis the
Castalian Ordef?®

Knecht, even as a young boy, immediately senses the existence of two plules wi
this music; “er ahnte hinter dem vor ihm entstehenden Tonwerk den Geist, die begtickend
Harmonie von Gesetz und Freiheit, von Dienen und Herrscl@&®3%4). He does not,
however, feel burdened by this opposition until fully entering a society based omihe sa
organizational principles. The Province’s strict hierarchical Order is warasto the
stringent rules guiding baroque music, fugues especially, and the individuadjgle to

ascertain a certain amount of freedom within the system is similar tdfibaltyi a number

125 5ee the introduction to this dissertation for aerdetailed account of the struggle between linoitaand
freedom in music and language.
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of baroque composers faced when attempting to produce a musical piece, which was both
creative and adhered to this particular kind of music’s self-imposed sauatutations.

The narrator of the story acknowledges early on in his biography the chadlerge
individual faces when entering Castalian society and offers a verysiiteahd theoretical
account of the way in which the Order is both simultaneously free and limited. pldgnex
as a justification for writing Josef Knecht'’s biography:

Uns ist nur jener ein Held und eines besonderen Interesses wurdig, der von Natur und

durch Erziehung in den Stand gesetzt wurde, seine Person nahezu vollkommen in

ihrer hierarchischen Funktion aufgehen zu lassen, ohne daf3 ihr doch der starke,
frische, bewundernswerte Antrieb verlorengegangen ware, welcher den Duft und

Wert des Individuums ausmacht. Und wenn zwischen Person und Hierarchie

Konflikte entstehen, so sehen wir gerade diese Konflikte als Prifsteiref@rdise

einer Personlichkeit anGPS10)

According to the historian, the Order offers a person with the proper attitudiencesiand
upbringing the opportunity to grow and develop further as an individual. He acknowledges
that one may find oneself in variance with the Order’s rules at times, butine that these
occasional restrictions of one’s freedom are actually beneficial to thiogment of the
person:2°

In fact, the narrator and other Castalians frequently warn that an wiessimount
of freedom can have disastrous consequences for the individual. When portraying asstudent’
“free” years of university study, the narrator rationalizes:

[Dlieser Fruhling der Studienfreizeit [ist] nicht selten eine Zeénstve Glickes, ja

beinahe Rausches; ohne die vorangegangene Zucht der Eliteschule, ohne dieseelis
Hygiene der Meditationstibungen und ohne die mild gelibte Kontrolle der

1261t js important to note that the narrator’s idyliescription of Castalia as a society in whictedgztly
harmonious balance between freedom and limits Ban bchieved, is really only in reference to peaie
obtain the highest positions in the Order. Mostt@igans find themselves fully restricted throughibeir lives.
He explains, “[die] ‘Normalen’ [werden] niemalsefe’ Fachmanner...sondern unterstehen zeitlebens den
Regeln des OrdensGPS64).
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Erziehungsbehotrde ware diese Freiheit fir solche Begabungen eine scvedne G
und mufte vielen zum Verhangnis werd€pP§115)

These “faustischen Naturen,” as the historian likes to refer to them, atartbns danger
because of the freedom they experience during this phase of their ediafitie. narrator

uses Knecht's friend, “[der] schwierige[] und problematische[] Charaler].verwdhnte(]

und angstliche[] NurkastalierGQPS293), Fritz Tegularius, as a negative example of what a
desire for too much freedom can do to a person in Castalia. Other members of the Orde
often claim that Tegularius suffers from a disease, and the narrator exp&ifisv]as man

seine Krankheit nannte, war schlie3lich...eine im tiefsten unhierarchischg, vol
individualistsiche Gesinnung und Lebensfuhrun@P&294). In other words, Tegularius
remained too much an individual by Castalian standards and “gab nichts auf Harmonie und
Einordnung, er liebte nichts als seine FreihgBP&295). This man could not mature past a
certain point and could never obtain a higher position in the Order because he did not respect
the necessity of obedience to society.

Knecht, on the other hand, tries throughout his life to find the idealistic balance
proposed by the narrator between an individual’'s personal freedom and his duty to the
hierarchy. The comparison between music and Castalian reality is madeyaimce/laen the
Musikmeister contemplates Knecht's possible role within the Order. Aftetimgehe
future Magister Ludi for the first time, the narrator explains that theilineister’'s personal
assessment of the young boy was to test, “ob dieser Knabe in seinem ganzen Wgseg da
zum Musikanten im héhern Sinn habe, zur Begeisterung, zum Sicheinordnen, zur Ehrfurcht,

zum Dienen am Kultus'GPS56). The wise Castalian believed that studying Knecht’'s

1271t is noteworthy, however, that by not mentionegctlyhowthese young men are endangered, a shadow of
doubt is cast on these Castalian justificationdifoiting a person’s freedom, and it becomes easier
understand why Knecht has so many problems existitiys controlled atmosphere in the future.

151



musical abilities would give him direct insight into whether the boy would be ablevi® se
the Order and fully integrate himself into the world of rules and regulationdthRrovince
so highly praised. In other words, the Musikmeister senses, just as Knecht tiees at t
moment, that Castalian society and this particular kind of baroque music mainootbar in
significant ways. In theory, if the boy can play it, he can live it.
Although the youth is aware of the close connection between baroque fugues and this
particularly Castalian manifestation of phenomenal reality, he undertsgitha difficulty
of balancing his human desire for freedom with the need for strict rulesnaitglviithin this
music as well as the within in the Order. He does not become completely conscimus of t
sacrifice to personal independence demanded of him until he meditates on a dists&ct phra
recommended by the Musikmeister:
Beruft dich die hohe Behodrde in ein Amt, so wisse: jeder Aufstieg in der Stufe der
Amter ist nicht ein Schritt in die Freiheit, sondern in die Bindung. Je hoher das Amt,
desto tiefer die Bindung. Je grol3er die Amtsgewalt, desto strenger der DJiens
starker die Personlichkeit, desto verponter die WillkBP $151)
Knecht understands that the higher he moves in the Castalian hierarchy, the rmoits he |
his freedom of choice. Nevertheless, he follows his mentor’s instructions amippses in
the ritual ceremony required to become a full member of Castalia’aétewhich the
Musikmeister calls for a choral prelude by Bach to played in celebratiomnaig once
again the connection between Castalian society and baroque music. The young man,
however, is not pleased to discover afterward that he is to be sent to Mariafel$irh his
mission and concludes, “[n]un also sollte er seine Freiheit verlieGRS152).
The Musikmeister tries consistently over the years to convince Knecht mokttits

of serving the Order and of the disadvantages to having too much personal freedom. In one

of the most enlightening passages found in the biography regarding Knechtisgheature
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and inner struggle to find a balance between freedom and servitude, the Musikmeister
explains to him:

Du tragst den Namen Knecht, mein Lieber, vielleicht hat darum das Wortsdrer’

viel Zauber fur dich. Nimm es aber nicht zu Ernst...[Der Mitglied des Orden] lafdt

sich innerhalb der Hierarchie immer an den Ort stellen und zu der Funktion

bestimmen, welche die Oberen fur ihn wahlen...Inmitten dieser scheinbaren

Unfreiheit nun geniel3t jeder Electus nach seinen ersten Kursen die denkbar gréfite

Freiheit...Der zum Lehrer Geeignete wird als Lehrer verwendet, der zighgr

Geeignete als Erzieher, der zum Ubersetzer Geeignete als Ulrejsdizefindet wie

von selbst den Ort, an welchem er dienen und im Dienen frei sein kxPp874-76)
Knecht's name literally meaning “servant” is not only one of the manyg WatDas
Glasperlenspiealludes to Goetheilhelm Meisterbut it also signifies the central role in
the novel of his inner struggle to perform his Castalian duties while still rejesoime sense
of autonomy*?® His mentor acknowledges this character trait and attempts to convince his
student that one can only be free within a set system of rules. Any other kind of freedom, for
example the freedom a non-Castalian experiences when choosing his caregr, is onl
“illusionary,” as he finds himself a slave to greed and poB&S75).

Knecht listens to the Musikmeister and continually endeavors to follow his ngentor’
directions. Nevertheless, he eventually decides to break free of his hia thi¢ Order after
obtaining the highest position possible and writes a letter to the elite requedaaygd the
Province. Even this late in life, after having spent so many years sersifedibn
Castalians, Knecht frames the knowledge that his appeal will be denied irofearbattle
between freedom and servitude. He thinks to himself, for instance, “loslassen wartdgma
nicht...Tate es die Behorde, so wirde sie...zugeben, dal’ das Leben in Kastalien...[einem

Menschen] Verzicht und Gefangenschaft bedeuten koBRS877). Knecht does not

universally claim that all Castalians must feel trapped within the Qdethat it igpossible

128 5ee, for example, Joseph Mileck’s “The Prose afitéen Hesse: Life, Substance and Form” for more
information regarding the connections between Jdsetht's name and Goetha/dilhelm Meister
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to regard one’s position in this hierarchical system as a type of saerdiee this is exactly
the Magister Ludi’s situation, which therefore awakens in him the desireesd to break
free of this controlling society.
However, it is not only the empirical reality of Castalia which is datexchby a
system of boundaries and limitation but the world outside the Province as well KQsude
finally notifies his peers of his intention to leave, he meditates on his actidtomes to a
surprising conclusion. He thinks to himself, “dal3 namlich die ‘Willkir’ seineggiz
Handelns in Wahrheit Dienst und Gehorsam war, daf3 er nicht einer Freiheit, sondarn neue
unbekannten und unheimlichen Bindungen entgegenging...nicht Herr, sondern GpR3!” (
418). In the process of trying to break free of Castalian rules and regulatiosht Kne
immerses himself in a new, hitherto unknown system. The most honest departure from his
unfailing obedience to Castalia is, in the end, just another form of submission. @pgcific
he binds himself to the world outside of Castalia by responding to an inner call or need to
become a private tutor to his friend’s son, Tito.
Knecht realizes something important about the fundamental nature of phenomenal
reality at this juncture. He reflects on his entire Castalian journey alizkse
Es waren lauter kleine oder grof3e Schritte auf einem scheinbar gagedelivVege
gewesen — und doch stand er jetzt, am Ende dieses Weges, keines wegs im Herzen
der Welt und im Innersten der Wahrheit, sondern auch das jetzige Erwachen war nur
ein Augenaufschlagen und ein Sichwiederfinden in neuer Lage, ein Sicheinfligen in
neue Konstellationen gewesen...So war sein Weg denn im Kreise gegangen, oder in
einer Ellipse oder Spirale, oder wie immer, nur nicht geradeaus, den das Ggadlini
gehorte offenbar nur der Geometrie, nicht der Natur und dem LebeBR®417)

Knecht comes to the conclusion that life does not progress in a straight line, asaplest pe

presume, but rather, that its essential nature is cycfitafter leaving one sphere of

129 The cyclical nature of life is reinforced in thery through the inclusion of the various “Leberiiat the
end of the novel, each of which represents a newsimilar version of Josef Knecht's biography.

154



existence, a person simply enters into another. Knecht has not succedsiniggdansight
into metaphysical principles, he has not discovered the “inner truth of the world,"sbut ha
simply moved on to another, different empirical realm.

Josef Knecht also makes one final reference to the music guiding Casf@lcanihg
this moment of epiphany. Specifically, he asserts, “wenn er jetzt futigelseaBegriffe
Abfall und Untreue beging, wenn er, aller Ordensmoral entgegen, scheinbar imdeenst
eigenen Personlichkeit, also in Willkir handelte, so wiirde auch dies im Geistgtbrkdia
und der Musik geschehenGPS418). This is not to say that Knecht was not truly
attempting to attain a new degree of personal freedom by leaving Castatathleutthat
this desired autonomy and independence is akin to the freedom all music strivehifoitsvit
self-imposed system of rules. Just as baroque music eventually moved beyonditeparti
conventions and transformed into a classical system of regulation, so, too, does Kawvecht le
Castalia’s society to enter into a new system of governance, to enter th@utside of the
Province'*

Hesse uses musical analogies and literal manifestations of themribelédse
degeneration of empirical reality and the structure of Castalian societywdres alone will
not suffice. However, the most obvious and productive way in which the author draws on
music to portray phenomenal reality is when the subject he wishes to depict dodsaliyt ac

exist for the novel’s reader. Explicitly, when Hesse attempts to iltesteatain

1301t is appropriate given Knecht's belief in the biyal nature of life that one would discover in his
autobiographies music guiding and determining otloereties as well. In “Der Regenmacher,” for amste,

one finds an obvious example of music literallytoeimg order to a chaotic and frenzied group ofgdeo One
night, the rainmaker and his fellow villagers sdetappear to be falling stars. The villagerstengfied and
the only way the rainmaker knows “die Todesangdeitan, zu organisieren, ihr Form und Gesicht eben
und aus dem hoffnungslosen Durcheinander von Twtggenen eine feste Einheit, aus den unbeherrschten
wilden Einzelstimmen einen Chor zu mache®8PE523) is through music. He cries out words in dipalar
rhythm, claps his hand, and performs a kind of darteventually, the villagers “wurden vom Chorgemaet
und Verneigungsrhythmus der gottesdienstlichen Hexgdbezwungen und mitgerisselBRS524). Music
literally orders this chaotic group of people.
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characteristics of the glass bead game, he turns to musical anaagjeegntthis difficult

task.

iii. The ultimate musical analogy: the glass bead game

The affinity between Castalia’s favorite pastime and language tedsigised in the
previous chapter. Similarly, the significant influence that music played meatine’s
historical development was mentioned briefly as well. However, the esseitiad of the
glass bead game remains vague and elusive, and the narrator strugghes thide
empirical phenomenon in linguistic terms. Thus, the readBasfGlasperlenspidinds the
historian turning to musical analogies once more to help portray this mystenetsah,
which Castalians take so seriously.

Perhaps the earnestness with which Castalians approach the glagarbeasl due,
in part, to its complicated nature. Knecht hints at the difficulties associdtechastering
the game in notes written about his friend Tegularius. In these comments, theeMagis
praises Tegularius’ skill at creating glass bead games and sfdjesTéchnik unsres
Spieles beherrscht er so wie ein grof3er Musikant sein Instrun@&8155). Any person
who has ever attempted to learn a musical instrument immediately senses thiough t
comparison the amount of dedication, practice, and talent which must be requiredn@ be
a truly exceptional glass bead player. This intuitive analogy imnedglatows a reader of
the novel to grasp how intricate and complex the glass bead game is, withouhgegjuiri

significant amount of explanation or background knowledge regarding its inner stfdtture

131 Despite Tegularius’ admirable glass bead gamétiabjlKnecht agrees with the narrator of the stomgt
other members of the elite that Tegularius is modaal candidate for a high position in the Ordde writes,
for instance, “T. darf niemals zu einer leitend@prasentativen oder organisatorischen Stellurgngeln, es
ware fir ihn und fir das Amt ein UnglickGPS154). Hence, skill in creating glass bead gamesti€nough
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The narrator does feel it necessary to sketch or outline the most badiostofithe
game at certain times, though, as well as the processes by which gammrested. He finds
this objective also most easily met by comparing the game to music. Thus, eafiequ
uses the word “komponieren” when mentioning the creation of particular games by
individuals GPS155/264). Similarly, he describes the organization of one of Knecht's early
games by making musical comparisons. He explains, Knecht “baute ein Spiel von zwa
moderner und personlicher Struktur und Thematik, vor allem aber von einer durchsichtig
klaren, klassischen Komposition und streng symmetrischer, nur méfiig ornameleticre
altmeisterlich anmutiger Durchfiihrung auGRS211). Although it contained “modern”
themes, this game was very similar to classical compositions beébassehemes were
organized symmetrically and simply. Knecht’s early style was thus vdeyafif from
Tegularius’ first games, in which

...die Synthese und Harmonisierung der gegensétzlichen Stimmen nicht in der

Ublichen, der klassischen Weise aufs Letzte gebracht [wurde], vielméhdiede

Harmonisierung eine ganze Reihe von Brechungen und blieb jedesmal, wie ermidet

und verzweifelt, vor der Auflésung stehen und verklang in Frage und Zwe&ifes (

156)

Glass bead games are based on certain conventional structures just dscomgiasitions
in various periods are, and the games are able to deviate from these norms in either
acceptable or unacceptable ways. The reader therefore instinctivedg she inherent play

between freedom and limitation intrinsic to every game, without actuallyngeestiious

descriptions of every nuance of play.

to be promoted through Castalia’s ranks. Teguadumissing some of the inner balance requirddgif
Order members.
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Indeed, the tension between order and freedom is one of the narrator’s main focuses
when describing the structure of the glass bead game and how it relates toHeusic
explains, for instance:

Zu allen Zeiten stand das Spiel in engem Zusammenhang mit der Musik und verlief
meistens nach musikalischen oder mathematischen Regeln. Ein Thema, zweli
Themen, drei Themen wurden festgestellt, wurden ausgefuhrt, wurden variiert und
erlitten ein ganz ahnliches Schicksal wie das Thema einer Fuge oder eines
Konzertsatzes...Beliebt war bei einer gewissen Spielerschule Zaigeamentlich

das Nebeneinanderstellen, Gegeneinanderfihren und endliche harmonische
Zusammenfuhren zweier feindlicher Themen oder Ideen, wie Gesetz uhelit-rei
Individuum und Gemeinschaft, und man legte grof3en Wert darauf, in einem solchen
Spiel beide Themata oder Thesen vollkommen gleichwertig und parteilos
durchzufiihren, aus These und Antithese mdglichst rein die Synthese zu entwickeln.
(GPS39-40)

In other words, the game is very closely related to musical compositionsaégpgeroque
fugues and classical pieces. Moreover, certain players enjoy the geallieloalancing the
naturally opposing poles found in all music: original, imaginative, and createddm
versus restrictive, restraining, and limiting organization. Predictablyahator writes of
these particular players with an undertone of pride as they strive to achisaerhe
equilibrium he deems necessary for a successful career within the Order.

To readers who are perhaps less familiar with compositional techniques, #ternarr
offers one final, and more intuitive, musical analogy between the glass beadmhmesic
with regard to the interplay between limits and freedom. He speaks of theainated to
create the games, i.e., the “sdmtlichen Inhalte[] und Werte[] [ddtyiK and asserts:

[Dlieses ganze ungeheure Material von geistigen Werten wird vom Glaspeeler

so gespielt wie eine Orgel vom Organisten, und dies Orgel ist von einer kaum

auszudenkenden Vollkommenheit, ihre Manuale und Pedale tasten den ganzen
geistigen Kosmos ab, ihre Register sind beinahe unzahlig, theoretisch liel3e mit
diesem Instrument der ganze geistige Weltinhalt sich im Spiele repragudiBese

Manuale, Pedale und Register nun stehen fest, an ihrer Zahl und ihrer Ordnung sind

Anderungen und Versuche zur Vervollkommung eigentlich nur noch in der Theorie
maoglich...Dagegen ist innerhalb dieses feststehenden Gefliges oder, um in unserem

158



Bilde zu bleiben, innerhalb der komplizierten Mechanik dieser Riesenorgel dem
einzelnen Spieler eine ganze Welt von Mdglichkeiten und Kombinationen gegeben,
und daf3 unter tausend streng durchgefiihrten Spielen auch nur zwei einander mehr als
an der Oberflache ahnlich seien, liegt beinahe aufR3erhalb des Mdglichert.wgelrs
es geschéahe, dal3 einmal zwei Spieler durch Zufall genau dieselbe kleindnAuswa
von Themen zum Inhalt ihres Spieles machen sollten, kdnnten diese beiden Spiele je
nach Denkart, Charakter, Stimmung und Virtuositat der Spieler vollkommen
verschieden aussehen und verlauf@r $12-13)
The narrator compares the game to an organ, an instrument mentioned previously in
connection with the degeneration in society. In this case, an organ is an apt analogy to the
infinite number of games one can create with the limited material — thei@hknowledge
of the world — available to a glass bead game player. This musical instrumargdias
number of keys but the potential combination of notes is entffeg&ven if two players
were to theoretically choose the exact same “themes,” the way in Wkigiplyed the game
would be entirely different. Just as no two performances of a Bach fugue aresidemwot
two games are executed in the same manner by players who differ in chanacigrand
ability. In summary, although the structure of the game is nearly impoé$siliiesse to
describe with words, due in part to the fact that this game does not actustliy elxe
readers’ world, musical analogies aid in conveying the essence of theigameitively
portraying its organization and the importance of the interplay between Imditsesedom
inherent to it.

The narrator employs musical analogies to describe the generaligroicthe glass

bead game, as well as to portray the processes by which games & drsabllso turns to

132 Hesse’s choice of an organ over any other musisiument to demonstrate this aspect of the game i
especially appropriate for a number of reasonsst,Ahost readers, even those who are not verycallsi
inclined, can easily grasp the idea that thereaaret number of keys available on this instrumenttmt there
are multiple ways of combining them. It may be endifficult to imagine this particular characteigstf music
on a string or wind instrument if a person is rashiliar with how to play them. Furthermore, th@cection to
baroque music is established once again with tiasogy since organ pieces were very popular atitnis.
Finally, choosing an instrument often found in agel of worship, demonstrates the respect and wadtitieuted
to the game by many Castalians, the narrator ieclud
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similar analogies when attempting to depict the development of the game adrdim
when describing the transition from the game’s humble origins to the complex foam i
attained by the beginning of the"8entury. This mutability is crucial to understanding how
the game continues to capture and reflect the spirit of an empirical world markeddbant
flux and change. The narrator explains:
Und wenn man den anfanglichen Zustand des Spieles mit dem spéteren und heutigen
vergleicht, so ist es ganz ahnlich, als vergliche man eine musikalische ¢twikns
aus der Zeit vor 1500 und ihre primitive Notenzeichen, zwischen denen sogar die
Taktstriche noch fehlen, mit einer Partitur aus dem achtzehnten Jahrhundeeroder g
mit einer aus dem neunzehnten mit ihrer verwirrenden Uberfllle an abgekirzten
Bezeichnungen fir Dynamik, Tempi, Phrasierung und so weiter, welche oft den
Druck solcher Partituren zu einem schweren technischen Problem medE29)
The degree to which the game changes over time becomes very apparent whemgaompari
to the way in which musical notation gradually became more complex betweer{'taedL6
20" centuries. Early musical notation was extremely rudimentary and did litie timan
briefly sketch the general outlines of a musical piece, while later notatiezdsto capture
nearly every minute detalil of a piece’s proposed performance. Similduilg, thve earliest
glass bead games simply touched on and hinted at the vast wealth of empiricabligeow!
the world, later games become capable of incorporating, transforming, andng@ordi
greater amount of information. It follows that the more intricate the gaayaglthe more
likely it can fully portray phenomenal reality. Furthermore, this analogyorees the
Castalian tendency mentioned in the previous section of this chapter to extol rules and
regulations and to discourage creativity in the Province’s youth. Early ahuasi@tion,

being as elementary as it was, required a musician to innovatively intefpeste whenever

performing. He, rather than the composer, decided whether to add trills or how fgitoeful
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play a certain sectiof> Much 20™-century music, on the other hand, theoretically deprived
the musician of a certain degree of freedom in that he had to follow more stringbxings
regarding tempo or dynamics when performing than his predecessors, aeclsti@amany
rule-driven Castalians would likely appreciate.

Although this analogy seems relatively straight-forward and appearaise fine
development in complexity of the glass bead game over time, a closer reagljagtsia less
optimistic attitude toward Castalia’s esteemed pastime. The nanpgiara to approve of
the more multifaceted glass bead games of his time and would also have to adhmst tha
reduced creativity needed to perform many types Bf@tury music is something
generally supported in the Province. Nevertheless, he writes of this music fnomstbe
Age of the Feuilleton — in a disapproving tone. For instance, he mentions the “verwWjrrende
Uberfiille” of abbreviations in musical notation from this time period and even bringg up t
technical difficulties associated with printing these scores. In other wibedsarrator
praises the glass bead game of his day, which he likens to musical notation froge thfe
the Feuilleton, a time he heavily critiques in other passages of the biogrepisy.
connection between the game and a time period so frowned up on by Castalians alludes to the
possibility that all may not be as ideal as suggested with respect to thet ctiate of the
glass bead game. This kind of indirect, unconscious criticism is espebiathcteristic of
the narrator, a man known to deny and ignore an inner sense of truth when it affects his
opinion of the Province, as demonstrated in the first chapter of this dissertation. uSlaalm
analogy, therefore, not only describes a development and transition associated wit

phenomenal object in the world — the glass bead game — but also foreshadowsmsacritici

133 One should acknowledge that performers did noetial creative license over a piece, however. réhe
were, naturally, certain conventions to follow ewemen “adding” one’s own to a compaosition.
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leveled at Castalia and its prized game later on in the story, as well @st’Kmeentual
dissatisfaction with the game.

Although Hesse almost exclusively employs musical analogies in his works
describe aspects of empirical reality which language alone &uoksbée of portraying, he also
demonstrates music’s innate ability to express phenomenal truths entirggnddat of
language. In other words, Hesse intimates in a few instances that mifsiaitser than
musicalanalogies gives one insight into the empirical world. Doktor Faustus’ friend in “Ein
Abend bei Doktor Faustus,” for instance, comments after hearing the terubie on the
future, “[e]s ist schauderhaft! Es kann gar kein Zweifel dartber herrschengdald di
Menschheit, von deren Leben wir da ein Probestlick gehort haben, irrsinnig isteldich
Musik307-308). This man has discovered an important characteristic of humanity by
listening to its music. He has gained useful insight into the nature of the future pheihomena
world from this particular art form alone.

Hesse is even clearer that music is the best means of representingatngaility in
Das Glasperlenspiel The narrator of Josef Knecht's biography blatantly claims:

So wissen wir, um grof3e Beispiele zu wahlen, ja keineswegs, ob etwa Johann

Sebastian Bach oder Wolfgang Amadeus Mozart eigentlich auf eine heitesubde

eine schwere Art gelebt haben...wir lesen dies doch eigentlich keineswebseaus i

Biographien und den Uberlieferten Tatsachen aus ihrem Privatleben, sondern wir

lesen es einzig aus ihrem Werk, aus ihrer Musie $46)"*

The narrator unmistakably articulates the idea that mundane facts about peopke ma

captured through language, but the true essence of their lives — their persthveatit

emotions, all aspects of their being in phenomenal reality — can only exptiesagyh their

134 Once again, as mentioned in the first chaptehisfdissertation, one finds the narrator unconstjou
undermining his own project in this passage. Alylohe argues that words can never capture thessence
of a person, he nevertheless writes a biograplwpséf Knecht.
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music. Listening to the music composed by Mozart and Bach gives an indivioligal m

knowledge of these men’s empirical existence than language ever will.

IV. Absolute music

| have demonstrated that descriptions of music and musical analogies ianferm
Hesse’s works not only aid in faciliting communication between people, but thatlsoey
allow literary characters to describe certain aspects of phenomaligi better than
language does. It comes as no surprise that this particular art fornclakseea the third
goal set for language. Music often allows the characters in Hesse&s $totranscend
empirical reality — it makes it possible for them to access the absoluteeviEiQunusic’s
successful transcendence of phenomenal boundaries only occurs within the context of
Hesse’s stories. If one understands Hesse himself as wanting to hecaissdlute in early
German Romantic fashion by turning language into music — through “transmeutialize
use Siglind Bruhn’s term — the attempt fails. | will demonstrate in the fmitpgection that
Hesse believes over the course of his entire literary career thatistigdey to grasping
what lies beyond the empirical realm. Furthermore, | will show that hiswgsitespecially
Das Glasperlenspiehspire to become music and endeavor in this way to approach the
absolute. Finally, I will establish through a closer examination of the unatptigmor of his
final masterpiece, as well as through the ending of the novel, that Hesdedaitshieve his
ultimate goal. With this failure, Hesse plays a primary role in detémmthe end of the

long Romantic period in literature after the Second World War.
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i. Writing about absolute music
In Narzif3 und GoldmundNarzif3 attempts to impart on Goldmund some of his

practical wisdom regarding art and its ability to transcend the phenomendl Wiz

explains:
[Der Denker] weil3, dafd unser Verstand und sein Werkzeug, die Logik,
unvollkommene Instrumente sind — ebenso wie ein kluger Kinstler recht wohl weif3,
dald sein Pinsel oder Meil3el niemals vollkommen das strahlende Wesen eines Engles
oder Heiligen wird ausdricken kénnen. Dennoch versuchen es beide, der Denker und
der Kinstler, auf ihre Weise. Sie kdnnen und dirfen nicht antazi3285)

Narzi3 makes a number of relevant points in this passage, not only with reference

Goldmund and his future endeavors as either a man of reason or of art, but also indirectly

within the context of Hesse’s literary career and what one can hope to atinagh

writing. Hesse’s character refers to the innate desire within all mempitt dénat lies

beyond empirical reality, a desire that Hesse likely shared. Narpipuis forward the idea

that man is doomed to failure when approaching this goal through reason or through art, two

things relegated to the phenomenal realm. He notes that man nonetheless continuously

strives to achieve this hopeless goal, however unsuccessful his attempis. nhdgrb

important than what this figure says, however, is what is left unsaid. Narzil3 spedket,

but uses only painting and sculpture as examples. He makes no mention of ei#terditer

or music. From this omission, one could plausibly argue that Hesse makes exceptions for

these two art forms. Indeed, much like Arthur Schopenhauer, Hesse puts musiegogycat

all its own: it istheart form, which allows one to access the absolute. Nevertheless"the 20

century author continues tarite with the hope that he can transform his words into music

and thus, exceed the natural limitations of his restricted profession. Hesdd\pfelba
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compelled by this desire, despite acknowledging through his characté® Meatzhe was
likely to fail.

Hesse writes about characters intuiting the absolute through music in ntaey of
works, although he never uses this term himself. Instead, one finds charaoges usi
number of different words — Hesse was struggling, after all, withetttdtialanguagehas
difficulty accessing something transcending empirical reality — to hthisaoccurrence. In
“Mozarts Opern,” Hesse writes, referring to the experience ohirgjeo Bach and Mozart,
“auch wir hingegebenen Hoérer haben die Oberflache des Scheins durchstol3en undh unser Ic
verloren und eine Stundas Goéttlichegeatmet” (Micheldvusik75)** In a poem titled
“Orgelspiel,” once again focusing on this particular instrument often medtiori&as
Glasperlenspielthe poet claims a person listening to organ music ‘@asiSchorig(line
180). In a short note written in 1907, the author mentions a “paar grof3en Musiker” and states,
“ihre Verkindigungen sindas ReinsteHeiligsteundEdelste was von Menschen ausgehen
kann” (MichelsMusik138). In a similar vein, Harry Haller compares Mozart to “[das]
Ewige (Steppenwol217) and thinks to himself one evening that one hears “in einem Takt
alter Musik die ganze kuhle, helle, hart lachelddgisheit der UnsterblichériSteppenwolf
254).

In his works befor®as GlasperlenspieHesse writes about music accessing the
absolute -das Goattliche, das Schéne, das Reinste, das Heiligste, das Edelste, das Ewige
unmistakably Schopenhaurian terms. Just as tledstury pessimistic philosopher posited
that music is the only means by which man may momentarily escape fromférengudnd

torments of the world by coming into contact with the Will — his version of the abseolute

135 All italics which follow in this paragraph are nein
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Hesse’s characters share a similar attitifié=or instance, in one of the author's earliest
novels from 1909Gertrud one finds the main figure, the musician and composer Kuhn,
pondering:

So begierig ich auf manchen anderen Wegen nach Erldsung, nach Vergessen und

Befreiung suchte, so sehr ich nach Gott, nach Erkenntnis und Frieden dirstete,

gefunden habe ich das alles immer nur in der Musik....das hat fir mich immer wieder

einen tiefen Trost und eine Rechtfertigung alles Leben bedeutet. O Masikiud

8)
Music alone offers this character the ability to forget and free hirfnegl the pain of the
empirical world as well as affording him the possibility of redemptioncgeand
knowledge. The “Trost,” comfort, and respite from the sorrows of existence in treeaforl
Representation are only presented to a person through music. Indeed, music alerie seem
justify this character’s entire existence.

Similarly, the first person narrator in the short essay “Musik,tenitn 1915,
believes that only music allows one some semblance of happiness in life. Omésdeel
proclaims twice in one paragraph, “[w]as ware unser Leben ohne Musik!h@diglusik
43). And once again, with reference to an organ playing, Hesse states in the lpdem tit
“Orgelspiel”:

Das Vollkommene aber ist hienieden

Ohne Dauer, Krieg wohnt jedem Frieden

Heimlich inne, und Verfall dem Schénen.

Orgel tont, Gewolbe hallt, es treten

Neue Gaste ein, verlockt vom Ténen,

Eine Frist zu rasten und zu beten (lines 76-81).

People feel drawn to this sacred organ music, which allows them a moment'gosli¢he

struggle and strife associated with life in the phenomenal sphere ohegiste

136 See the discussion on Schopenhauer in the intfioduo this dissertation for a general expositidis
philosophy.
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Hesse continues to write about music with Schopenhauer in mind and has later
characters express comparable ideas about music as a way of esceghingdidy and
coming into contact with something absolute and beautiful. Thus, as previously seen, the
protagonist irDer Kurgastcomplains at the beginning of his stay about the concerts his
fellow health spa guests perform. He notes with reference to one conceticulgna
“[w]as diesem Konzert hier fehlte, war blof3 das Herz, das Innerste: die iNbgkeit, das
lebendige Bediirnis, die Spannung von Seelen, wartend auf Erlésung durch die Kunst”
(Kurgast42-43). The people staying at his spa, with the exception of our narrator, have no
idea how transcendental music can be, or how its meaning in this world is to offdr a brie
moment of peace to listeners.
Harry Haller, on the other hand, undoubtedly understands and appreciates this
intrinsic quality of certain music. He remembers one evening, for example:
Es war bei einem Konzert gewesen, eine herrliche alte Musik wurde lgedpiear
zwischen zwei Takten eines von Holzblasern gespielten Piano mir plotzlichr wiede
die Tur zum Jenseits aufgegangen, ich hatte Himmel durchflogen und Gott an der
Arbeit gesehen, hatte selige Schmerzen gelitten und mich gegen nichts mhehr i
Welt gewehrt, mich vor nichts mehr in der Welt gefurchtet, hatte alles bej#tbtaha
alles mein Herz hingegebeistéppenwol210)
Haller comes to terms with the fact that he must suffer in life because heidfdy
glimpsed, through music, the beauty of “[das] Jenseits.” Although his existemee in t
empirical world is marred by pain and suffering, perhaps more obviously tHaamyitof
Hesse’s other literary characters, he finds it possible to continue livingdeeohthis brief
musical encounter.
This underlying Schopenhauerian pessimism prevails in Hesse’s lateDvasrk,

Glasperlenspieas well, but it is hidden deep below the surface. The author continues to

praise music above all other arts, but he does so without putting it in the context af man’
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gloomy empirical existence on earth, in large part because the bulk of the-owecht’s
biography — takes place in a future, apparently utopian woBkat Schopenhauer’s
influence only becomes obvious when one examines Knecht's death at the end of the story,
as | will do later in this chapter. Moreover, music is not oftieectly depicted as the

singular means by which to access the absolute in this novel because tlog aad-aearly

all other Castalians are obsessed with the Romantic idea of “symphilosapghieaee
possible in the Province through the glass bead dafrdesse, himself, seems to fall prey to
this idea to a certain degree by attempting to “compose” music with wordserfeaatet of

the story | will examine shortly. Given these circumstances, reader®fatikinecht often
drawn to the metaphysical truth in music, only to to be redirected by the Order tofponsi
the glass bead game instead.

The narrator is the first character in the novel to mention music. While pogriéne
historical importance of this art form in the development of the glass bead garmmistdhan
illuminates the mystical and magical qualities music has had on people oveutbe of
time. He explains, “die Musik [ist] in vorgeschichtlichen Zeiten ein Zaubbelngewesen,
eines der alten und legitimen Mittel der Magie...[u]nd dies urspringliche, reine und
urmachitge Wesen, das Wesen eines Zaubers, ist der Musik sehr viel lanigen erha
geblieben als den anderen Kiinste@PG29). Rather than simply express the idea that
music played an important metaphysical or religious role in the past, theamstescribes
its influence somewhat condescendingly as “magical.” In other words, he dekige®

music’s cultural significance, but he does so from the privileged position of@pgetiag in

137 One encounters the Romantic idea of “symphilosengin’ very frequently in Friedrich SchlegeGesprach
Uber die PoesieFor instance, Andrea says with passion duringpreésentation, “Philosophie und Poesie, die
hochsten Kréafte des Menschen...greiften nun ineinanohe sich in ewiger Wechselwirkung gegenseitig zu
beleben und zu bilden” (183-184). In general tefimgmphilosophieren” represents the idea of a play
synthesis between the various arts.
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a society which no longer attributes as much value to “unreasonable” pursuits. M\iite
is still respected and studied in the Province, most Castalians seem only tbaseam i
element of the glass bead game.

Knecht's first meaningful encounter with music is expressed in simitastdyut
without the narrator’s obvious condescension. Instead, the young boy — an early version of
his adult self just as early civilizations were precursors to Castaiaxcited by his first
glimpse, through music, at something transcendental. Knecht meets the Mstgkhoeithe
first time and after playing a fugue together with the old man, the boyisnaletd by this
“magischen Vorgang"GPS55), the “Sichoffnen der idealen WeltGPS55-56), and refers
to the old Musikmeister afterward as a “Zauberma@P$57) or “Zauberer’ GPS58).

The narrator acknowledges, perhaps somewhat begrudgingly, how important this encounter
is for Josef Knecht and writes, “es ist bezeichnend, dal3 dieser erste Ani@ejgtes] nicht
von seiten der Wissenschaft kam, sondern von seiten der M@&#848). Knecht's

inherent musical abilities are what first win him entrance into the este@movince of
Castalia, and music continues to play a pivotal role in his Castalian existerse

interesting to note, though, that however excited Knecht is as a young boy at thetmospec
meeting the Musikmeister for the first time, “[e]s gab in der Welt nure&mage Person,
welche dem Knaben Josef vielleicht noch sagenhafter und geheimnisvoller geviese

das GlasperlenspielmeisteGPS49). Although music turns out to be the foundation of
Knecht's entire existence — it gains him entry into Castalia, it shapesenigliEss bead
games, etc. — the future Magister Ludi is completely enamored with thefitlee glass bead

game even at this early age.
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Nevertheless, during his school years, Knecht focuses in large part on lnalmusi
education. So much so, in fact, that “[e]s hatte eine Weile den Anschein, als habt Knec
sich entschlossen, nichts als Musiker zu werd&P$93). He incorporates his passion for
this art form into every aspect of his academic life and even writes an auautipgin
which he explores the relationship between theology and n@BEi8120)*® Gradually,
however, Knecht is drawn into the cult of the glass bead game. In the beginning, he stil
holds onto the feeling that music somehow “magically” allows him insight intdvanot
world. He writes a letter to his mentor, the Musikmeister, in which he ¢lgidja ich dem
Sinn des Glasperlenspiels nahe zu sein meine, wird es fur mich und fur andre lr@sser se
wenn ich das Spiel nicht zu meinem Beruf mache, sondern mich lieber auf die Musik
verlege” GPS127). After studying the game for a few years, Knecht is convinced tisat he
close to understanding the essence or meaning of the game. This supposed understanding
clearly pales in comparison to the mystery and magic that music still holide fpouth.

Knecht's brash declaration regarding the significance of the gladgheze is
eventually forgotten and the young man shifts his scholarly focus in the flofjowears. He
does not yet completely forsake his musical studies or the belief that nhoxsE @ne access
to something transcending empirical boundaries, but he slowly begins to appreciate th
complexities and possibilities of the glass bead game. Eventually, tleergaaohes the same
status for Knecht as music, and he focuses most of his attention on “die edle §piekeal
Zauber ihm von seinem Leben so untrennbar und so unentbehrlich schien wie der der Musik”
(GPS195). After this point, Knecht becomes preoccupied with the idea of incorporating

music into the game, rather than playing music for its own sake.

138 The narrator explains that this autobiographyprtohately, has been lost.
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This academic attitude toward music is typical for most Castalidimso Pesignori
points out and complains early on, “[w]ir analysieren zum Beispiel...die Gesetze und
Techniken aller Stilarten und Zeiten der Musik und bringen selber keine neue MwsiK he
(GPS100). Designori, although interested in mastering the honored game as well, does not
succumb completely to the Castalian obsession with glass beads which sesftenim the
devaluation of all other disciplines. It is likely that this man, alwaysrdesto be an
outsider in the Province, maintains enough distance from this fixation on the game to
objectively evaluate its repercussions on art forms such as music.

Thus, it seems appropriate that it is an encounter with his old friend Designori, which
eventually reminds a much older Knecht of the transcendental power of music. lliypitica
is while trying to describe the benefits of the glass bead game to Desigtdtnecht
inadvertently and semi-consciously stumbles upon the actual importance of musitife hi
The Magister Ludi explains to the man from outside the Province:

[E]in rechter Glasperlenspiel [sollte] von Heiterkeit durchtrankt seeiie reife

Frucht von ihrem stiRen Saft, er sollte vor allem die Heiterkeit der Musik in sich

haben, die ja nichts anderes ist als Tapferkeit, als ein heiteres, |acl&thdeisen

und Tanzen mitten durch die Schrecken und Flammen der Welt, festliches Darbringe

eines Opfers.G6PS348)
The easiest way for Knecht to explain what he believes is the proper attitudeebiass
bead game player is through a comparison with music. The more mature Knecht has
replaced his naive use of the word “magic” to describe the experience of featiptaying
music with “Heiterkeit,” an inexplicable and ineffable serenity achidyednly a few men.

This “Heiterkeit” is in direct opposition to the “Schrecken und Flammen der,’Vidak of

the only direct allusions to Schopenhauer’s philosophy within the hSVvéh. other words, a

139 Unsurprisingly, given his uncritical acceptancetsf Castalian “utopia,” the narrator actually hagery
anti-Schopenhaurian attitude regarding music aed#iure of the empirical world. He explains, “e]i
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more mature Knecht acknowledges, albeit within the context of the glass Imeacighrst,
the ability of music to help one transcend empirical boundaries and attain a nrgraente
of relief from the world’s suffering?®
Knecht's emphasis on the musical becomes most apparent, however, in the following
passages. Atthe end of their conversation, in response to his dejected friend, Knecht
recommends listening to some music before retiring for the evening. Asysbyvi
mentioned, Knecht decides to play a piece from Purcell, the same piece thaddllowto
bond with Pater Jakobus years earlier. The narrator describes the scenigesnd wr
Sanft und streng, sparsam und suf3 begegneten und verschrankten sich die Stimmen
der holden Musik, tapfer und heiter schritten sie ihren innigen Reigen durch das
Nichts der Zeit und Verganglichkeit, machten den Raum und die Nachtstunde fur die
kleine Weile ihrer Dauer weit und weltgrof3, und als Josef Knecht seinen Gast
verabschiedete, hatte dieser ein verandertes und erhelltes Gesicht, und zugleich
Tranen in den AugenGPS349)
This sonata allows both men to escape their momentary troubles and focus only on¢he musi
currently being played. Time and space, history and the phenomenal world, all égde aw
through this music. Both Knecht and Designori part ways moved by the profound
significance of the experience. In fact, although the narrator nevesraalexplicit
connection between this episode and Knecht's later rejection of Castalia arasthbegid

game, this ishemoment in the novel when Knecht returns to prizing music above the glass

bead game, thus giving up on his personal project of “symphilosophieren,” i.e., tlo¢ idea

vollkommene Musik hat ihre Ursache. Sie entstektdem Gleichgewicht...Die Musik beruht auf der
Harmonie zwischen Himmel und Erde, auf der Ubetgimaung des Triiben und des Lichte@RS27-28).
Rather than argue that music allows one to acaessthing absolute such as the Will, which gives @ane
moment respite from the negative aspects of thegrhenal world, the narrator believes that perfeasimis a
direct result of the balance between good and lkgfilt and dark.

140 As previously mentioned, Knecht lives in a utopsaaiety, thus necessitating few references tpthetical
problems of the world. In this passage, Kneclikedy referring to the sorrows he knows men owtsZhstalia
often experience, especially since he is speakiigesignori. It is also possible that Knecht isrenaware of
man’s possible suffering because of his own inoafflcts throughout his life.
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equating music and language within the gafheknecht “has not forgotten his longing for
the absolute,” but he has come to the realization that the answer can only lie imiLisic

the glass bead game (Bandy 368).

il. Writing absolute music: transmedialization

Just as his protagonist, Josef Knecht, underwent a process of enlightenaeimgeg
the possibility — or impossibility — of “symphilosophieren,” Hermann Hes$awel a
similar path while writingoas Glasperlenspiel Although he began this novel with the
intention of literally “composing” a novel with words, a form of “symphilosophierelesse
eventually gave up on this endeavor sometime during the process. The author set this goal
for himself, one inherited from German Romanticism, many years befar@magining a
Province named Castalia or the story of the famous Magister Ludi, Josef KnecalsoH
made various attempts to achieve it before writing his masterpiece. Bag rtotuntil
failing to turn his words into music in his final novel that Hesse gave up on the Romanti
dream completely.

Although a writer by profession, what Hesse really loved about his ceatsar
inherently musical qualities. As early as 1897, one finds Hesse comparingaaktry

musical style in a letter to his nephew, Karl Isenberg:

141 This episode occurs directly before the chapténénnovel titled “Vorbereitungen,” which deals hvit
Knecht's preparations to leave the Province forever

142 5jglind Bruhn notes something similar in Aére Musical Order of the WorldShe claims, “[t]he idealized
parallelism suggested in this image — of musichendne hand, the glass bead game on the othefirtoa
correspondence that has been resonating througtesse’'s compound work. By hinting that the corecret
game as it has developed within the Province ofaliasmust eventually perish along with its playevkile
music will not, the study Josef Knecht declaresnmisst beloved art as even closer to the spirititifatms his
world than the game that serves as its acknowledgextbol” (216). Music is the only means by which
someone can access the absolute.
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Fur meinen Geschmack mag Dir meine Liebe zu Chopin bezeichnend sein — aber nur
fur die Musik. In der Dichtkunst liebe ich, so sehr ich Rhythmus und Wohllaut
verehre, mehr den durch einzelne Worte, einzelne bedeutende Lautformen sich
ergebenden Takt, als die vollendete, komplizierte Klangtechnik, die mir bei Chopin
imponiert. (MichelgViusik128)

In this passage, the author extols the rhythm and acoustic sound produced by particular

words. While clearly distinguishing between his musical and poetic predileatitins

point, preferring Chopin’s more complex sounds in music over a comparable stylang,writ

he nevertheless has already begun thinking about language’s musicalectsticcaround

the turn of the 19 century.

Hesse continues to note the similarities and overlap between the two disciplines
throughout the course of his career and begins to praise the musical natureajdaaigove
all else. Using “magical” terminology similar to Josef Knecht'essé claims, “die Musik,
und zwar ganz besonders die Musik der Prosa, ist eines der wenigen wahrhaft magischen,
wahrhaft zauberischen Mittel, tiber welche auch heute noch die Dichtung vedfidgtih(
Limberg 131). More than the literal meaning of words, it is the way they sound and
approximate music which makes certain combinations of them allegedly cap&dderg
the boundaries of empirical reality.

Hesse’s thoughts on the relationship between music and language become more
concrete over time as he begins to ponder the possibility of literally mimgiokusic
through language. In another letter to Isenberg from 1934, Hesse writes:

Ich mdchte nichts Bestimmtes héren, sondern womaglich ein Schrittchen

weiterkommen in dem Problem, ob und wie Musik, oder doch die Erinnerung an

Musik, auf intellektuellem oder dichterischem Weg reproduzierbar ist. ABsowie

weit die Analyse einer klassischen Musik in Worten heute moglich ist. (Michel
Materialien92)
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Although Hesse only mentions attempting to analyze music or reproduce the subjective
feelings one has when listening to a particular piece of music, a number ofsemitd
argue that he has actually already shifted his efforts at this timeatingy works of literature
which are based on musical structuf€sinterestingly, Hesse does not seem willing to admit
to anyone that his ultimate literary goal may be to compose linguistiglsynies, i.e., to
turn his words into music in an attempt to access something transcending emnrgalital
He merely hints at this desire in the above letter to his nephew and adaraégthe
prospect of this endeavor when writing to others. For instance, he explains to his friend
Alice Leuthold in a letter approximately one year later, “nattrlich kannemenMusik nicht
in einem Gedicht nachzeichnen, hochstens ihren ‘Inhalt’, das heil3t: das, was der Horer sic
vorgestellt hat” (Micheldlaterialien116). Similarly, he writes to C. Clarus in 1935
regarding “Zu einer Toccata von Bach,” a poem attributed to Josef Kndahsin
Glasperlenspiel
Natirlich kann man Musik nicht in Versen wiedergeben. Sondern, was in den Versen
steht, ist nicht die Toccata, sondern mein subjektives Erlebnis, meine Assoziation
beim Horen dieser speziellen Musik, die sich seit Jahren bei jedem Wiederhoren
wiederholt hat. (Michelaterialien 116)
Hesse undeniably rejects the possibility of imitating music through viottiese passages
and offers by way of explanation that it is only possible for authors to capturesthery or
subjective experience one had when listening to a particular piece of rBusibow does
one reconcile the disparity between what Hesse was supposedly tryingntbisi@wn
writings, according to contemporary scholarship, and what the author himsak elggerson

is capable of doing through language in letters to family and friends? Wandakeny his

attempts to write poems and novels based on musical structures (in order to@oeess s

143 3cholars such as Siglind Bruhn, Theodore Ziolkawskrmann Kasak, and Matthias Schulze have all
argued that musical structures underlie a numbeteste’s works.
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transcendental truth), when it seems so obvious to his readers that this is\welattie was
trying to do?

As | see it, there are three possibilities. One, Hesse does indeed tryetedbld
goal in a number of works, but he feels that he has somehow failed becausedsifhate
not actually allowed him to access something absolute. In other words, he efpately the
possibility of transforming language into music so that he does not have to ackrehiedg
own failure. A second explanation is that Hesse was deep in the process of@aging
Glasperlenspieat the time these letters were written — a process which took hithe avier
eleven years — and was likely fraught with the highs and lows which often acopsyzh a
massive enterprise. It is quite possible that he was simply feeling a hith@hamed at this
time, and that he therefore renounced his own efforts to turn his masterpieceriutyp lite
music. Indeed, he admits as much to Alice Leuthold in the aforementioned Hterrites,
for example:

Das Glasperlenspiel scheint ein richtiges Alterswerk zu werden, ich kdieste

Arbeitsweise fruher gar nicht, diese trofpenweise Destillieren undsdieseatelange

Uberdenken und Meditieren, bis eine Zeile geschrieben wird. Ich sitzecjetrt s

das dritte Jahr an diesem Werk, und noch ist von dem was ich mir darunter vorstelle,

kaum ein Viertel oder Drittel notiert. (Micheldaterialien116)

Hesse admits that he has never been in a situation like this before, and one raerressil
the frustration underlying his words. This general dissatisfaction ttadstdo an open
rejection of his overall goal because he really did termporarily feel it sifjego achieve.

A third option is that Hesse undertook this endeavor in a Romantic mindset, knowing

from the onset that he would never attain his goal, but placing less importancepordiine

than on the process. That is to say, he ascribed to the early German Romantinidaseof
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perfectibility and continued to strive toward achieving the impos&iblds Robert Norton
explains inHermann Hesse’s Futuristic Idealisthe Glass Bead Ganaad its
Predecessorshe early German Romantics believed that “[w]hile [art’s] ultimatal gan
never be completed attained or even known...the important factor is the seartfiliéself
17). Art, according to this view, continually aims to become a perfect repagseruf
something unknown and perhaps transcendental, but it never succeeds. The success or
failure of the attempt, however, is irrelevant because the product of anestioon is less
important than the creative process. As Novalis’ Klingsohr notes: “[d]efiStaficht der
Zweck der Kunst, aber die Ausfuihrung ist esSftérdingen228).

In order to determine which of these scenarios are the most likely exphrafuati
Hesse’s apparent attempt to fulfill the Romantic dream of composing mukianguage in
Das Glasperlenspidbut his outright rejection of this goal in his letters to friends, it will be
helpful to examine some of his earlier works in more detail. Does IHesetry to write
novels and poems based on musical principles? Does he indeed aspire to Novalis’ decree
“[m]an muf schriftstellen, wie komponieren” (527)?

One of Hesse’s early poems, “Feierliche Abendmusik,” written in 1911, not only has
a title directly referencing music, but is divided into three sections, e#tcitsvown
“musical” heading. The poem thus appears to be trying to imitate, at least, ith@ar
structure of some kind of musical composition. The first 14 lines of the poem o@suhaft
musical tempo marking “Allegro,” meaning fast and bright. The idea tlsas#aiion of the

poem should be read quickly and with excitement is supported by the exclamation points

%41n very broad terms, the idea of infinite perfbitiiy refers to the early German Romantic viewpdetry as
an absolutely ‘progressive’ realm involved in agass of endless development” (Behler 4). In otveeds,
poetry is always in a process of becoming. Foremaformation regarding this idea, see Ernst Béhler
German Romantic Literary Theory
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found in lines 8 and 14. There are also a number of powerful action words within the body
of this section, e.qg., “zerreil3t” (line 1), “gliihenden” (line 1), “taumelnd&sé @),

“‘mitgeweht” (line 3), “flieh” (line 4), “verweht” (line 8), “losgerisaé (line 9), “treibt” (line

9), “jage” (line 12), “reil3e” (line 13), and “falle” (line 14), each supportingnaage of rapid
movement. In this first part, the life and relationship of the speaker to diardscribed

using a storm metaphor.

The second section of the poem is found under the subtitle “Andante,” which means
at a walking pace. As in the first part, both the structure and content of the poem shgport
new tempo marking. There are still a number of verbs and adjectives implyingerdye
but they are less violent than the ones occurring in the first section, e.g.; (laeh17),

“flattert” (line 19), and “stromt” (line 21), to name but a few. The andanteseat the

poem is also longer — 21 lines rather than 14 — requiring a person to take more trme whe
reading it. The added length gives one the impression that this second part of the poem
moves at a slower pace than the first section. Furthermore, the coitezates the more
measured reading speed in that the speaker appears to be describing the catutpiod be
divine nature after the storm.

Finally, both the content and structure of the third and final section of the poem
subtitled “Adagio,” meaning slow and stately, also support the musical temgmger a
certain degree. A number of tranquil words occur in this section, such as “tranm#ég),
“schatten” (line 48), and “kuf3t” (line 53), which create an aura of peace in the apade
encourage yet an even slower pace when reading. There are a number of pdriods a
commas and even a semi-colon found at the end of various lines, slowing the reader down

further. Moreover, this section is the longest of the three, as it is comprisedr#22The

178



imagery of the section is calm and serene. The speaker of the poem desoripas feace
with the world and God during the late hours of the night.

Despite the notable and obvious references in this poem to a musical performance, it
seems likely that Hesse is just trying to capture his subjective ingmessd the imagery he
associates with a particular kind of music through words, rather than aetti@ihypting to
structure the poem musically. That is to say, he wants to give the reades afdans
feelings while listening to this music, but he is not trying to imitate thecnpes se. Other
than the brief references to musical tempo and the utilization of punctuation, worel choic
and strophe length to support the tempo markings, there is little in way of naisicalire
to be found in the poem. One does not, for instance, detect a standard three-part sonata-form
structure — the third section is clearly not a recapitulation — nor does one find gnythin
resembling a leitmotif or an attempt at linguistic counterpoint. Hermanakika@aims, “wir
[empfinden Hesses] Dichtung...dem Musikalischen verwandt,” but the emphasis in this
statement should be on the “verwandt” rather than the “Musikalischen” (7). Béghening
of the 20" century, Hesse still seems to have had rather modest aspirations regarding the
musical possibilities of language.

However, the author appears to become more ambitious as his writing develops over
time. Although denying his desire to create music with words in letteretmfriand family,
Hesse more openly admits this goal through his literary figures. Apsdyimentioned, a
great number of Hesse’s fictional characters are autobiographical ie.nMichael
Limberg points out that one character in particular is an especially claagomof the
author himself, the protagonistder Kurgast(109). The resort guest, a writer by profession,

makes a direct comment regarding what he would like to accomplish with his-warks
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comment that can be extended to Hesse himself. This goal directly relateauthor’s
ability to translate musical techniques into his linguistic medium and tgratform music
through language.
Ware ich Musiker, so kdnnte ich ohne Schwierigkeit eine zweistimmige Melodie
schreiben, eine Melodie, welche aus zwei Linien besteht, aus zwei Ton- und
Notenreihen, die einander entsprechen, einander erganzen, einander bekampfen,
einander bedingen, jedenfalls aber in jedem Augenblick, auf jedem Punkt der Reihe
in der innigsten, lebendigsten Wechselwirkung und gegenseitigen Beziehung stehen
Und jeder, der Noten zu lesen versteht, konnte mein Doppelmelodie ablesen, séhe
und horte zu jedem Ton stets den Gegenton, den Bruder, den Feind, den Antipoden.
Nun, und eben dies, diese Zweistimmigkeit und ewig schreitende Antithese, diese
Doppellinie méchte ich mit meinem Material, mit Worten, zum Ausdruck bringen
und arbeite mich wund daran, und es geht nicht. Ich versuche es stets von neuem,
und wenn irgend etwas meinen Arbeiten Spannung und Druck verleiht, so ist es
einzig dies intensive Bemihen um etwas Unmadgliches, dieses wilde Kampfen um
etwas nicht Erreichbares. Ich mochte einen Ausdruck finden fiir die Zwecheit, i
mdochte Kapitel und Séatze schreiben, wo bestandig Melodie und Gegenmelodie
gleichzeitig sichtbar waren, wo jeder Buntheit die Einheit, jedem Scherzrusr E
besténdig zur Seite stehKyrgast111-112)
In this passage, the health spa guest confesses a longing to be a musicidmaratheriter
because he feels that music alone allows one to depict some metaphysichbintthex
structure of the universe. Many scholars have read the protagonist’s uselufatbe “[die]
Doppelmelodie” metaphorically, claiming that this musical imagerset the two poles or
natural tendencies latent within any individual. Ralph Freedman explains, if{ténaction
of GeistandSeelds woven into the fabric of Hesse’s major novels” (279). This interaction
or conflict betweerGeistandSeeles most plainly articulated in Hess@srzil3 und
Goldmundand finds expression thematically as well as structurally. It adsonales
acknowledged dichotomies within music between organization and improvisation, freedom
and limit, subject and object — oppositions described and developed in Theodor A@deno’s

Philosophie der neuen Musikccording to many scholars, music in particular is an apt

metaphor for the duality in nature as it somehow “deepens the double melody of life and
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catches it in art, [while] painting acts directly in halting experiencegeerzfng the aesthetic
reflection in timeless portraiture” (Freedman 283).

Putting aside what the “double melody” refers to for the moment, it is impdotant
note that music is often privileged by Hesse’s characters above all dthané deemed the
only artistic medium capable of portraying this natural polarity. Thus, titerwrDer
Kurgastexplicitly conveys the yearning to turn his words into music. He expresses
frustration at his inability to accomplish this feat and believes that he wék e able to
“write” the double melody of life or nature. His goal is “etwas Unmdglichetsvas nicht
Erreichbares”Kurgast112). Nevertheless, the resort guest “versuchlt] es stets von neuem”
and concludes that something positive is yet to be gained from his failegtstterm writing
is in fact better in a way. The constant struggle to reach this unattagoabig§verleiht]
seinen Arbeiten Druck und Spannungu¢gast111).

Seeing as Hesse likely felt the same way about writing as the protagfddest
Kurgast it is fair to say that hdoesactually try to write a musical composition in words by
the late 1920s. As previously mentioned, his ndlatzi3 und Goldmuncevolves around
this idea of duality. It is also a concrete example of the health spasggest’ In this story,
Hesse attempts to capture a notion of musical polarity — the “Melodie” andritemdie”
(Kurgast111) — in the structure and syntax of the wirkloseph Mileck gives a detailed
account of this phenomenon in his artiddatziss und GoldmundLife’s Double Melody”
and like many of his fellow scholars, supports the general interpretation st bielieves

man to be “caught between the sensual and the spiritual” (127).

145 The health spa guest’s musical goal remains eajtie. “Gegenmelodie” is not a technical term irsim
but refers perhaps to the technique of “melodieision,” a contrapuntal derivation, in which onéceomirrors
the other, i.e., if one melody has a rising maiindt, the other melody has a falling major third.
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Within this context, Mileck argues:

In Narziss und Goldmundife’s basic dichotomy with its constellation of polarities

found its appropriate and just as conscious expression in a thoroughly contrapuntal

manner: setting is bipartite, movement fluctuates, personae are pdiiats aod
attributes are coupled, attitudes are opposing, emotions are polar, and mode of
expression affects a primary two-beat rhythm. Manner itself becomes'mat

(Narziss134)

Mileck makes two distinct claims regarding the musical natuMaozi? und Goldmungh

this passage. First, he asserts that something akin to melodic inversion ottuarghei

novel and gives a number of examples to support this idea. He contrasts the pessandlitie
appearances of Narzif3 and GoldmuNdriss135), for instance, and points out that half of

the novel takes place in the monastery, while the other half transpires in the wadd ofits

the monasteryNarziss134). He clearly reads these occurrences as manifestations of Hesse’s
“Melodie” and “Gegenmelodie.”

Second, Mileck moves away from statements regarding tonal relations taassert
relating to rhythm, i.e., he argues that the novel follows a two-beat rhythensupports this
claim most effectively when closely analyzing Hesse’s languate dteginning of the
novel:

The first paragraph emphatically establishes the two-beat rhythpehetdes the

novel. The paragraph comprises two sentences, the first of these sentensts aonsi

two major segments, and the second of these segments is introduced by a pair of
parallel principal clauses and followed by two parallel clusters of fiveipal and

subordinate clauses. This coupling of sentences and paired clustering of gdauses i

too patterned to be anything but desidianziss136)

According to Mileck, Hesse adds a performative dimension to the structure ehteaces,

incorporating the notion of duality by creating and upholding a “two-beat rhyttmmiigh
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the division of his sentences into various pairs and couplffigalthough the scholar admits
that “[t]he entire novel is not as thoroughly mannered as its opening paragraplytiée ar
nonetheless that “this two-beat pulsation remains the prevailing rhythespfle” (Narziss
136).

While stretching his argument at times and finding thematic and syntaaicsin
the novel where it would be better to argue coincidence rather than d8djleck does
convincingly support the general claim that Hesse was attempting tpanate certain
musical ideas into the structureNrzif? und GoldmundThe fact that the author only
utilized one contrapuntal method — melodic inversion — and perhaps only a very basic
rhythm, does not definitively diminish the attempt in any way. It could simply nhean t
Hesse’s writing had not yet reached the level of sophistication necesslaoydughly
transform his words into more complex music. Moreover, his partially suateffsirts
seem to reinforce the idea that he identified closely with his protagomst iKurgast. Just
as the resort guest knew he would be unable fulfill his linguistic dreamtafgunusic, one
could argue that Hesse acknowledges his Romantic heritage and its processtiaathe
product-oriented nature in this particular attef{ptOn this reading, the author knew that he
would not be entirely successful in this particular endeavor, but found some benefit in the

attempt regardless.

148 This idea that the structure of Hesse’s languagenhusical qualities has been supported by otielas as
well. Hermann Kasak claims, for instance, “HesSpsache hat einen unverkennbar musikalischen Akzent

8).

47 Mileck mentions, for example that Goldmund agraes school-aged youth to visito young girls with his
friends one day, that he then declines the tveainvitations from his friends, that he becomes s$igice while
at Mariabronn, that he drinks the monastery’s nmedlavinetwice, etc. Narzi3135). These doublings could
likely be attributed to simple coincidence.

148 Mileck supports this interpretation as well. Hetes, “Hesse believed or wanted to believe tha art
neither derived from nor dealt with drab life aige, but was inspired by and depicted a romangi¢déal
world behind appearance, a realm accessible ptimardream or poetic imaginationN@arziss131).
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Although these optimistically tainted speculations seem possible out of calttelt
is cast on these interpretations — that is, that Hesse’s literary s&ifiatget up to the task of
structuring a work musically, or that he cared little about actually singesomething
transcendental through his writing but placed emphasis in early German Rostyeton
striving to achieve an impossible goal instead — when taking other works writhemopri
Narzif3 und Goldmunahto account. This argument becomes particularly problematic when
one examines the structure of Hesse’s 1927 rogelSteppenwalf

In his article “Hermann HesseSteppenwolfA sonata in prose,” Theodore
Ziolkowski contends that Hermann Hesse “has devised a novel which consciously amheres t
the rigid structure of ‘sonata form’™ (Ziolkowsklteppenwoli22). The scholar begins his
analysis by pointing out that although the structurBaf Steppenwollemonstrates no
obvious, classical divisions, it does indeed have an internal organization. Ziolkowrsls cla
that the novel can be divided into three main sections: “the preliminary mateziaktton,
and the so-called ‘magic theater” (Ziokowskieppenwolt15). The first section can then be
further separated into the introduction, the opening passages of the book, and the “Traktat”
(Ziolkowski Steppenwoli15). By looking closely at the various authors of these first
sections — i.e., Haller's neighbor, Haller himself, and an unknown omniscient-watet
the various themes introduced in each section, Ziolkowski persuasively argubsdbat t
segments correspond to the standard exposition-development-recapitutataureiof

sonata-form (ZiolkowskBteppenwolt20-121)4°

149 An example of Ziolkowski's detailed analysis falls:

“In the novel the difference in keys is approxigthby the contrasting attitudes of Harry Haller as
Steppenwolf, on the one hand, and as Birger, oattier: the first represents, as it were, the tcama the
second the dominant. The ABA structure of the smnahich is achieved through the general repetitibthe
exposition in the recapitulation, is imitated bydde insofar as the exposition and recapitulatierviews of
Haller from the outside and largely theoreticais thives them the effect of unity. The developmbéntvever,
differs from these in tone and style since it igten by Haller himself, and it stresses the pcattsignificance
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Ziolkowski then moves on to the second section of the novel, the actual action. He
has a more difficult time arguing his main point in this context and must adiitydpld
be gratifying if we could demonstrate that this second part conformsystoi¢tie form of
the second movement of the sonata, but that would be an extension of the truth” (Ziolkowski
Steppenwoli28). However, the scholar does reveal a number of musical techniques which
are transposed into a literary medium within this portion of the novel, which nevertheless
allow him to maintain his overall argument. He asserts, for instance, that alhufghe
occurrences in this part of the story can be interpreted on two distinct levels, wéirado
as “double perception” (Ziolkowsl8teppenwoli23). All incidents relating to Haller can be
read as real and actual happenings, or as drug- or alcohol-induced hallucin@hiens
interpretation chosen corresponds then to whether an event is understood from a bourgeois
perspective — something actually happening in empirical reality — or ashsogeescended
from a “supernal plane,” a world beyond phenomenal reality (Ziolko®&s&ppenwoli23).
Through this technique, Hesse produces “the effect of simultaneity or coanoendf the
two planes or melodic lines...a highly musical device corresponding closely to qgminter
(Ziolkowski Steppenwoli23). In other words, just as is the case with the polarijanzil3
und GoldmungdDer Steppenwokxhibits a kind of “Melodie” and “Gegenmelodie” in
writing. This phenomenon, in combination with a number of frequently occurring ldgmoti
and the fact that “the structure of many modern sonatas is far les$agithat of the
classical sonata,” persuades Ziolkowlski to state that “the second pdue jodvel] is

equivalent to the second movement” (ZiolkowSkeppenwol128).

of the two themes for his own life. The resolutafrthe tonic and dominant in the recapitulatioarnsobvious
parallel to the proposed reconciliation of Steppelfiand Blrger in Harry Haller. In view of thisther close
correspondence between the musical form and thieplart ofSteppenwolfit seems safe to assert that the
preliminary material of the novel reveals ‘first-ugoment form.” (ZiolkowskiSteppenwol120-121).
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Finally, the scholar deals with the final segment of the story, Ha#ggeriences in

Pablos’ magic theater. In this last section, Haller enters various todhestheater and

partakes in a number of surreal episodes. Ziolkowski asserts that the “sislgstiowp

various other motifs from the novel,” transforming and playing with them much as a

composer will do at the end of certain musical piece with the motifs and themes found

throughout it (ZiolkowskiSteppenwolt30). Thus, Ziolkowski argues, in general:
Der Steppenwolinight be compared to a sonata in three movements. The first
movement shows unmistakable first-movement form, or the so-called ‘sonata-for
the second movement, through it does not reveal any form typical of the adagio of the
sonata, employs the highly musical device of double perception or counterpoint
throughout; the third movement, finally, is constructed according to a pattern
remarkably similar to a finale in variations. As in the modern symphony, thmeshe
are not limited to one movement alone, but appear in all the parts, thus creating an
effect of structural unity in the whole: the second and third movements are based,
respectively, upon the first and second points of the ‘Tractat.” Although the word
abounds in so-called ‘musical’ devices, like leitmotiv and contrast, it does not depend
upon such hazy concepts in order to attain its musical effect. Instead, isr@veal
structure which, consciously or unconsciously on Hesse’s part, corresponds ith genera
to a specific musical form and, in certain places, seems to adhere rigiaéy to t
accepted pattern of musical composition. To this extent it might be permissible t
designate HesseSteppenwolés a sonata in prose. (Ziolkowskeppenwoll 33)

Despite Ziolkowski’s convincing study into the musical nature of He&3er'Steppenwalf

he remains slightly hesitant and reserved with his overall claim, sayinghanly “might be

permissible” to calDer Steppenwolh sonata in prose. Similarly, he casts doubt on the

validity of his argument by questioning whether Hesse applied a musigglse to his

novel “consciously or unconsciously.” It seems highly likely, however, thate-tbds

indeed attempt to write a musical composition with words, especially whew @ketter

written by the author from1930 into account. In this note, Hesse wrilds;, §teppenwdlf

ist um das Intermezzo des Traktats herum so streng und straff gebautensoeate und

greift sein Thema reinlich an” (gtd. in ZiolkowsRteppenwoli 15).
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It has become evident that Hesse’s earlier wiodt, Steppenwaliis in fact even
more “musical” than his latédarzil3 und Goldmundnd that the author was indeed
consciously organizing his novels at this point in time to emulate musicausésicfThus, it
seems safe to say that Hesse’s literary skill in the late 1@&8sufficiently sophisticated
enough to structure a longer prose text musically. Nevertheless, the questairs IWas
Hesse satisfied justying to write musical sonatas in words, knowing that he would never be
able to fully achieve his goal, or was he actually attempting to transogridcal
boundaries through language? Did he wgzil3 und Goldmundut of frustration because
Der Steppenwolfailed to achieve a goal the author truly aspired to attain — although closely
resembling a sonata, the “second movement” of the text is far from perfeatmpbyr as
another Romantic exercise, which extols the process far more than the prodlecswers
to these questions can be found by closely examining the structure and undengimof t
Hesse’s masterpiecPas Glasperlenspiel

Perhaps because of its length and complexity of theme, there is some academi
disagreement as to whether this particular novel does indeed follow aahsigicture as
many of Hesse’s earlier works clearly do. Most notable is Theodore Ziskkswlaim that
the story is not so much organized around musical principles as that it follows an
“architectonic” order Glass Beadl0). It is somewhat surprising to find the scholar, who so
convincingly argued for a sonata-form organization to one of Hesse’s easties, asserting
that this later novel does not follow a musical structure. Ziolkowski contendadrtbi the
form of Das Glasperlenspias based on Swiss historian Jacob Burckhardt’s theory of the

three powers: state, religion, and cultuBdass Bead6)*° Although convincingly arguing

%0 For more information regarding Burckhardt's theerof history, see Jacob BurckhardWeltgeschichtliche
Betrachtungen
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that Burchkhardt’s historical hypothesis plays a vital role in the form of thd,nove
Ziolkowski doesnot, however, sufficiently demonstrate that Hesse was not attempting to
perhaps simultaneously incorporate both historical theories and musical printipléei
structure of his masterpiece. The two are not mutually exclusive.

Furthermore, Ziolkowski admits that “[b]Jecause Hesse’s attitude towaraddsthetic
ideal (Castalia) changed during the eleven years of its genesmublas not free of
structural flaws” Glass Bead9). In other words, it seems plausible that Hesse may have
been trying to organize his tadeound different principles and theories at varying times
during the writing process, which in turn resulted in an inconsistent, perhapsutsthyct
flawed” novel. This would explain why so many scholars are convinced that music does
indeed play a fundamental role in the organizatioDad Glasperlenspiedespite
Ziolkowski’'s assertion that it does not.

The long period of time required to write the novel and the consequential irregularite
in form would also explain why scholars, almost all agreeing that the novegisiped
around musical principles, actually disagree as to which musical ideasitulpaderve as
the foundation of the novel’'s structure. Some references to the f@asdElasperlenspiel
remain rather vague, such as E.R. Curtius’ claim that “[a]ll [HesBeeg)es...are taken up
again and treated contrapuntally in this work” (14) or that the glass bead gafmeots’a
around which “a whole world had to be built up” (15). G.W. Field simply states, “[t|he glass
bead game...is a sort of improvisation in which ‘genuine’ music themes are ‘played’ i
variations architectural, mathematical, poetical, etc., comprising afsemcyclopaedic
counterpoint of all the arts and studies” (105). These scholars concentratearhibi

glass bead game itself as a motif, theme, or improvisation and simplymangassing that
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the novel has a musical organization. Still others merely focus on the most oliotises
of the novel and make random statements alluding briefly to music, such as Hilde Cohn’s
claim that the “three autobiographical studies present three variations bh#he of the
narrative” (350). Or there are those who choose to examine only one small section of the
novel, e.g., the poem titled “Zu einer Toccata von Bach,” and simply point out thatrinere a
“[s]everal...instances of musically descriptive diction in the poem” (Crosby344)

In contrast, Siglind Bruhn and Matthias Schulze explore the musical organinéti
the novel as a whole, each with their own, often contrasting view as to which musical
principles in particular serve as the structural backdrapatGlasperlenspielBruhn
attempts to demonstrate in her stdye Musical Order of the World: Kepler, Hesse,
Hindemiththat both Hesse’s masterpiece, as well as Paul Hindemith’'s Dgekarmonie
der Welt performed for the first time in Munich in 1957, are hopeful quests for “universal
harmony” in a world ravaged by w&¥: In order to achieve her goal, the scholar examines
both the novel and opera in relation to the medieval quadrivium and trivium (9-10),
eventually coming to the conclusion that “Hesse’s work consists of two interlocking

strands...[e]ach of [which] in turn consists of five components” {79Moreover, she

131 Crosby offers a few examples of this musical ditiin his article. He claims, for example, thae4de’s
image [of light bursting forth from the jagged dlts) can be said to serve-unintentionally, perhaye @erbal
description of an aural-visual musical effect: jdigged ‘outline’ of the Baroque instrumental flcalri
consistently used by Bach in the introductory measi his toccatas” (344). In a similar vein, hetas, that
the phrase “[e]s wandelt sich...,” suggest[s] modaolatand ‘Wolbt Welt um Welt

zu...Siegesbogen,’ suggests both the ‘arch’ of the musical phrasirdjaso Bach’s cumulative climaxes in
the toccatas” (344). While Crosby makes interesting valid points, these few examples do not supgor
overall claim that the poem is musically structured

15Bruhn explains the origin and development of themidf universal harmony in the first chapter of heok.

133 Bruhn’s notion of interlocking strands or a “doettielix whose strands reflect the focal issueféndual
title” (11) should sound familiar by now as it seeta closely resemble the “Melodie” and “Gegenmiddd
which Josef Mileck described Marzil3 und Goldmundas well as Theodor Ziolkowski's idea of “double

perception” inDer Steppenwolf.
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claims that “novel insights” into the meaning of the novel can be gained when besef t
strands, in particular, is “laid out in analogy to a five-movement musical piégg” (

In fact, Bruhn argues that much of Hesse’s novel is an example of what she calls
transmedialization“a generic description for what in the field of comparative arts is called
‘ekphrasis’: the re-presentationane medium of a content previously representednather
medium” (10). In other words, the scholar believes that mu€rasfGlasperlenspiaes a
literary representation of a musical structure, i.e., that Hessaliiteomposes a literary
symphony with words. In order to prove her point, Bruhn first demonstrates that the obvious
structure of the novel into three main sections — the introduction, the life of Josxéit Kared
his posthumous writings — is, in fact, a deceptive division and that the novel is actually
comprised of two main “strands”: the story of Castalia and the glass bead danteskhe
refers to as the “World of the Mind” (79), and Josef Knecht's personal history. Edwsef
strands is then divided into five sections.The “World of Mind” consists of the historian’s
introduction, Knecht'’s circular letter to Order, the reply to the letter, coatvens between
Knecht and Designori over the years, and Knecht's posthumous poems. The second strand
consists of Knecht's biographies: the longer tale of his life as a Casthbahy¢e
autobiographies included at the end of the novel, and the one missing autobiography about a

Swabian theologian named Knecht, which Hesse did not finish and did not include in the

134 Bruhn demonstrates that each individual strandbeadivided into five sections, but also argues the
novel on a whole should be divided into five sat$iathe Latin motto at the beginning of the notie,
historian’s introduction, the biography of Josefd¢ht, the poems that Knecht wrotes as a youngamay,
finally, the autobiographies included at the enthefnovel (78-79).
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final draft of his novel (793>® The first strand, in particular, can be read as a five-movement
musical piece (11).

Bruhn performs a number of detailed musical analyses in her study to support her
overall argument, “stating not only the appearance of themes and motifs, forndilas a
cadenzas, but recording their frequency, distribution, length, and interrelate(i¥ssth
the historian’s introduction, for instance, she notes two themes (the “age of thet&euill
and the “glass bead game”) as well as three motifs (“music,” “Chiness®mi” and
“spirituality”). She tracks this thematic material throughout the emtireduction and
contends that the historian’s

...treatment of the material is reminiscent of instrumental works in thenita

canzonaradition of the 18 and 17 centuries. These pieces also display clear

sectionalization, and their themes often grow out of one another, with the result that
there is neither a recapitulation of the original juxtaposition nor a concluding
synthesis. It would seem that the chronicler had modeled the ‘musical stro€ture’

his introduction after the keyboard and lute pieces that play such an important role i

the lives of his tale’s characters. (62)

Without going into more detail regarding Bruhn’s thematic analysis of thd, nioseffices
to say that the scholar believes to have sufficiently demonstrated in her awehalihstDas
Glasperlenspiebn a whole “exhibits typical features of a symphonic movement™¢80).
Hesse’s masterpiece is, according to Siglind Bruhn, clearly “a worksthabnce literary
and musical” (29). While convincingly arguing at times that the novel demassgrat

number of structural characteristics which can be mapped onto a generitéeofpl

symphonic organization, Bruhn’s tedious and complicated divisions, subdivisions, and re-

135 Bruhn argues that this “fourth” life is in indismable to understanding the overall structure efibvel
(29). For more information on the history and emtof the fourth, missing autobiographyDas
Glasperlenspielsee Mark Boulby’s “Der Vierte Lebenslauf’ as @KtoDas Glasperlenspi€l

1% See pp. 238-239 in Bruhn's book for a broad thensatmmary of Hesse’s novel.
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divisions ofDas Glasperlenspighake some of the scholar's musical analyses seem forced,
thus weakening her overall argument.

Matthias Schulze also arguesDie Musik als zeitgeschichliches Paradigma: Zu
Hesses Glasperlenspiehd Thomas Manns Doktor Fausthsit “[d]ie
Musik...Ausgangspunkt fur die sprachliche Konstruktion der Texte [ist]” bLT he differs
from Bruhn regarding the way in which he feels Hesse was attemptimgtadel a musical
structure in his novel. The goal of Schulze’s study is to compare and contrast t\g) nove
both published in the 1940s, in order to demonstrate the way in which these authors’ literary
engagement with music can be used to comment on the historical period during which they
were writing — a national socialist Germany. This comparison between Manmsktor
Faustusand Hesse’'®as Glasperlenspiatolors his entire analysis, and leads Schulze to read
both works as responses to a “Wagnersche Endzeit” (127), a somewhat surprising context
within which to place Hesse’s novel, given the author’s general dislike forricha
Wagner-®

Although Schulze mentions some of the typical generalizations concernigg'$ies
employment of musical principles Das Glasperlenspiet e.g., the statement that “[d]ie
einfache und klare Sprachmelodie des Romans...[erinnert] an die Musik Bachs oder
Mozarts” (57) or the claim that one can understand Hesse’s writing as aziteis mit

Worten” (25) — the scholar also offers more concrete insights into the musicalistrof the

57|n the conclusion of this dissertation, | arguatthlann and Hesse actually had very different galsn
writing these two novels. Specifically, | will demstrate that while Mann was directly engaging \tliid
political situation of the time, Hesse was not.

%8 Hesse’s musical preference for baroque and clssitnposers over romantic and operatic composass w
discussed early in this chapter. Schulze seemeeanfdhe unorthodox connection he makes betweesséle
and Wagner and pre-empts critique on this poiragserting that Wagner’s influence on Hesse wagifhett
[eine] ungewollte” (68).
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novel as well. First rejecting Werner Dirr’s proposition thas Glasperlenspidbllows the
structure of a fugue because “Knechts Lebenslauf ganz im Mittelpuhkt stes
musikalisch auf Homphonie hindeutet” (Schulze 58) and because Dtrr cannot logically
incorporate the three autobiographies found at the end of the novel into his analysise(Schul
59), Schulze suggests instead that the organization of the novel is based on a
“Sonatensatzform” (613°

The scholar first notes that Knecht's story is divided into twelve chaptestately
equal length (59), followed by another four after the story concludes — Kneclitisipasis
works. He divides these 16 chapters into four groupings of four chapters each and claims
that they represent the exposition, development, recapitulation, and coda often found in
sonataform musical compositions. Although noting that “[d]as starkste Arguimehé
angenommene Sonatensatzform ist...das erneute Erscheinen des wichtigsten Opponenten
Plinio im neunten Kapitel, also zu Beginn der Reprise” (61), Schulze offéegplittof to
support the assertion that the first four chapters have characteristezd ofpan exposition,
the next four of a development, etc. More damning than his lack of evidence or the
completely chance comparisons he makes between the novel and random musip&srinci
such as the observation that the twelve chapters “eine Versinnbildlichungféasveisen
Durchschreitens einer Tonleiter bis zur Oktave zu sehen” (59), is the faStthdre does
not include the chronicler’s long introduction at the beginning of the novel in his reading a
all, making him just as guilty as Werner Durr of neglecting signifipants of the novel,

which do not happen to fit his analysis.

19 This interpretation of the novel differs from Bru& in that she argues that only the introductioiyt
follows a strict sonata-form pattern.
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Schulze does attempt to account for the problems related to his formal intempreta
of the novel by adding the weak caveat, “[n]atirlich hat diese Gattung [diec8satform]
eine historische Entwicklung durchgemacht, die keine eindeutige Deutungdrkéilic
zulaf3t” (60). Although failing to actually strengthen his overall argument Inyipgiout
that the particular musical structure supposedly mirror&bs Glasperlenspias difficult
to emulate because it has changed significantly over the course of its, ($stioujze
nevertheless hints at a possible solution to our dilemma: i.e., the problem of understanding
why so many scholars argue that the novel follows a musical structurel botafgiee on
which structure in particular Hesse wanted to reproduce in words. Contrary toe3chulz
claim, it isnotthe case that sonata-form changed so much over time that Hesse had trouble
imitating it through language, but rather that Hesse’s goals while wibtisg
Glasperlenspiethanged dramatically over the course of the eleven years he spent working
on the novel.Thisis what makes it impossible to convincely argue that the novel follows one
set musical form over others.

Thus, to reiterate, while Hesse may not have been trying to turn languagausit
when writing early poems such as “Feierliche Abend,” the author cleartgroplates
composing musical works through words by the time he wDerKurgast He obviously
attempts to achieve his goal in later stories sudtaasi? und Goldmundr Der
Steppenwolfas well as in his masterpiebas GlasperlenspielEach attempt, however,
seems problematic and imperfect in its own way, and one has to ask whether &kesse w
consciously striving to reach an unattainable goal (but nevertheless grjogiprocess in
early Romantic fashion) or whether he felt (truly hopeful of possibly transagedipirical

boundaries through words at the onset of each project) that he failed each timewe hishi
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main objective. In the final section of this chapter, | argue that the trutloiresaghere in
the middle. While occasionally acknowledging that he would never be able to reaohlhis g
Hesse did not always and consistently share the positive early GermantRattaude
embodied by authors such as Novalis. That is to say, it is likely that Hass®tsatisfied
justtrying to access the absolute through words, but that he was genuinely disheartened that
he would not be able to help language achieve its third and most important goal. This less
optimistic outlook is captured in a statement made by the health spa gDestdargast
This fictional author explains:
Dies ist mein Dilemma und Problem. Es lai3t sich viel dariiber sagen, |6sen aber laft
es sich nicht. Die beiden Pole des Lebens zueinander zu biegen, die Zweistimmigke
der Lebensmelodie niederzuschreiben, wird mir nie gelingen. Dennoch werde ich
dem dunklen Befehl in meinem Innern folgen und werde wieder und wieder den
Versuch unternehmen mussekufgast113)
It seems likely that Hesse also realized at various times and to varymegsi¢gat he would
not be able to write the double melody of life, thus accounting for the contradicticts w
arise when comparing the author’s personal letters to friends to his actuial néiteough
Hesse may at times have felt it impossible to write linguistic “cortipasi” he nonetheless
felt compelled to try repeatedly. These attempts differed greatiytine early German
Romantic goal of infinite perfectibility, however, in that they were rajutaarred by an
underlying pessimism. Hesse “[musste]...dem dunklen Befehl...folgen.”
This general attitude of wanting to accomplish an impossible task and only
consciously admitting the hopelessness of the endeavor is best depicteDeroKurgast
though, but iDas Glasperlenspiel As previously mentioned, Hesse and the narrator of

Josef Knecht’s biography seem to have a great deal in common. The historian’s sporadic

frustration at not being able to write a completely accurate biography simddrmittent
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denial of the difficulties associated with his project are similar to efagears to be Hesse’s
attitude toward fiction writing. The narrator D&s Glasperlenspias perhaps the most
autobiographical figure within Hesse’s later works.

To put this idea into a larger perspective, the fictional and actual authorsdttisne
story share a way of thinking partially reminiscent of both optimisha JRomantics as well
as more pessimistically-oriented philosophers. In fact, Hesse’sahgtraggle between the
dream of accomplishing an impossible task, on the one hand, and his possible feelings of
resignation and defeat when constantly failing, on the other, are one maoifestahe way
in which this modern author is heir to a broader Romantic movement, one which includes
Novalis and Schlegels wellas Schopenhauer and Nietzsche.

Although balancing the oppositional stances of the8ecgatury thinkers throughout
his career, sometimes writing works which seem to sincerely strive tavfallousical
structure, sometimes writing works that do not, Hesse appears to make a cbsiadiale
towards a more negative outlook regarding language’s third goal while wibi#gg
Glasperlenspiel This shift not only explains why scholars disagree regarding the musical
structure of the novel — it is plausible that Hesse began writing with &arstrggcal form in
mind, explaining why the introduction is similar to a sonata-form composition, ancateen |
gave up, vindicating Ziolkowski's assertion that the novel is not structured arounchimusi
principles — but it also calls into question a number of optimistically coloregbiatations
of the novel as a whole. Although many scholars argudidmiGlasperlenspias a utopian
novel of sorts, justifying and supporting the claim through comments made by HeseIf,

a closer examination of the novel, which takes the general tenor, the sungiisgg and the
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previously established ambivalence of the author toward his goal into accourd,itnake

apparent that Hesse actually wrote a very pessimistic hvel.

V. The end of a dream
| have already established that early Jena Romantics such as NovaligedndH-r
Schlegel heavily influenced both Hesse’s early and late works. Simlladyg briefly
mentioned that more pessimistic German philosophers, such as Arthur Schopenhauer and
Friedrich Nietzsche, inspired Hesse’s novels to varying degrees over tke obbrs
literarly career. The most blatant tribute to Schopenhauer’s ideas occussie$+'Klein
und Wagner.” At the end of this short story, the protagonist Klein steals a boat, rdws out
sea, and decides to commit suicide. While drowning, the man has an epiphany:
Im grauen Regendunkel Giber dem Nachtsee sah der Untersinkende das Spiel der Welt
gespiegelt und dargestellt: Sonnen und Sterne rollten herauf, rollten hinab, Chére von
Menschen und Tieren, Geistern und Engeln standen gegeneinander, sangen,
schwiegen, schrien, Ziige von Wesen zogen gegeneinander, jedes sich selbst
millkennend, sich selbst hassend, und sich in jedem andern Wesen hassend und
verfolgend. Ihrer aller Sehnsucht war nach Tod, war nach Ruhe, ihr Zielottar G
war die Wiederkehr zu Gott und das Bleiben in Gott. Dies Ziel schuf Angst, denn es
war ein Irrtum. Es gab kein Bleiben in Gott! Es gab keine Ruhe! Es gab nur das
ewige, ewige, herrliche, heilige Ausgeatmetwerden und Eingeatmetwerden,
Gestaltung und Auflésung, Geburt und Tod, Auszug und Wiederkehr, ohne Pause,
ohne Ende. Klein 288-289)
Although most of Klein’s thoughts are formulated within a religious framework, his
references to God make more sense and are more fully comprehended when one supposes
him to mean Schopenhauer’s Will rather than a Christian deity. Man'’s innate tbedie, to

return to that from which he came, in addition to the fact that the return is nohabksta

reminds one Schopenhauer’s remarks regarding man’s incessant longingrtdaréhe Will

180 As argued in a previous section of this chaptere are very few direct references or allusions to
pessimistic philosophers such as Arthur Schopenhaukis novel. However, | contend that Schopemha
philosophy informs the general tenor of this noespecially toward the end of Knecht's biography.
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and his impossible yearning to remain there indefinitely. Itis easy to wemtkisiein’s
thoughts regarding the perpetual “Ausgeatmetwerden” and “Eingeatmetwerdba” of
universe as Schopenhauer’s Will repeatedly manifesting itself in the vgoRé@esentation.
Moreover, these Representations, Klein’'s “Menschen und Tieren, Geistern und, Efg|
themselves struggling with each other, hating each other, and not recognihmghesaias
manifestations of the one Will. Clearly, “Klein und Wagner” is Hesse’d oymen
acknowledgement of Schopenhaurian philosophy in his writing.

There are similar allusions to Schopenhauer’s philosophy in other works, ddeh as
Kurgast The resort guest complains, for instance, about the overimportance many people
place on the idea of the individual. He believes:

[A]lles Leiden, alles Bdse [besteht] nur darin, dafl wir einzelne uns nicht tesehr a

unlésbare Teile des Ganzen empfinden, dal’ das Ich sich zu wichtig nimmt...es gab

eine Menge von Menschen, deren ganzes Leben ein Kampf, ein kriegerisches

Sichbehaupten des Ich gegen die Umwelt war...[und] den in Leiden differenziert

Gewordnen war es verboten, in diesem Kampfe ihr Glick zu findeng#st61-62)

The protagonist of this story argues, much like Schopenhauer does\ielt als Wille und
Vorstellung that the principii individuationis causes the highest manifestation of the Will —
man — to to struggle and suffer a great deal.

Adding a Nietzschean twist, Hesse maintains a comparable line of thouRgt i
Steppenwolf When Haller goes to a ball to meet Hermine, he experiences “das Erlebnis de
Festes, der Rausch der Festgemeinschaft, das Geheimnis vom Unterd2ergaiein der
Menge, von der Unio mystical der Freud8téppenwol859-360). Surrounded by music
and dancing, Haller discovers joy in the momentary rejection of the prinaipiduationis.

It is an “Aufhebung der leidvollen IndividuationSteppenwol248)°*

181 Josef Mileck has tracked the influence that moregative” 18-century philosophers had on Hesse as well.
He states, for instance, while discusdiigmianin his article “The Prose of Hermann Hesse, “[}nenediate
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Klingsor reads Schopenhauer upon awakening one motimggor 232) and
Mozart explains to Haller, “das Leben ist immer furchtb&teppenwol01). But one does
not find Josef Knecht, Plinio Designori, or the Musikmeister making comparamiaents.
On the contrary, many people rdads Glasperlenspieds a utopian novel of sorts, despite
Knecht's sudden and tragic death at the end of his story. Matthias Schulzesdebleme
describing the Castalian Order, “mit Hesses neuem Reich, wird Utopreasifjestrebte und
umtriebig beworbene staatliche Wirklichkeit” (52). Ignacio Go6tz intespketecht’s
unfortunate demise as a type of “fulfillment” rather than “loss” (519. White and J.J.
White make essentially the same claim when asserting that “Josef Kinesim the
fulfillment of his role as supreme Castalian” (941). Hilde Cohn sees in this étlngeeds
of faith, hope, and continuation” (357). Stephen Bandy summarizes this general
interpretative trend among his peers and explains that “[m]ost readers..ssaveed that
Knecht's death is fitting and necessary” (300). Many read Castaliici®aal utopia and
Knecht's death by drowning as a positive sacrifice for the sake of Tito’®futur

Hesse himself is partially responsible for these optimistic intetpmes$a In a letter
to his son Bruno from 1944, Hesse writes, for instance, “[d]as mit dem Tod von Josef Knecht
sehe ich so an: Dieser Tod ist kein Zufall, sondern er ist ein Ofpertod, und der junge Tito
wird dadurch tiefer angefal3t und firs ganze Leben verpflichtet, als egendeine andre
Art hatte geschehen kénnen” (Michéisterialien235). In a letter written later in the same
year to Rolf von Hoerschelmann, the author reiterates his point: “Knechst Tod kanicmattrl
viele Deutungen haben. Fir mich ist die zentrale die des Opfers, das eutafierudig

erfullt. So wie ich es meine, hat er damit auch sein Erzieherwerk an dem Jimghing

reaction was as extreme as the initial impulseaertive Nietzschean activism yields suddenly to
Schopenhauer-like passivity, restless quest taetigtic acceptance, self-realization to a yearriorgelf-
obliteration” (166).
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abgebrochen, sondern erflllt” (Miché&aterialien241). In other words, Hesse claims that
Knecht's death deeply affects his friend’s son and shapes the young marésiotre than
Knecht could ever have done had he survived.

However, although Hesse openly supports the argumeriddsaGlasperlenspiab
in essence an inspiring story with a positive ending, there is once again room tthdoubt
sincerity of his claims. As previously demonstrated in the section on traadizegchn,

Hesse’s letters to friends and family are not always the most gemticugagions of his

beliefs — or, at the very least, one can often find an underlying ambivatetiam. It is not
uncommon for Hesse to proclaim one thing in a letter, perhaps for unknown or unconscious
personal reasons, and to contradict this claim in his actual writing. The nubsttesiue

that his statements in these letters regarding Knecht’'s death mayneserdgghe entire truth
can be found in the phrase “Knechst Tod kann natirlich viele Deutungen haben.” Indeed,
Hesse repeats this idea in a much later letter from 1953 to an anonymous r&sder of
Glasperlenspiel He explains, “[ijch habe kein Bedurfnis, Erlauterungen zu meinen
Dichtungen zu geben, es soll jeder Leser das aus ihnen nehmen, was ihm annehmbar und
verdaulich ist” (MicheldVaterialien291). The reader is essentially told to return to the text
itself and to find an interpretation on his or her own.

When taking Hesse’s advice and examining the novel in the broader context of his
earlier works, one comes to the conclusion that Knecht's death and the novel on a whole
represent anything but a promising and optimistic utopia. Most obviously supporting this
argument is the fact that Knecht dies by way of drowning at the end of his story. This
particular death setting immediately calls to mind in the avid Hesse r€kd@s drowning

at the end of “Klein und Wagnenthich is one of the most blatant incorporations of
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Schopenhauer’s pessimistic philosophy in Hesse’s w8tkBurthermore, if one steps back

for just a moment to look at the entire novel and the way in which the author fzased
Glasperlenspielith an introduction by a fictional chronicler at one end and Knecht'’s
posthumous works on the other, one comes to realize that Knecht’'s death did little to change
Castalia. Josef Knecht leaves the Province toward the end of his life for arraimdsesons

but mainly because he has discovered that the glass bead game will not alkow him
transcend the boundaries of the empirical world and give him insight into the true,
transcendental nature of the universe. Only music can do this. However, two hundsed yea
after Knecht's death, at the time we find the historian writing Knechdgraphy, Castalians

still praise their glass bead game above music or any other art. Thengpgtars to be a rift
between Castalia and the world outside the ProviGmstandNatur have not been

reconciled. And a stringent, oppressive hierarchy still exists within ttherOfn fact, very

little has changed in the centuries since Kencht “sacrificed” himself torafid the greater

good of the world. His death has obviously not been as influential as Hesse prophesized in
his letters.

Although many scholars have misread Hesse’s novel as a utopian vision for the
future, there are nonetheless a handful who have uncovered the underlying pessimism w
the novel. Thedore Ziolkowski openly states, “[i]t is primarily this introductiamalvith
the motto, that has given rise to the mistaken notionTihaiGlass Bead Ganeea utopian

novel” (Glass Bead!6). In a similar vein, G.W. Field remarks, “the world of the

1821 must disagree with Matthias Schulze’s interpietaof Knecht's death. He claims, “[d]er Tod iraSist
ein ‘Aufgehen’ in einer ‘All-Einheit’ von Welt, diewie Kleins Schicksal in ‘Klein und Wagner’, ingster
Verbindung mit Siddhartas positiv als ‘Om’ gedeetetEnde steht” (140). The phrasing used by Hesdéte
negative tenor inherent to this parictular passhegecting Klein's death clearly point to a Schopeauntian
reading.
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‘Glasperlenspiel’ is imperfect” (106). Mark Boulby writes with regarditalischer
Lebenslauf,” one of the autobiographies at the end of Knecht’'s biographyhét is t
Schopenhauerian undertone of the main novel which is here suddenly orchestrated in full
here” Mind 308). And Stephen Bandy explains, “[o]ne is left with the unsettling suspicion
that [one] has not fully appreciated the ironic undercurrents of the work — thatribese a
from its chapters a subtext which, at every point, casts its shadow over tice sdittze
narrative” (299).

This negative outlook on life hidden well beneath the surface layer of the story can be
explained, at least in part, by examining the genesis of the novel. Much like theaficti
narrator of Knecht's tale, Hesse was faced with an impossible taskf thating language
into music. The fact that he tried so desperately to achieve this goal, whileaseously
undermining the actual possibility of it through the subtle Schopenhaurian allusibkely
a result of the tumultuous time period during which he wrote the novel. The political
atmosphere of Europe at the time, with Hitler’s rise to power and the sthe $e&cond
World Watr, is distinctly different from the ordered, intellectual Castadream portrayed in
Das GlasperlenspielHesse was likely escaping from the horrors of upcoming war by
writing, and he set for himself a beautiful, if impossible, goal. He imagineditgitg life
Novalis’ Golden Age in a decaying and degenerate world. The underlying masmias
Glasperlenspielas well as Hesse’s final attempt at achieving his goal, coincide@nd ar
determined by his actual surroundings. Hesse must have felt much nearer to Schopenhaue

and Nietzsche than to Novalis and Schlegel by the time he published his novel #1*1943.

183 surprisingly, Hesse does write one more piece pfiblishingDas Glasperlenspigh which he attempts to
turn language into music. Specifically, he compgasshort piece titled “Ein Satz Gber die Kadenz1947.
Hesse himself describes the piece in a letterd@timposer Will Eisenmann as “weniger ein Versuah d
Phanomen der Kadenz zu erklaren, als ein spal3hgtsuch dies Phanomen in einem einzigen Satz Prosa

202



gewissermafen nachzuahmen” (Michdlssik113). | tend to believe that Hesse’s phrase “spf&h
Versuch” was written with a touch of bitterness &ody. Regardless, however, of whether Hessereally
attempting to innocently play with language at thte point in life or making fun of himself for rdausly
attempting to compose music with words in previplbiases of his, the important thing to note is tieatioes
not genuinely attempt any kind of transcending trardialzation with this work.
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CONCLUSION

Music in literature after the Second World War

I. Hesse’s personal failure

Hermann Hesse was the last great heir to the Romantic dream of wgimigte
music. Throughout much his literary career, the popular author struggled tceliberat
language from its inherent limitations — its intuitive but erroneous ties éatshjp the
empirical world — by literally transforming it into music. Just as Noy&8lchopenhauer, and
Nietzsche, to name the strongest adherents to this long Romantic tradition imGerma
literature, believed that absolute music — a music completely independenafmgmadie —
allows listeners to transcend empirical boundaries and mysteriously aocesthiag beyond
the phenomenal realm, Hesse continues down this trajectory and makes mudtipjesato
overcome his language crisis by writing about music. Keeping with his Riznh&ritage,
Hesse appears to suggest that only language which has become musicayilide of
depicting the true nature of reality and perhaps even herald in a kind of paradisthon e
Thus, Hermann Hesse engages with music in his works both thematically andatyuctur
He writesaboutmusic while also trying to compose linguistic symphonies.

At the same time, Hesse fights in many stories to strike a balanoeelbethe various
dichotomies intrinsic to all art. He contrasts form and content, freedom aratitm,it
organization and improvisation, and intellect and spirit. Always privileging one sale of

dichotomy over the other in his early works, Hesse attempts to establish an iequilibhis



final novel by inventing not only an imaginary game representative of afirarsf but an
entire, fictional realm in which the game exists. Simultaneously pgaisater in the form of
Castalia’s hierarchy and the baroque music that most of his characters, dnrhalso
extolling musical improvisation and unintentional writing, Hesse makes onefflagtin Das
Glasperlenspieto write the perfectly well-balanced musical novel.

As can be seen by the multifarious ways in which scholarship has interpretszise
masterpiece in the sixty plus years since its publication, Hessehaitso$ achieving his
grandest goals. Although he clearly and successfully points to a number of problems
associated with the medium of language, he fails to completely overcomgeotisoh in
his works. Words do not become musical notes and a pure, sustained balance between
opposing forces or ideas is not created. In the end, although Josef Knecht leaves the
Province forever, it appears that Castalia’s strict order, uncreativenteesleand sterile
atmosphere survive, separate and distinct from the movements and inclinations afdhe res
the world. Although Hesse suggests in the novel itself and in later lettersitisfard
family that Knecht’s death represents a new beginning (by affectiognisuch a way that
the reader assumes the child will eventually complete Knecht's missioneressfully
synthesize the two opposing worlds), the very “presence” of the historicaonavrtnin the
novel contradicts this supposition. That is to say, despite continuously warning fetlew O
members that Castalia cannot survive as a one-sided, intellectual realrt’pexphesy
does not come true. The chronicler, writing more than 200 years after kneeath in a
Province that is very much alive and not very different from Knecht's Castalia, dieatess

by merely existing that Knecht's ultimate mission failed. Nothing mucheasged in the

205



Province and “[a]m Ende mul3te sich Hesse der Einsicht in die Unmdglichkeit seines
Unterfangens fuigen” (Schulze 144).
Interestingly, Hesse sensed that he may encounter difficulties achfesimain aims
from the onset of the project. He writes in a letter to Helene Welt in 1934
Ich weil3, dal3 dieses Stiick, die Einleitung meiner neuen Dichtung, nur sehr wenige
erreichen wird, aber auf diese wenigen kommt es fiir mich diesmal an, und ich war
gar nicht sicher, ob sie sich wirklich finden wirden, ob nicht der Boden meiner
Dichtung und Idee eine romantische Mentalitat sei, wie sie zu Zeiten desd\Noval
Schellings und Baaders sich von selbst verstand, heute aber ausgestorben ist.
(Michels Materialien 100)
Hesse implies that he has indeed found a few people receptive to the introductioasif his |
novel. However, he acknowledges that he is writing in a time and place very diifeaent
number of ways from the world in which authors such as Novalis and Friedrich Schlegel
lived. Itis this dramatically changing world that eventually makespbssible for Hesse or

anyone writing after him to fulfill early German Romantic dreameaated with absolute

music or to believe in quite the same way in a future utopia.

Il. The atrocities of war and its effect on art

Hermann Hesse wrote about possible ideal worlds and futuristic utopias while the
actual world around him was crumbling. Around the time that the author began working on
Das GlasperlenspieHitler came to power and the world witnessed the formation of the
Third Reich. Although writing from relative safety in his home in Switzerlandseéle
nevertheless was frequently confronted with news of Germany’s role irtoa&\World
War and the country’s eventual defeat. It is safe to conjecture that thatdadyies this

author heard recounted would only reinforce his desire to write about and escape in a
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protected world of rules and regulations — Cast&fisSimilarly, it is also likely that this

fictional safe haven could not completely withstand the onslaught of harsi osailis

creator over time. However, putting aside hypotheses into Hesse’s emdatamal shis
moment in history, it is indisputable that the Holocaust and Second World War left an
impression on a number of different artists of the time and influenced the walyeba men
wrote, performed, painted, and composed. In other words, one can argue at the vieny least
a type of caesura occurring in 1940’s German literature.

Like many divisions of literature into specific time periods or epochs, though, this
particular break is better described as a transition from an early G&omaantic faith in the
power of absolute music to a post-fascist obsession with truthful depictions ofghieaim
world. Although | maintain that Hermann Hesse was the last great hespaxdic
Romantic heritage, he was not, however, the only author writing about absolute music or
attempting musical ekphrasis at this time. At least one other equally Sammiber was
creating musical compositions with words in the 1940s: Thomas Mann. Nevertheless,
Mann’s transmedialization efforts were not Romantic in origin and wereftie very
distinct from Hesse’s. | argue that ManBektor Faustuss a transitional work between the
long Romantic period in German literature and the post-fascist, postmodern warks whi
were yet to come.

Academic scholarship has, in the past, often gro@@edGlasperlenspiedndDoktor
Faustustogether, claiming at times that the novels are “the two indubitable podtiWar
Il German classics” (Bloom 1), but also arguing that Mann and Hesse are both t4érbe

Romantik” (Schulze 51). Indeed, Thomas Mann himself writes in an introduction tddHesse

164 Josef Mileck argues that “Knecht’s world...became fiesse] a necessary mental retreat from Europe’s
troubled times” Biography92).
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Demianthat he sees a number of parallels betw2as GlasperlenspiedndDoktor Faustus
(Bloom 22). Without a doubt, the two novels do share common ground: for example, both
deal with the life stories of exceptional men, Josef Knecht and Adrian Leveiathnare
written by third-person narrators with vast but not unlimited knowledge of thegprosss;

both center around different types of instrumental music (classical and banagicein

Hesse’s case — Schoenberg’s twelve-tone-music in Mann’s story); and bathuata ya
organized in ways that mimic musical structuf®s.

However, whereas Hesse’s novel clearly keeps with the Romantic fantasy of
depicting the “true” nature of reality by accessirapscendentalruths through a completely
absolute music, Mann’s story begins to destroy the very notion of absolute music. The
instrumental, dodecaphonic music around which Mann’s novel centers, although largely
independent from languad® is not depicted as completely free from other empiricaltfes.
While early German Romantics dreamed of a music capable of mirrbangpn-
phenomenal essence of reality, the music depicted in Mann’s novel attengftsdiotine
true nature of thempiricalworld. Specifically, scholars have argued that Mann uses
Leverkihn's twelve-tone compositions to point to the structure of 1930’s and 1940’s German

society.

185 Matthias Schulze offers detailed analyses of thsigal structures of both novels in Bige Musik als
zeitgeschichtliches Paradigma. Zu HesSéassperlenspiaindThomas Manridoktor Faustus.

186 Adrian Leverkithn composes purely instrumental wptbut actually believes language and music belong
together. He explains, “Musik und Sprache...geh6#asammen, sie seien im Grunde eins, die Sprache
Musik, die Musik eine Sprache, und getrennt bemufmer das eine sich auf das andere, ahme das amaiene
bediene sich der Mittel des anderen, gebe immeredtss sich als das Substitut des anderen zu versteh
(Faustusl63).

167 Although Daniel Chua argues Absolute Music: And the Construction of Mearthat absolute music was
never really divorced from other discourses andetioee never really existed, | maintain that a bteahift
occurred regarding the term in 1940’s German litesa
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In hisDie Entstehung des Doktor Fausti¥ann writes that music “nur Vordergrund
und Reprasentation, nur Paradigma war fur Allgemeineres, nur Mittel, di¢éic@itdar
Kunst Uberhaupt, der Kultur, ja des Menschen, des Geistes selbst in unserer durch und durch
kristischen Epoche auszudriicken” (41). For Mann, music is largely a means to an end:
way to represent phenomenal reality. Influenced heavily by Theodor Adorno’sopthicasl
views, Mann’s discussions of musichoktor Faustusenter into the political sphere. Some
scholarship even goes so far as to suggest that by “[iijmporting Adorno’sveetjatectic
into Leverkihn’s aesthetic theory, Mann cannot help but suggest that art is comliait w
capitalistic system which, according to Adorno, has the same roots amfagabley 53).
According to this view, Mann and Adorno perceive of music, capitalist culture, anshfias
as more or less interconnected.

Hence, one finds in Mann’s Faust novel music mirroring an empirical, pbiiaiay
rather than an abstract, transcendental one. Leverkihn’s music is only absolusensée
that it is sometimes free of language and still represents arsgtfsed system. The
protagonist composes twelve-tone pieces and frequently asserts thatl mausnterpoint is
the ideal method for composing modern md&ichis particular compositional technique
can be seen as the perfect metaphor for society at the time becausspaus to the
failed democratic system in which Leverkihn lives. Counterpoint, “[tJranslategatitical
terms...presents itself as the most attractive aesthetic model inrefats the ideal
plurality of the democratic community” (Cobley 56). In a democratic sg@ach
individual theoretically exists and acts as an autonomous agent. Sinttanerpoint

“requires the simultaneity of independent voices; in political terms, individaalde

188 Many of the basic techniques in dodecaphonic mheie analogs in traditional counterpoint, sucthas
use of inversion, retrograde, and retrograde inwers
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integrated into a collectivity without having to sacrifice their singwyafiCobley 56). The
dissonances, which so frequently occur in Leverkihn’s musical compositions, n¢pinese
individuals in that each note of a dissonant chord is realized and heard singularly without
disappearing in one of the conventional and illusionary harmonic triads of past music.

However, according to some scholars, this ideal itself is an illusion. Thedfearse
individual’'s autonomy is actually a case of alienation resulting from bourgeaisty.
Individuals in the society are not autonomous, just as the notes in the Leverkuhn’s dissonant
chords are nateally free. Instead, “the organic principle of counterpoint is being
reconfigured into a totalizing system which Mann presumably wants us to éssata
fascist totalitarianism” (Cobley 66). The row dictates nearly evergtim modern twelve-
tone music. Dissonant chords are not a result of notes choosing to retain theirigirigular
are a result of a completely totalizing system. In the same way, padpé&rmany in the
first part of the 20 century were not really free and independent as they believed but were
actually controlled by the totalitarian political system.

Thomas Mann was working ddoktor Faustusat the same time that Hesse was
completingDas GlasperlenspielHowever, although music plays a central role in both
novels, and despite each author adding a performative dimension to his work by basing his
novel’s structure on music, Mann and Hesse were nevertheless attemptingctadiférent
aspects of reality. While Hesse clearly adhered to his Romantic hertdgieams of
transcendental realms, Mann took instrumental music and entered it into a paiktcairse,
thus destroying any hopes this music may have had of being “absolute” in the Romant
sense. Later German authors continue down this general path and incorporateodseaunski

depictions of music in literary works of the laté"2&ntury into other discourses. One
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overwhelmingly frequent association made by these writers is the cmmieetween music

and the sensual or physical.

lll. The physical and sensual in literary depictions of music

After the violence of the Second World War and the Holocaust, it is not surprising
that German writers would find it difficult to dream of utopian worlds and transo¢sid
realities. This general phenomenon affected all aspects of art, includingythe wiaich
authors wrote about music. Far fewer novels were written with music as theitheme,
and the stories that one does find are characterized by a tendency to view gatsielye
and in close relation to phenomenal reality. Specifically, postwar authors sultteaie E
Jelinek and Patrick Suskind emphasize the physical and the sensual aspectstdbtmsra
their works and the dangers associated with it.

In Die KlavierspielerinJelinek’s protagonist Erika Kohut has a very destructive
relationship to musit’® Having been forced by her domineering mother to become a pianist,
Erika suffers under the constant pressure to excel. She finds no solace innuusstead
feels that music “schafft...das Leid erst herbei” (Jelinek 32). She contparast with
“Giftgas” (Jelinek 34) and calls music a “Blutsaugerin” (Jelinek 124). The wde®s
oppressed by her situation and turns to voyeurism and self-mutilation. Moreovertantima

connections are made between music and the body in the novel. Erika describestherself a

%9 Thomas Mann’®oktor Faustuss the most famous transitional work from this drat, there are also other
1940’s authors who seem to have created musicgbasitions with words — both intentionally and
unintentionally. One of the most well-known exaewpis Paul CelanSodesfuge First published in Germany
in 1948 and seeming to employ certain fugal tealeg Celan describes life in Nazi concentrationgsaim

this poem. Some interpretations suggest that Gelades to the death music specific prisoners vieneaed to
play in such camps while other prisoners were waitheir turn to enter into gas chambers. Thisicalis
structure of this poem, however, does not attempttess something transcendental, but rathezlgsiset the
general mood of the poem.

0 Music also plays a central role in JelineRie AusgesperrteandClara S.
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times as a “lebendige Instrument” (Jelinek 47) and draws parallels betvdgas Fleisch”
(Jelinek 81) and music on more than one occasion. Erika’s issues are not resolved in any
clear manner at the end of the novel and the reader is left with a disconeelitegl f
Although a bit less graphic and violent, Patrick Siskind’s one act mondbmyue
Kontrabal3deals with similar themes. The contra bass playing actor in the play hgs a ve
ambivalent relationship to music and often feels threatened by the influent®ethat
instrument has on his life. It is “mehr...ein Hindernis als ein Instrument” (&diS4). The
man often personifies his bass and feels trapped by the instrument’s power. Speaking
directly to the audience, he explains:
Wenn Sie Géaste haben, spielt er sich sofort in den Vordergrund...Wenn Sie mit einer
Frau allein sein wollen, steht er dabei und Uberwacht das Ganze. Werden Sie intim
er schaut zu. Sie haben immer das Geflhl, er macht sich lustig, er macht den Akt
lacherlich. (Suskind 35)
Typical of many postwar works of literature, music is brought into the sphere ohtheake
in Der Kontrabass The protagonist’s large, awkward instrument, which embodies his
general feelings of inadequacy, interrupts even the most intimataesnqesr of his life. As
a result, the man directs his sexual frustration back onto the musical instruneent. H
mentions metaphorically raping the instrument on a daily basis (Suiskind 39) and esnclud
that “[d]er Kontrabal3...das scheul3lichste, plumpeste, uneleganteste Instristhetdqd je
erfunden wurde...Manchmal méchte ich ihn am liebsten zerschmeil3en. Zersagen.
Zerhacken. Zerkleinern und zermahlen und zerstaubern” (Suskind 49). The man feels

completely trapped by his position in life. Music, represented by this one particul

instrument, is often represented as base, earthly, and negative.
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Even when the bass player attempts to describe music positively and hmts at it
transcendental qualities, the man can never completely free this artdremgirical bonds.
When describing the woman that he loves, the protagonists claims:

Also: Sopran — jetzt Beispiel — als das entgegengesetzteste, was sicloznabn&(3

denken laRt, menschlich und instrumentell-klanglich...géttlich, hoch da droben, in

universaler Hohe, ewigkeitsnah, kosmisch, sexuell-erotisch-unendlichétfieb

(Suskind 13).

Although declaring that this woman’s soprano voice reaches beyond the phenomenal world
and becomes something universal and eternal, the bass player undermines aad lysalifi
assertions almost immediately. This cosmic voice is at the sameetina ,serotic, and

libidinal.

In essence, few endeavors are made in postwar German literature to isindpatk
into the realm of the absolute, and the ones that are made, fail. After the Second World Wa
and its barbaric, physical violence, German authors seem to have found it impossible to
dream of one particular art being capable of breaking all empirical boundadies@ssing
something absolute. Hermann Hesse was clearly the last great Romattémfu auch a
feat. However, it is important to note that although Hed3asGlasperlenspidhils to
achieve its most ambitious goals, Hesse’s works on a whole should not be deemad gener
failures. Despite falling short of the author’s utopian fantasies, théh&tdesse’s novels
and short stories remain so popular — especially among hopeful, revolutionary adslesce
demonstrates that these works still play an important role in society tdddyesse’s own
words:

Die Bucher der Dichter bedurfen weder der Erklarung noch der Verteidigergingi

Uberaus geduldig und kbnnen warten, und wenn sie etwas wert sind, dann leben sie
meistens langer als alle die, die Uber sie streiten. (qtd. in Limberg 137)
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