
RICE UNIVERSITY 

THREE COMPOSITIONAL ASPECTS OP 

JOSEPH ROTH’S NOVEL BAS SPINBENNETZ 

by 

Douglas John Gooselaw 

A THESIS SUBMITTED 
IN PARTIAL FULFILLMENT OF THE 
REQUIREMENTS FOR THE DEGREE OF 

Master of Arts 

Thesis Director’s signature: 

Houston* Texas 

May, 1968 



A BSI 8 4 0 ! D& 

ol>&L 

Depending upon the emphasis !a any effort to in¬ 

terpret a novel, the discusoion will usually center upon one 

of the three traditional categories we speak of when wo are 

discussing novels* These three categories are; plot or 

narrative developments characterisation and narrative maimer 

or technique* Many modern ant! contemporary novels# of coarse# 

present problems in this sort of endeavor because of the 

nature of the work and, in some instances, we cannot speak 

of all three categories since the particular work may not 

really contain a ’’plot” at all# for example# or one of the 

other two aspects may not be present in such a clear or 

dependant way* 

In the case of Pan Splnnennetg* by Joseph Roth# we 

are able to speak of all three categories# and it is within 

these three frames of reference that this thesis will con-' 

aider the. novel. The plot, characterization end the narrative 

manner will be considered so that this discussion of the 

novel will bo concerned principally with the work from the 

viewpoint of its composition, rather than its general content 

and the signflcanee thereof* The general content of the work 

will be alluded to only in the context of the. threefold 

analysis which has boon mentioned* anti only to the extent 

that ouch discussion is relevant to the problems which are 

presented by the three aspects of plot, characterisation# and 



narrative technique* The definitions which will be used In 

the thesis are, for the most part, taken from the critical 

writings of authors who have dealt with the problems of 

narrative pros© works and whose definitions of toms are 

generally accepted In this sort of discussion, These defini¬ 

tions of terms and conoopto will be considered only within 

the context' of IMS SplrmennetE. 
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In the following discussion .of Joseph Beth’s novel* 

Pas Solanoiinotsu I shell consider the work within three 

frames of references plot or* narrative development* char¬ 

acterisation and narrative manner or technique. fhese throe 

categories constitute most of the discussion of any novel* 

regardless of where the emphasis lies. In any attempt to 

Interpret almost any novel* whether It too from the viewpoint; 

of a technical attempt* .1*0..» formal attempt* or whether it 

toe a content-centered Interpretation*, the analysis will In¬ 

evitably to© required to deal with plot, characters and 

characterisation * narrative manner or technique. 

In order to give some useful definitions to these 

rather vague terms, I would like first to quote E. w, For¬ 

ster *s definition of plot? “let uo define a plot* via have 

defined a story as a narrative of ©vents arranged in their 

time sequence* A plot is also a narrative of events, the 

emphasis falling on causality, ’The king died and then the 

qneon died* is s -story, 'flie king died and than the queen 

died of grief* is a plot, fhe time-sequence Is preserved, 

but the sense of causality overshadows it . . . If it is a 

plot we ask *why?f fhat Is the fundamental difference be¬ 

tween these two aspects of the novel. A plot cannot toe 

told to a gaping audience of .cave-men or to a tyrannical 
1 sultan or to their modem descendant, the movie public*M 

Robert Soholes, ed*4 Approaches, to the Hovel (San 
Francisco, 1966), p, 221, *"*“ —- 



Virginia Woolf, comrnentlng on the noveliotls re- 
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sponsibility to the aspect of characterisation* says: "Your 

part (the reader) Is to Insist that writers shall come down 

off their plinths and pedestals, and describe beautifully if 

possible* truthfully at any rate, our “rsu Brom» You should 

insist that she is an old lady of unlimited capacity and in¬ 

finite variety? capable of appearing in any place? nearing 

any dress? saying anything and doing heaven knows what. But 

the things she says and the tilings she does and 1101” eyes and 

her nose- and her speech and her silence have an overwhelming 

fascination* for she is, of course,, the spirit we live by* 
p 

life itself*"' I might add by my of explanation that the 

Mrs* Broun to whom Virginia Woolf refers to in the above- 

quoted passage is a fictional character whom she uses, in 

the context of that essay to demonstrate the various ways in 

which a character might be treated by a variety of miters* 

including herself* 

Narrative manner or technique can* of course, be 

defined in a number of ways* Usually we refer to technique 

as being somehow to bo understood as opposed to the content 

of the narrative fiction involved, the most adequate de¬ 

finition of technique that I have been able to find is that 

given by 'Marie aohorer. Uochntque* we arc told by Mark 

Sehorcr* is "nearly everything." "When wo speak of technique 
3 then, wo speak of nearly everything." l shall comment on 

ibid., p* 205* 

141. 



this quote at greater length whan 1 cone to a discussion of 

technique In particular. 

Because ms gpinnoaa&tg is a ’’Fortsotsunssramn* ” 

the traditional analyses of plot, characterisation* narrative 

manner and idea, etc., are isado somewhat difficult. I shall, 

however, attempt to deal with the work in toto* despite the 

obvious fact that each chapter could be dealt with in and of 

itself. The latter statement is 'true of almost all individual 

chapters of the novel; there are, however, chapters which 

do not lend themselves readily to &, treatment which would 

consider them to he autonomous and independent of the work as 

a whole 
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CHAPTER ORE 

PLOT 

Tii© first problem in the analysis of a novel is 

usually that of plot* In TUB gpinneiraetz* the protagonist 

is Theodor Lohso, a young veteran of the First World War* 

He is the son of a customs officer who lias set modest goals 

for himself and for his son. At the outset of the writ* 

Theodor Lohse Is found in the homo of a wealthy Jewish 

jeweller who has employed him as a tutor for his son. The 

original situation of the protagonist then,, is one of rel¬ 

ative financial and social security. The initial possibil¬ 

ities' of later disequilibrium in the development of Theodor 

are, 1 think, made evident by the author almost at the out¬ 

set of the novel. The reader is told that Theodor has a 

definite feeling of uneasiness while in the Tfrussi house¬ 

hold where he is employed. This uneasiness is brought about 

by two factors; The Bfrusai family Is a wealthy Jewish 

household, and the son whoa Theodor is tutoring boars s dis¬ 

turbing resemblance to a classmate of his, also Jewish# 

Aber or verzehafaohte seinen Eifer, brachte es bis sum 
sweiten Plats in der Schulo. Primus war der Judo Glaser, 
dor loicht unci laechelad, von Bueehera unci Sorgon trn- 
besohwert, durch die Pausen strloh, der in zwanzlg Mi«* 
nuten den fehlerlosen lateiniochen Aufsatz ablieferte 
and in dessen iCopfe Vokaboln, Fonaeln* Ausnahmen und 
unrogelmaessige Verba zu wachsen sohienen, ohne mudhe- 
voll gozucchtot zu werden. Per klolne sfrussi war 
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Glaser so aelmXieh, dasa Theodor Muohe hatte* vor dem 
Sohn des JuTteliers 'utoritaet au bewahren. Theodor 
muoste cine leioc, hsrtnaecklg aufsteigende Zaghaftlg** 
Iteit unterdrueclcon, she or soinea Schueler zurechtules. 
Bonn so sicher sohrleb dor jungo Efrusei eiaen Fohler 
hin, so selbstbewusot sprach or llm aua* class Theodor 
am lehrbueh zu zmlfoln und seines SchueXers Irrtua- 
gelton su lessen geneigt war.** 

This naoasy fooling of Inferiority In the presence 

of -Jewsp oven Jewish children, adds to a problem which grew 

out of his relationship to his family. 

Die Huttor krnenkolto, die Schwostern gllbtea, sie 
warden alt mid Iconnton es Theodor nlchi verzelhon* dass 
or nielit seine Pflieht, alo Loutnant und sweimal im 
Heereabericht genannter Held zu fallen, erfuellt haette, 
Tin totor Sohn waere iramor dor Stolz der Famine ge- 
blicbon* Bin abgeruestetor Leutnant und ein Opfer her 
.Revolution war den Frauen laostlg, Es lebte Theodor mit 
den eelnigea wie eln alter cirossvater, den man geehrt 
haette, wonn er tot geweson vaere, den man gerlng- 
schaetzt, well er am Leben bletbt.5 

These two factors, his feeling of being somehow 

inferior to Ms Jewish compatriots and the unsympathetic 

attitude of his family towards his, combine to adumbrate to 

the reader, at the very outset, those possibilities of later 

disequilibrium which are present in the character of the 

protagonist. 

The series of events which involve the protagonist. 

in a central tension begin with his meeting with prince 

Heinrich, with whose regiment, ho served during the war* 

^Joseph Hath, .Das Golnnonneta (Berlin, 196?}, p» 7. 
—Hereafter cited as Both.' 

^Hoth, p. 6. 
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Shortly after this initial meeting with Heinrich* Theodor 

obtains a position as secretary to Trebitoch, an acquaintance 

of the prince. Theodor now becomes member of an organisation 

whose name he does not lenowj he Imows only the letter S and 

the roman numeral II, and he knows that the seat of power in 

this secret organisation is in Munich* This first step in 

the chain of events which leads to the central tension in 

Theodor's life is climaxed by his severing of formal relations 

with the Bfrussl family. Already in the third chapter of 

the novel Theodor realizes that the security, social and 

economic, which he enjoyed while employed by the Bfrussis is 

gone* "Belt jenera Vormittag is Buero deo Dr. Trebitach 

traeumte er von bronnenden Kersen, gelben im Licht elneo 

vollen fages. An graoosltchsten war die Vorstcllung, class 

Icein Bntrlnnen aoegiioh war. Welch© Befehlo harrten seiner? 

Mord und Dlebstahl und gafaehrlichos Spioniereji? Glevlele 

Feinde lauorten la Dunks1 der abendlichen Otraosen? Scbon 
, ^ 

jetst war or nicht mehr seines Lebens oichor?" 

The second major event In this course Is Theodor's 

experience as he contemplates a portrait of Ludendorff* 

This experience prompts him to t-rrite to Ludendorff, from 

whom he receives a rather perfunctory reply. "Lleber Preund,'" 

schrleb der General, *Slo gefalien air. Arboiten 31© 

flelssig mit Gott f«cr Prelheit und Vatorland* Ihr 

^Roth, p. 22. 



Ludendorff. "7 

Wie a la frorasier Bibeldouter lm Text dor Heillgen Schrlft, 
so fanci Theodor in den 2©Ilea des Generals lamer wloder 
o3.non neuen Sinn. Bald fcaa or zi\ dor Ueberzeugung, 
class Ludendorff von Theodor Lolas o a “intritt in die Go- 
heimorganlsation wisse. Trebltsoh muoste es Ihm mit- 
gotoilt liabcn. War Theodor aicht ein persoenllcher 
Freund des Brinson? Zwischan der Absendung des Brlefea 
und dem Bintref fen dor Antwort lagen aciit Tago, Also 
hat si oh Ludendorff in Berlin erkundigt, "Hein Lieber 
Freunds" sehrleb tier General* So schreibt man ginea, 
dor molar versprlcht, ale ex' schon geleistet hat.® 

At this point in the novel# Theodor has already arrived 

at the central tension which will dominate his subsequent 

development in the work. Resentful and frustrated, he has 

chosen to seek his solution in an organization. The uncert¬ 

ainty which he felt as ho was faced tilth the decision as to 

whether he really ought to leave the relative comfort and 

security of the Bfrusai household has been overcome and ho 

has convinced himself that those higher goals in his own life 

can be better accomplished by joining the organization# 

whose only real identity to him is still S-XI. 

The deception committed by the protagonist in the 

fifth chapter is, I think, the salient indication of his 

willingness to overlook all other considerations in the pur- 

sual of a goal which he believes in* 

Bine Ylertelstimde nachdem Goldscholder die Lunten an- 
gesteckt hatte, rief Theodor die Foils©! am in einlgen 

7Roth, p. 29. 
8ibid. 
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Minuten wuerde eln Unglucck geschehen# Reohta hinter 
deta Gttter urn die siegesoaeule liege Slcrasit. Dana 
ging Goldscheider surueck in Oaf tens Wohnung. Poliael 
hielt Ihn an, faseelt ihn rasoh und lautlos. Aus de.m 
Zimmer karaen die tTerh&fteten, su awe it aneinandorgo- 
feoselte Preunde. An dor Seite des Koaaisara stand 
i’rattner, der Genoese Trattaer. die spuekten alle 
glelehzeitig, trie auf Komnando und ehe'raan sie hindera 
Icoante, in oein Angeoicht. Theodor wichte den Speichel 
jiiit dem Tueh fort. Sr laehto kurz, laut unci tiof. So 
klang wle sin halber schrei.9 

The next two chapters add to the development of 

Theodor’s characterisation as one who is quite prepared to 

sacrifice everything, including human life, to the service of 

a cause which he considers to transcend all other consider¬ 

ation. Theodor is able to eliminate both Guenther, whose 

fattier is an alleged Communist, and KLltsche, Theodor’s 

superior. Again, however, after these events have taken 

place, his frustrating sense of inferiority in the presence 

of dews enrages him. "Bfrussi vsrlangte elne Beatactigung. 

Br steckte den Schock In einen Umschlag uadx *Gehen Sie su 

Major Pauli, or begriff, er wusoto. Gross war die Hacht 

Efrussls, staerker als Irgendeia Theodor Lohse, man hearts 

niemals auf, oein HSauslehrer su seln, oein Mener, sein Ah- 

haenglger. Und der alto Hass ©rwachto, schrie in Theodor: 

Bluti Blut. Judenblutl,3‘° 

Theodor’s confrontation with the elderly Baron von 

Koeckwitz advances Theodor's development as an insular, pro- 

^Roth, p. 36. 

^Eoth, p. 57* 
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vi-nclal nationalist. He regains hio belief In himself and 

Ms role in the future of Germany when lie hears the baron, 

speak of the "sanctity of the soil." MEin© Woche spaeter 

naha Theodor Absented vom Gutshof. Br konnte seine Buehrung 

Molit unterdruodeen, or dachte darsn, daos dor alto Freiherr 

bald sterben weedss er dachte an die Abendstunden* den Gosang 

der -Froesch© imd der Grlllen, die gemeinsaraen Gefahren, die 

ihn mit Gera Hause verbuaden batten, und an die Heiliglceit 

der ’Seholle. ’ 

At this point in the development of the plot, Benjamin 

Lens Is introduced Into the novel. He is perhaps the "hero" 

of the work. He hates and despises everything European, in¬ 

cluding his own Jewishness. As a foil character in contrast 

to Theodor, he despises the stupidity which he sees embodied 

in Theodor and others like him who are in a position to seize 

power but who are most untforthy to do so because of their 

profound stupidity. In reference to Less, Theodor’s reaction 

is this: "Theodor hatte ihn nieht nur wegen der Bupllkato 

abgeochafft, Seine Klugheit roch er. Br fuehlte das Juden- 

turn Benjamins; wie eln Jagdhund uoberall wild wiitort, so 

witterte Theodor Lohso Tuden, wo er einer Uoberlegcnheit 

begegnote.w1^ 

From this point on the development is along those 

lines which lead to Theodor’s confrontation with violence on 

the second of November. Ills resentment against anything and 

11Both, p. TO, 

noth, p, SB. 
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everything which is not German grows with each chapter. His 

acquaintance with the journalist Pish, via Benjamin, brings 

him to the attention of the public and he finally achieves, 

to a considerable degree, the public recognition which he 

has sought for so long. Then, his marriage to the noblewoman 

von Schlioffen enables him to achieve a position as chief of 

the security police. He is, at last, sure of himself mid of 

his role in the life and future of Germany. At the height 

of his career he is Intoxicated by his own rhetoric, a cap¬ 

tive not only of the larger socio-political milieu but of 

self-deception. 

A question which is very often posed in discussions 

of plot and narrative-development is to what extent changes 

in the life of the protagonist can bo attributed to fortune, 

moral character, or Knowledge. In the case of T. Lohse, I 

think it is a question of fortune and moral character. The 

gplnnennetg in which ho finds himself, i.e., the socio¬ 

economic, political and cultural milieu, has determined his 

development more than anything else. X think the very title 

of the novel is evidence of the fact that this was Bath's 

intention, in regard to moral character, t think this ques¬ 

tion, which implies a certain amount of free will on the part 

of the character, has also boon determined by the larger 

socio-cultural context into which ho has been cast by the 

author. 

mother question which is very often asked in 
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reference to plot la the question of alternative action or 

actions on the part of the protagonist, fixe only real al¬ 

ternative to be found in the ease of Theodor Loh.se io the 

decision he makes as to whether to remain In the relative 

security of the JSfrussl household. The decision to seek the 

fulfillment of his life’s goals in another context via other 

means determines his later development as a military, polit¬ 

ical and quasi-ailitary figure, 

Finally, the traditional question of “tightness" or 

"looseness" of plot remains to be answered. By definition, 

of course, an episodic novel of this sort is "loose" in plot 

development. However, most of the events in this novel do 

advance the central problem in a rather direct my. There 

are no serious digressions of materials from the central 

theme, and X do not believe that it is the ease that the in¬ 

cidents in this novel are so independent of each other that 

they could bo transposed without apparent loss. 
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CHAPTER T If 0 
( 

. CHARACTEHIZATIOif 

The analysis of characterisation, has traditionally 

begun with the terras "flatness” and "roundness;" flatness 

referring to the type of protagonist who is not highly in¬ 

dividualized hut who, to a large extent* represents a type 

rather than an individual. The "round” character, on the 

other hand, is the character who Is highly individualized by 

the author. Theodor Lohse is, X believe, to a considerable 

degree, a flat character in that most of the traits which 

define him are those which are more representative of a type 

of individual, i.e., a collectivej they arc not traits which 

would eat one off ao highly individualized. This, X think, 

ms Roth’s intention. The author imo concerned very likely 

with those characteristics which would define the collective 

of T. Lohses, the discontent, the frustration,the feeling of 

inferiority which would bo over-compensated for, etc. This 

again, t think was Roth’s intention and this degree of flat¬ 

ness of characterization, I believe, served the author's in¬ 

tention quite well, when the novel is considered in toto. 

There is, however, a certain amount of individualization in 

the characterization of T. lohse. one example of a highly in¬ 

dividualized trait is found in this passage: "Breiraal taeg- 

lleh rauchte or, nach 3©der Mahlseit. Bine zigarre genuegte 
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Ilia. Sr loeschto ole ana, steckto olo wider an.This 

la a habit which serves to sot off the protagonist from 

others who would share most of the other characteristics 

which Both has used to define hio« Almost the sane could be 

said for the other, minor diameters in the wo Me* They are 

entirely "flat” characters* with the possible exception of 

Benjamin Lons, In the case of Lens* it might be argued that 

he does show a certain amount of individuality* however, I 

believe that he too would be essentially a "flat" character. 

To evaluate the moral stature of a character requires 

that WQ roly upon that which the narrator tolls tio concerning 

the protagonist and that wo accept the testimony of those 

witnesses who are also characters within the work. Both do** 

scribes the moral character of his protagonist as one who 

finds himself within a certain socio-euitural context and who 

predicates his conduct upon the determination} which that 

context has sot, Theodor Lohse is a discontented* frustrated 

mn who ".wishes to overcome his environment, both human and 

external, and to rise to those heights for which ho feels 

himself destined. After his decision to leave the Efrussl 

family* he becomes, in a real sense, "beyond good and evil." 

His actions are not so much predicated upon any particular 

ethic as they arc upon his conception of himself, his milieu 

and the role which ho conceives himself .-destined to play in. 

^Hoth* p. 77. 
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the course of events. In. addition, to the narrator, B. Lena 

supports this thesis, I think, In hie analysis of Theodor's 

condition: 

Slo koeimen nieht misonat vBlut vergoesen. habon, Herr 
Leutnaat Lohse. Anders' koennon usher Lelehea gehon, 
tier idea wegsn odor well ole Hoorder Bind von Gcburt. 
Sio abcr, Herr Lohse, glauben laengot nieht sehr an die 
Idee mid slnG fceia geborener Hoarder. Sie sincl aucli 
feels Politifeer* Sie mirden von Ihroa Beruf usherfallsn. 
Sio Imben 11m si eh nieht gewachlt. 31© warem until- 
frisden nit Ihrem Lohen, Xhron Biimahtaon, Ihrer ooalalsn 
31 exiting. 31 e liaettcn versuchen oollen, im Hahmen 
Xhror Persoeallohfeelt mshr :?« orlangon, niemals ©her 
ein lebon, das Hirer Begabung, Hirer ’Constitution au~ 
wtderlaeuft.2-4 

I do not think that there Is any evidence in the 

novel to Indicate that the protagonist thinks in the tradi¬ 

tional toms of virtue and vice, There Is virtue am! vice 

only to the extent that these categories might apply to the? 

very pragma,tic, expedient decisions which ho makes in regard 

to hie oim career and his own role la the life and future of 

the country of which he is a part. The psychology of the 

protagonist lias been dealt with to some extent already. He 

is a character who finds himself in a hostile environment. 

Initiallys his family rejected him because they felt that ho 

had failed them; ho would have been a fax'* greater source of 

pride to them if lie had died in battle. It is, of course, 

only to be expected that someone who finds himself in such an 

environment would be terribly frustrated with himself and with 

his family. 

14 Roth, p. 92. 
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An author’a characterisation also has a good deal to 

do Tilth modes of awaronoss, t.e., through which modes of 

awareness is ths character most responsive, rational, in¬ 

stinctual, sensory, ©motional or intuitive? Prom the very 

beginning his attitudes and conduct are based upon what Is 

largely an emotional response. Some of this quality has al¬ 

ready been Illustrated In the discussion of plot, The major 

decisions in hto life are ma.de on the basis of an emotional 

and perhaps Instinctual grasp of things. His decision to- 

forsake the XtrussI household-,, o.g., is predicated upon Ms 

feelings of inferiority and his frustration, farther* his 

deepening Involvement with the 3-11. organisation and Iris 

political engagement arc largely a result of an ©motional 

need and desire, a need to prove himself to himself and to 

others. 

In his efforts to take hold of an emergency too * 

fheader reacts principally in emotional terms, After the 

elimination of Guenther, the communist sympathiser, and 

'.Detective i&itsche, Theodor’s former superior, the narrator 

describes Theodor *s state of mind thusj ”Am Theodore Innera 

kam das rauschende Hot, os erfuellto ihn, selling aus Ihm, 

aber eo machto lha leloht, uad sein Kopf sehion su sehweben, 

ale waero or mit Luft gefucllt* He war wic ein leichtor, 

rotor Jubel, oin Triumpf, dor lha hat, elm beoehwlngtcs 

Bauschen, Tod dev ochueron Godaalcen, Befroitmg dor verborgenea, 

begraben gewesanen Scele.'’^ 

15poth, p. 51. 



In tills context it might also be said that Theodor 

sees his problems in terras of conspiracy,, conspiracy of Jews, 

aliens and political adversaries.. "Br las politlschwpMlo- 

sophisch© Sehriften, die Trebltsch verfassi hatte.- flag- 

sehriften, In demon .Zussamoaliaeag© sswlscbea sosiallomus, 

Judea, Franaosea uad Bussen aufgodeclct wurdea. Bless leic- 

tuor© befruehtete Theodors Pimntasle. Sr glaubte nicht nur, 

ms er geleeen hatte , er icomblnlerte aus clem geleeeaon Ma¬ 

terial nett© Tataaehea und entwickelte ole im ’Hationalea 

Beobachter* *He does not attempt to prove or disprove 

what he reads and what he has chosen to believe la. He 

grossly oversimplifies the world’s problems in terms of his 

mm situation and reduces the source of these problems to a 

belief la a wolMeflned international conspiracy, "Jetst 

eriaaerte sich Theodor, daos er im Bfruosischea Hause cine 

schuochterae aaltuag olageaommea hatte, eine dumae Angst 

hatte ilia darnels aoch boherrsci.it,. uad die Schulci daran sohob 

er den Judea su. Wle ueborhaupt die Judea seine langt)aohrlge 

Erfolglosigfcelt vorarsacht batten und Ilia aa dor schaellea 

iroberung der Holt hladertoa. m2*^ 

The author’s characterisation of Theodor Lohse is 

apparently intended to portray a character who is caught la 

the highly oomplex net of his times and his environment. The ' 

Hoth9 p. 41. 

^Hoth, p. 42. 
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protagonist attempts to free himself from his frustrations 

and feeling of Inadequacy via a largely emotional responses 

a response which reduces all problems to that of conspiracy* 

a conspiracy of Jewish and alien elements within his mother 

country. The personality of the protagonist is* I think* 

worked out with probability and consistency. 

In this connection* I think Korthrop Frye's dis¬ 

cussion of fictional modes and forms might be of assistance 

In dealing with the questions of character and character¬ 

isation. In one of the* essays in Anatomy of Criticism.. Mr. 

Frye presents five possible "mimetic modes*" ranging from the 

vastly superior character or hero to the character who is 

cast by the author as Inferior to- the reader. I believe 

that the category into which Theodor Lohse would most appro¬ 

priately fit would be the fourth mode as presented by Mr* 

If superior neither to other men nor to Ms environment* 
the hero Is one of uot wo respond to a sense of his 
common humanity* and demand from 'the poet the same 
canons of probability that wo find In our own experience. 
This gives us the hero of the low mimetic mode* of most 
comedy and realistic fiction. “nTiliglTiiranI "low" have no 
connotations of comparative value* but are purely dia¬ 
grammatic » as they arc whoa they refer to Biblical 
critics or to Anglicans. On this level the difficulty 
of retaining the 'word "hero*” which has a more limited 
meaning among the preceding'modes* occasionally strikes 
an author* Thackeray thus feels obliged to call Vanity 
Fair a novel without a hero.lb 

It is clear that Both had no intention of creating a 

<! a ed,* 
4,,-’Bobert Scholes*/Approaches to the Hovel {San Fran¬ 

cisco* 1966), p. 24* * 

/ 



central ciiaracter, Theodor lohse, who was to b© conceived 

of by the reader as being superior to himself} nor Is there 

any evidence., in my opinion, to indicate that Both would 

have- the reader conceive of Theodor loiise as an Inferior 

being, relative to himself (the reader). Theodor Lahs© . 

Is definitely portrayed as ”one of tie.55 
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CHAPTER f HH IS E 

NARRATIVE MANNER 

"When we sp@a^ of technique, then," says Marls 

Sohorer, "we speak of nearly everything. For technique Is 

the means by which the writer’s experience, which is his 

subject matter, compels him to attend to it? technique is 

the only means he lias of discovering, exploring, developing 

Ms subject, of conveying its meaning, and, finally, of 

evaluating It* And surely it follows that certain tech¬ 

niques are sharper tools than others, anil MIX discover 

more? that the writer capable of the most exacting tech¬ 

nical scrutiny of his subject Biattar will produce works 

with the most satisfying content, works with thickness and 

resonance, works which reverberate,, works with maximum 

meaning." ^ Later, in the same essay, Hr* Sehorer goes 

on to say: "Technique is really what T. 3. Sliot moans 

by ’convention*—*any selection, structure, or distortion, 

fora or any rhythm imposed upon the world of action; by 

means of which—It should be added—our apprehension of the 

20 
world of action is enriched or renewed," 

The obvious interest of the novel lies in the 

characters engaged in a plot, much as the obvious business 

Hibia.. p. X4i. 
a<TOC.; p. 143. 
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of the snapshot is the figure posed In notion. A photo** 

gmph&Tf of course* does sore than olicJc the shutter? lie 

selects angle, distance, filter, film, shutter, speed, etc. 

A novelist has the same sort of flexibility in the means of 

telling his narration. He can choose the-angle from which 

the reader io to observe, the order of presentation, the 

styles of language, the closeness at which the reader Is to 

be hold, etc. - Some assistance is gained by being aware of 

the various options which are available to a novelist and 

how ho may use them ia his woric. 

.Before proceeding to a discussion of the various 

technical aspecta of this novel in particular, X would first 

like to present the following brief definitions of terns 

which I shall be using In the further course of the discussion. 

Point of view (also called angle of narration) may be 
defined as the restriction of “tKb 'reader¥i'1 observation 
to a limited field of consciousness. It does resemble 
a camera angle which, once selected, allows the spect¬ 
ator to sec all within a given field of vision but 
nothing outside that field. Such a focusing of exper¬ 
ience imitates individual life itself, since every”man 
is confined to his own point of observation, and must 
experience life with both the vividness and the blind¬ 
ness conferred by that angle,2i 

The novelist* of course, has a number of angles of 

narration, among which he may choose, depending upon the 

advantages which he feels he say gain according to his in¬ 

dividual situation and according to the goals which ho has 

r%*} 

*""*l&ohard M» Sastmeu* A Guide to the Hovel (San 
Francisco* 1965), p. 31. ~ 
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set himself as a novelist. 

5113© and tempo may be thought of in the contest of 

this definition: 

Although moot narrative. » . Is conveyed by the past 
tenses (except for direct dialogue), the reader under¬ 
stands that there is a now-point, a fictional present 
moment at which events are being directly experienced 
and from which other events are assigned to the past or 
future. For example; "Henry oat down at the counter 
and ordered black coffee (fictional present). He had 
spent a sleepless night (fictional past); aaj| he would 
get little rest that day (fictional future) 

The term narrator * s present is used when the narrator exists 

in a no;? of hie own, ana looks bade from the now of his own, 

and looks back from the not? of his own to the not? of the 

story. 

The temporal order of ©vents in a novel may be narr¬ 

ated in.a number of ways. The normal order of the nonfic- 

tionai world may be present, thus we have event a occurring 

at time a, followed by time and event b, etc. A simple mod¬ 

ification of this order Is- the flashback, employed for the 

purposes of recollection by a character or by the narrator 

himself. 

The related concept tempo may be defined in this 

way; "... Tempo, ■ refers to the rate by which events un¬ 

fold to the reader. A story may proceed so slowly that the 

reader would take longer to read the story than for the actual 

2Slbld.» p. 43* 
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events to occur * . . Or the story may hurry over years of 

events within a few pages."2-*’ 

toy concise, adequate definition of the concept of 

stylo Itself would9 unfortunately* be impossible, fhe 

question of style involves so many things-, such ao formality’s 

informality, dialect, sub-standard speech,, etc.# which are 

themselves subject to a multiplicity of definitions. Out of 

context any of the terms relating to style are really quite 

meaningless and defy, for the most part# any adequate de¬ 

finition. 

A question which is closely related to style is that 

of the narrator’s degree off presence. fills refers to the 

involvement of the narrator, or Xaolc thereof, in that which 

he Is narrating. It has to do then, with the subjectivity 

or objectivity of the narrator. This aspect may, of course, 

very within a narrative work or it may remain quite static 

throughout. 

The level of artificiality of the narx'ator has to do 

with the impression which the narrator makes upon the reader. 

In many cases this is quite simply a level of literate form¬ 

ality, but there arc a number of specialised levels which 

2*5 
nay be used: biblical, allegorical, theatrical, etc. 

g3ibld., p. 38. 

%bid.. p. 43. 

25ibld., p. 49. 



Blstanoo might be thought of in this way* 
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“all the 

narrative controls available to the author have as their 

proximate purpose the precise involvement or detachment of 

the reader so as to fix his response to the fiction. Failure 

to place the reader often-disrupts the harmony of amateur 

writing clubs, where, to the author’s dismay, his audience 

laughs at pathetic scenes or grows indignant at comedy. The 

metaphor commonly used for this placement is distance, the 

reader’s sense of closeness to the story or his remoteness,au 

These, then, are the principal categories m are 

dealing with when we speak of the problem of technique. of 

course, as has been said earlier, any definition of any one 

aspect of the problem cannot be adequately Judged or even 

quite understood when that definition is considered out of 

contest and quite apart from a particular fictional work, 

Ms Spinnonnetg allows for a discussion of all of the above 

aspects of technique and it is In the context of this novel, 

of course, that I have endeavored to consider and elucidate 

them» 

The predominant point of view in the novel Is that of 

third person Omniscient. The author has the flexibility, from 

this point of view, to toll us what he wishes about the focal 

character, the minor characters and the environment Into 

which they are cast. He learn a substantial amount about 

*gibld.» p, 53, 



24 

the protagonist and his family at the very beginning of the 

novel. "Theodor wuchs im Hause seines Vaters heran, des 

Bahnzollrevlsors und gewesenen Wachtmelsters Wilhelm Lohse. 

Der kleine Theodor war ein blonder, strebsamer und gesltteter 

Knabe. Br hatte die Bedeutung, die er apaeter erhielt, sehn- 

suechtig erhofft, aber niemals an sie zu glauben gewagt. 

Man kann sagen: er uebertraf die Brwartungen, die er niemals 

auf sich gesetzt hatte. 

There are throughout the novel some minor shifts in 

focus, e.g., when Theodor addresses Efrussi and at other in¬ 

frequent points when therei.is some dialogue. At these points 

the narrator withdraws from the course of events being de¬ 

scribed and the individual characters take up the narration, 

very briefly, however. One rather significant shift of 

focus is found in Chapter Sixteen when Theodor is addressed 

by Benjamin Lenz, a passage already quoted earlier in this 

discussion. It is a significant shift in focus, I think, 

because it reveals an analysis of Theodor's personality which 

is not given by the narrator but by a foil character. 

Sie lcoennen nicht umsonst Blut vergossen haben, Herr 
Leutnant Lohse. Andere koennen ueber Leiehen gehen, 
der Idee wegen Oder well sie Moerder sind von Geburt. 
Sie aber, Herr Lohse, glauben laengst nicht mehr an die 
Idee und sind kein geborener Moerder. Sie sind such 
Icein Politiker. Sie wurden von Ihrem Beruf ueberfallen. 
Sie haben ihn sich nicht gewaehlt. Sie waren unzu- 
frieden mit Ihrem Leben, Ihren Binnahmen, Ihrer 
sozialen Stellung. Sie haetten versuchen sollen, im 

27 Hoth, p. 5* 
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Bahmen Hirer Perseeallch&eit mehr zu crlangen, niemals 
aber eln. Leben. das Hirer Bogabusg, Hirer Konotltution 
zuwl de rlaeuft. 28 

The principles which govern the relatively few 

shifts In focus l.n the novel sees to be those which govern 

shifts .In focus in any novel, $hen the author feels that 

something can be said more effectively by a character, who 

will be accepted as a convincing witness by the reader, that 

shift is used. 

A considerable breadth of vision is obtained by the 

third person omniscient narration, .Both is able to tell the 

reader a good deal about the protagonist, the minor char¬ 

acters and about the total situation in the novel, This 

type of narration, can provide information about two or more 

eh.aracte.rs at once in one passage, about their motives, their 

attitudes towards one another, towards the general situation 

in which they are found. An example of this breadth eon be 

seen In this quote: 

Halbe Tags war or unterwegs zwischea Potsdam und Berlin. 
In soineia Buoro las or den Sinlauf, zu frebitsoh ging 
er. Bar war ein Belspiel zleloiehorer Mho. Trebitsch 
benahm sich, als stuonde ©r abselts. So mussten die 
Menschen seln, die den 2. Bovambor schledeten, so harm- 
los und oanft. Der Vollbart gab iha das Aussehea des 
ungefaehrllch wuerdevollen, dos Henoohen der Idee, des 
ahnungslosen Gelehrten. Bur ein achtloses Wox't verrlet 
ihn. Sr aah Jede Feraanderung, wie Theodor, wean er 
vor der Front seiner Korapanle stand. Er epraeh von der 
’anderen Methods, ’ die iirbeiter su behandeln. Viel- 
leicht ging es in Zulcmift urn die Broberung des linhen 

23Hoth, p. 92. 
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Badtkaliamus. 

The time order in the novel involves a use of the 

traditional fictional present, fictional future and fic¬ 

tional past. The narration is carried out on all three 

levels. There are occasional flashbacks in the narration* 

e.g.» the flashback to Theodor's experiences in school or 

the later memories of things as they wore in the Efrussi 

household, In the same context# the tempo of the narration 

is rather regular throughout. There are no significant 

irregularities in the temporal order of the narration. 

The diction and sentence structure of the novel are 

direct and narrative In quality. The first paragraph of the 

novel is indicative and representative of the entire vork: 

"Theodor michs 1® Hausa seines Waters heron# des Bahnsoll- 

revisers und gewesenen wachtraetoters ifilhelm Lohse. Dor 

klei.na Theodor mr Gin blonder, etrebsamer und gesitteter 

Knabe. Er hatte die Bedeutung# die or spaeter erhielt# 

sehnsuechtig erhofft# aber niemals an ale su glauben gemgt. 

Kan iconsi sagon: or uebertraf die L’nfartungea, die er nieaals 

30 
auf sich gesetzt hatte**1 

la tills connection.* It might also be said that there 

is no overt use of style in the novel to individuate the 

speech, thought or personality of given characters, nor Is 

29Both, p. ill. 

•^Hoth, p. 6. 
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any dialect or sub-standard speech used. 1 do not believe 

that there is any evidence la the novel that it was loth's 

intention to individuate Ms characters in this way. 

In regard to the question of the "degree of presence" 

of the narrator, the narrator la this novel is, for the most 

part, rather remote from that which is being told, There 

are no points at which, the narrator enters into the course 

of events and overtly pleads for or against anything that is 

being told or described. 

Finally, the question of "distance," i.e.f the readerb 

sense of closeness to the story remains’to be discussed. 

There are times in the novel when the reader is dram into 

the narration and feels rather close to the protagonist, as, 

for example, in this passages "Theodor hearts das rote Blut, 

os schriet ©o bruellte win aus tauseM lehlea# ©a flatmate 

trie fcausead Beuerbruenst©, purpura© Eicdar droistea in dor 

Left, purpura© iCugeln ronton auf uad aieder. Aus eeinom 

Xnnern Imm das rauschon.de Hot, er erfuellto iha uad raaehte 

iha Xeloht, ©in voter JuboX kxm ueber iha, ©in Triumph hob 

iha empor. On the other hand, there are those many points 

at which the narration is almost totally descriptive, with 

little emotional impact cm the readers "Ifatlomlsostalisaus 

war ela 'fort wie andere# Ks bo&ingt nicht Goolaauag. Br 

ward© ©mpfangen, von nationaisoziallctlochon fuehrsrn sit 

Achtuag' ausgoseichaet vor anderen sfarteadea, Mian kanste iha 

51 
Both, p. 51* 
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also. Uawiosond wren olo» Theodor lueftete sacht© 

Schleler, Hr mchto nouglerlg. 31© lebten 1m Sauseii, la 

Begeisterimg. Vlele ©troemten Ilmen su* Sie mrsn Part©!, 

nioht aoheiaverbundimg. Jones scliien Theodor maohtvoller. 

Sort arbeltet man ialt offeaeia Vlsler. Tort verjgraebt man 

oieli nlcht.'*^ 

/ 

22Roth* P» 59 
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o o i o L tr s i o ii 

In conclusion, I would say that I am euro that what 

strikes tha contemporary reader of Baa Spianennetg more than 

anything else is the accuracy of Its prophetic content. 

Prom the viewpoint of fora, it is, for the most part, a con¬ 

ventional episodic novel. I do not moan "conventional'* in 

a pejorative sense, but simply to Indicate that the novel 

docs not show any marked departure from the standard pro¬ 

cedures for writing a novel, i,e«, the casting of characters 

Into a plot, telling how and why they act as they do, etc. 

;C am sure than in the' future., however much we may wish, to 

eschew discussions of ideological content this, the prophetic 

accuracy of the content of the novel, will be its chief and 

most enduring "raison d'etre’* In the'history of modern 

Western literature. 

Then too, in this seise contest, it would be approp¬ 

riate to speak of the various ways in which this novel might 

be classified, fo bo sure, for many it would be, first and 

foremost, an historical novel, because of its documentary 

realism. For others it might very wall be considered a 

psychological novel, 1,6,, in the sense that It presents a 

rather thorough analysis of the psychological makeup and 

motivations of the protagonist. From another viewpoint it 

might well be looked upon primarily as a sociological docu¬ 

ment, ikma of these categories is, of. course, adequate. 

Certainly any literary work of art may be read on a number 
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of levels, and, depending upon the level, the tendency will 

ho to classify the work from that viewpoint. Any effort in 

this respect is inadequate and rather meaningless. In this 

regard, Xjaa Sptnmennets is in the same situation as any 

other novel. Apart from the obvious fact that it is an 

episodic novel there is really no other classification which 

could be given which would not, from some other opposing 

point of view, be tenuous, at beat or iml.efonoib.io at worst* 
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