


































































































































































I So 

haftig nicht nHtig .•• ! 111 137 The lieutenant is like a fish 

out of water. His error, Tonio states, is that he thinks 

he can pluck a leaf from the tree of art without paying 

for it with his life.138 

On the boat going to Denmark Tonio comes in contact 

with a Hamburg merchant who is enraptured by the beauti­

ful "Sderne", and the artist thinks to himself: "Sicher-

lich schreibt er Verse. •. tief ehrlich ernpfu.ndene 

Kaufmannsverse •.• 11 139 

Mann has also been contemptuous of the Bohemian type 

artist. When Lisaweta makes some remark about Tonio's 

clothes, he replies: 

'Ach, lassen Sie mich mit meinen Gewa.ndern in 
Ruh, Lisaweta Iw~nowna! Wunschten Sie, dass 
ich in einer zerrissenen Sammetjacke oder einer 
rotseidenen Weste umherlief? Man 1st al! Kunst­
ler innerlich immer Abenteuerer genug'. 4o 

Earlier in the story the author tells how Tonio Kroger 

worked isolated from, and in contempt of, the small-time, 

talented artists who run around with loud ties or shahby 

1 th d h h . b 1 j 1 · f 141 c o es an w o are a p py, am 1 a _ e , and en oy 1 e • 

Thackeray, too, has mocked the petty artists, only 

not with the same intensity, or to the extent that irann 

has done. Referring to }lfiss Crawley' s servant and com:panion, 

the Victorian writes: "Miss Briggs, it will be seen by her 

language, was of a literary and sentimental turn, and had 

137Ibid --' p. 215. 

138Ibid __ , p. 216. 

1 39 Ibid __ , p. 239. 

140Ibid __ , p. 2ol. 

141Ibid __ , p. 197. 



81 

once published. a volume of poems-- - "Trills of the Night­

ingale"---by subscription 11 .142 

The novelist likewise laughs at the figure of Miss 

Bunion, the poetess in Pendennis who wrote r•Passion 

Flowers" and other poems of like nature. One of the 

guests at Mr. Bungay's party informs Miss Bunion that 

he visited the Duchess who was quite impressed by the 

poetess' new volume of poetry. He adds: "'Those lines 

on the christening of Lady Fanny Fantail brought tears 

into the J)uchess' eyes' 11 .143 

Also humorous is the description of little Po i nsinet, 

the supposed poet in one of the stories in The Paris 

Sketch Book: 

He was as proud as a peacock, as wicked as an 
ape, and as silly as a goose. He did not pos­
sess one single grain of common sense; but, 
in revenge, his pretensions were enormous, 
his ignorance vast 1 and his credulity more 
extensive still.14~ 

Thm Thackeray relates various incidents concerning Poin­

sinet which demonstrate the poet's stupidity and gulli­

bility. 

In another sketch in the same book the author pokes 

fun at the Bohemian-like looks and ways of the French 

Painters. They all wear beards and display !ill enormous 

variety of coiffures. He who wants to sport the latest 

hair-do, the novelist says, must "part his hair in the 

middle, grease it with gretlse, and gum it with gum, and 

142vanity Fair, p. 122. 

143Pendennis, p. 335. 

144The Paris Sketch Book, p. 151. 
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iron it flat down over his ears". 145 

In IIenry Esmond Thackeray has furthermore denounc ed 

the early eighteenth century approach to art which Addison 

preaches. Addison writes a poem about a milit ar y campaign 

which Henry Esmond participated in. But t he poem reveals 

.nothing of the actual hideousness and brutality of the 

b attle which took place . When Henry calls this to the 

poet's attention, Addison r eplies: 

'In our polished days, and according to the rules 
of art, 'tis impossible that the Muse should 
depict tortures or begrime her hands with the 
horrors of war. These are indicated rather than 
described; as in the Greek tragedies .. . •• ~46 

The Victorian is opposed to this eighteenth century concept 

that art must be patterned after the Greek models. 

Thackeray's daughter states in the Introduction to 

~ endennis that her father was criticised by one of the news­

paper for his descriptions of literary life found in the 

novel. Thackeray answered this attack by saying: 

'The only moral that I, as a writer, wished to 
hint at in the de scription against which you 
protest, was, that it is the duty of a literary 
man as well as every other to practise regular­
ity and sobriety , to love his family, and to 
pay his tra desman' .147 

We see by this statement what a wide discrepancy there 

is between the attitude of the two novelists t oward the 

a rti s t. }tann has never been worried about whet her the ar­

ti s t loves his family or pays his bills, and he has, in 

f act, shown that the artist cannot "practise regularity". 

145Ibid, p. 33. 

146Henry Esmond, p. 2o3. 

147Quote from Anna Ritchie in Pendennis, Intro­
duction, p . ~lii. 



CHAPTER V 

METAPHYSIC AL IRONY 

Thomas Mc:1.nn views reality as composed of antithetical 

forces, "as a cosmic play of opposites". 148 This conception 

of reality is, a s Brennan remarks, similar to Heg el's. How­

ever, the difference between the novelist and the phil­

osopher is that the former does not attempt to reduce the 

antitheses to the "status of secondary levels of being in 

favor of an all embracing oneness 11
•
149 Rather , these ir­

reconcilable differences in reality all have eq_ual validity 

and cannot be subordinated to a single, monistic principle. 

We have already implied the fact that reality consists 

of juxtaposed elements in our discussion of the Lif e-Spirit 

dichotomy in connection with the artist. We will now be 

concerned with further manifestations of this principle 

which is so basic to Mann's Weltanschauung. 

The concept and function of metaphysic ~l irony in 

Mann's early writings can be divided into parts, both of 

which are, however, two aspects of the same idea--the dual­

ity of reality. First, there is the interpretation of irony 

which Mann has especic:1.lly expressed in the Betrtt.chtungen 

where he writes: "Ironie aber 1st immer na ch beiden Seiten 

hin, etwas Mi ttleres, ein Weder-Nech und Sowohl- Als anch .• 

. . 11150 . Later in the book he repeats this and adds: " ••.• 

sie richtet sich gegen das Leben sowohl wie g egen den Geist 

148J.G . Brennan , ..£12.• cit . , p. 167. 

14910c . cit. 

15°Betrachtungen, p. 56. 

, 



und dies nimmt ihr die grosse Gebirde, dies gibt ihr Me­

lancholie und Bescheidenhei t" _151 

84 

Thus, irony consists of the ability to see the two 

sides to every Question. The ironicist views every problem 

and aspect of reality in a double light. In this way he 

can ironize both Spirit and Life. On the one hand, Life 

is pictured as beautiful, simple, harmless , and on the 

other hand, it is portrayed as something cruel and ridi­

culous . We have already seen how the author gibes at fi­

gures like Tony Buddenbrook, the Hagenstrorn, Herr Kloter­

jahn, and others. Opposed to these are the beautiful Hans 

Hansen, Ingeborg Holm , and Lilli whom Spirit cherishes as 

the supreme representatives of all that is goo d in life . 

But even Tonio Krogers love for Life is not altogether 

one-sided, as is evident by the closing sentences of the 

first and ninth part of the story. Speaking of this love 

for Life, the author writes: "Sehnsucht war darin und 

schwermutiger Neid und ein klein wenig Verachtung und 

eine ganze keusche Seligkeit 11
•
152 

Spirit is also seen from two points of view, although 

the positive aspect of Spirit is little emphasized. The 

moral artis113, Hi eronymus, Fra Girolamo, and Schiller in 

"Schwere Stunde" are examples of Mann's affirmation of 

Spirit. In contrast to these are the figures of Dr. Ueber­

bein, Samuel Spolmann, and Detlev Spinell whom the author 

ridicules. 

We again recognize Mann's ability to see the two sides 

151rbid, pp . 592, 3. 

152Tristan, pp. 182, 264. 



of every phenomenon in his attitude toward disease and 

death . The novelist's conception of disease and death is, 

in fact , antithetical from two standpoints. First of all, 

death is depicted as both tragic and comic, and secondly, 

death is seen in both a positive and negative light. 
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The fact that death hlso has a comical side is first 

brought out in Buddenbrooks in connection with Tom's death. 

The way that Tom dies is in itself ironic. The Senator, 

who had always been fastid.iously dressed ( an expression 

of his bourgeois love for order and propriety), falls in 

a mud puddle in the street on his way home from the den­

tist, and he is carried home wet , bloody, and splattered 

with dirt. While Tom is lying unconscious and the pastor 

is called in to perform the last rites, little Hanno gets 

the impression from the pastor's speech that he has just 

had coffee and rolls, an observution that seems to be out 

of keeping with the seriousness of the situation . 

Bot more significant is the fact that after Tom dies, 

and the members of the family are writing cards to their 

friends and relatives informi ng them of his death, Hanno sud­

denly breaks out laughing . The immediate cause for this out­

burst is the name of one of the addressees which strikes the 

boy as being funny. But he laughs so hard that he cannot 

stop and must be sent to bed. These incidents all seem to 

show that the author sees a comical-bizarre side of death. 

This bizarre aspect of d.eath is again revealed in Ko­

nigliche Hoheit with the death of the grand-duke, Johann 

Albrecht. In spite of the fact that the duke is tired of 

life , he holds on to it and its functions until his dying 

breath. Mnnn writes that the last act in the grand-duke's 
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life consisted of appointing the professor who masterfully 

performed the useless operation on him to the position of 

privy councillor. The dying man even made a ceremony out 

of it. He raised himself up with his last bit of strength 

and with his own hands presented the certificate to the pro­

fessor. Then he mumbled a few words and died. 153 

The other polarity which we find in connection with 

disease and death is that they can be both negative and 

positive . 154 We have already pointed out above that the 

representatives of Spirit are sick or have death-like fea­

tures . Also to be mentioned in this connection is the fact 

that disease and genius can often go hand in hand. As Bren­

nan says, there is a kind of illness which is "nonorganic 

in character" and which "has its roots in the personality 

itself 11
•
155 

Hann has discussed this dual aspect of disease in his 

"Goethe und Tolstoy 11 essay written after the First World 

~ar. On the one hand, he states, disease is degrading be­

cause it throws man back on his physical self. On the other 

hand, however, disease can elevate or ennoble the human be­

ing.156 The author reasons thus: Spirit, or mind, is that 

which distinguishes man from other forms of organic life. 

The more Spirit man is, therefore, the more detached he is 

from Nature, and so, the more human he is. But disease also 

153Konigliche Hoheit, pp. 157, 8. 

154see Lydia Baer, "The Concept and Function of Death 
in the 1."forks of Thomas Mann", Inaugural Dissertation ( Phila­
delphia: 1932), and Chapter 3, "Disease, Art, and Life" in 
Brennan's Thomas Mann's World. 

155rbid, p. 48. 

156Bemuhungen, p. 34. 



distinguishes man from Nature. Therefore, Mtmn asks, is 

not he just that much more human, the more separated he 

is from Nature, that is, the more diseased he is?157 

Mann calls this the "aristocratic problem", implying by 

it that disease can also have an elevating effect on the 

human being. 
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In similtlr manner an interest in disease and death 

can be seen from two points of view. If we regard deatt 

as something purely physical, then it has a negative Qua­

lity. But death can also be positive in that an interest 

in death can in reality be an interest in life. Mwm 

writes in Die Forderung des Tages: "'Denn alles Inter­

esse fur Tod und Krankheit 1st nichts als eine Art von 

Ausdruck fur das am Leben' . Das i st der geniale Weg. 1)er 

andere Weg ist gewohnlich, direkt, brav 11 •
158 This idea 

is artistically expressed in Der Zauberberg. 

The other aspect of irony present in the pre-war writ­

ings is that which Mann adopted from Nietzsche, numely, the 

negation of Spirit, by means of Spirit, in favor of Life. 

The early writines are characterized by the fact that 

in the conflict between Life and Spirit, Life always emerges 

as victor. To be sure, in stories like "Der kleine Herr 

Friedemann". "Der Wee zum Friedhof" "Luischen" und "Gla-
, ' ' 

dius Dei" Life is depicted as a harsh, brutal force which 

actively participates in Spirit's downfall. The heroes of 

these stories are weak and helpless against the overwhelm­

ing strength and power of Life. This heroism of the weak 

15710c. cit. 

158nie Forderung des Tages, p. 288. 
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is a part of Mann's decadent, pessimistic attitude prevalent 

in the early works. 159 

However, in "Tonio Kro g er" 1:1.nd "Die Hung ernden" Life 

is no longer cruel and ruthless, but assumes a more passive 

quality and is simply indifferent to Spirit. The cruelest 

thing that Hans Hansen does is to call Tonio Krog er by his 

family name when Irwin Immerthal joins the two boys during 

their walk home. Ingeborg Holm laughs at Tonio when he 

falls a.own in the dance anc1 pays no attention to him when 

he leaves the dtt.ncing group. Nor does Lilli in "I) ie Hun­

gernden" t ake notice of Detlev when he leaves t he party. 

Still, Spirit passionately ye arns for Life. It is 

tired of Knowledge ( also an as pect of Mann's "dec a dence" 

temper) and longs to be like the happy, untroubled blond 

and blue-eyed. Spirit thus nega tes its own existence and 

affirms Life. When Tonio Kroger is up in Denmark and watches 

Hans :-Iansen and Ingeborg Holm dancing, he thinks to him-

s elf: 

Zu sein wi e du! Noch einmal anftt.ngen, aufwachsen 
g leich dir, rechtschaffen, frohlich und schlicht, 
regelrecht, ordnungsgemass und im Einverstandnis 
mit Gott und der Welt, geliebt werden von den 
:Ia.rm lo sen und Gluckl ichen, dich zum Weibe n ehmen, 
Ingeborg Holm, und einen Sohn haben wie du, Hans 
Jiansen,---frei vom Fluch der Erkenntnis und der 
schopferischen Qual leben, lieben und loben in 
seliger Gewohnlichkeit! .•• 160 

And Detlev utters this same feeling when he silently 

addresses Life: "Wir schleichen euch nach, wir tiefen Ko­

bolde und erkenntnisstummen Unholde, wir stehen ferne und 

159see Gerhard Jacob, "Thomas ~ann und Nietzsche zum 
Problem der Decadence". Inaugural Dissertation (Leipzig: 
1926). 

16°Tristan, p. 255. 



in unseren Augen brennt eine gierig schauende Sehnsucht, 

1 . h . 11 161 euch g eic zu sein. 

In K6nigliche Hoheit Spiiit is not negated, but is 

reconciled with Life when Klaus Heinrich begins to love 

and take an interest in the people and the conditions of 

the country. 
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In "Fiorenza", however, Life goes down before Spirit. 

Here the usual Life-Spirit antithesis is not present. 

Life is combined with art in the person of Lorenzo who is 

opposed to the Spirit-representing Prior. In this play 

Mann places the naive and sentimental poets against each 

other. 162 In the end Lorenzo dies and the Prior remains 

ruler over Florence. 

Kate Hamburger notes that Mann's attitude toward Life 

and Spirit varies before and after 1918. In the pre-war 

works we are confronted with a rational, knowing Spirit 

which experiences Life as a "differentness". Spirit is set 

apart from a Life with which it can never unite and which 

it can never change.163 

Hamburger then explains that Tonio Kr6ger is a "Spa.t­

ling der Romantik" "weil er •.•. ein Leidender war an der 

romantischen Urproblematik: der Icheinsarnkeit und Weltsehn­

sucht, und well dieses Leiden . • • • gerade in der Form der 

Ironie ausgetragen wurde".164 

16lner kleine Herr Friedemann, p. 152. 

162Rede und Antwort, "Ueber Fiorenza." and "Ueber dus­
selbe", pp. 348-52. 

1 63Kate Hamburger, Thomas Mann und die Romantik, p. 29. 

164Ibid, p. 26. 
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She goes on to say that thi s early irony resembles 

Friedrich Schl egel ' s . But Schlegel's polarity consisted 

of "Ich" and 11 Ichsagen" of which the 11 Ich" is another ex­

pression for Life and the 11 Ichsagen 11 represents the re­

flective Spi rit . Mann, on the other hand, has objectively 

projected this Life-Spirit antithesis into external , con­

trasting spheres as, for instance, Tonio Kroger and Hanno 

Buddenbro ok opposed t o Hans Hansen and Ingeborg Holm, and 

t .. 165 the Hagens rams. 

However , starting wi th Der Zauberberg the concept of 

Spirit undergoes a change . There is a 

Verwandlung des Begriffes des Geistes von einem 
Pr i nzip objektiver Erkenntnis der gegenstand­
lichen ~elt zu einer schopferisch beseele~den 
Kraft ' des Germ'.ites', die das 'Ich' und die ' Welt' 
in ein grundsat zlich an.deres .••• Verhaltnis 

Setzen sucht. 166 zu 

As a result of this alteration in the me aning of Spirit , 

and the fact that Spirit is no longer isolated but can pe­

netrate and transform Life , Mann's ironicul attitu de af ter 

1 918 more closely resembles Novalis ' irony rather t han Schle-

l 's 167 g e • 

After the First World War Mann adds many more topics 

under the primary Life-Spirit polurity. 168 Many of these 

165Ibid, pp . 27, 28 . 

166Ibid _, p. 14. 

167Ibid __ , p . 41. 

168The following list is set up by Brennan in Thom as 
Mann's World , p . 179 1 

Nature 
Health 
Body 
Classic 
Objective 

Spirit 
Disea se 
Soul 
Rom antic 
Subjective 
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new antitheses are outlined in the "Goethe and Tolstoy" 

essay where the author compares Goethe with Tolstoy and 

Schiller with Dostoyevsky. The former were Nature artists, 

Mann asserts, bec ause they lived in harmony with Nature. 

But the latter were artists of Spirit, diseased, and in 

conflict with Nature. They died young , whereas Goethe and 

Tolstoy lived to an old age. Goethe and Tolstoy were con­

cerned with creation and form, Schiller and Dostoyevsky 

with analysis and criticism. The latter were moral arti s ts, 

the former nonmoral. In short, Goethe and Tolstoy were 

"God-like" and Schiller and Dostoyevsky were "Saint-like". 

Although, as Brennan remarks, none of these artists can be­

long entirely either to Nature or Spirit (since they are 

human), still, they incline strongly toward one direction 

or the other. 169 

Man is the mediator between the opposing forc es of 

Nature and Spirit. In him all the antitheses reach a syn­

t hesis. This middle position is advantageous because by 

means of it man possesses both freedom and reserve. He 

h as the freedom to eYplore and affirm both sides of the 

antitheses, but he reserves a decision in favor of one or 

Simple 
Nonrnoral 
Pagan 
Form 
Creation 
Sense 
Eros 
Necessity 
Instinct 
Bternity 
Aristocratic 
Nonpolitical 

1 69 Ibid., p. 174. 

Sentimental 
Moral 
Christian 
Analysis 
Cri ti q_ue 
Mind 
Logos 
Freedom 
Consciousness 
Time 
Democratic 
Political 
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the other side. He must always remain in suspension, hover­

ing between the extremes. This is what Mann means when he 

writes that "Ironie ist das Pathos der Mitte 11
•
170 

Not only is man this mediator, but the (}erman people 

are placed between the extreme forces of the eastern and 

western civilizations. The pecularity of the Germans' po­

sition enables them to ironically play with both sides 

( East and West), never committing themselves to either, 

but constantly shifting from one to the other. 

Whereas man's position in the universe is ironic by 

virtue of the fact that all the heterogeneous elements 

are combined in him, "the artist is the human being par 

excellence 11 ,
171 the supreme ex"[)ression of all that is 

human. In man the counter-positions achieve a synthesis 

and in the artist man reaches his summit. Speaking of the 

naive and sentimental poet, Mann once wrote that t here ne­

ver was a poet who was completely one or the other. Rather, 

the poet is the synthesis, "die Versohnung von Geist und 

Kunst, van Erkenntnis und Schopfertum, Intellektua lismus 

und Einfalt, Vernunft und Da.monie, Askese und Schonheit--­

das Dri tte Reich!' . 172 

170Bemuhuneen, p. 138. 

171Brennan, .2.P.· cit., p. 179. 

172Rede und Antwort, p. 352 . 



CONCLUSION 

In summing up our comparison of these two writers in 

respect to their use of irony, there are two main points 

to be emphasized . First, and most importmit, is the fact 

that both men strive to expose falseness wherever they 

find it. They constantly mock those people who, either 

consciously or unconsciously, try to appear other than 

they really are. Above all, the novelists have derided 

the wealthy and the people who consider the acQuisition 

of money as the supreme goal in life. We have seen how 

both men laugh at figures like Becky Sharp, Tony Budden­

brook, and others whose greatest ambition is to live com­

fortably and luxuriously. In addl tion, the writers have 

ridiculed the people who bow down to the rich, or who as­

sociate with the well-to-do and therefore consider them­

selves important. Furthermore, the hypoc ri tical clergymen, 

the quack doctors (or women who pretend to be doctors), 

the non-genuine artists , and the disciplin arian school 

systems have all fallen prey to the authors' attiicks. How­

ever, this trait of revealing and denouncing insincerity 

in all its forms is common to every ironical writer and 

does not indicate a direct influence of Thackeray on Mann. 

In respect to ironic form we have observed that the 

greatest similarity between the two novelists lies in their 

use of parenthetical expressions to comment on and criticize 

various characters, or the events that take place. This 

technique of the direct approach to the re ader is more com­

mon to Thackeray's style than to Mann's, but it is possi­

ble that Mann was inflnenced by Thackeray in the utiliza-
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tion of this device. Both authors have employed other simi­

lar methods to achieve an ironical effect, s1ch as combin­

ing heterogeneous elements in a given situation, mimicking 

speech and speech habits, tersely describing various fi­

gures in an ironical manner, and freq_u.ently labeling people 

with humorous names. Both men are especially sensitive to 

people's speech and the effects that names have and there­

fore reveal a strong resemblance in this connection. 

In general, the artistic :production of Mann's which 

most closel y resembles Thackeray's art is Buddenbrooks. 

The type of humor found in this novel, the fairly informal 

style, and even aspects of the subject mH.tter are similar 

t O what we find in Thackert1.y' s novels. ·,, e could also dr1::1.w 

some par allels which are not ironical in nature. Christian 

Buddenbrook:, for example, is similar to Becky Sharp in 

that he loves to mimic peo ple's antics and speech. Also, 

both writers use the device of relating events in the story 

by means of letters exchanged by various characters in the 

novels. After Buddenbrooks Mann mo v es ftt.rther and farther 

away from Thackeray , both in regard to the subject matter 

and to the spontaneous quality of his style . 

However, in spite of these similarities that we hav e 

analysed in connection with the ironic content and form in 

Yann and Thackeray, there is no question about the fact 

that the two writers are basically dissimilar . Their :per­

sonalities, their attitudes toward life and art, and the 

nature of their works themselves are essentially disparate. 

As :produc t s of different ages and cultures, the two no vel­

ists hav e fundamentally different fields of interest . In 

Mann's writings we find an approach to life and art which 
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is totally lacking in Thackeray's productions. 

One might say that Mann is a writer-philosopher who 

has a profound outlook on life. This is evidenced by the 

Life-Spirit antithesis and the metaphysical irony apparent 

in his works . Mann is predominantly concerned with the na­

ture and problems of the artist . He depicts characters 

who live in isolation, separated from the bourgeois world 

and unable to participate in the activities of normal 

people. This preoccupation with the outcast from society 

runs throughout Mann's early writings and reflects the 

bad conscience feelings of the artist who has eone astray 

from the bourgeois fold. 

Thackeray , on the other hand, is not interested in 

metaphysics, nor in the vroblems of the isolated artist. 

On the contrary, the Victorian has a close contact with 

society , whose many facets he portrays. His heroes are 

people who are well capable of carrying on the normal so­

cietal functions just like everyone else. For that reason 

Thackeray's works reveal more of the age in which he lives, 

or describes, than do Mann's. In general, we get a fairly 

good impression from the Victorian's novel s of the way 

that people thought and acted at that time, at least the 

level of society that the author describes, whereas Mann ' s 

works , except Buddenbrooks, mirror comparatively little of 

the temper and conditions of his milieu and age. 

Thackeray is more of a historical writer than Mann is 

(in the early novels), often going back to the eighteenth 

century or the early part of the nineteenth for the subject 

matter of his works, as in Henry Esmond, The Virginians, 

and Vanity Fair. Later on, however, Mann deals more and 
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more with hist orical themes, as in the Joseph Stories , 

Lotte in Weimar, and Doctor Faustus. While the theme of 

the solitary artist remains constant in Uann's works, the 

subject matter of Thackeray's writings is quite varied, 

ranging from the story of Colonel Esmond in the age of 

Queen Anne to the development of the artist in Pendennis. 

The most striking dissimilarity in respect to the 

author's ironic styles lies in the fact that Thackeray ' s 

novels are marked by a more spontaneous, informal quality 

than Mann's are. That is why we find so many more side 

remarks and intimate conversdtions with the reader in the 

Victorian's writings than in the German's. Mann is a care­

ful writer who works slowly and steadily, often s pending 

years on a sinele production. His works are, in res:pect 

to their form, much more closely knit and better constructed 

than Thackeray's. However, we must realize in this connec­

tion that Thackeray wrote his novels under different con-

dj_ tions than Mann did .. The Victorian used to write single 

chapters which were printed weekly in a newspaper or maga­

zine; therefore, his novels lack much of the unity , conti­

nni ty, and even consistency that we find in ·Hann' s wri tingR . 

The exception to this is Henry ~smond which Thackeray did 

not write in installments, but had published in its entire­

ty and which therefore reveals a greuter unity and compact­

ness than any of his other works. 

Other distinctions to be pointed out in connection with 

the styles of the two authors are the leitmotiv and the sym­

bolical use of numbers and colors, devices which Thackeray 

did not employ, but which are important features of 1«ann ' s 

style. 
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Common to both writers is their love for humor and we 

have seen the various methods th1:1.t the artists use to create 

humorous effects . Thackeray's writings, especially, are re­

plete with humorous characters and situations. In fact, 

the Victorian, in general, writes in a lighter vein than 

Wann does, and the tragical element, which is so predominant 

in Uann ( as in Buddenbrooks, "Tonio Kroger", "Tod in Vene­

dig", and others), is something foreign to Thackeray's 

temperament and. charc1.cter . Thackeray's humor is often ex­

pressed in the form of satire, whereas Mann is non-satiri­

cal and conveys his humor principally by means of irony. 

Irony does not only play an important part in the 

works of Thackeray that we have discussed , but serves a 

significant function in his other novels as well. Whereas 

tl::.e Victorian has been dead. for a lmost a century now, Thomas 

l~ann is still writing, anc1 his cone epti on and use of irony, 

which is so intrinsic to his We ltanschauung , has remained 

with him and is evident in his most recent works. 
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