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ABSTRACT -

The shadow of Ulysses: stretches over much of the.tventiefh—
century Western novel;  When perceived by certain readers, it has
sometimes obscured and_eben distorted the'view‘of works traditionally
linked with Joyce's achievement. This-has_been trué for two novels
closely resembling Ulysses and each other ever since tneir
respectiveA192SNand 1929 appearances, namely, John Dos Passos'

Manhattan Transfer and Alfred D&blin's Bertin Alexanderplatz. Four

decades of criticism'show that Ulyssean associations have cblored
assessménts of tﬁe Amegican‘andﬁGérman books, occasionally‘ﬁo the .
ég%r%ment of‘accuracy,about their texts and usually to the neglect
of their decidealy non-Joycegn character; Both works certainly
conétituté responses to Ulysses. WNevertheless, Joyce's catalytic
example was seconded bx numerous others and was ciearly‘interpreted
by the; two writers according to their own priorities.

Novels which have frequently been considered imitative and ®
derivative a;e actually inseparable from their authoré' heterogeheous
lite;ary:production and non-literary activities. They reéeive their
impetﬁs from a‘confluence of interartistic sources and have

legitimate ancestries in their creator's earlier efforts, -Manhattan
g raniattan

Transfer and Alexanderplatz are also engendered by artistic

\

orientaiions antithetical to the isclated aestheticism responsible
for Ulysses and the stance Joyce adopted vis-a-vis society and current

events.

iv



A
Representing special atteméts at ideological and artistic

adjustment to the new realities of urban, technolegical, postwar,

and postrevolutionary experience, Manhattan Transfer and Alexanderplatz

n

seek progressive and popular reconciliations between art And mass life.
Yet novels.undeniably marked by incompletg conceptions and ambiguities
mirror the common condition and contradictions of béurgeois art during
this century's early decades. H=o~ they display their most striking
affinities with Ulysses as COmpiemehLavy revelations cf Modernism.
‘ A particular cultural, historical, and class phenomenon,
Modernigm comprehends ‘both the self-conscirus creation of artistic
ek

form appropriate to the expression of perceptibly chanwe. .V |

matter and a non-integrating apprehension of reality. Symptomatic

1
o

the larger social fragmentation and attendant crisis in collective ana
individﬁal consciousness, Modernism's most telling effects are noted
in the disjuncture it poses between man and milieﬁ and between artist
and society. While hardly‘it"\exclusive translations, Ulysses,

Manhattan Transfer, and Alexanderplatz typify major aspects of the

general condition in prose fiction. Evidence of the dual problem
of form and outlook residing at the core of Modernism is appafent
in their texts.

Oupgrcwﬁhs of dissatisfactions with prevailiné literary
tendencies, these innovative experiments project reactions to
contemporary history as incomplete accommodations and out;ight
digengagement. Their interpretations of the physiognomy of the age
outline‘only generél, ahistorical patterns for mass existence lacking

apparent coherence. A synthetic drive toward rsw expansiveness and



expressiveness endows each work with a protean aspect. It obliterates
tradicional generic contours and effaces the outlines of experience

and char:  2rs - like. Whegher 1llied with a Mallarmé-like movement
. »

toward auton v ir art or with unsuccessful Apollinairean reconciliations

of artistfic pr’ ! o5 and ¢yclal necessity, Modernism's interpretive
consequences ¢ - keenly fe. v in the kindred ambiguities and paradoxes
present in all three novels. ' .imo ely, —asponses to Ulysses whict

i

wére conceived as its alt.rnatives provide 111y preblematic’

solutions to the Modernist dilemma.
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CHAPTER 1

"
RN
\

\
INTROOUCTION

As is true of all generic geneologies, the history of the
‘ 3 -~ . ! . . .
novel is, in one sense, a history of literary relationships described
by aesthetic interactions: those of distinct worgf’%ith other works

LN

and of pérticular writers with the efforts of others. Since the

) eighteenth century, the Western r vel has experienced a relatively

yd . .

concentrated development revealing the proliferation of such

affiliations. They are frequently international, sometimés the result
of literary indebtedress, ‘and often involve unique responses to and

interpretations of 6ne writer's work by and through that of another.

1 : ~ . »
In this way the history of literary relatignships assumes the

particular genealogical diﬁensiops attributed to it by Virginia Woolf

in her observation that "Books,descend from books as families descend
from families."l A

-

“Within the novel's lineage assorted combinations arise: Don

Guixote and Tom Jones, Pamelé‘and"Joseph Andrews, Tristram Shandy .and

Jacques le fataliste, Wilhelm Meisters Lehrjahre ‘and Heinrich von

Ofterdingen, Les Féux—monnayeurs'ahd Point Counter Point, Scott and I

proﬁessi»sposi, Cooper and Les Chouans; Dostoevgky and Invisible Man,

Faulkner and Cien afios de soledad, Dickens and Dostoevsky, Scott and

-Balzac, Balzac and Galdds, et cetera. ;Ambng twentieth-century

1

kinships James Joyce enjoys the greatest number of appearances in
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conjunction with novels originating within a twenty-year period

following Ulysses' ublication in 1922. The range of asseciations is
Jlysses’ p :

\,
Al

broad. It encompasses the efforts of celebrities and lesser luminaries
s . w

alike. The spectrum includes, for example, novels bf Virginia Woolf,
. William Faulkner, Thomas Mann, Thomas Wolfe, Hans Henny Jahnn, Hermann

Broch, Conrad Aiken, and Malcolm Lowry.
| Despite cccasional evidence to ghe contrary, a specific aJoyce-
connection for the modern novel is largely confined to its English and .
German-language forms within thé aforemgntioned tine span. It can, of
course, be argued that the reactions elicited in turn by these'Ulyssean
'respéh%es, like Faulkner's traces in the Spanish-American novel's

7

recent flowering, have some link with Joyce. It is with a Joyce, how-
, -~

ever, who is "spread, diduted through other writers."2 Undeniably, the
shadow of Joyce, more specifically.of Uiysses: ét;etchés'ovgr much of
what wé have come to regard as peculiar to the tﬁéntié£h;century novel.
Yet it is‘none the less true that this shadow, especially as perceivedl
by some of Joyce's more devoted partisans, has tended to obscd}e and
sometimes even distort the view of'novels.traditionally linked with
his achievement. L |

This pheﬁbmenon is apparent in the ties estabiiSAed wipn

Ulysses by two works closely resembling it and each other ever since

their respective publications in 1925 and 1929: John Dos Passos'

“anhattan Transfer and Alfred D&blin's Berlin Aiexanderplatz.’ In
2 .

very distinct ways the two books constitute responses to {lxsses; which

profoundly'impressed both Dos Fassos and D&blin. Radical departures

from their author's earlier novels, Manhattan Transfer and Berlin

&
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Alexanderplatz represent turning points in artistic development for

Dos Passos and D&blin. At the saqe time, they are logicr -tensions
of the kinds of efforts which distinguish the two writer:' .cterogeneous
literary production--imaginative, critical, and Jjournalistic--previous

to and coincident with the 1925 and 1929 novels.

The significance of Maﬁhattan Transfer and Berlin Alexanderplatz
is readily appreciated through familiaff%y with their authors' oeuvre,
with the traditions from which the novels emerge, and with the literary
conditions to which they address themselves. Their consequénces for
the genre can' be detected in the German and Spanish-American evidence
of the past twenty years. Even so, th; testimony of nearly four
decades of criticism reveals ﬁhe pér;istence of problematic Joycean
associations‘in both novels. They have colored critical assessments
of Dos Passos' and D&blin's wofk, sometimes to the detriment of accuracy
about thg”texts themselves and usually to the negle;t of the non-Joycean
character of their authors' artiétic rationale and sought-after artistic
goals. Almost always, the Joyce affiliations have contributed toward
a limited focus on the relationship the novels bear’to each other and
to Ulysses, thereby restricting the view of their more profound general
rapprochement and the important manner in which they specifically differ

from one another. Aiming toward this end and toward the exposure of

the traditionally neglected shared backgrounds of Manhattan Transfer

: i
and Alexanderplatz, the present study explores their interrelationships

within the context of the Modernist condition symptomatic of bourgeois
N

art during this cenfury's early decades. While the inquiry confronts

the evidence of the texts in question, it does so with the necessary



|
recognit%on that art is tively informed by an attitude toward the
!

world ou#side the work. Moreover, in its understanding that art forms
cannot bg considered in isola£ion from their total environment, it
perceives literature as not merely the aestLhetic reflection of
historicalvreality and social totality but a material element of both.
In this way it attempts to achieve a balanced evaluntion of an artistic
development that has often provoked as much scholarly partisanship.as,
it has hostility.cﬁ |

3

Since the present investigation emerges as an outgrowth of

previous scholarship, it acknowledges the traditional associations

surronnding Manhattan Transfer and Berlin Alexandervlatz and

establishes its own terms of reference for exploring the common ground
shared by the works (Chapter II). From this critical context %pe

inquiry proceeds to expose important pre-Manhattan Transfer, pre-

.,

Alexanderplatz parallels in the writing of Dos Passos and D&blin.

With a view toward the genesis of Manhattan Transfer :nd Berlin

.

Alexanderplatz, it focuses on the correspondences 'and similarities in

their authors' attempted ideological and artistic accommodations to

the new realities of urban; technological, postwar, énd postrev ifionary
experience (Chapter {II). Considering the catalytic example of Joyce's
work as an important corroboration of specific artistic aims for bpth

Dos Passos and D&blin, the study approaches Ulysses, Manhattan Transfer,

and Berlin Alexanderplatz as related efforts to create artistic forms

appropriate to the expression of perceptibly changed subject matter
and as réflections of a fragmented 3pprehension of objective reality

(Chapter IV). Examination of the textual evidence in the novels reveals
: ‘

{
N



that although engendered by an artistic rationale diametrically opposed

to the one responsible for Ulysses, Manhattan Transfer and Berlin

a Alexanderplatz provide equally problematic solutions to the Modernist

R

dilemma.



CHAPTER TI

A PROBLEM OF ASSOCIATLONS

The Reception of Manhattan Transfer

and Berlin Alexanderplatz

In a 1928 review markihg Ulysses' appearance 1in German trans-
lation, Alfred D6biin“5bserved that Joyce's book‘was one with which
every serious writer had to concern himself. It g%fempted in iﬁs way
to answer the question: how can ones write today?l Over four decades
later, John Dos Passos recalled his 1922 encounter with Joyce's work
and concluded: "If ﬁlysses didn't accomplish anything else--for me at
least--it disposed of the cur;ent theory thgt the English novel was
dead."2 The specigl importance attachedﬁto Ulysses by both the Gérmén
and the ‘American reflects tﬁe’international appeal the work held for
self—éonscious writers, artists, and the occdsional film-maker whose
testimonials to Joyce's skill and innovation frequently revealed much
about their own aims and asbirafions. For the two writers cited,
expressions of tribute are particularly significant. They shed light‘

on the relationship their own work shares with Joyce's Ulysses. With

the publication of Manhattan Transfer in 1925 and Berlin Alexanderplatz

in 1929, Dos Passos and D&blin revealed their own attempts to answer
the question "How can one write today?" and to disprove the current

theory of the novel's demise.

e

6 ' Ly



~ Anticipated by their creators' earlier efforFs, thé two novels
;eré nevertheless their most‘radical attempts in the\genre so far.
Moreover, if they departed markedly from Dos Passos! %nd Déblin's‘
previous wor}. they were even more pronounced bgeaktﬁrbughs in the
national trnditions from which they emerged. The -ombination and
expioitation of such fea£ures as simultaneity, montage, leitmotif,

symbolic parallels, diséontinuity, interior monologue, and the
.increasingly dramatic presentations of the urban metropolis through its
multiple voices were virtuaily unknown in the German novel. An

identical claim can be made for the someyhat younger transatlantic form.

Yet the very qualities which marked Manhattan Transfer and Berlin

Alexanderplatz as distinctly un-American and un-Cerman were preciéely

those which conferred an international étamp upon them. From the outset
a numbér ;f theif readers were struck by the strong reseﬁtlance the
novels bore to Jo&ce's lesses.v Once initiated, the Ulysses link for
Dos Fassos' fgurth and D&blin's sixth novellhas beéen maintained on a
fairly regular basis. As is only too apparent from a survey of its

history, the affiliation has not always been beneficial for either

work. This history demonstrates as well the complex interplay of
[ .

factorslaffécting feception and reputation and their shaping and
coloring of critical judgment.

By no means the dominant theme of the varied notices Manhattan
Transfer received follbwing publication, the Ulyssean affinities of
Dos Passos' newvnovel were still sufficiently obvious to. champions
and detracﬁérs alike. Partial or total indebtedness for general

inspiration and method was unequivocally asserted. There was some
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disagreement, however, regarding the work's qualitative relationship to
. its source and even to the desirability of such a source.’ Whether they
explicitly stated or ﬁerely implied it,“theﬁe-reviews reflected as much

a reaction.to Ulysses as to Manhattan Transfer.

The’'most favorable assessment conceded a certain indebtedness
- p

on the part of Dos Passos to "Joyce et Cie" but submitted that Manhattan

Transfer, quite possibly "the founéatibn of a whole new school of novel-
writing," was vastly superior in,terms of interest and "breathless
.‘ <>

reality" to "the laboratory reports” of "the great white boar, Mr.

Joyce's Ulysses.”" Sinclair Lewis' ‘enthusiasm for Manhattan Transfer,
Liysses

as expressed in both his abridged Séturday Review of Literature piece
and its expanded essay version, remains unmatcﬁed ambng American critics.
It was unidﬁe among ﬁhose who perceived soﬁé Irish parentage for the
work., ,A‘slighter but still laudatory appraisal in the New Yorker, which
found the work both an impfovemeﬁt éver the earlier Three“Soldiers

1
+ E
(1921) and an accurate portrayal of the city, deemed the influence from

Joyce "marked, but beneficent." Opinions from New York Times commenta-

tors differed noticéably. jin his attempt to convey New York through
fiction, Dos Pasébs had; according to Henry Longan Stua;t, created "a
powerfulAand sustained.piece of work." To do so,he had electéd.the
method inifiaf;d when "Mr. Joyce cast his monkeywrench into the

mechanics of the novel." What Stuart interpreted as £he work's weak-
ness, its lack .of discrimination which prohibited a much needed "tem-

~ pering optimism,”" was a methodological flaw which Dos.Passos shared "with

practically all the impressionists and 'super-naturalists,' American,

English and foreign alike." By incorporating "the rhythms of the vortex



into the very stuff and substance of form and matter,”" the work became
"a,merg instrument for registering impressions." Stuart's preference

for the more traditional realistic route, complete with "plot and

psychological apparatus,' was not shared by another Times Reviewer, ,
Lloyd Morris. In his survey of six months' fiction Morris provided a

cursory dismissal of Manhattan Transfer: "John Dos Passos' Manhattan

Transfer, an attempt to achieve an expressionistic picture of New York,
is courageous but not impressive. Doubtless some novelist will |
eventually a;hieve én expression of New York equivalent to Joyc 's
expression of Dﬁbiin in lessés; ﬁr. Dos Passos has attempted this, but
he has failed."3
The severest criticism came as a reprimand from H. L. Mencken.
Althngh a éponsor for the publication of new American and European

writing and a promoter of Dreiser, Norris, Ibsen, Hauptmann, and Joyce,

Mencken was to prove increasingly unreceptive to literary experimentation
b .

and innovation. To some extent his evaluation of Manhattan Transfer
anticipates the shift toward extremé literary ceonservatism.
Acknpwledging,Dos Passos' new work as an attempt "to escape from the
conventional bounds of the novel"” which presumably stemmed from Ulysses,
Mencken /displayed little sympathy for the effort. Instead he was "in
érave doubt that any human being will ever be able to re%d it-~that is,
honestly, thoroughly from énd to end. It is incoherent,;and not

infrequently very dull. It staggers all over the lot. Mr. Dds Passos,

indeed, has yet to prove that the promise of Three Soldiers had any

~substance in it. His first book was far too successful: a very

unfortunate'thing for a young novelist., His later volumes have shown

-
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. . . L
him hard at it, but making extremely heavy weather."

Such early reactions to Manhattan Transfer have analogues in

3

responses to the publication of Berlin Alexanderplatz. In spité of the

>

appearance of its author's writing since 1917 and the fact ‘that Dos
)

Fassos already had.essays, poetry, travel accounts and three novels to
-

his credit, Manhattan Transfer was essentially the work,of a newcomer

to what he later‘termed "la vie littéraire" (BT, pp. 149-179). 1In
! /
contrast, Berlin Alexanderplatz was, if not the work of a publicly

successful writer-neurologist, certainly the work of one who had aiready
S e e - . ; ; . .

acquired a significant reputation &4s literary innovator among like-

minded writers, artists,'musicians, and critics for his stories, novels,

and satirical glosses.. Moreover, readers of such widely circulating

publications as the Berliner Tageblatt, Vossische Zeitung, Praégr

v

.

Tagblatt, Frankfurtér Zeitung, and Leipzigetr Tageblatt were well-

acquainted with his frequently barbed Berlin vignettes and irreverent

theatre reviews-. Apprehension of Alexanderplatz as the product of an
Irish inspiration was the%efore to have further-reaching repércussions

than for Manhattan Transfer.

Noting its metropolitan aspect and formal idiosyncracies,

German and.Swiss reviewers of Berlin Alexanderplatz perceived the

novel's kinship with Ulysses and Manhattan Transfer, both of which had |

appeared in German translation.two years earlier {respectively, October
1k and(l?, 1927). Wheyeas ihe American novel was considefed a possible
source and surely an analogoﬁs expgrimént3 it was Ulysses which assuméé
the role of the German work's immediate ancestor. A ﬁumber of reviewvers,

to be sure, were cortent to remark on technical and stylistic



similarities and to happily rank D&blin's effort as a German counterpart

for the great narrative experiments undertaken elsewhere. Others,

v «!
v

hoyever; offered brief comparisons of D6blin's latest work which were
sometimes accompanied by intimations or oﬁtright assertions of influence,
Early commentary of this type ranges from the general reference to the
formal influence of recent American fiction to the specifically expreséed
preferen&e for D6bl}n's rendering of Joyéeén thought montage. Among

those wel isposed toward Alexanderplatsz, Walter Muschg, who was later

- i

to repudia%» wis original clgim, declared that D&blin's newest novel .,

~had obviously been inspired by Ulzsses.5

For some observers D&blin's novel failed to arouse enthusiasm.

As was the case with Manhattan Transfer, its weaknesses were sometimes

attributed to an either ill-advised or inferior imitation of Joyce.

Hans Henny, Jahnn, whose own Perrudja (1929) had received DSblin's praise, \

recalled in th'e December issue of Der Kreis that one or two years earlier
. =\ ‘ . .
D6blin had strongly urged the reading of Ulysses. Now to the detriment

of the excellent style which distinguished Die drei Spriinge des Wang-

" lun (1915), D5blin had appropriated many of Joyce's practices. As a
result he succeeded ih.creatiné a "spherical bubble" of the subcbnsciogs,

automatisin, and inertia. He also failed qo depict either the Alexander-

i

platz or Berlin.6 s
. L
‘The most negative response {; the novel emerged as part 6f the
campaign initiate@ in December 1929 by the official organ of the
Proletarian Revolutionary Writer's Union. A first review by Klaus

Neukrantz interpreted the novel as a demonstration of the bourgeois

left's hostility toward the organized class struggle of the proletariat.

11



Often sensitive to adverse criticism attacking him instead of his ‘work,

D6blin retaliated with a harsh critique of Die Linkskurve itself. He

polemicized mbst heavily against the program arti ulated by Johannes

Becher., The latter's Janua%y 1930 Linkskurve editorial dealing with

the duties of the Union had drawn on the example of Alexanderplatz as
completely unrealistic in its presentation of the transport worker

Biberkopf and as -a signal that bourgeois literature was at its end.

By the next year the battle between DSblin and Die Linkskurve had

increased in virulence and scope. Neukrantz's earlier charges agéinst
the artificiaiity of milieu and protagonist were now couplgd with Otto
Biha's accusations that D&blin consciously worked on éehalf of the
bourgeoisie and that his novel was, in reality, "das Bekenntnis iines
KulturnihiliSten, eines §%hwankenden, haltlosen, resignierten Blirgers,
der endlich fiir seine innere Zerrissenheit die éussereiForm'(seinen
Stil) gefﬁndeﬁ hat. Nicht etwa ;n den Tiefen seiner dichterischen
Seele--sondern bei dem Iren James Joyce, der das alles in-séinem
-Ulisseé besser vormacht."7 2

in opposition to the diverse interpretations'ofvinfluence and
iﬁitation, some D&blin supporters(advaébedﬁan'alternate view. Generally
speaking, it eith;r impliéitly or explicitly claimed his novel's origi-
nality and advocated its evaluation on the basis of its own strengths
and weaknesses rather than in terms of kinship. Certainly there was
much to recommend in this kind of judgﬁent, particularly as the starting
point for any critical evaluation. ' Its adherents, however, did not
always demonstrate objectivity or accuracy in the.éanner in which théy

chose to deal with the problem of apparent affinities. On occasion

12



attempts were made to diminish striking similarities between Alexander-

platz and Ulysses, or those between ‘Alexanderplatz and Manhattan
Transfer, by relegating them‘to the appearance of a few shared devices
like simultaneous representation or the leitmotiflike use of quotations.
Elsewhere emphasis was placed upon marked points of divergence. Some of
these were only partially pertinent to the topic under discussion.

Other contrasts pointed out by Ddblin's zealous deTénders,Jere not
‘ ‘ \

always precise. Walter Benjamin, for example, averred that| what uniquely |

e

distinguished Alexanderplatz was its stylistic principie of montage. He

failed to see that the same argument could be made for lesses.8 Such
efforts notwithstanding, the novel's affiliation with Ulysses and

Manhattan Transfer, particularly conceived as indebtedness to Joyce,

3

gained enough currency in the years immedié¥ely following publication.
Tt circulated even among discussions in which Dos'Passos and Manhattan
Transfer wefe the principal subjects.

By and' large the‘observations of Déblin's compatriots and those
of foreign critics‘familiar with German literature and language dis-
played more variety than did appraisals written in the idiom of D&blin's

- o .
alleged models. Admittedly, many of the problems encounteri% in the
work's British and American notices derive from lack of 11te ary and
Cultural.exposure:' To audlences across the Channel or the Atlantic,
D6b1ih, like many of ﬁis compatriots, was virtually unknown. His
untranslated stories and the novels Wallenstein (1920) and Berge Meere

und Giganten (192h) recelved limited attention in Brltalq and the United

States where such major organs as the Times Literary Supplement and the

New York Herald Tribune provided no more than brief recognition. In

13



addition, while intrresting indices of foreign reception, these reviews

N .
offered impressionistic readings of the texts and applied evaluative

criteria such as characterization and exposition of motive to novels

founded on theiparejection.lo Alexanderplatz, the first of D&blin's
works to be translated into Eﬁglish, reCeived.considerably more
atfentions Moreover, once exﬁorted in this form, it was increasingly
reduced to imitation and its author relégated to disciple.

! Not the least significant, factor in restablishing a particular

climate fbr Alexanderplatz, Berlin (1931) on Anglophone soil was the

fact that its translation "into the American" was executed by Eugene

Jolas, intimate of Joyce and editor of transition;ll Assuming a task

i

sufficiently complex to challenge the most gifted and diligent of trans-
lators, Jolas confronted the problem of an.audience generally unfamiliar
with the German novel's milieu, its cultural and lfterary‘allusions, its
style parodigs, and -the very pronounced regional, class, and ethnic |
dialects it employed. Some éf these problems had been recognized abroad

with respect to a future French translation by Félix Bertaux in a 1930

Nouvelle Revue Francaise survey of recent German literature. No doubt

they account, at least partially, for Robert Minder's Judgment of Zoga
Motchané's 1931 French vgrsion as "wretched:"l2 Such considerations
seem to have attraéted little notice from fhe American translation's
early rewl.ewers excépt in two‘cases,, While the Nation's critie viewed

the translatipn as an-interpretation of the German original, the reader

for the Saturday Review of Literature spoke of an approximation of the
original and the difficulties inherent in the "ephemeral American slang"

into which "a'novel crowded with the peculiar nuances of a certain

1k
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milieu in a certain,

oy

Juropean capital’ had beep rendered. When satis-

tTaction with tho quality of the translation was expressed, as was common

to a number of American and British notices, it was not always made

o

clear if this satisfaction had anything to do with a knowledge ot the

13

original text. For the most part these reviewers responded to the
work either in terms of its Styliéiic character or its subject matter.

Depending on their emphasis, they submitted radically divergent opinions

some of these tempered by the advertisements for the work.

ey v

failed o create certain anticipations among its readers. Once
established, the connections between D8blin's novel with those of Joyce

and Dos Passos proved difficult for German readers 'o  snore. For
L) i

English-language audiences it was notJnecessary‘tq walt for the notices;

advance publicity called attention to the associations. The Viking

Press Spring Catalogué, for example, announced: "The publishers offer
this novel as an event of the greatest importahée in literary history.

For Alexanderplatz, Berlin is-the German Ulysses, and already it has

aroused repercussions similar to those which greeted.Joyce's famous
book. But it is Ulysses with a difference--for Doeblin's story is
lucid, well-constructed, and irresistible in its forward march. Doeblin

has adapted Joyce's m~thod to his own particular purposes, and achieved
v | ’ ‘ 1w’
an original and stirring work of art."” . _
2 ) o
Such an advertising campaign inevitably "aroused certain

expectations which, after a reading of the "German Ulysses," were

inevitably‘deflated for some readers. Admittedly, a number ’of critics

’ id V i - ¢ ’ . . -
merely remarked oun the novel's modern or avant-garde aspect, 1ts cine-

~

>

‘Initially the pub%}city for Alexanderplatz, Berlin could not have
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¢ discussion was fully entitled "A German Fxperiment in Fiction: Alfred

.
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matic features, its resemblance to Dadaist collage, et cetera.
Depending on whether these werc seen as dominant traits or merely the
means for offering a particular view of society, estimations of the
novel differed noticeably. When the opserver‘s orientation was pre-

eminently formalistic, Alexanderplatz, Berlin was greeted far less

favorably than when the critical focus included more than technique.

In England the translated novel was hailed in.one quarter for its

depiction of a postwar lower class milieu and damned in another for \J
its wallowing in the cesspool. Furthermore, in céntrést with an

enthusiastic Times Literary Supplement response to the German original,

Alexanderplatz in translation was dismissed by another Times reviewer

as a technical experiment lacking in originality and cohesion. Across
the ocean this social and aesthetic polarization became more pronounced,
aé did the problematic association with Ulysses. In addition, although
zritish reviewg saw the book as in;iting structural comparison with

U_ysses—-a comparison which found Alexanderplatz lacking the organization

and unity of Joyce's work--and in one instance designated D&blin as é
German James Joyce, the troublesome link with Ulysses was not their

major concern. Indeed,’Sadleir of the’ New Statesman even went so far

as to express preference for Déblin's "Finer texturéd, more resilient

: . : 1 . .
and not so harshly insolent tecpnlque." s By comparison the Americans
gave far greater emphasis to the relationship.

* Acknowledging-that German critics had perceived similarities

? x

between Alexanderplatz and Ulysses, ‘the New York Times Book Review

critic Percy Hutchinson adopted a more egxtreme stance for himself. His

z

K
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D5blin's Novel, Alexanderplatz, undertakes a modification of the Joycean

-

method in Ulysses." Tt recognized the work as "an audacious adventure;
not uninmteresting, moderately moving; frequently dramatic, but Just as
frequently blurred; and, on the whole, weskened rather than strengthened
by the multiplicity'of devices emleyed in the expectation of increasing
the effect." Tts flaws were apparent in the rynning authorial comments,
the explanatory notes, and the use of what the reviewer mistakenl&
construed as imaginary headlines and news fragments. The source of such
weaknesses was ascribed to their author's striving for effect, one of
the inevitable pitfalls "besetting a writer of the Joyce school.” The

New York Herald Tribune reviewer Florence Britten ackndwledged'the

s

publicity which had hailed Alekanderplatz as the German counterpart for

o . 1. . . : : "
Ulysses but found D&blin "infinitely more exhausting” and far less
compreﬁensible than Joyce. She attributed this to the fact that

Alexanderplatz, unlike leésés, was marred by-its lack of a consistent

‘point of view,1 . ' s

1

More favorable opinions came from the New Republic, the Yation,

.and Forum in reviewsvﬁkefaced by the.titles "Berlin Underworld,"

"Slums of Berlin," and "Ge;;;n Labyrinth." The first, written by

Karl Geiser, reveaied some familiarity with bgth D&blin and contemporary
Germathriting.; In the second, Dos Passos' New Masses colleague Natﬂan
Asch went so far as to ridicule the.association with Joyce, at least
insofar as the jacket blurb‘réferred to the novel's Joycean tecﬁnique.

Joyce had no monopoly, he asserted, on what could be equally credited

to Sterne or Rabeldis. For the reader from the Chicago Daily Tribune;

Alexanderplatz was not only remarkable and unforgettable but, like

®




. 1
Ulysses, required "almost a life's work to read!" 7 Such assessments
proved the exception, however. The more popular view of Berlin

Alexanderplatz within a Ulyssean context prevailed. It cmerged as well

within British and American scholarship of the period where Alexander-

platz became at best an example of -t original and interesting

use™. . . of suggestions taken from Joyce" and at worst "a thbrough—
. . . , w18
going imitation of . . . James Joyce's Ulysses.
N -~

Compared with this situation, those American appraisals of

»

Manhattan Transfer as Joyce-derived appeér decidedly less troublesome..

Tndeed, Joycean affiliations were to prove much less problematic for
Dos Passos. To some extent the subsequent direction of the two writers'
respective careers has a bearing here. For Dos Passos the decade a

following the publication of Manhattan Transfer was an extremely

productive one. It found him working with the New Playwrights Theatre
and the New Masses, translating the poetry of Blaise Cendrars, seeking
justice for Sqfco and Vanzetti and the Harlan County miners, and visiting

Mexico and the Soviet Union. Most important, the period yielded U.S.A.

which quickly overshadowed Manhattan Transfer. Dos Passos' major

achievement, the trilogy first engaged the attention of reviewers

during its 1932-36 appearance in separate volumes. It

continued to hold the interest of 1ts readers when publisped in its .
entirety ink}938. If tracés of Ulysses and Joyce were detected in the
work;s technikal features, the total accomplishment was nevertheless
reckoned as digtinctly Dos Passos. With U.S5.A. the Americanvwriter’

gained international status which often gave him more prominence than

Joyce.
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Unlike that of Dos PaSQES, DSblin's career suffered a reversal
and entered“a period of decline. The years 1930-32 saw the production
of a theatrical companion piece to the 1929 novel in the problem-ridden
didactic play Die Ehe, the controversial political treatise Wissen und

Verandern., the revised version of the utopian novel Berge Meere und

Giganten, and the major philosophical work Unser Dasein. Such activity
was abruptly curtailed, however, by the increasingly dangerous situation -
within Germany. D&blin, the author of whét would soon be called

"degenerate" literature, a leftist, and nominally a Jew, left Berlin

*

" .at the urging of friends the day after, the burning of the Reichstag.

A twelve-year exile spent in-Switzerland, Paris, and Hollywood was
a;compgnied by severe familial, financial, and emotional'hardships.
Although DSblin continued writing throﬁghout the peri- d, much of .the
work gives qualitative and quantitative evidence of the difficulties
imposed by the necessary uprooting. In addition; for many people

D&blin remained exclusively the author of Alexanderplatz, his only

popular success and that work to which, as he later observed in his
"Epilog," the public had nailed him fast. The identification of D&blin

with this one work, that particular condition Giinter Grass was eventually

to describe as a deplorable Versimplung eines Schriftstellers,l9

rersisted until D3blin's death in 1957. Thus, for him the controversial

associgtion with Joyce was bgver satisfactonily resolved within his .

i N
’ \\ J X s
Dos Passos' experience’ was quite different. His Joycean'

lifetime.

affiliations sﬁarked little debate and provoked no refutation from the

American writer. He may have regretted the fact that his post-U.S.A.



‘
“work was neither as seriously nor as well—reCeiﬂed as his earlier

novels; during his lifetime, however, he wité@ssed the importaﬁée
attéched to his writing and some renewal of fhterest in it by younger
critics within his own country. ‘We can specuiéte that since his
international reputation far exceeded that of any simplistic reduction
to disciple, admissions of -influence on his part were nqwhere near as
difficult as they were for D&blin. Dos Passos, in fgpt, did not deny
the likelihood of Joyce's influence upon his own writing. In this
respect, he ranked it more significant than any from Stein.go Mqreover,
when specifically questioned about its connectioﬁ with his first
trilogy's narrative technique by Melvin L&ndsberg,'bos Passos conceded
‘the existence of this kind of link among others, albeit with the proviso
that "éverybody is influenced by everything he reads, sees, hears [sic]
etc." Similar acknowledgements to Landsberg regarding the myriad

"sources" for the New York novel do not mention Joyce. - His name ,

nevertheless, appears among those whom Dos Passos retrospectively claimed
AR

to have derived certain insights for the kind of innovative, panoramic

novels which engaged him from the 1922 Three Soldiers onwards.g'l

b1 .

For D6biin such a concession, even a qualified one, was out of
the question. The éarly recognition of his novel as thevproduct of
influence or imitation, proved more and more difficult. As he explained
his dissatisfaction almost twenty years'after his work's publication,
D&blin considered this interpretation to be an excessi%é conce}n with
surface details, none of which h§d anything to do with his novel's
essential nature (AzL, p. 391). fWith\the'increase in allegations of

indebtedness to Joyce that accompanied the novel's English translation,



Déblin begah responding with declargtiéns of his independence, In
timé these were to Become longer and more vehement,

Initially His assertions were fairly mild. An interview which
appeared in the 1930~31 issue of the Czech publication Rozpravy
Aventina found D&blin admitting to boph a liking for Ulysses and a

oy
certain pride in the alleged connection others established between it

and Alekanderplatz, particularly with respect to their comprehensiveness.
He was still careful to poeint out that the claim of influence was
one most likely to be made by those unfa@iliar'with his total production

and the course of its development. As far as any technical similarities

i
f

were concerned, he allowed that Alexanderplatz, like Ulysses, relied .

upon the use of montage and symbols. In contgast to Ulzéses; however, o
his own novel involved the narration of a strong story. Less than two

years later the 1932 epilogue originally prepared tor that year's issue

of Der Lesezirkel provided what was to become a much quoted explanation

for apparent similarities. D&blin claimed unfamiliarity with Joyce's
work during the writing of the firs? quarter of his own novel. The °
subsequent reaging of Ulysses delighted him and proved to be "a gbod
wind in his sails." He accounted for any resemblances between the two’
works with the observation that "Dieselbe Zeit kann unabhiéngig vonein-
ander ﬁhnliches, ja Gleiches an verschiedenen Stellen erzeggen. Das
ist nicht weiter schwer’verstéhdlich." An unpublished typescript }or
-the same lecture expressed the subject somewhat differently.‘ Here

Déblin admitted his inability to analyze Joyce's influence on

Alexanderplatz but maintained that the Irish pioneer of style and.

!

. i
narrative technique had no significance for essential parts of his odwn

21
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By 19L8 the autobiographical "Epi: -" 4 for an edition
of sélections from his work devoted more nace o bl 1%
DSblin countered the charges of influenc? by ane Y 11" he had
wanted to draw upon a predecessor, he wou.d not hi - e bo Iri
writer as his source. D&blin's acquaintance with the ~L 1 and -~tyle
developed by Joyce was based upon his own familiarity wi. 2 sou

he and Joyce commonly shared in Expressionism and Dada (AzL, p. 391,.
| o ———- .
A Nachwort for the 1955 reprint of the novel contained a shorter but

stronger claim of originality with respect to its language and substance.

Relating Alexanderplatz to the verse epic which had immediately preceded

it, D8blin described his novel .z "Manas auf berlinisch." He further
exclaimed, "Was hat man spdter als Vorbild éde: Anregung konstruiert!
. Ich soll den irischen Joyce imitiert haben. Ich habe nicht nétig,
irgend Jé;anden zZu imitiereh. Die lebende Sprache, die mich umgibt,
ist mir genug, und meiné Vergangenheit liefeft mir alles erdenklicHe
‘Material (BA, p. 508).

That this practice of linking his éwn work with Joyce's
‘continued to be of particular concern to him is g@ditionaliy demonstrated
by two letters, both of which justifiably urged a recognition of His
unique development and his earlier literary technique. In his 1931
comments about work‘sént him from Professor Julius Petersen's seminar,
Déﬁlin observed, "Bei der Geg%nﬁberstellung mit Joyce widre zu erginzen,
was dem Verfasser, glaub {[sic] ich, aus meinen frﬁﬁeren Arbeiten doch
noch unbekannt ist. Eine stilistische Analyse meiner friheren Sachen

wirde manches aus der Andhnlichung an Joyce und der Unterscheidung

v
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sehr klar ergeben. Vor allem habe ich meine Technik aus der psycho-
analytischen T#tigkeit, aber sehe auch da ihre Begrenzung,--es glebt
eben auch da formbildende Zielstrebigkeit" (B, p. 165). After his

postwar return to Germany, D&blin, the editor of Das Goldene Tor,

devoted considerable attention to certain. points Paul Liith raised in

his recently submitted manuscript "Die geistigen Strdmungen -in-der.

s

Literatur der Gegenwart." In his 19LT letter to Lith, DSblin advanced
arguments which closely resemble those later taken up in his behalf by
others. Referring to Liith's coupling of D&blin and Joyce "in the usﬁal
way," he maintained that he had ﬂot the slightest thing to do with the
Irish writer as far as content and ideas were concerned. Moreover, his
wbrk's formallaspects had decidedly non—Ce}tic antecedents.. The novél's
scenic arrangement and inﬁercutting were alrgady apparent‘in Wallenstein

and originated in film montage; the old literary legacy of interior

‘monologue had been partially derived from authorial interpolations;
associative technique originated in psychoanalysis. Concluding his

self-defense, he advised:
©
Also koppeln sie mich wenigstens, da Sie doch den alten
Schlendrian nicht mitmachen wollen, von diesem irischen
Experimentator ab und zeigen Sie, dass es in der Zeit, wie
man doch auf allen Gebieten ﬁiiss, viele gleichlaufende und
anklingende Bewegungen gibt und Strdmungen sind, die gleich-
zeitig an vielen Stellen, unter v8llig anderen Umst&nden
aufbrechen. Besser, tiefer und umfassender als die bei
Zeitungskritikern beliebte Methode, Einfliisse zu konstatieren
und Abhéngigkeiten zu konstruieren, ist es, das gemeinsame
Wachstum auf verschiedenem Boden zu ungefdhr gleicher Zeit
zu konstatieren. Das Sahen wir beim Expressionismus. Das
sSieht man jetzt beim Surrealismus und zwar bei Leuten, die
bestimmt keine Kenntnisse .der franzdsischen Bewegung haben

(B, p. 377).

. Not surprisingly, when Liith's essay appeared later that year in Das



Goldene Tar (2, Nos. 11/12, 1039-50), it contained no‘traces of the
offending passages.

Since the frequently mentioned Joycean influence and affinities
became the contentious issye for D3blin, it was to this association’that
“he eddressedkhimself. On the subject of Dos Passos and Manhattan-

Transfer, he remained curiously silent. As Joris Duytschaever's -

.

survey of the double influence controversy snrrounding Alexanderplatz

has submitted, Doblin‘s 1927 Vossische Zeitung mentian of translations
'of Unnamed American works 1nd1cat1ng a happy advance over thejprevalent

Zola-llke tendency of U.S. wrltlng seems to refer to Manhattan Transfer

, .-

as well as to the plays of O'Neill. Outside thls example and oné
reference to Dos.Passos as a customarily c1ted 1nfluence in D&blin's
1930 31 Czech 1nterv1ew however, the &ingle published comment on the
American occurs as a brief allusion to g;é;g,,in Dobiin's’1938 survey
of German exile literature. There the trilogy 1is déemed representative
of an;international tendenc&.towardiroluminous novels.f Dnring-a 1956

B
conversation with the French Germanist Robert“Minder,-Doblin is'reported
to have distinguished between the "honophonic" composition of his own

Alexanderplatz and the polyphonlc comp051tlon of-U.S.A. No specific

mention is made of Dos Passos' earlier Manhattan Transfer - however.

This apparent lack of interest,in a work with which D&blin” was probably
familiar apd which, for a variety of reasons, wouldnhare intrigued him,
is particuiarly striking. 1In v1ew of - the dlfflcultles whlch attended
his acknowledged reading of Ulysses, it is not unreasonable to suggest
a desSire on his part to avoid further immersion in the subject of

. . 23
sources and 1nfluences,

24



Traditional ‘Affiliations in Recent Scholarship

“Although D&blin's protestations appear to been heeded by
a Number of his‘German and Gérganist commenfa%ors, a survey of the
DEblin criticism of the past three decades reveals that it has been
almest igpossible to avoid traditiongl ackﬁowlédgments of the long-
stanéfng aséociatiénsﬁ Noting a fundamental consistency in approaches

° »

to ?he subjJect from ité earliest through its mo;t recent treatments)
buytschaever ﬁas distinguished three dominant critical positions:
(l) the assignment of D8blin to Joyce's immediate followers, (2) stress
on D&blin-Joyce analogies with the influence .question held in abeyance,

and (3) a radical challenge to the claims of Joyce's influence attended

by’éi;her accentuation of D&blin's individuality or reference to common

'soufées fér related features in Ulysseé or Alexanderplatz.zh While

suggestions have sometimes been made with respect to different ways of
coﬂfronting the Jche—Dﬁblinxrelationship, it is apparent that the
gontroversy has had an inhibiting affect on their pursuit. Adherents

of influence or imitation in‘{gi areas of guotations, slang, associative -
technique, biblical parallels, and classical allusions can be found

25

among those receptive and those hostile to D8blin's work. Far more
W

prévalent), however, are those commentators who describe 1'6blin’'s novel

as a corresponding narrative experiment and briefly note Alexanderplatz's

connection with Ulysses or Manhattan Transfer; or both, through their
ﬁetropolitan themes and their exploitation of similar techniques.
Variations of the dominant tendency can be observed in the opinions
expressed by the same critic over an extended period of time. Such is

-

the case with Fritz Martini. The eminent German scholar first offecred



a 1956 recognition of a link, yet to be precisely interpreted, between

Alexanderplatz and Ulysses in the area of erlebte Rede. He progressed

to a 1961 recognition of correspondences %n their expreséions of

surrealistic psychologism and finally made a 1969 recommendation for

less talk of‘influenCe and more of analogous developments in fofm.gé
Previous efforés to affirm D8blin's independence and to den&

influence by emphasizing his differences from his predecessoré aré

" repeated in newér.readings of‘the ?exts;‘ On oqbasion such a?tempts

involve partially debatable interpretationé, as in Albrecht Schone's

differentiation between the functions of interior monologue in

Alexanderplatz and Ulysses. It is tru&, as Schdéne observes, that the

Joycean variant serves the function of individuation moré than anything
élse; yet Schdéne fails to recogn;ze that sections_of‘ﬁlxsses revéal the,
development of collective language he sées created éhrgdghgpt Alexander-
platz. What distinguishes some of these more recent disclaiﬁers of’

~

influence, imitatior, and inspiration is their reliance upon D&blin's
-~ . .

~

own testimoan The most notable example is furnished by Walter Muschg's

triple repudiation in 1961 of his original assertion of .derivativeness.
The same volte-face appears in three publications; Each one dismisses
the intimations of reliance upon Ulysses, upholds the correctness of

Déblin's protest, and notes the antecedence of the Berlininovei’s epic

radicalism in the initiatives of D&blin's Sturm years.27 \

| _ 1
\ The position represented by Muschg has been taken Pp in more

recent DSblin scholarship, much .of it more circumspect and thorough than

earlier criticism. If such studies restate D&blin's own arguments, then

they also corroborate them by the evidence of the pre-Alexanderplatz
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production. Many are valuable for their attention to DSblin's carly
! j
technical innovation énd the existence of allegedly Joycean features
in work .which predates Ulysses itself and D&blin's familarity with it.
Some of these efforts are, nevertheless, not entirelylfree of a certain
degree of shortsightedness. 1In their advdcécy of D5blin’§joriginality
they sometimes neglect to admit that a profound contrast exists between
the general isclation and parﬁiai exploitation of such devices as
" interior moﬁologue, wordplays, parody, ﬁontage, eﬁ cetera, and their
full development and varied combination in the 1929 novel.
oo

On the whole the majority of Dﬁbiin critics have tended not to
explore the problem of influence or affinity in any detail. But
coincident with the D8blin renaissance which began ' in the 19605,
several students of his work began demonstrating sufficient interest
invthe subjeét of associations to pay it closer vt tion. In
combination with each other their suggestions ar cuclusions serve as.
substantial footnotes to the decade-long controversy. Since these
éontributions forﬁ a partial background to the present study; their

evidence merits some recapitulations here.

\\Helmut Becker's inquiry into D&blin's epic work (as exemplified

by Berlin Alexanderplatz alone) offers no more than whét its authpr
describes as a fragmentary éttempt at possible comparisons of D&blin's
metropolitan novel with those of Joyce.aﬁd Dos Passos. The description
is an accurate one, for this section of Becker's study essentially
provides enumeration of tradiﬁioﬂéfiy cited technical devices shared

by Alexanderplatz with Ulysses and Manhattan Transfer. It leaves

undeveloped its more 1nterest1ng and original observatlons on narrative



modes in Ulysses and Alexanderplatz. As such, this section furnishes
few new insights into an old problem. With regard to the influence
controversy. Becker takes up the claim of D&blin's originality by calling

attention to antecedents for Alexanderplatz in some of D&blin's earlier

Berlin portraits, notably the journalism of the 1920s. He also asserts
the existence of the alleged Joycean features in that first quarter of
the work which preceded D5blin;s reading of Ulysses. More pertinent J
than Becker's‘fssumption of this defensé, however, is his discussion
K R

of the novel's evolution. It is here that his study provides a
foundation for subsequent'complementary and corrective investigatiéns.
Partial comparative examination of some of £he earlié% and later
manuscript versions and the;printed text itself suggests to
Becker that the novel originally focused more on the depiction of
Berlin than on the Bibe?kopf action. This feature is attested by the
longer manuscript passages, some of'which rely upon montage, evoking

. 29 ,

the city's atmosphere.

3

Francis Lide's subsequent investigation of Berlin_Alexanderplatz

7

within the broader context of D&blin's literary practice, particularly
that of hi; earlier novels and stories, builds upon ﬁecker's work ana‘
advances important new suggestidns..‘Furthermore, Lide's;"preliminary
contribution toward answering the’question of the exteﬁt and, nature

of Déblin's indebtedness to Joyce and Dos Passos,"30 raises some major.
. points which others have traditionally overlooked. He notes, for

“

example, both the failed attempt to write a novel with a contemporary

setting in Wadzeks Kampf mit der Dampfturbine ¢1918) and the German's

reluctance to deal with contemporary Berlin again'in a novel until, as

28
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DSLblin uxpﬁhined“in the 1955 Nachwort to Alexanderplatz, he had learned

it was‘posstble to write. about the city without imitating Zola (BA,
p. 510). Lide speculﬁtos that the return to present-day Berlin in

Alexanderplatz may well huve been stimulated by acquaintance with

Manhattan Transfer. On the basis of the differences between earlier

and later versions of the novel, T.ide proposés that initially the

Alexnnderplatz manuscript bere traces of Manhattan Transfer's influence.
As the writing progressed, this influence subsided with the resultant
shortening or deletion of Dos Fassos-like passages. While he admits

that there is no conclusive proof of D&blin's familiarity with the

American novel coincident with the writing of Alexanderplatz, Lide offers

material which nevertheless suggests the strong probahi’ ity of such an
acquaintance.

Three months before the complete novel's public . . by S.
Fischer, D&blin's own publisher, a preprint of Paul Baudisch's

translation of Manhattan Transfer appeared in the July 1927 issue of

Die Neue Rundschau. Prefacing the extract were the managing editor's
comments. They described the American's work as ... of the most
important attempts to express@gﬁe meaning and mu >f modern life in
new form and content. Lide reasonably submits that Ddblin would probably
have subscribed to the magazine iésued by his own publisher. (We might
add here that D&blin®s writing frequently appeared in the journal.)
Furthermore, with his keen interest in his own work's reception, D&blin
would have béen particularly attracted to this issue for its inclusion

of Fritz Landsberger's review of Manas. Finélly, as one who pa;d close

attention to new artistic developments, D&blin would likely havé béen

PPN
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drawn to the preprint on tpe basis of Rudolf Kayser's remarks.3

Inspection of the Dos Passos text reveals that several of its
episodes are diStinguished by some of the very techniques (for example,
the inclusion of sensory "impressions, song fragments, and the montage
of foreign maﬁerial in interior monoiogue) extensively exploited in
Déblin's own agvel which dao not figure as largely in Ulysses' city‘
portrait.‘ Nowgfre does the preprint, with its restriction to scenes
from Jimmy Herf's éarlier years and to metrdpolitan passages, indicate
the polyphpn&é quality of the enﬁire'novel QLide,'pp. 190-195). The
reading of tﬁe preprint, Lide concludes, may have sufficientiy aroused
D&blin's interest 1in un examination of ‘the complete translation shortly
after its October publication. One of the few commentators to sensibly
remark on the)verJ pronounced differeﬁces between the provinc’ less
uniquely modern Dublin of 1904 and the Berlin of 1927-29, Lide obse;ves
that’ the Irish city's urban aspects are not emphasized’throughout mosf
of Ulysses. Consequently, he believes it far more likely that the
American writer's treatment of New York, a city to which Berlin was far
more comparable, could have exerted a decisive influence upon Déblin’s
choice ?f setting and the manner of its depiction.

in his development of that other half of the traditional
association, the Joyce-D&blin relationship, Lide relies upon external
and internal evidence as the means for éetting chronological limits
for hisfassessment. Establishing an approximate date for the reading

of Ulysses that coincides with the writing of Book II, he concludes that’

Joyce. probably provided hints® for the style parodies whigp begin

N
~y

appearing in the second book of Alexanderplatz. The section’s




composition, in Lide': opinion, most likely coincides with the time
in which D&blin read Ulysses. Besides comparing some of the features

of the style parodies in Ulysses and Alexanderplatz, Lide also notes

what has been consistently overlooked in every treatment of or reference

to the subject: the very obvious and close correspondences between the

¢
)

style parsdies and successively chang{ng narrative modes in Déblin's
1928 "Erster Riickblick," and the same features in Ulysses,
On the basis of such evidence, Lide suggests that the autobiographical
piece is a testing of elements D&blin valued in Ulysses.32

Picking up where some of Lide's work ends, Breon Mitchell's
contribution challenges the total reli 1ility of Becker's conclusions
vwhich derive from‘only a partial examinztion of the manuscript versions.
Mitchell's 1971 "Joyce and D5blin: At the Crossroads of Berlin

Alexanderplatz" purports to corroborate old suspicions. Examination

of the manuscript, separation of the first drafts from thé later _
additions in the reworkéd'pages, and their comparison with the prinﬁed
version leads Mitchell to uphold.the legitimacy of the influence claim.
The wide use of interior monslogue, newsbapér he Alines and article
fragments, Book II's montage of city impressions which have always been
considered strongly reminiscent of the "Wandering Rocks" episode, the
insertions of advertisements halfway thfough the second ‘book, the
introduction of the commercial world into the mind of the protagonist,
and the parodies of scientific language all constitute additioss to the
draft version. Consequently, Mitchell concludes that . "Having read
Ulysses sometime in the winter of 1927-28, D5blin made use of those
elements which particﬁlarly appealed to his own sense of what a novel

~
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should be" (p. 185). To the credit of his study, Mitchell devotes some
., attention to D6blin's attitude towar; the identification with Joyce.
fhat the German writer's reactions were more complex than has usually
been recognized and that he evén identifiea closelx with Joyce in the
early 1930s becow - only too clear from the biographical evidence
Mitchell provides. i

For all its appareﬁt conclﬁsivenesg, Mitchell's evidence remains
somewhat open to question, as Duytschaever has rightly contended. In
his 1975 survey of the double influence controvérsy, he points out
certain problems in Mitchell's chronology for the addition‘of"Joycean
features (p. 148). They arise from the physical character of D&blin's
manuscript itself. Moreover, when referring to Manfred Beyer's study

i

of the nov-.'s genesis, which traces origins in the body of journalism

33 Duytéchaever

and satirical glosses D6blin authored following the war,
‘reasserts a legitimate prehistory for'the Bériin ﬁovel within D&blin's
own éeuvre. At the same time he acknowledges the probable and certain
impact of the encounters with Manhaftan Transfer and Ulysses upon

|
D8blin. Strengthening some of Lide's earlier suppositions, Duytschaever

(pp. 1L43-145) advances additional suggestions for D3blin's likely

acquaintance with Manhattan Transfer. These include: (1) a possible

recommendation for the work from his friend Oskar Loerke, who was
s;rongly impressed by the American novel in early 1927 and was then
‘engaged in:the collaborative preparation‘of Déblin's fiftieth-birthday
Festschrift, (2) a probable second pre—publicatién contact with fhe

German translation through another preprint's appearance in the Fischer

Verlag's October Almanach 1928, the same yearbook containing extracts




from D&blin's own Das' Ich iiber der Natur and Manas, and (3) the likely
1

allusion to Mdhhattan Transfer in the favorable response to unspecified
examples of non-Naturalistic American writing that appeared in the

December 1927 Vossische Zeitung. OSimultaneously, however, Duytschaever

insists upon injecting precision into the traditional dialogue. With

a view toward collective influences from the broad spectrum of European
avantgardism, a traditional claim whose soundness is strengthened by
the increasing recognition that all of D&blin's imaginative literature
n;ceived stimuli from a wide variety of sources,3h Duytschaever reminds
us that expressive tendencies already existed in D&blin's earlier
production. Consequently, Duytschaever maintains that the Irish and
American writefs' effects upon D8blin were catalytic rather thén
formative (pp. 149-150).

The four-decade controversy surrounding Alexanderplatz has no

equivalent in the case of Manhattan Transfer. Early recognition of the

work's indebtedness to Ulysses by critics both receptive and hostile
to Dos Passos' novel was never challenged. It has become, for the
most part, a commonplace acknowledgment rather than a subjec£ for

'expkﬁtation. The early view of Manhattan Transfer as the unsuccessful

product of an Irish inspiration has not gained wide currency, and its
reappearance in the curious "postlude" to Melvin Friedman's Stream of

Conscicusness: A Study in Literary Method (1955) can be ranked as an

isolated example. Based on the thesis that Joyce's work is the fullest
development of the stream of consciousness tradition, Friedman's study
concludes with a brief survey of those works he deems abortive attempts

A

to "rewrite Ulysses" or else minor contributions to the tradition which
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invariably suffer by ‘comparison with Ulysses. Friedman's "failures"

include both Alexandérplatz and Manhattan Transfer; his treatment of,
the latter recognizes the distinctive features of Dos Passos' collective
method exclusively in terms of an unsuccessful attempt to duplicate

Joyce.35

In the main less prejudicial, more Qefailed considerations of .

Dos Passos' work are characterized by the téndency to note formal or
technical similarity, frequently in the area of interior monologue,:
which is attributed to familiarity with Ulysses. :The source of Manhattan
Transfer's metropolitan portrait %S‘held to be Joycean as well, as waé
true in the aforementioned early reviews. In all cases, however, both
influence and affinities are unelaborated. Criticism relies instead
on tﬁé reference to the general stimulus in novelistic experimentation
and technique provided by Joyce's Ulysses and, to a lesser extent, his
ehrlier.writing.36 |

,If DSblin scholarship somePimes displayed an inclination toward
ambiguous source-citing énd al;o suggested\g coalescence of sources,
something similar holds true for statementsgf origin.regarding‘Manhattan
Transfer's specific fegtures. As is undefscbred by a number of serious
treatments af Dos Passos’ work, his novel bears the impresg'of a host
of artistic developments from a variety pf domains. Furthermore, what .
is usuélly regarded as exclusively Joyce-derived, the metropolitan
portrait of New York, may bé the combined products of encounters with
experimental cinema and American city fiction.37 Among those who have

t

emphasized Manhattan Transfer's multiple origins and analogues, French

literary and film schoiar‘Georges-Albert Astre acknowledges the

Sy
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limitations of a narrowly Joycean context for v1ew1ng Dos Passos’ novel,
Q1gn1flcantly some of the problems inherent in a Joycean approach are
demonstrated by the single piece of scholarship exclusi?ely devoted to
the Dos Passos-Joyce relationship, Marshall McLuhan's "John Dos Passos:

Technique vs. Sensibility." Tt approaches Three Soldiers, Manhattan

Transfer, and U.S. U.S5.A. as simplifications of Joyce's technique in the

Portralt Dubllners and Ulysses.  As was more acutely evident in some

of the English-language assessments of Alexanderplatz, McLuhan's essay
frequently reveals more ‘of a response to Joyce than to Dos Passos. It
cannot be denied that the essay seizes upon significant differences

between the two writers' works. Apropos of Manhattan Transfer,,Dubliners,

and Uixsses, for example, McLuhan distinguishes between the exploitation
of Dublin as both part of, an analogy of total being and a symbol of the
general human condition and the dual use of New York as a phantasmagorlc
backdrop" for characters' frustrations and defeats and as a means of
social criticism. Yet as Astre Justlflably argues Mcluhan neglects
fundamental points of dlvergence in the artlstlc purpose of the two
writers and, more important, in the demands imposed by their respective
Subject matter: "Faut-il le souligner?. I1 n'estAque peu de~rapports
entre‘les deux cités! New York n'eét pas Dublin: 1g reconciliatién
[c'est-d-dire, de "1'homme et le monde, l'histéire et le mythe"] semble
quasi émpossible a Dos Passos'"38

This French balance for the oversimplification of Dos Passos’
work that often marks Engllsh language criticism points up thé dramatic

discrepancy between the American writer's national and international

stature. Within his own country Dos Passos'iworkvhas almost always

IS
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elicited ambivalent reactions, many of them based upon its depiction
of U.S. society and its author's changing political attitudes, Indeed,
as has recently been noted, U.S. critics "have shown far more interest

n39

ihﬂbéé Passos' politics than in his novels. No doubt there is some
signiéicance that the one treatment of the Joycean associations in Dos
Passos! writing has been done by a Canadian. In spite of its advancement
of a number of valid points of comparison, however, McLuhan's essay

essentially reflects much of the bias of his southern neighbors.

Beginning with the first full-length German survey of Dos Passos' work

up through Manhattan Transfer in 1931, it has largely fallen to other
foreign scholars to recognize dimensions in the American's fiction
beyond those customarily seen in journalism, social history, American
naturalism, and the proletarian novel.

With the except{on of Blanche Gelfant's'important investigation

of Manhattan Transfer as an example of the "synoptic" variant of The

American City Novel (195L4), these foreign interpretations were for some

time uni%ue in their recognition of.the 1925.novel as more than a mere
prélude to U.S.A. Even more important, their“consideratipn of Manhattan
Transfer és a striking:counterpart to artistic experimentation in a
variety of sphereg has provided the impetus for the novel's closer

. . L . A
analysis in the U.S. itself. . A variety of factors must account

for Manhattan Transfer's:international appeal. Not the least of these
O

is itsﬁfusiogxof experimental techniques with social criticism and with
the phenomenon of the twentieth-century megalopolis. Although its
impact on the U.S.  form has been‘considerably less than Sinclair Lewis

had hoped, the importance of Manhattan Transfer.for a number of

©
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significant Eurbpean and American efforts has been far-reaching. Its
. »
implications for novelistic treatments of Beunos Aires, Arzobispado,

Madrid, and Mexico City in Juan Carlos Onetti's Tierra de nadie (1941),

L 4

Agustin Ydfez's Al filo del agua (1947) and Ojerosa y pintada (1960),

Camilo José Cela's La colmena (1951), and Carlos Fuentes' La regidn

mis transparente (1958) are commonly acknowledged.h2 Such international

consequences may well stimulate Anglophone criticism toward a further
shift from the kind of interpretations heretofore associated with the

Ulyésgs5Manhattan Transfer relationship.

It is in this same English-language domain that the popular

view of D&blin's work launched by the reeeption of Alexanderplatz, Berlin
in 1931 has prevailed. The previously cited "postlude" to Friedman's

Stream of Consciousness (1955) dismisses D&blin's novel as an "abortive

attempt to write another Ulysses" and ranks its author as Joyce's
"leading German disciple and imitator" (p. 251). Later evidence is
furnished by Leon Edel's 1961 essay "Literature and Psychology," an

exploration of the common ground shared by the” two domains and the
v 1

influense of psychoanalysis upon imaginatQ%e writiné. Withoﬁt any
-apparent knowledge of the German writer's noﬁ-literary career as both
psychiatrist and neurologist or real familiarity with the naéure of
his novels, Edel terms DSblin "the chief exponent 'in éermany of the
Joyceaﬁ experiments" and mentions him briefly and exclusively in

connection with Joyce; who provided the novel of inner vision with its

particula# development. This new variation of Grass's Versimplung eines

Schriftstellers is perpetuated by the 1968 Frederick Ungar reprint of

the translation's earlier Viking Press edition. Both front and back

©



38

covers of the paperback version prominently announcé fhe novel's

LN
‘adaptation of "the insight and technique of James Joyce's Ulysses" and
proclaim it "the first novel in modern German iiterature to follow the
techniqde made famous by Joyce." That the distinction of being a German
"first" in this area more accurately belongs to Hans Henny.Jﬁhnn's
Perrudja is less important than the continuation of the old equations
. for both D&blin and his work.h3 -

Given the longevity of such a view, the tenacity of the German
disputants of the 1960s 1is easily undggstood. Within the past two
decades a renewal of interest in Dﬁblin;s writing reveals that a number
of readers are, as Grass hoped, discovering Déﬂlin’s importance for his
own work. Such a development also indicates that Grass's‘expression
of esteem for a significantl& "anticléssical" Qriter aroused interest
in more than one éase.uh By doing so, the Berlin Academy speech bolstered
efforts already under way within East and West-Germany to promote the
work of a writer whose postwar néglect was partially related to his

persbna non grata status-as the French military government's employee

‘and as-a suddenly pious Roman Catholic convert. More recently D&blin

has re-enpered the international arena; his pre-Alexanderplatz work is
once again vie&ed in conjunction with the majgr aftistic frends of the
early part of the centﬁry, his novel theory is interoreted as a feore-
runner of the nouveau roman,’and'his imaginative wr&;ing isiberceived

. s - O
within the context of the world literature from which it derived much

45 |

impetus.
. Such signs indicate marked improvement in the conditiocn of

Doblin's reputation. They offset not only his exclusive identification



with Alexanderplatz but this novel's traditionally limiting association
with its alleged models. They also counteract the narrowly technical

approach to the Alexanderplatz-Ulysses-Manhattan Transfer relationship

that has restricted its focus to cause-and-effect accounts of specific

stylistic and technical components in D&blin's novel. Unfortunately,
the few attempts to move outside the boundaries of influence or
adaptation and to deal with the respective relationships in terks of
parallelisms in theme and subJect matter do not const;$ute‘slgn1 icant
advances in this area. They have been hampered by theﬂi concern with
the most obvious and frequently reiterated correspondences, a tendency
toward enumeration instead of ana}ysis, and some erronecou
interp;etations or misinformation about.their subjecps.

Four representative studiég illustrate the general |tendencies.
bespite 1ts apparent unfamiliarity with imporgaﬁt Primary d secondary
sources_~condeivabf§ unavailable at.the time--Henri Szulanski's 1950 '

Mémoire de Licence, "Eine Parallele zwischen James~Joyces Ulysses und

Alfred D5blins Berlin Alexanderplatz," attempts to probe sope of the
more interesting correspondences in the exploitation Of'mthAIOgy,
llngulstlc dlver51ty, and in the general rejection of Naturalism. At
the same time the study projects dubious biographical similarities

like equivalent social commitment and psychoanalytic knowledge. Leon
Titche's egsgy "D5blin and Dos Passos: Aspects of the City Novel (1971)

is apgarently designed for an audience unfamiliar with D&blin's work.

In its attention to the urban theme and Zeitgeschichte features of the

two novels, it isolates their similarities and differences in the nature

and method of the city's presentation: the city as motif in Alexanderplatz
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and protagenist in Manhattan Transfer, the shared use of Nebenerzéhlungen
gL - - L ) . :

and multiple perspectives. Since it does so in a rudimentary way,

howevef, Titche's contribution requires-the support of the complemehtary

and far more substantial scholarship provided by Volker Klotz's Die |

erzdhlte Stadt, a 1969 survey approaching both Manhattan Transfer and

Alexanderplatz as two of several major examples of the "narrated

| .
\
city." The affinities between Manhattan Transfer and Berxlin Alcxander-

platz receive attention as well in Raymond Banks ' "Time and the Times:

A Comparative Study of John Dos Passos' Manhattan Transfer and: Alfred

s

DSblin's Berlin Alexanderplatz." Subscribing to the theory of "simul;

taneous occurrences” to account for the striking similarities‘betwéen
the‘novels, Banks's slight and poorly‘documented M.A. thesis purports
ﬁo examine tﬁe works as responégs to their times and as particﬁlar
thematic treatments,of time. As is apparent in its enumération o% the

. yéys ;n wﬂich the temporal experience is structured (for example, as
duration and flux), Banksfs study is not without its occasionally usefﬁl
obseyvation. - It does nothing, howéver, to fulfill the expeétatiops
aroused by its title. 1In addition, serious flaws originatiﬁg in the
neglect of important primary sources are compounded by faulty premises
baséd upon an erroneous assessment of Dos Passos' intellectgal'position
in the early 1920s, That mistake originates from; among other tﬁings,
an unawafeness that Dos Passos' "position statement" of 1932, the

"Introduction” to a new edition of Three Soldiers, did not appear a

decade earlier in the original publication. More accurate than Banks's

effort but mevertheless superficial in its use of sources, Andrew
| .
McLean's fairly recent "Joyce's Ulysses and D3blin's Alexanderplatz,




Berlin " apéears, like Titche's essay, to address itself to readers
largely unfamiliar with D&blin's work. Although McLean emphasizes the‘
two works' sharing of a common theme, urban man's spirituai odyssey,
most of his discussion lists the traditionally cited similarities in
style parodies, interior monologue, descriptive or factual material,
and biblical parallels without coherently {emonstrating the extent to
whiqh such devices illustrate them. Moreov his conclusion's stress
onAliRenesses in characterization, particularly its perception of
anaiogous Bildung on the part of Biberkopf and Bloom and its non-

T ition of fundamental digferences between the two protagonists,
transforms a potentially interesting study into a ratheﬁ questiohableQ

L6

one,
The foregoing clearly points up the absence of mofe comprehensive
analyses in which shareq features and distinct functions are simul-
taneously revealed. If‘our survey has emphésized the dynamics involved
in literary fortune and reception and the significaq#e of %ntermediaries
in the process, it has also alluded to those complexities inherent in.
studies of literary relationships. Most noticeable have been those
difficulties associated with literary indebtedness where the necessary
differentiations which exist wiﬁh respect to imitation, adaptation,
borrowings, tradition, convention, collectively shared influences;
parallels, and affinities have not béen observed. As is quite apparent,
the application of "influenge," in itself a problematic concept, has
proven especially troublescme. Far too often‘;ts simplistic exploitation
"as the determining cause and unigue éou;ce of a literary creation" has

reduced the study of Berlin Alexanderplatz and Manhattan Transfer to

41



precisely those positivistic rapports de fait and external relation-

ships which students of literature increasingly view as limited in

value.uY Attention to the more literary internal relationships, the

aesthetic interactions withiﬁ the workéhtheméglves, would haQe proven

- more fruitful in many cases. In;addition, the:tfaditional is ..ition

of parallel passages and similar dé;iceé, even th%se most obvious

thematicvébrrespondences, common to adherents of inflﬁence and affinity
alike has shed only partial light on the characterlof the Ulysses-

Manhattan Transfer-Alexanderplatz reiation;hip. |

C v
While those treatments specifically dealing with aspects of

the relationship--Ulysses with Manhattan Transfer, Ulysses with

Alexandeyplat%, Manhattan Trar .er with Alexanderplatz--have not
i 1
‘ .

generally advinced very far, neither D&blin nor Dos Passos scholarship
|

is lacking iniinteresting proposals for more productive exploration. N

Frifz Martini's urging the consideration of D&blin's, Dos Passos', and
\\\\ ' 5

Joyce's work as analogous developments of form most assuredly ranks

among such suggestions. The same can be.said for Giinther Anders'

observation that Ulysses -and Alexanderplatz share the common theme of

non—fevolutionary‘modern literature, the activity of language in .
combination with the passivity of life. Duytschaever's contrast

between the total comprehensiveness of Ulysses and the dominant social

»focus of Manhattan Transfer and Alexanderplatz has implications for

the type of expanded novel represented by the three works, Astre's
: o

deceptively obvious assertion apropos of ‘Manhattan Transfer that Dos
Passos had assimilated a great number of experiments, including the.

B o ’
cinematic, "ayant toutes pour objet de prendre conscience de 1'homme
. , : x

-



" holds far-reaching possibilities

L8

for exploring the kinship of the American and German novels.

moderne ‘et d'en traduire la condition,

Equally instructive deviations from the well-worn route are
Fﬁrnished by a number of broad surveys which include all three works
within d particuiar phase of the novel's development. Whereas influence
is sometimes asserted, usually. in only general terms, it is never the
central concern in such studies. Walter Jens's interpretive sur&ey of
the post-1922 possibilities for the novel in the wake of Proust and
Joyce; for exampie, briéflyracknéwledges influence from_Joyce“upon Dos
Passos and recognizes influence from both Dos Passos'and Joyce upon
" D6blin. Yet this essay, "Uhren ohne Zeiger. Die Struktur des modernen
ﬁomans," focuses on the distinétive, as opposed to the imitative or

adaptive, features of Manhattan Transfer and Alexanderplatz. As

departures in the novel, they reveal the depiction of a time and place-

bound mass physiognomy (Manhattan Transfer) and the emergence of the

individual and city as protagonists on equal terms (AMlexanderplatz).

Joseph Warren Beach's Twentieth Century Novel: Studies in Technigue,

an early and thegefore rudimentary tracing of certain distinguishing .
formal features in the English-language novel, infers Dos Passos'

acquaintance with Uleses for the writing of Manhattan Transfer.'\In

the case of Alexanderplatz, Berlin Beach 'enumerates specific adaptations

of Joyce's street car lines, "Wandering Rocks" episode, 2nd symbolic
parallels, and lists those features (newsreéls, popular songs and
ballad fragments as narrative accompaniments) D&blin's novel shares

with Manhattan Transfer and U.S.A. The broad view of Beach's survey,

however, is one which considers the work of Joyce, Dos Passos, and



DSblin as examples of "expressionism," here interpreted as formal
. L o . Y]
modernism tending toward abstract composition,

A more formalistic,‘updated counterpart to Beach's study which

51mllarly emphasivns the drive toward abstractlon that pervasive
\ .

‘impulse Worrlnger saw in‘modern art, is provided in Space, Time and

Structure in the Modern Novel. Concentrating less on individual novels

and more on particular manifestations of their dominant ‘aspect, an
"architectonic" character, Sharon Spencer surveys a range of works

extending from the experiments of the 1920s through the French nouveau

roman and the Spanish-American neuva novela. Their common feature is
structural rather than thematic or‘stylistic, and the novels of Joyce,
Dos Passos, and Ddblin exemplify a designed "illusion of a spatial
entity, either fepfesentational or abstract, constructed from prose

fragments of diverse types and lengths and arranged by means of the

,brinciple of juxtaposition so as to include a comprehensive view of

~,
!

the book's subject" (pp. xx-xxi).
Less>traditional approaches are also evident in the work of

Volker Klotz, Claude Gandelman, and Michel Zéraffa. Spanning three

centuries, Klotz'e ieqeiry ihto the changing relationship between the

city and the novel, Die erzdhlte Stadt, treats Manhattan-Transfer and

Alexanderplatz as spec1f1c developments cf the 'narrated city";

Gaﬁﬁélman s -textual explication of the relationship between narratlve
technique and reader response in the works of six writers' includes
passages from the work of Dos Passos and DSblin; Zéraffa's

interpretive surveys are designed to isolate and generalize the

distinctive features of’theAtwentieth-century Western European and U.S,.

uh‘



novel.5

These examples clearly demonstrate that there are dimensions to a

Ulysses—Manhéttan Transfer-Alexanderplatz relationship beyond those

within which observers have traditionally confined their efforts. Their
fixation on surface details has prohibited sight of the more fundaméntal
underlying points of convergence and divergence. Customary source-
seeking has often been hampered by precisely %hat‘Déblin affirmed as

the existence of psychoanalytical, cinematic, Expressioﬁistic, and Dada
sources instead of Irish ones. A related and equa;ly valid claim is
explicit in Dos Passos' proviso to his political biographer, Lan‘sberg,
that "everyone is influenced by evérything'he reads, sees hears etc."

Just as imporfant‘as this confluence of sources are those attempts prior

to and concident with Manhattan Transfer and Alexanderplatz which find

Dos Passos and D&blin working in areas outside the novel and prose
. -

fiction: theatre, poetry, journalism, cinema, and painting. In a very

specific sense it is no chance coincidence that the two novels struck

their early readers as reminiscent of developments in contemporary

51

cinema, music, paintingyiknd theatre.

At the same time it is undeniable

¥
v

Ly

that Ulysses created awﬁf§¥6und impression upon both writers. 1In D&blin's

case the response is verified by the numerous comments made between 1928
and 1955 which continued to- praise Ulysses even as D&blin increasingly

refuted the charges of Joycean influence and imitation. Although Dos
ﬁ«
Passos proved less articulate and frequent in his statements about the

“same work and its author, albeit more succinct about the fundamental

sources of Joyce's writing ("Pedantry and introvéersion are the materials

"),52

he builds his work of. he placed grest value on Ulysses. Each one



tended to emphasize its specific features which most appealed to their
particular sensibilities; yet both Dos Passos and D&blin recbgnized in
Ulysses a major advance for the modern novel. Neither D&blin's
interpretation of Ulysses as a significant attempt to answer the question
"How can one write today?" nor Dos Passos' understanding thatait denied
rumors of the novel's demise are uniquely or profoundly penetrating.

What is striking about them, however, is a comprehension of Joyce's

" work which has direct bearing upon their own. 1In this respect their’
iassessments suggest hitherto unexplored routes by which their novels'

‘af'filiation with Ulysses might be best explored.
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International Encounters and Corroboration

from Abroad

Of the two writers,the American was the first to become acquainted
with Ulysses and even with its author. Dos Passos was introduced to
both whilé passing through France in late January 1922 en route to New
York after a five-month journey through the Middle East: "Coming.through
Paris I bought an early copy of Ulysses and even shook the limp hand
of a pale uninterested man in dark glasses s&tting beside Ehe stove in
the back room of Shakespeare and Company whom Miss Beach claimed was
James Joyce. I.read the book at one gulp.whi}e,laid ﬁp with a bout of
flu in a tiny 1n51de cabin way down in the third class of one of the
big transatlantic liners: parts I found boring and parts I found
magnificent" (BT, p. 1L48).

The encounter with Joyce was by no means the first for Dos

Passos. He had been sufficiently impressed with A Portrait of the

Artist as a Young Man to reﬁd it twice in 1918. 1In a diary entry from *

July twenty-first of that year, he expressed the hope that he would not

start imitating it immediately". At the timé a Dos Passos less éiven
to sarcasm and more to youthful\enthusiasm than the memoir writer of
the 1960s claimed, "It is so wonderfully succinct and follows such
curious byways of expression--old abandoned roads thait.are overgrown
but where the air is cleaner than in the modern dusty thoroughfares—-
constantly churned by people's footsteps' (14C, p. 193). He remarked

once more on the work's expressive quality in a letter to his friend

Rumsey Marvin the next year and submitted that its hef% was not an

\

h"{
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- uncommon type for the times (Ibid., p. 260). The reappearing hyper-
sensitive Dedalus does not seem to ha&e been of major concern to Dos
Passos in his reading of Ulysses. It is the work's expressiveness,
notably in its use of ianguage, which attracts him. The quality is one
which became intimately bound up with Dos Passos' approach to the novel.
Significantly, in a major statement of purpose and definition, the 1932

"Introduction" for Three Soldiers, Ulysses serves as an illustration

of some of Dos Passos' own ends,
Usually cited as evidence of the role Dos Passos assumed with
the writing of U.S.A., the preface‘for a new Modern Library edition of
i | ,

thle 1922 war novel reveals some of the interests which from 1918 on had
‘ <

\
|

affected his work. In its use of such phrases as "straight writing"
and "working with speech straigﬁt," the introduction is strikingly
Hemingway-like and Dos Passos' correspondence with Hemingway attests
to the latter's indirect assistance for preparation of the introduction,
Apparently an exchange with Hemingway about the early novél and about

qhwriting as a trade stimulated Dos Passos' articulation of hi; own views
in the prefatory remarks (1LC, pp. 409-L10). Yet because of the work
which seriously engaged his efforts at the time—-a w;;k whose proloéue L
would conclude "But mostly U.S.A. is the speech of the people"-—the
preface's terminology involved more than a variation on Hemingway{s
fundamental dictum that "A writer's job is to tell the truth."53' Dos
Passos envisaged é role permitfingvthe realization of a writer's natural

" or the desire to "convince people of

inclination toward "preaching
something" through "straight writing." In such writing a generation's

mind, reflected and captured. in its speech, was preserved for posterity.

S



Moreover, according to Dos Passos, "A writer makes aspects of that
speech enduring by putting them in print. He whittles at the words and
phrases of today and makes them forms to set the mind of tomorrow's
generation, That}s history. A writer;who wriées straight is the
afchitect of history" (pp. vii-viii). This much quoted explanation is
immediately followed -by an important but frequently neglected
illustration. As an‘exponent of "strafght vriting," Dos Passos selects
Joyce:

What I'm4trying to get out is the difference in kind
between the work of James Joyce, say, and that of any current
dispenser of daydreams. It's not that Joyce produces for the

: highbrow and the other for the lowbrow trade, it's that Joyce
is working with speech straight and so dominating the machine
of production, while the daydream artist is merely feeding
the machine, like a girl in a sausage factory shoving hunks
of meet into the hopper. Whoever can run the machine runs it
for all of us. Working with speech straight is vigorous
absorbing devastating hopeless work, work that no man need be
ashamed of. ‘ . . "

You answer that Joyce is esoteric, only read by a few
literary snobs, a luxury product like limited editions, without
influence on the mass of ordinary newspaper readers. Well give
him time. The power of writing is more likely to be exercised
vertically through a century than horizontally over a year's
sales. I don't mean either that Joyce is the only straight
writer of our time, or that the influence of his powerful
work hasn't already spread, diluted through other writers,
into meny a printed page of which the author never heard of

Ulysses (p. viii).

The choice is an interesting one. Within Dos Passos' vast
repértory of readiﬁé éhere were other writers, part;cularly novelists,
about whom he expressed himself:moré enthusiastically and in'gfeater’
detail. Furthérmore, the Dos Passos of the 19205 and 1930s
had little'seﬁse of kinship with thé exclusijgly aesthetic pose the
‘Irish expatriate'cregted and meintained for himself with the writing

-

of Ulysses. Nevertheless, in a representative way Joyce's work

s
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justified the "trade of novelist" (p. vi). By doing so, it offset

those inferior goods Dos Passos saw produced by pulpwriters and self-

expressionists. More important, the type of writing Ulysses exemplified
{

. . |
was compatible with an approach toward literature in general and the

novel in particular that Dos Passos deemed bgkh necessary and desirable
in the twentieth century. As subsequent discussion will reveal, ‘it was
an approach necessitated by a dramatically altered relationship between
man and milieu in an industrial efa. The perception of this relation-
ship and its implications for Amer{can li%frature are intimately allied

with Dos Passos' earliest writing. It is first successfully realized,

however, in Manhattan Transfer.

The retrospectivé nature of Dos Passos' Ulysses commentary
limits precision aboﬁt.his specific reactions at the time of his initiel
reading of the work. TFor D&blin the siﬁuation is rather different.

Like Dos Passos,fﬁe German writer was to experienceAa comprehension of
Ulysses closely connected with his own novelistic gqals. Dﬁring the
Paris exile of the iate‘l9sos, he-was also to face a similarly
_unproductive meeting with Ulysses' aufﬁor. Unfortunately, regarding
the latter event we have oﬁly.the testimony ¢f Robert Minder and his

recording of D&blin's own "Wir sahen uns und schwiegen" [Minder's

itélics]; According to Heinrich Straumsnn, who\knew'Joyce in ZuriéH;
the Irish writer attributed particular significance to the fact that
the first German disciplébqf his technique,bore a surnome resembling
" Joyce's native city.. In light of these reports, we can only speculate
about the nature of the Paris*iﬁtroduction of Ddblin to Joyce.Sh

Speculation is unnecessary, however, about D3blin's encounter with

A}



Joyce's novel. He stated his views about the work shortly after his
introduction to the Georg G-yert .translation of Ulysses.

Sometime in 1928 D&blin, who apparently received a copy of the

work from the editor—in—chief of Das deutsche Buch shortly after Ulysses'
berman—language publication, specifica;ly commented on Ulysses to his
friend Brecht. Ré%@onding to a Tagebuch questionnaire (December 18,
1929), Bfééht subgéquently listed his firét selection among the best
books of 1928 as "Der Roman Ulysses vom James Joyce, weil er nach Ansicht
D&blins die Situation des Roman verdndert hat und als Sammlung ver-
schiedener Methoden der Betrachtuﬂg_(Einfﬁhrung des inneren Monologs

und .so weiter) ein unentbehrliches Nachschiagewerk flir Schriftsteller ;
darstellf." Almost a yeér later in November 1929; Déblia, a frequent
contribuﬁor to the beét book surveys in hislown right, named lessés
ag)one of the t&elve works from the postwar period he would take with

>3 But it

him during a yeéf'slstay dn a hypothetical éouth sea isle.
is hardly necessary to éonsult ‘such sources fgr an indiéation~of D&blin's
admiratio& for'plzsses. Even while he repudiated the assocﬁation with
Joyce later ip:his‘cdregr, D&blin parenthetically noted his esteem for
the Irish writer's methéds, as is evident from tie "Epilog" (AzL, p.
391). Exactly to what extent is/élearly discerniblq in D&blin's critical
discussions of literéture.

- "Schriftstellerei und Dichtung," D&blin's inaugural address
before the Poétry STction of the Berlin Academy of Arts (Mafch 15, 1928)
names Ulysses as a very important book for its sovereignty of.language

and imagination, two fundamental characteristics of the epic work of

“art., It was "kein Kunstwerk, aber arbeitet sich durch zu den wichtigsten



#lementer der Kunst, es kennt gdie unbeschriinkte Souverinitiit der

°
Phantasie in den dramenartigen Stlicken, es kennt an vielen Stellen(
qu~h dic losgelassene selbstherrliche Sprache" (AzL, pp. 287-290).

This brief interpretation reveals something of the appeal Joyce's novel

held for D3blin. The same month's review of Ulysses for Das deutsche

Buch proves even more enlightening for both its understanding of Joyce's
work and its implications for D&blin's own.
Often given limited récggnition'in the contex. of the Ulysses-

Alexanderplatz problem,56

D&blin's review includes far more than identi-
fication of technical features and stylistic ideosyncracies or even
enjoyment of Joyce's robust humor. Ulysses, "weder ein Roman noch eine

"

' is valued as "ein

Dichtung, sondern ein Beklopfen ihrer Grundelemente,'
Experimentierwerk" (AzL, p. 288). As such it represents a significant
freeing of artistic form, something that was intimately cdnnecéed with
contemporary surroundiggs and the spirit of time. It‘did so complying
with the demands of contemporary subject matter. 'In particular, tﬁat

subject matter was associated with a changed picture of experience.

Among its specific manifestations were cinema's invasion into the radius

' of literature, the transformation of newspapers into the public's "daily

bread," rapidly_alternafing‘streef scenes, and billboard adQertising.
Beyond these, hoWevér, the new world also embraced the factors of the
stétevand the economy. Thé result was the increasing diminution of the
 individual, now overshadowed by the collective forces around him, and
the disconnectedness of man's action and ﬁeing. Precisely through

its coalescence of form and subject matter Ulzéses signalled the novel's

potential confrontation with the modern world. This indispensable



encounter was something the majority of writers, particularly German
ones, tended it-ingore:

Es gibt noch jetzt zahlreiche Autoren in sédmtlichen
Lindern--sagen wir ruhig die kompakte Majoritdt der
Autoren,--die ihre soliden Biicher bauen, Erzdhlungen

_von grossem und kleinem Umfang abfabeln, abhaspeln,

Dinge mit einem richtigen Anfang und einem richtigen

Ende, als ob es so was gdbe, und die sich nie Gedanken

{iber diese Schreibweise, Denkweise, Fabulierweise gemacht
naben und denen ihr Tun nie komisch erscheint. Denn im
{ibrigen sind diese Autoren ja heutige Privatmenschen,

Blirger, die Geld verdienen, Steuer zahlen, auf die Strasse
gehen usw. Man muss wissen, dass Kunstformen zusammen-
hidngen mit einer gewissen Denkwelse und einem allgemeinen
Lebensmilieu. Darum werden Formen dauernd iberholt. Die
alten Romane unterhalten uns, sie beschidftigen unsern
Kombinatidnssinn, sie sind der Niederschlag eines solchen
Kombinationssinnes. Sie sind im Ubrigen verlédngerte
Novellen, und die Novellen. verléngerte Anekdoten und
Aphorismen. Diese Romane sind mehr oder weniger aphoristisch.
Ingwischen—--sagen wir seit den Wahlverwandtschaften--hat sich
allerlei ereignet, was gegen solche Aphoristik, Isolierung
eines Ablaufs ist, aber weder den Autoren noch ihrem Publikum
geniigend aufgefallen ist (pp. 287-288).

As the preoccupations voiced by Dos Passo; in his 1932 "Intro-
duction" are both reiteration and expangion of concerns he had already
been articulafing for more than a decade, especially with regard to
American writing, so are Daﬂlih's views the extension of his long-

" standing recognitionkof the need for updating German literature's form
and content. Yetvsignificantly, the Ulysses %eyiew ig one of D&blin's
most concise diagnoses of the modern novel's condition. ‘Unlike some of

1 D&blin failed to see the Dublin-born

his fellow writers and critics,
exile as a present-day counterpart to the blind singer from Khios.
Hé understood that this twentieth-century voyage of Ulysses_had little
~of the heroic about it. He perceiyed its odyssey .in its passage through
almoét all the dAmains oflcontemporary knowledge. As much as he.

' 1
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_explanation drew heavily upon the example -of"

recognized its eners: =~ closing in on "dem heutigen Alltag" and its
minute description of | s characters, whom D&blin interpreted as
"typische Gestalten wie ein Pferd, eine Tanne" (p. 289), he coﬁtinued
to emphasi » the differént manifestations. of totality in Ulysses.
Within its plastic, seemingly three-dimensional narrative, threaded by
nineteen hours in the lives of three fairly banal Irish citizens;

association served as the compositional‘hethod.' In addition, each of

the parts was distinguished by a form suitable to its subject and manner.

Thrgugh its form and method dece's comprehensive Schriftwerk ultimately
assumed encyclopedic dimensioné. Thus its own nature--"biologisch, )
wissenschaftlich, exakt"--reflected that of modern ﬁan——"kenntnisreich,
wissenschaftlich, gxakt" (Iggg,). For D&blin the novel's.so-called

crisis resided in the fact that "Die Mentalitdt der Autoren hat sich

noch nicht an die Zeit angeschlossen" (p. 288). He clearly appreciated

"Ulysses as a demonstration of a general countervailing tendency. It is

in this sense that D&blin esteemed it as "ein literarischer Vorstoss

aus  dem Cewissen des heutigen geistigen Menschen heraus" (p. 290).

' an address

Later that year in "Der Bau des epischen Werks,'
delivered at the University of Berlin (December 10, 1928), D&blin

would ‘elucidate in great detail his own efforts to relieve the novel's

crisis (AzL, pp. 103-132). As was éoon:apparent, this theoretical

&) Alexanderplatz
¥

project, D&blin's latest in a sgfies oanttgﬁp
forms for a perceptibly changed sub;éét'm
- 7 Ty b4 . . *
unparalleled among his novels for its thoroughgqing-iexploitat®en of

24

contemporaneity and totality.

sk



Modernist Affinities

Neither Ddblin nor Dos Passos is unique in offering the kind
of insights into Joyce's work which actually revealed many more about
theif own. Ulysses characteristically corroborated the goals and
efforts of a number of its readers. These ranged from Eliot, who saw
in it an illustration of what was actually his own "mythic method" in

The Waste Land, to Eisenstein, who was struck by its literary analogue

for what presently intrigued him as a future film project, interior

58

monologue. Moreover, in their recognition of the necessary literary
accommodation to radical transformationslin the world outside the novel,
Dos Passos and D&blin align. themselves with numerous international
adherents of novelistic change.

> Not insiénificantly, the American and German writers attempted,
with varying degrees of success, to achieve similar accommodations in
pther areas and other media. 1In this respect it can be argued that
much of their oeuvre reflects the dominant tendency in European and
Americaﬁ artistic production in the decades immediately precegding and
following the First.World War. It marked the often heterogéneous

features of such fragmented but interrelated phenomerna as Fuﬁurism,

Cubism, Constructivism, Expressionism, Vorticism, Dada, Neue Sachlichkeit,

and Surrealism., Both in painting and in poetry a drive toward autonomoué
and presentational or non-mimétic art displayed itself. It ultimately
realized itself'as abstraction and that liberation from materiality
which removed the object from thé canvas and £raditional meaning‘from

the word. Within the novel, where the tendeﬁcy was most broadly
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-
translated, it appeared variously as encyclopedism and ei&her as
increasing subjectivism or the.extreme objectivism of'récording
undiqférentiated minutiae. lits commentatérs have occasionally described

its manifestations more specifically as a heightened spatialization

« -

“of formal and temporal elements, as the atomization of character into

multipersonal subjective impressions, and as the alteérnate presentation

“of character via objective experiences without recourse to psychology.

In certain areas the novel becomes increasingly "cinematic;" its

distinguishing formal “ratures both noticeable and inadequate literary

analogues for the inherent properties of film.59 ‘
: |
1

Describing these specific aspects has proven considefably easief
than providing the tendency 'itself with a name. Avsatisfacéory
designation precise enough to identify ;ts dominant character and yet
sugficiently flexible to embrace its diverse mangfestations has yet to
be coined. With respect to literature the problem is aggravated by a

number of factors. In the cases of programmatic movements, such as

Futurism and Surrealism, there is an interaction between literature ~

- and painting which facilitates the shared use of terminology and its

partigular applicaticon to poetry. In other sigpations, most
notably that of Expressionism, the literary exploitaﬁion of a terﬁ
first ﬁsed for painting reveals itself to be ﬁor; burden than blessing.
Furthermore, despite the ;thoughtful attempts to varifuély define
Expressionism as a movement, period, style(s), generation, school,
world view, complex of éttitudes, and eternal artistic tendency,
neigher its definition nor the choice of its common denominators has

yet been satisfac#orily resolvéd. To date, the oﬁly unqualified

56



response has been the enforced equivalence between expressionistisch

and-entarte’ Jduring the Hitler era. To a certain extent similar
difficulties surround the comprehensive categorization within which
Expressionism is subsumed, that of Modernism. Whether applied to the

collective arts or to litgrature'in particular, it has shown itself to

N

™
be., as one literary observer bas explained, "elusive and protean, and

60

its definition hopelessly complicated." By virtue of its availability

and all-inclusiveness, however, it is the most convenient term for
discussions of this kind. , |

v
\ v

Undeniably the classification is an ambiguous one. As any
student of the Renaissance, the Enlightenment, or late nineteenth-
N ' ’
century Hispapic letters will attest, Modernism has several associations.

‘These include connot hLions of an increasi. 'y man-centered worldly

humanism, e;;%ation of the seventeenth-century dispute between Ancients
7 ‘ ‘ ‘ .

—

and Moderné, and a specific reference'to Modernismo, that movement

‘ whichvbroughf about a stylistic revolution in the prootry of Spanish
Ameriéa and Spain. All v%rify the legitimacy of the question "Which
Modernisé?f invariably elicited by the terﬁ. A ;éspoﬂse is furnished
by its custbﬁaryvapplicatiod'tb;the géneral artistic trend‘pr%ginating
in the ﬁineteenth eentury which specifically descfibes Western European '
and American artistic -production betweenfl910 and the outbreak of the
Second World War. Beyond this point consensﬁs often breaks down.
Division® frequently occurs along nationai lines with obviQus _’ .
dispérities‘ﬁétween thé generalizing usage of English-}ahghage observers

and the more particular emphasis of continental Buropeans. Modernism

is seen, for example, to, co.. rehend or else be comprehended by "avant-

el

/
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" "the modern movement," and even "decadence."

gardism," "modernity,
Elsewhere it is differentiated from or rejected in favor of any of

these other terms, nene of them less elusive, protean, and complicated.
In addition, "Modernism" evokes & range of judgments usually dependent

'

upon ideology. Hence its championing by bourgeois critiecs, its

rejection by Central and East Européan Communists as well as leftist

r

British and‘U.S. Social Realists, its condemnation by dogmatists of
the Stalin-Zhdanov persuasion, and its qualified advoc-cy by'conciliatory
Marxists. Within some circles the debate o?er Modernism has been going
on for approximately fifty years, i’ eventual outcome doubtless to be
determined by a clear distinction between Modernism as means and
Modernism as end.61 v

The existence of such diverse associations requires that the
term's usage here be specified with some precisioﬁ. Ou% specifir~ _Ln
recognizes claims submitted by those amoﬁg'whom there is .as much
disagreemént iﬁ general embhasis and oﬁtlook as there is accord iﬁ

their choice of literary particulars. ' But in doing so, it offers less

a reconciliation than an advancement of what must necessaMly be

‘considered as the ongoing discussion that attempts to seize- upon the

. 6 : 5
nature of Modernism, 2 So far reference has been made to commonly

acknowledged chronologicai and geographical boundaries., Discussion

has also noted certain distinguishing features for the major thrust

of- art which, while rooted in the ﬁineteenth century, gained .mpetus

in the years preceding the First World War and achieved both its ‘

.qualitative and its quantitative culmination during the 1920s. More -

significant than such surface details, however, is their common source
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social and intellectual displacement receive their major aesthetic

translation, |

i

Full~blown Modernism differs from its preliminary phases in
the intensity of its drive towar:! "réalization," Stephen Spender's
designation forJ"the detefmination to invent a new style in order to
express the deeply felt change in the modern wofld."63 Regardless of
whether this pervasive determination to create & particularized form
‘and idiom is realized by those to whom Spender 1limits his remarks
(Joyce, Eliot, Pound) or by their many peers for whom "rgalization"
is less exclusively aesthetic, every example of Modernism inherently
and overwhelmingly rejects conventional_modeé of objectivé realism,
Often, but ndt always, the rejection involves the pre-eminence of the
inner as opovosed = the outer wgrid. In each case, however, there is
a denial of that unified world view thch informed traditional Realism
and which is now held wholly inappropriate to the times. Tt is here
that the dilempma ;hich resiées at the core of Modernism most clearly
reveals itself, 1In literaﬁure art%stic accommodations to perceptibly
felt changes in the world are expressed dramatically‘and diversely.
The new dichotomy between antagonistic form-creating - 1 forr - 2stroying
tendencies evident in the visual arts (fof-example, Jubisr 2nd |
Constructivism on the onec -1d, Expressionism and Su: ‘m on the
other)6h has parallels within Futurist, Expressionist, and Surrealist
poetry.  Within drama and the novel, there is a coexistence of the
two tendencies which constantiy imposes itself on the Coﬁséiousness of

the ,reader and spectator. Concomitant with this preoccupation with

form, which enabled Modernism in certain cases to evolve.into pure
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formalism, is that lesg easily resolved problem of Erlebnisbild
responsible for the formal revolution. In this area accommodations

nroved far more problematic and sometimes even diiastrous.

[N
Loy

Solutions to the more difficult p}oblem differ in degre& and
kind. In a number of instances they are stimulated by the unavoidable
confrontation with contempbrary history, degpiggwth@ predilection of
many Modernists to do otherwise. The responses incline either towafd
an isolated aﬁd aesthetic non .serviam or social and ideological re-
integration. These opposing tendencies are perhaps best déscrLDCd in
terms of the Mallarmé-Apollinaire dichotomy which Mik18s SzaBOICSi
applies to more recent developments in art and literature. Here,
howevef, it‘is important, to differentiate between our use of the
Juxtaposition ﬁnd Szabolesi's original one. Szabolesi perceives
Mallarmé,. "the great brecursor of the cult of the isolated Ego: of the
transformation of literature into linfuistic symbols,” and "of the
hermetic wordplay of our days" as diametrically opposed to Apollinaire,
The latter, "with his openness, his deep interest in man and in the
people, his cheerfulness and in§ny and humanism is at the source of a -’
powerful current in European poetry, open, impulsive, reconciling man
with society" (p. 51). Rightly contending that the generaliziﬁg sense
of Modernism by most Anglophone and some Francophone scholaré for every
trend sharply contrasting wifh nineteenth—century‘Romaﬂticism and

'Y

Reallsm eradicates the underlying differences’ befween the tendenc1es

3

>Jé; “Which it stands, Szabolcsi prefers the use of "avant-garde." For
-)’ -

LT

<tp1m 1t designates the reconc111atory humanlstlc strain and subsumes

twentieth-century trends and tendencies marked by distinct aesthetic,
-



philosophical, and often political programs (pp. 50-51).
| As sensible as these suggestions appear to bé, and as obviously
conciliatory as they are on the subject of much bours »is art condemned
by Stalinist critic¢s, they are not without difficulties. Such avant-
garde programs as Italian Futurism; for example, ultimately emerged as
non-reconciliatory and non-humanist, a development only acknowledged
by Szabolcsi's allowances for change and flexibility. Tpe apparent
mutual exclusiveness of the two dominant strains is suspend. d in that
"inter-region" to which Szabolcsi assigns those variéus late symbolist
and neoclassical trends and oeuvres (the work of Rilke, Pound, Yeats,
Valéry, Proust) carried over into the twentieth centﬁry and sometimes
linked with the "avant-garde." A schematization such as the one .
proposed, however, does ndt appear to admit that simultaneous presence
‘of the two contradictory teﬁdencies or their permutations. It, in
fact, describes the prevalent condition of hon—conserfative, non-
aristocratic bourgeois art, particularly during the interwar period.
Since this coexistence cannot be.deniea, it seems preferable, for
purposes of the present study, to differentiate between the %endencies
within tﬁe Modernist instead of the avant-garde dé‘signation.65 )
A -
Very visible evidence of the co-existence and permutations is
furnished by the assorted solutions to Modernism's socigl~ideological
.dilemma. It is variously demonstrated in the embrace of retrograde N
traditions and new forms of authoritarianism (feligion, Fascism,
' g
Stalinism), an artistic commitment to social activism and cFiticism

(Socialism, Socialist Realism, engagement), and the distinct combination

¢t social analysis with praxis (Marxism). At the point where these
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solutions occur, the alignment with Modernism frequently ceases. In

its place a new classicism, as with Eliot, is occasionally substituted.

Elsewhere Modernism is superseded by Social Realism and Proletarian
R

i —

Literatufe, both of which prgscribe content and the mode of pregentation.
or others, such as Brecht, Eluard, énd Aragon, who recognize a degree
of legitimacy in the formal revolution and its expansion‘of realism,
Mﬁdernism ceases to be a condition and is transmuted exclusively as
technical means in the service of entirely new ends. Thus "Modernism"
embraces both the self-conscious creation of appropriate form--that is,
form appropriate to the-expressionaLf perceptibly changed subjeét mé@ter
-—-and an as yet non-integrating ap?rehension of reality. Broadly

i .

conceived, "Modernism" encompasses!its imminent mutations and rejetctions

along with examples of its pure strain. Therefore Ulysses, Manhattan

Transfer, and élgiggﬂerplatz are equally Modernism's manifestations.
Through its reflection of almost every specific feature Sf’v
Modernism, Ulysses probably represents its prose epitome.66 The same
claim can be made for neither the American nor the German novel. They
are perhaps best viewed as'problematic attempts to escape the Modernist
condition. But these works which typify shared and simultaneously
'alternate solutions to a common dilemma in bourgeois'art are no less
representative of Mbde;nism. Their typical quality is furtherv
illuminated by their-relaﬁionship with that part of Doé Passos' and
béblin’s work which seeks similar ends. Te¢ what extent the routes‘
undertaken by Dos Passos and D&blin converge becomes abundantly clear

" from the evidence of their critical and creative production and from

their priorities for art and for the novel.'
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CHAPTER III

EN ROUTE TO ALEXANDERPLATZ AND MANHATTAN

v

Preliminary Considerations

The favorable response Ulyéses elicited from Dos Passos and
DSblin is a predictable phenomenon in light of the activities and
concerns which precede énd coincide with their encounters with Joyce's
work. By the time of ﬁhei; respective readings in 1922 and 1927-28,
the twenty-six-year-old American and the fortf—ninefyear;old»German had
shown themselves to be highly critical of the state of literature and
of the arts in their own countries. Recéptive to diverse efforts %o
counteract the stagnant condition, both advocated far-reaching artistic
accommddations to a reality each considered drastically diff;rent"from

the one portrayed in much contemporary German and American writing.

It was a realify,_moreover, whose essential nature both sought to

interpret outside of as well as within their fiction. More “han anything

else, Ulysses corroborated their artistic aims. But their own novels
which shar: demonstrable ffinities with Ulzsées are as much its alter-

natives -as they are its analogies. They are, in fact, engendered by
an artistic orientation that is antithetical to the stance Joyce adopted

vis-d-vis society and contemporary history.

Embracing more than novelistic fiction and far more than

imaginative literature, the pre—Alexanderplatz; pre-Manhattan Transfer

el



production reveals multiple and interrelated attempts to confront the
dual problem of appropriate form and world-view which resides at the
core of Modernism. What particuiarly distinguishes D&blin and Dos
Passos is the pursuit of'imaginative literature in conjunction

with numerous non-fietion expressions of ideological vaccommodation to a
“world now perceived as new and different. Thus the crisis of values
fecognized as inherent in Modernism by all comméntators, both those who
invoke t%e term "Modernism" "evangelically or pejoratively"l and those

less partisan in orientation, underlies much of Dos Passos' and D&blin's

diverse ceuvre in the period concerning us here. Necessarily then, a

grasp of the preconditions of Alexanderplatz and Manhattan Transfer

.includes a view of informing spirit and aesthetic consequences alike.

65
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The Inadequacies of Tradition-bound and

Tradition-free Literature

Literature was an enterprise toward #hich both D&blin and Dos
Passos displayed a certain degree of ambivalence at the point of
emBarcation. Such reactions were no doubt produced by D&blin's initially
ambiguous regard for fhe.VOcational respeqtability of writing and by
Dos Passos' double inclination toward painting and architecture.
Ambivalence also derived from théir mutual reluctance to be either
economically bound to or artistically compromised by the whims of*.
editors and publishers.2 Although not approaéhed with the exclusiveness
of a total occupational dedication, literature was still conceived
as an undertaking serious enough to merit a substantial amount of
critical and creativg_actiyity. Their combined production of creative
énd critical wri£ing is a responsé to the dominan£ aspect of contemporary
German and American literature, such as each understood it. >At the
same time,their work is an expression of deep dissatisfaction with art
separated from the nature and fébric of modern life and divorced from
the concomitant alteratlons imposed by that life's apprehen51on |
DSblin and Dos Passos prescribed necessary relief whlle recognizing the
dlgtlnctlve national character of those external conditions which had
importanf implications for art. In much the same way, they diagnosed
symptomé and root causes. ; v

Following the publication of Alexanderplatz, D&blin described

the situation of Germaen writing at the turn of the century as that of
standstill, in which "der versandende Naturalismus, die drohende

Reaktion, die ausgeholte Klassik" prevailéd.3 A later assessment of
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the "Stand der deutschen Literatur vor 1933" in prefatory remarks for

his 1938 survey Die deutsche Literatur (im Ausland seif 1933) saw the

pre-World War Iyyears marked by the division of writers’into three

major groups. They emerged as: (1) Feudalists of agrarian and patrician
inclinations whose subject matter was-drawn from national history,
frequently of the medieyal period, and whose prose styles were iqspired
by Goethe's late writing, Kleist's Novellen, and- the Austrian Stiftér's
work; (2) Humanists of conciliatory bourgeois progressive tgndencies

Qﬁo advocated the humanistic ideal developedM;nder German Classicism,
valued a continuation of the unique German tradition of Bildung, and

who, with much of German Birgertum behind them; served as custodians

of the German cultural heritage; (3) a heterogeneous, aggregate of

Geistesrevolutiondre which variously manifesSted forward-looking

affirmations.of technology, industry, economic and political development,
immersion in soﬁe aspect of political or class struggle, and was united
by "ein anderes, ein neues Weltgefihl" from.that of the Feudalists and
Humanists. 6blin's revolutionaries.were'distinguished by ce?tain.

3

G'“;Ptrograde predilections for anarchlsm mysticism, and. 1rrat10nallsm
which ultlmately brought some of thelr members 1nto a post- 1323

alignment with the‘Feudalists;nin othér areas they remained in close
proximity to the Humenists. They nevertheless presented a radically

different orientation fﬁgm the other two groups.‘ The chief features

of these Geistesrevolutiondire were their original and positive attitude

toward the present reality and their denial of-that. veneration of the
past shared by the Feudalists and Humanists. Whether this denial

displayed itself-as an outright rejection or a qualified acceptance of
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the cultural heritage, i1t commonly originated in a pervasive skepticism
toward this heritage au promulgatéi by the tradition of transmitted

|
Bildung with its preservation of the hegemony of the Blirgertum's values

and way of lif‘e.!‘l This skepticism necessarily separated the group's

artistic efforts and interests from the realms of both petit bourgeois

and cultjvated Birger (DL, pp. 5-9).

D6blinis survey of the.artistic situation inkevideuje’by 1912
seizes upon that major affliction of German writing to whic% he responded
for nearlf three decades. What he con;idered a characteristically German
precccupation with the past exerted a str#nglehold on culture,

It prohibited the realization of the formal and material implications

of a world very different from that of either agrarian and patric1&1<:

or Burg past During that postwar, postrevolutionggy ﬁpcade fpén
6)\./
which Alexanderplatz developed, Doblin' s artistic c#ltique merge&'

a broad cultural and social one. It included, among other things, the
coliaborative preparation with Heinrich-Mapn of a school history text
planned as a corre?tive for the continued concentration, even under the
Republic,‘pﬁon medieval and Imperial history,.folklore, and Heimatlie;e;
To these D&blin creditéd not merely neglect of the new world but the
inculeation of its.Outright rejection éméng German youth. D&blin proved
a frequent opponent of this particular form of ancestor worship. He

was therefore a critic of that social stratum respohsible for its

varpetuation, those resistant, conservative elements he saw filling the

ranks of goverrment, education, and publishing, and patronizing the
theatres, concerts, museums, &nd galleries. Yet this opposition, even

+

during the period of D&blin's greatest politicization in the early 1920s,

%

68



involved neither the advocacy of class struggle nor the rejection of
the culturai heritage per se. Admitting a certain alienation from the
”Claésical ensemble"” so inextricably liuk:d ﬁ% with Biirgertum, he became
suffiéiently attracted to.Gocthe's intel%ect apd spirit‘to write about
both. He“®lso re 7 steadfast in his admiration éor H61deriin'g\
work. ”What D&blin censured was that obsession with the pss* which
discouraged the creation of truly new art and that fixation with

monuments which erected new artistic deities with little sense of a new

5 v
age. R

The effects of the\ifuble infirmity were felt in.eve§y artistic
sphere. Its most immediate Mnfluence was seen ** e _rforming arts

DSblin reviewed in the prewar years for Das Theater and Der Sturm and

in the postwar period for a variety of liberal organs, inciuding Die

Neue Rundschau and the Prager.Tagblatt. As the pseudonyﬁous prewar

"Trust," for egample, D&blin pointedly cited Griilparzer's work as the
kind ofg"modern" play pedagogues deemed valuable for performance iﬁ the
upper.level schools of. Berlin and its suburbs. By the 1920s, whigh
witnessed thé:flogering éf German theatre activity centered in Berl;n,
QF scored that cbmbingtion qf é@témism, commercialism; and éomplacency
responsible for the éoﬁstant exploitation of older authors end simul-
taneous resisténce to the provocative theatre of new and-youhger piay-
wfights like Brecht and Bronnen. Gérman theatre fepertory of the pgriod
afforded a prominent displaflof the penchant for monuments and the
raising up 6f myths. D&blin characterized the tendency thusly for De

Hollandsche Reviue: '"De Duitschers moeten nu eenmal hun mythen hebben

-

en als ze geen mythische figuren kunnen vinden, dan ontwikkeln z1) die

*
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in hun eigen gedachten. De mythos der wetenschap is Einstein, de mythos
der techniek Oékaf‘von Miller en de mythos der literatuur Hauptmann.'
Such an analysis of the Haupfmann phenomenon is significant. In D&blin's
opinion Hauptmann's wide acclaim ultimétely reflegtgd the general retro-

grade disposition of the Weimar Republic.6 Sy

D&blin's Hauptmann reception developed over a-decade. Beginning

with his Sturm review of a 1913 performance of Gabriel Schillings Flucht,
he revealed himself aesthetically unimpressed by the work of the writer
who was to acquire both the reputation of Germany's foremost living

author and the Nobel prize in fhe late 1920s. D&blin's analysis of .the

Hauptmann cult  for De Hollandsche Revue acknowledged the'writer}s
" sensitivity, congeniality, poetic talents, and that forceful personality

expressed. in his work. The refined Kunstkiinstler, however, was no

Goethe-like world genius, had ‘exerted no influence upon either German
or foreign literature, and, most important, was out of touch with the

times. The last feature was one reiterated by DOblin in a number of

his Prager Tagblatt notices. Within the realm af drama. Hauptmann had

long since ceased creéting_anyﬁhihg of Die Weber's étageworthy caliber.

From the writer who had first appeared at the Naturalistic movemgpt's
liberating inception, he had evolved into quite a:different artist.

This was only too apparent from his numerous‘undramatic, unchallenéing

works in outmoded languége. Lackingiiﬁ depth, they were alsq marred by

_ incomplete conceptions. Despite his eeiebrity, longevity, %roductivity,

and the oécasional redemption of his weak piays b; good ée;formances, -

Hauptﬁann had not had the slightest influence on-}iving-literature for™~

‘a long time. What is more, he drew no stimulus from it for his own
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- work.

: ack%owledggfnt of 1ndebtedness to‘Hauptmann

f' gehorlg,.
,-\-j' -

‘*;slch hochdrangt

confined to the domsine of thea

eclectlc as ‘a mu51cal Sudermann

. [ y
rev1ew a 1910 productlon of Strandklndgr for Das Theater with enough fh

1th"the period in which he lived, in

¢ X

Hls entlre relatlonshkp

3 hRS

.ﬁé‘f, was a purely exte;wsl one.; Consequently, D&blin, who several

‘2" l;

flﬁgmtg‘announced hrs non—part1c1péfion in the 1922 Hauptmann-Jubilee

Ea D .
"’J"z

honorﬁng the wrlter S‘$1xtleth blrthday, declined the critic-dramatist

,5'_

Fedlx Hollaender s 1nv1tatlon to contribute to a commemoratlve Hauptmann ,
L g\' EENS

ot

Festschrlftiv;He was uﬂﬁble D&blin explalned ‘to. provide the requlred

.N

"ich rede nicht davon

) w1e absurd;“burlesk “v8llig unbegrelfllch es widre, wenn ich mich pl&tz-

lr;h @h Hauptmann bekennte 1ch einer Generation und Seelenschlcht

“y

‘die 1m Aremdhelt ‘und fast in deerspruch zZu Hauptmannlschem

)

As lnterpreted by Doblln this kind of inflated stature for an

artist‘enjoylng'a purely external relatlonshlp with his period was hardlyg

-

e.\’ﬁ’pgi&%lel and even more aggravated

situation was eviden There D&blin also saw a monopoly on
pérfOruanceqrepertory;by the old masters and witnessed the devastation

wrought by commerclallsm audlenee apathy, and profe531onal cr1+1cs

wrltlng undef~the pressures of dead' nes and finance. "He even found

a counterpart ror the Hauptmann phenomenon iln -the success of Rlchard
Strauss. Doblln hlmself preferred to describe the " ‘polished, talented

But the wave of popularlty enJoyed

by‘Hermann Sudermann's'plays,

°

“with “heir superf1c1al soc1al criticism ©

4

and shallgw dlalogue had already crested. ’Therefore D&blin could vff;

equanlmlty to ‘mix metaphors and term 1tS\autsor a somewhat sklllful
carpenter and a,51ngle case of a non-contaglous dlse.se._ Strauss, .

4 )

[ - . B
. - i
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life D&blin dlsplayedLMQre en%huslasm for Strauss and for some of the

in ]

{ LI
o ' '

however,; was at Lhe height of his career. Hence Doblin,described the

3 N B
& ‘»‘ ."\:’.“.ul R ]
: 3 S

most ouccessful of allg§trguss s operas, Der Rosenkavaller as a

"’Q:://

pestilence 1n need of approprlate hyglenlc remedies. Much later in

very works he condemned decadesiearlier. Despite this volte-face, the'

w'

' commentary of the years immediately before and after the FiréL World

War correspondsfentlrely to DSblin's general artistic orientation of

[E

‘”1 his pre- ex1le period. Strauss's penchant for lyrical, romantic

expre551on produced mu51c that was dated; his work relled upon cheap

»

'emotlonal effects and sensatlonallsm, hls mu51cal composltlon such, as

1t exlsted c0n31sted of arrangement and decoratlon 1nstead of

ney formatlons**"The composer s reputatlon as Dbblln remarked apropos

l

rof Dér Rosenkavalleg,«was largely the creation of the press whose members

a .

' now fulfllled the functlon of prlests of old app01nted by.. the people

“‘v (
to reveal the delty 1n ‘public. 8

What uas conduc1ve to elevating Straues to a public god was
likeuise responeible‘for antagonism‘toward Schonberg and‘Bartok, both
of yhom found an.admirer in D8blin. Linke Poot autributed the German
re31stance to modern music ‘to the prevalence of a distinctive mu51cal
taste., In a country "wo dervhlstorlsche Ohrenschmalz dicke Pfropfe

4

blldet " preference was glven to Strauss's Makartstucke. This accounted

for the delayed performance of Bartok s qork that of a consummate

Tm*siciﬂan untll after the‘war. For thenrldlcule to which the more

~

‘
4 v

-terary Austrlan s pioneering work had been subjected by Berlln eritics

-22, Doblin held'mu51cal;1gnorance at fault. It was,.he malntalned

in Der Sturmi clearly demonstrated by the critics' failure to recognize

. o) RS
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‘ ScLanergéf theofetiLal unassailability and unmistakable artistic;
talent;v The revieerSlabored undef the misconception which held
ndfspensable to m@sic those features (for ekwmple,vmelody, hermony, )

motif) which were enly formal manifestations‘of a particular Buropean : ’

development. D&blin's defense of Schénberg, in whose work he saw new

music's most characteristic features, compared the Austrian's compositions

N

to the Futurists' paintings. They too offered a new dlrectlon a clearlng
v “ 1) ¢ .
of the air. 1In thls sense Schonberg s work was a muslcal analogue for

"

'fﬁose canvasses of Boccioni, Carra Russolo and Severini: which Doblln
had deemed a necessary antltheéls to German painting' s exclusive and

qterlle concentration on traditional painterly ppinciples and formal

9 |

Trelatlonshlps - . a

RS Q z}';‘\ .

To he sure, 'D6blin's receptivity to various manifestations of
P .
prewar\experlmentatlon in. the arts-reflects the prevalllng attltudes §9

.L‘\ .. &

«

.of the Berlln 1conoclasts who congregated early in the century at the

G&fe des Westenc Dalbelli's, some Qf whom soon Formed the nucleus
“of the Sturm‘éircle. Yet it would be an oversimplification to identify
Ddblln S aesthetlc orlentatlon exclusively 1n terms of these afflllatlons.

: He shared the general antlpathy toward thé?current 1dols of ‘the -

e forms of artlst104 i

bourge0151e and had enthus1a&m for th-:J!ﬂvta
1nnovat10n taking holdsia poetry, prose, Eplntlng, graphlcs and music.
He did go however from a vantage point sllghtly dlfferent from that. L

of a group which ultlmately advanéggzéhe programs of HerwarthnWalden's

— - f

Wbrtkunst and Lothar Schreyer s Lautkunst poetlc counter;arts tp non- S
.10

objectlve painting based on the assoc1at1anof word sounds and rhytﬁﬁ

57 . gL

Ag thls variant of Absgpact Expressn@nlsm evolvedébetween 1913 and the‘,

By -

kT




end of the decade, its extreme assertion of an autonomous literary art
proved antithetical to D&blin's emphasis on the necessaryvdrstinctions
between the word's meaning and idea-~bound character and the relative
freeﬁom of the basic color and sound components of painting and music.ll
The fact that neither D&blin's good friend Walden nor "ein anderer
aus_demTKreis der Orthodoxen" chose to comment on the 1915 novel Qig

drei Spriinge des Wang-lun is important. It signals their tacit, if

disapproving; recognition of the independence of Ddblin's thought and
practice. Of this parting of the waysvDotlin further noted in his 1948
"Epilog": -"Ich ging andere Wege. Ich werstand die»drﬁben gut, sie
mich nichtv (AEE; p. 386).

Despite.his disagreement with the{extreme solutions of the Sturm

program, DSblin's q%%aaoute was pursued with-far fewer misgivings about

)

-such new and ineffective remedies than yith the persistence of 0ld.

- weaknesses in German literature. To a great extent the backward-looking

¥ s ‘
character of much contemporary writing was related to.a traditional

isolation from both the social and pnrely human realms. This 1solated
aspect of German llterature frequently demonsttated itself in a tendency
toward;morbidity and pronounced erudition. Both traits received some
attention in a 1926 travel account of a trip to France.‘ A qualit&‘of

decay, a propen51ty for broodlng, D&blin asserted had set in long before

- iy
&>

Hebbel. These were. spec1f1cally translated in the a55901at10n of passion .

54

" and sexuality vith>death and in a concentrétion on‘the gruesdmé. Behind

Y

this flxatlon he observed that same ascetlclsm and fllght from,reallty

‘ it

assoc1ated wlth the learned quallty unique to German llter&.:”'

(R

effects were directly connected w1th the popularlty of kltsch authors,

w*'«’«' ’
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nriters who, in contrast to their more reputable confreres, acknowledged

themexistence of simple, natural, human feeling. D&blin eventually

viewed his national literature as the product‘of weak social beings

whose work was isolated from the social#organism itself’. ' »
Compare .o the German variety, French literature”appeared a.

the product of that>cultivated people who were makers ef revolutions

and e:-doyed with a more highly developed sense of freedom than the

Germans. Unlike the Scandinavian and the Russian, French literature

\ i ,
exerted little formative influence upon thnt portionsof D&blin's work
- WYy
under con51deratlon here; his apprec1atloifof its dOmlnant character,

v

however, is indicative of the importance he attached to the full re-

b - .
ié%egration.of German writing in the life, meaning, and spirit of the
vy

.times.l2

of all the genres the Cerman. novel offered D5blin the most )

,flagrant example of 1solatlon and non- 1ntegratlon He recognized that

‘the German novel had evolved very dlffereany from its Romance language

‘-

‘counterparts Wlth the p0551ble exception of Freytag s Soll “und Haben

¢ e

1855) 1tyyas>not even a novel in the trench sense. Whlle he came to'

]

understand that French novels, such those of Balzad; posges'edQ'”ﬁT

lively, bold spifitk precise and e = 3xpression,°and,'above all,

elemental bond with human Beings 4 society—fqualities he deemed much

needed in German writing——D6blin never advocatea Gallic-style pursuits

\r

for his compatriots,,.13 The issue‘which'concerned him instead was that
g o

: of a partlcular correlatlon between literary and soc1al attitudes.

. Failing to note that spec1f1c changes out51de the novel had drastlcally

z“fected the pisture of man and the;world,ignorlng the necessary

o ' - [ %3

Ry

o

:
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which D&blin in 1917 term

76

relationship between thede changes and the novel's form and substance,

Cerman novelists continued to S reate wholly'inappropriate works. In

I8

the aforementioned Ulysses review DSblin hadé;'special mention of their
- . . H :’ . ‘ ™ . N
nineteenth-century aphoristic nature. It reflécted the German genre's

generally retrograde character, an aspect which®emerges as the dominant’
i : ‘ ER e
theme in D&blin's novel.criticksm. If his:earliest writing on the

subject, the "Berlinef ?rogramm" addressed "An Romenautoren und ihre '
Kritiker," soundsuag opposition to"eroticism, suspense, and psychologism,
features writers mistakenly ideﬁtified wiﬁh the gehré itself, the 1913
Sturm piece also asserts that "Die Welt ist in die ?ief;‘und‘Breite

gewachsen" (AzL, p. 15). The formal and stylistic changes D5blin was

to advocate were essentially based upon his interpretations of the -

-

nature of growth in these directions, Consequently, his reiterated

i
S g
AR

challenges to that hegemony of the authér which time and égain'manifested

itself in the German novel's frequent authorial intrusions were inspired

1

by a double recognition: siich dominance reflected an outmoded?mentality

5 ©
»

and outlook and was inimical to art.
J

A particular development of the German génre's subjectivism,

the "feuilletonistische Degeneration! of

the-novel, was seéh as”thé impositics upon the reader of reflections,
obse?va£ions, and essays pot st:dng enough for indépeQdent existence
outside the novel. Their presgé¢e masked weaknesses in constfuctioh
and the inability to set forthltﬁe fictional conspitueﬁts. Beginning

R4

with Goeﬁhe’s Wiﬁﬁélm Meister and Die Wahlverwandtschaften;ithe tendency

was apparent in the work of such twentiéth-century representatives of
! and Blrgertum as Thomas Mann (B, p. 361).
-;;.‘ ) M ?z?’v~ -.

thé "subjective‘EpopSe'
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Approximately twenty years earlier, in an unpublished questionnaire

response, D&blin remarked that the real crisis ofbthe novel 'was revealed
in recent extreme examples of the mixed mode. Their authors had
correctly rejected some of the old ways bffnével-writing.v Instead of

an artisﬁic genre, however, they offered a*sefieéAoflessafé in loose
fofm with varying proportions of stor& and plot, vehicles for their
specialized ideas and impressions which were lengfhy.inﬁellectualizing

works refleecting a "world picture." The end product was "ein charmantes

- Zwischengebiet zwischen Philosophie und Romanerwdgungen. Formal erscheint

es bald wie Piauderei, bald wie Feuilletonistik, E$sayistik. Ist im

NS

Ganzen eine Schriftstellerei, die_zeigt,~womit die Herren und ihre Zeit

" sich herumschlagen, bringt hiflbsche Gedanken und ist schon soviel wert

gt

als manches Philosophiebﬁch, das sich éuf seine Trockenheit etwas
einbildet."lu , . f

Here D&blin voiced his dissatisfaction in primarily formal terms.

. ' o '
Elsewhere he viewed the nature of novelistic subject matter with egual

“discontent. His skimming of an unspecified novel by an unnamed li#ing .

author led him to observe,_for example, that the genre with !

: ' . L u
subjective emphasis on an individual's life was hegelessly out-of-date.
Man,'hefexclaimed in 1923, was no longer Faustian. In D&blin's opinion,

literature which failed-to reflect the changes Outs\de it was not to

be taken seriously: '"Die sprechende Kunst oder WortRKunst ohne den : /
Horizont der neuen Welt, .ohne den Impetus dieser Zéit, ohne Schﬁrfe;cf :
Hérte, Geistigkeit ist Spielerei’."15 : S . s /

. ) - e

h ) : )

E Y L . o Coe
D6blin's serious reservat%ons about the tradition-bound, backward-'
i RN - ‘1“.“; ‘.‘ B

9 W P . s

looking,‘and.éocialiy'iéélated character of German w;itfhg have striking
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parallels in Dos Passos' diagnosis of the condition of American liter-
ature. The American's.assessment.proved to be no less unsparing in its

attention to fundamentél weaknesses ahd impediments to the kind® of .
literary development he consé#dered necessary aﬁd‘vital. Moreover, like
D&blin, DOS.PaSSOS saw the proﬁléms in American writing not as self-
enclosed aesthetic phenomena but as those intimately bound up witﬁfthe
rest of the nation;s cultural and social fabric.

If D&blin considered German litératgre weakened by its unique
and excessive dependence upon tradition, and therefo:e inappropriately

derivative and imitative, American literature appeared no less derivative

and imitative to the young Dos Passos. A literature suffering from a

’
.

lack rather than an excess of tradition, however, was bound by fetters
forged abroad. Addressing himself to this problem in the 1916 New
Republic contribution "Against Americen Literature," his first essay

to appear outside the Harvard Monthly; Dos Passos’ offered a géneralized

critique of what he designated the entire "wholesome rice pudding

' - . . . . :
affa1r." 6 In its ‘present state American literature -ev :led i-e

S ,;.
‘

domlnatlon of forelgn 1nsp1red WTltlng, a condltlon G.re~*l izxed

w1th the rcotlessness 1mparted by the partlcular development of the

o

nation and its culture. Lt had no prehlstoryyln the sense ofwthat age-
. . ) [ = v - . .

"0ld dependence on the past characteristic of other literatures; at ey

dependence which had: evolved from ancient folklore aﬁa én equally ancient.

Lk

intimacy with nature. American wrltlng)also dlsplayed a tendency toward

[

'abstracthess -This Dos Passos traced back to Amerlcan Protesuantlsm,

4

Hz . L

which had dmvesued the.delty of tanglble and concrete attrlbut@s Theé

L«
result was a deri turé of. forelgn lmltatlons with: llttle

.,, S T -
g R K B B E
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national character, save a consistently "American" feature in its
satiric bent, whether "vague and kindly" (p. 269) or "bitter." Even
at its best, as in those novels of Edith Wharton .and Robert Herrick
distinguished by their "sincere, careful, and ... . shrewd observation

of contemporary life," American literature_lacked the dramatic actuality,

the color, the depth of thought and feeling apparent in other literatures.

The end product was one in which the tonc was "that of a well brought

up and intelligent woman, tolerant, versed in the thingskof this world,
quietly humorous, but bound tightly in the fetters of 'niceness,' of

the middle-class outlook. And when the shackles are thrown off, the rest

is vulgarity, and what is worse, affectation" (pp. 270-271). Whitman,

:ghwhoﬁhﬂd'ﬁhbandoned the vague genteelness that had characterized American

‘the Stlff product of the leisure haurs of a petite noblesse
‘- 4
~’nc”" (p~ 2{0) had asserted a dependence on the ruture. “In doing

,' "..\.

A 7 )
on»ﬁue past made impossible by the nation s unique development The
4 { N

shpp rt of antiquity, Dos Passos emphatically &served, was now all the

K \
mo}e mp0531b1e since industrialism had severed the present from the

\ .

past;
The wedknesses of American writing were underscored for Dos-
-Passos by his contact Vith recent Spanish literature and with some of
its Leading representatives befween the fall of 1916 and early'l917.
The novels of Pio Bsroja as v1ewed through his Madrld trilogy La lucha
por la vida, and tﬁ% poetry of Antonio Machado and of ‘the Catalan Joan

Maragall demonstrated an intense sense:of reality. and life, a human

vividness, a tart simplicify, acidity, and freshness of language which

(3
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< M James as the creator of "pale artifices.

‘made noteworthy American writers pale by comparison. As a result, the

articles, essays, and book reviews of 1917 through the early 1920s which
deal with Spanish literature, a number of them to reappear in the 1922

portrait of Spain, Rosinante to the Road Again, refer to the "stale
]

conquests of form we inherited from Poe and O. Henry," "the somewhat
sickly plants of our own culture,% and related traces of obvious malady.
By 1917, in‘the essay "Young Spain," Dés Passos was categorizing Henry
T 1t should be noted that
three years earlier at Harvard he had admired the American writer,

"
irrespective of his lack of vividness, power, and deep emotion, for his
"careful and delicate characterization," his "fine miniature.portraiture,"
his "exquisite and subtle satire" (14C, pp. 21-23). Yet the recent
literature of Spain,fas exemplified by the Generation of 'G8, displayed
far more than mere stylistic strength. It revealed a natioﬁal
consciousness, an intihﬁte connection with its ﬁeople, and.the meaning
of that modern life its writers captured, interpreted, and criticized.
Spanish writing, in facf, presented a specific Ygri§Q§¢Of.that general
inclination toward humenity and‘éﬁéﬂwdrld whichlDﬁblin;termed'"Latinitét"

with respect to the novels of Balzac and Proust (AzL, p. 370). Dos

. . P )
Passos' approval of this integration of literature in tus liﬂe:@$$ .
- 1 ‘

.spirit of the time did not endorse or imply imitation. Instead it

apprehended Spanish literature as an object lesson for American writing
which was presently dominated by "vague grand ideas" (RRA, b. 131) and

by facile, prolific wrilters and novelists who made no "attempt to feel

and ‘express directly the life about them.and in them."18

.

., The effects of this condition were pervasive in fthe arts., For
[EER I L B 5 g

"

~
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Dos Passos they were only too cleerly evident in American theatre, in
which he had a particular interest even before his pOSt-Mgnhattan
Transfer involvement with mhe New Playwrights Like D&blin, Dos Passos
proved sharply critical of the rampant’ comm§r01allsm and the audlence
attitudes 1nfluenc1ng theatre repertory\ e\also neserved his most
pointed remarks for the purely exterma;/felatiomship most of its
contributors had with the period. 1In 1923, for example, he charged,
"The New York theater today hes no more to do with the daily existence
of the average New Yorker . . . than it has with the pigtail of the
living God at Lhasa.’ Tpe burlesque_shOWS'eﬁﬁ even the moQies ere much
closer,"19 a statement w;th stromg implicemions for his own theatrical
,efforfs that is equally reflective of the stance he had edopted vis-a-
vis non—drametic writihg.
o _With only a few exceptions, contemporary WTi§ers and novelistsz

in particular, had still not "cleared the shdals, " ag asserted in a

1922 review of Cummlngs‘;ﬁhormOus Room. They hac yet to tackle subi@n &

matter with profound Lm%??gatlons for the manner and mode of wrltlng,
f;yet 'to fuse the.soggy disJointed complexity of the‘industrial life
~bout us into seethlng r1uid oficreation" (pp. 98-99). For.Dos Passos
“fvﬁgée ‘unwillingness to embark on the voyage was .construed as the frequent
.feluctance to Jeopardlee‘financial and popular success. In its own way
‘this root cause was no lews troublesome than the ones lamemted by |

Doblln since, as Dos Passos had maintained, "There has never been
b ) b]

great art that did not beat with'every'beat of the life around- it"

(1kc, p. 280). This pronouncement in a letter of February 17, 1920 was,

in fact, a rejection of aestheticism and was voiced in commentary to
. . ! . . .

. . . : : v
. - . A .
t ’ S - y; :
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Dial editor Stewart Mitchell about his magazine's January 1920 issue.

The number was pervaded by a "faint British perfume" (Idem.) and was

generally unrepresentative\of the tendencies in American literature
Dos Passos Had hoped to see exhibited in the Dial. 1In ité present
form the maéazine displayed an."Art for art" or;entation with little
recognition of the life around it now dfamatically imposing itselfbon

the senses and consciousness. It was this imposition which was ultimately

P

to effect artistic innovation for Dos Passos.

P

As he was receptive3§o change and experimentation, Dos Passos
wag_equally cognizant of widesﬁread resi%taﬁéé“tGVit, that "peevish

v

howl £, Di)A and surprise" which arose "when any one commits anythin
: ! - i : S anytning

novel the arts." But "novelty" was never an end in itself™ Moreover, ‘
i .

the ‘sense in whifh Dos Passos employed the term in his "Off the Shoals" ~ |

review was closely akin to the usage of "modern" by D&blin. Writing

RESTERRY S o . K2
as "Trust" in 1909 on thexgeréral.‘response to the work of the "modern”

RN

artist, that is, the one .who experiences the soul of his time and trates

out its rhyﬁhm:)Dﬁblin had explained, "In ihrem Erstaunen {ber ihr

Aussehen nennen-sie den Wahren bizarr, und hypermodern, wenn Ahnungen

w

der Wahfheit sié unsicher machen. Aberbdie unbedenkliche Million deckt
ihren Abscheu vor der Wésrheit zu, indem sie den Modernen fir verrilickt
erkldrt. Sie alle gllher “ir die Kunst von vorgesﬁerm und halten den
flir wertvoll, der Anerkanntes und Bekannteslagiieutlichsten gruppiert."
. o B .. |

Dos Passos'“¥nthusiasm for, artistic innovation dated back to his last -
years a£ Harvard (i9lh-l6). There, through Edward Nagel: tkg sculptor -

Gaston Lachaise's stepson, Dos Pagsos was introduced to what he retro- ~U- a7
- ? H R

spectively called "the world of 'the modern'" ahd."the excitements and

» C e
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the experiments of the school of Paris": French editions of the Russian

novelists, D. H. Lawrence's Sons and Lovers, copies of BLAST, Eliot's

early poems. After such initial exposure, "Diaghilev's Ballet and the v
novelties at the Boston operas and the Armory Show did the rest" (BT, |
p. 35). ‘Once whetted, Dos Passos' eppetite was further stimulﬁted

through the>war'and_Phe 192bs by direct and indirecﬁ contact with the
works of Strévinsk&, Picasso,_Juan Gris, Cocteau, fudovkin, Eiseggggig*////'

Meyerhold, Plscator, and the Mexican muralists during hlS frequent forays

abroad. Later in llfe, at lea%t com the evidence of The Theme is,
» ¢

Freedom (1956), he explained these "new methods of expreesion" as

1

last blooming" of the nineteenth century‘'s artistic revolts. An earlier

assessment prefacing his published translations of Blaise Cendrar's

v

poetry (1931), however, was somewhat more effusive about "the creative?

tidal wave that spread over the world from the Paris of before the last

"

Buropean war." Here he observed: - . e \

Under various.tags: futurism, cubism|, vorticism, modernism,
most of the best work in the arts in our time has been the v
direct product of this explosion, that had an influence in its |
sphere comparable with that of the October revolution in social
organization and politics and the Einstein formula in physies.
Cendrars and Apollinaire, poets, were on the first cubist
barrlcades with the group that included Picasso, Moalgllanl
Mar tti, Chagall; that profoundly influenced Maiakovsky,
Meyefhold Eisenstein; whose ideas carom through Joyce, .
Gertrude Stein, T. S. Eliot (first published in Wyndham Lew1s s
[sic 3 "Blast"). The music of Stravinski and Prokofieff and
Dlagdleff s Ballet hail from this same Parls already in the

v diggntegration of victory, as do the windows of Saks Fifth
ggiue, skyscraper furniture, the Lenin Memorial in Moscaw,
th% paintings of Diego Rlvera in Mexico City and’ the newrltz
eﬁ&les of advert1z1ng in Amerlcan magazines. 2 [

Dos Passos' rapld fire summation descrlbes that klnd of art whose
0

P

ol

. modes. of expression did correspond to the life around it. In the poetry ': .




ndﬁ?rs, an antedote for both the post-Imagistic lapse of American
- into "parlor enterfainment for highschool English classes" and
.s creators' absorption in "Library philosophies vaguely favorane to
fascism, pederasty and the snobmysticism of'dying.religion," this‘same
preﬁace (p. viii) praised avery particular example of art thch "beat
_with every beat of the life around it." it was, as also described in.
a 1926 Saturday Review pieee, ﬁhat music and human rhyphm created from

N « -
.

the raw meterial of an "age of giant machines and scuttleheaded men."

Here Dos Passos comes much closer to DSblin than to some of the named

participants in his tidal wave.' (That movement, of course, engulfed
- l : R
DSblin by virtue of the "D&blinismus” displajed in his Sturm pieces.-.

|
|

It had most certalnly been admlred by both Apollinhire’ and Delaunay

|

It most llkely drew the approval of Marinetti as well SIer he and
Ddblln had heartily agreed on the need For unadorned dlrectly expre531ve

writing durlng their 1912 meetlng in Berlin.) Whlle Dbblln subscribed ]

¢ )

to the. w1despread formal revolutlon in the varlous arts, he came to e

.view some of its literary manifestations less: than enthusiastically. {

To phe.aforementioned reJectiénAQf Wortkunst-Lautkunst can be added g

negap§ve{response tO'Marinettfs poetic program for extreme eyntactical

/
A /. _
COndensabion Apparently reactlng more to the sample of Futurlst / v ,

\

literature attached to the manlfesto the Supplement Bataille P01ds'

SR .
'”+ Odeur than to the mam,festo 1tself Doblm percelved tJlt llttle
Q‘\

orlglnallty and scant,unltj‘éf f1guratf¥e language $he'Ita11an s

propos&ls produced only fragmentatlon and abstraetlon let alone the’

continued poetlc exalt%tféh'of'such ganzllch alte blnge w1e den Mond

Kanar1enVogel und Nachtlgallen" (AzL p. 79) in theinew llberated
. : - A

.A‘,}» .

RN
RERB



.22 U : g :
forms. True artistijc revolution .+ ! involved the change in

subject as well as in form, the fin: ~ru! . being one where externals

. ,
were determined by an-inner necessity of the material. For this ﬁi?son

v

he appreciated Kafka's languagé ih Der Prozess and Das Séhloss and

opposed the kind of cultivated "style" which called attention to itself.

. -
He did so no less, however, than Dos Passos, who irejected the notion
of writing "for style" and dismissed stylistic cultivation as "a subtle
art to be practiced for its own sake" (14C, p. 181) while struggling

with his early war novels in 1918.

t
i

Cures for the ailing literatures clearly required more than the
application of ‘external relief. In the period frdm which Manhattan

Transfer and Alexahderplatz emerge, they were also to involve more than

the presentation of new subject matter in as direct and'expressive a

manner as possible. They embraced the correctives of interpretation

*~ .

and even judgment. "Jedes Kunstwerk ist Darétellung und Urteil" (DM,

p. 83), explained Linke Poot in the February 1920 "Revue" which appeared

in Die Neue Rundschau. The statement was made with regard to Theodor
Fontane's ‘late nineteenth-century novels. These works, in D3blin's

opinion, betrayed no hint that their author saw or understocd whaﬁ was

developing outside the comfortable world of the Branaenburg vir Berlin

23

gentry and Blirgertum within the metropolis itself; As was to be expected,

. Fontane washed ashore with hié fancifully concocted idyll which was
overturned in 191k aﬁd finaily destroyed in November l@lS»(Q&; pp. 82-
Bh).. bos Passos' Febru. .., 1920 rebuke of his contemporary and friend
for the 2i§!;3 "l'art pour l'art" stance arose from the unaerstanding

that writing involved both the representation'and evaluation of that



life which "beuat around it."  What that life was and the consequences
to be drawn from it became as much a non-artistic preoccupation as an
aesthetic one for both Dos Passos and D8blin. It assumed a particular

urgency through the examples of recent history.

.

A"



The Centuries Split Apart: New Perspectives
and the Lessons of Contemporary History

v
The tremendous impact of 191h418 and its aftermath upon artistic
sensibilities-is by now a commonplace acknowledgment. For all that,
it is still important to recognize essential distinctioné among varied
respon;es to what was not only a périod of war waged in unprecedented
' ménner but also one of revplution wifh equally profound international

implications. T. S. Eliot's 1923 description of contemporary history

as an "immense panorama of futility and anarchy" which could only be

L S

ord; i shaped, and given meaning by myth may be taken as
a c. steristic Mbdérnist atfitude among certain Westerﬁ writg;s at

the time. But it is not by any means the exclusive one. Nor would it
be accurate to interpret'as the typical artistic gestﬁre that neutrality
.adopted by Joyce, jThis particular denial Af con?empora}y history i
.reveals itself, as Peter Egri noteé, in threé volumes of published
correspondence marked by pﬂé absence of any real reflection of the
period beyond a negligible number ofcminorvreferences.‘2h Without
ignoring the cact that{lesses, written between i9lh-22, is indeed a
response to,history, ft is perhaps best to view Jéyce's'gestureyas an
indexvof-the degree of disengagement sought by bourgeois'artists during
the period. 'Others assumed a somewhat different position, dissociating
theméelves from thre grimmer.aspects of the time; without that same

. disengagement-rejection. (For_some, like D&blin and Doé Passos, contem-
porary;b§story heightened their awareness of a changed picture of

experience to such an extent that the: »trugg.=d to interpret its

implications in a progressive manne: wi*' - so0lving the fundamental



i

cort "adictions in their attitudes.. .

During the years which generate Manhattan Transfer and Berlin

&

Alexanderplatz, it is D&blin who attempts a further-reachinginter-

pretgtion by going so far as to venture inﬁo metaphysicél‘formulations.
Becaﬁse we are concerned hefe with the representativeness of the route§
pursued by the two wriiérs, it is necessary to differ=ntiate between:
Dos Passos' preliminary definitions and D&blin's hymothetical solutions.
Both, however, were stimulafed by the Europeén cataclysm and the more
hopeful upheavals ﬁhich began in early 1917. Moreover, as the& tried

~ to achieve accomﬁodations in outlook, Dos Passos and D&blin simul-

- .

taneously sought to provide a rationale for their a.t. To the extent

»
r

that the two were preoccupied with the dramatic changes‘effeéte& by mass
industrial sociéty and -continuously wrestled with'the problem of
translating the individual'; role within.it, their concerns which
interest us are undeniably part of an ongoing development. Ultimately,
the conversions of the 1940s and 1950s, in the one case to Roman
Cathol}cisﬁ, in the other to Jeffersonian democracy and anti-Communism,
provided solutions. In'spité of their‘appearance as dramatic turnaboUTs,
these conversions are not éut of keeping.ﬁith the e:sential nature of
the search for appropriéte outloock undertaken.by ¢ither DSblin or Dos’
Passos.25 Towérd what projected itself as an apparéntly materialistic
age, both maintained a cénsistently non-materialistic orienfatiqn. From
1916-24 and 1917-28, however, the; sought:to transcend this materialism
with the different perspéctives engender%d by another sgt‘of historical

particulars.

In an_unpubli§£;; typescript among his literary remains, an
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autobiographical contribution apparently authored sometime between 1929
and 1932, D&blin made an interesting claim. For all its shifts in
‘ W

emphasis and locale, his major work, beginning with the "Chinese novel"

Die drei Spriinge des wang-lun ( (1915) through the latest publication,

ﬁggxanderplatz, had the same impetus. It was 1nsp1red by observations
and conclﬁsiéns drawn from a life whose collective, industrial, and
technological.charactér had precise ?mpiications for the indi?idual and
sociét&; ' quch observations and conclusions derived from the 'native
soil"™ of all his work and thought. it was, in short, that Berlin of
factories, the most horrlﬁle blocks of tenements a prevailing work

ethos void of pleaSure,‘a disappearing individual, and theuemerging‘

) 2 . . ' . .
masses. 6 Admittedly, some caution should be exercised with respect

«

to any writer's“aftérthoughtﬁ‘about earlier work. With DSblin and Dos
Phssoé, both of whom underwent rather important changes in emphasis and
subsequently prévided éxﬁlanations of earligr writing colored by more
refently acquired religious or political convictions, a circumspect
reading of retrospective interprefations_is especially advisable.2
Réiatively close in time to the work it describes, however, D&blin's

statements—-first published in Manfred Beyer's valuable spudy of the

genesis of Alexanderplatz--offer a fgirly accurate gauge of the
prigrities of his pre—exiie period. In partidular; they reveal what
engrossed DSblin in the 1920s, the physiognomy of a new age.

Its speqlflc features and dominant aspect proved no less

compelling a subject for Dos Passos. Before leaving Cambridge, he had

interpreted both in a kind of companion piece to his 1916 critique of

 American literature. The interests voiced in "A Humble Protest™ are
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essentially tho:ie which continued to abéorB'DosfPassos as his-thinkrng

e

-

and expression geined clarity and precision in the next decade, although

.in tone and tenor they are more clearly related to Manhattan Transfer

than the subsequent trilogy.28 More important, the essay anticipates

that basic contrast between his ‘and D&blin's mode of apprehension which

eventually differentiates Manhattan Transfer frovalexanderplatz.
Reflecting the broad self-critical tendencies among U.S. intellectuals
and artists durlng the. decade’, the 1916 "Protest" is far more. than the -

rejection of industrialism by a Harvard aesthete, a category into which

Dos Passos never exclusively fit, as even its originator, Malcolm Cowley,

29 The essay projects a broad overview which recognlzes

conceded.
progr9531ve developments in the history or Western c1v111zatlon and

scknowledges voth the inevitability and desirability of constant change.

It admits, fo1 sxuprie o oan importance of scientific and technological

achievements from the Rersissance onwards and cites such cignificant

‘consequences for human life as the enormously reduced dependence upon

‘natural phenomena through the increase in positive knowledge. > It grants

as well the more recent impact of evolutionary and atomic theories on
human thought and activity. At the same time, from a general humanlsflc
standp01nt Dos Passos advances the de51rable presence within chanée

and flux of absolutes, broadly conceived as'the.effects of ideas andv
institutions on human potentialvand the condition of society at larée.
With the replacement of this criterion by thatfof scientific and
technoloéical progress per se, a perversion and reversal of the
progressive development had occurred.

According to Dos Passos, the results of the regression were

-
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- evident in the physicaily and gpiritually demoralizing effects of
industrialism and its attendant materialism. Through the removal of
the‘human 5eing as the"center of focus, the vision of life which emerged
' 'was an overwhelmingly negati-~ one. I£ revkaled “he destruction "of
the capacity of men for living, for the fathoming of life, for the
expréssion of lifefv(p. 120;, the increasing ugliness of human
surroundings, and a very ohvious form of bonéage: "Under industrialism
the major part of human kind run-< ‘n‘n vicious circle. Three fourths
of the world are boﬁnd in.eCCnJmic slavery that the other fourth may

in turn be enslaved by the tentacular ines:zentials of civilization,

or the'prGHuction of which the lower cla.=<s have ground out their
“ives" (p. 119). _Obviously, what was r.eded wés a restorﬁtion of
balance for a picture which now included that reversion to barbarism
epitomized by the war raging in Europe. As of 1916 it struck Dos
Passos as a conflict initiated by the chief exponent of European
industrialism, Gérmany.

The presegf tense thrust of Dos Pa;sos'.argument, with its
correlation bétweéﬁ‘tﬁefwar and‘industriglismj is siénificant. Shortly
aftérward the impressions of "A Humble ?;otest" were to be more sharply
defined by actual contact.with the war. But evenAfrom tﬁé security gf
Cambridge,.whe{e Dos Paésds held ambivalent opinidns about Europe's

war and Americ&n participation invit, he saw the conflict as the most

dramatic proof that life and experience had chaﬁged. THis is clear

from the shorter 1915-16 - contributions to the Harvard Monthly. 1In
the 1915 "Evangelist and the Volcano," Dos Passos maintained that

Americans, viewing the conflagration from abroad, displayed attitudes



. .o .
indicating that their minds were "so clogged by a long course of the

~sentimentdl breﬁudices and other quack medicines of the nineteenth
century that we don't realize we are in the twentieth:" Never#heless,
it was a new and diffe- :nt age. The war, as he expressed it in a

1916 "Book Review,'" had "split the centuries aﬁart.“3o
‘ In é certain seﬁse this realization was more prbfoundly
;xperienced by DEblin. Unlike Dos Passes, the German did not explicitly
ﬁharactefize the new form of life and experience outside ficpibn until

Lhe postwar period. He Had indeed sought to confront it earlier, as

he explained in his post-Alexanderplatz typescripf explanation: “"Ich

sah, wie . . . der Einzelne verschwand, wie es . . . nur Tédtige und
leidende Massen gab: das grosse Kollektivum, eine Vq}ksmasse in einer
revoldtionﬁren Bewegung zur Abwdlzung seiner Not, das war dec.: Thema
meines ersten Buches, schon vor dem Krieg. Der Krieg kam, ich Eér in
Lothringen im Seuchenlazarett, ich dachte nach und schrieb in einem
andern Buch von den eisernen Krédften des Krieges, und wie es m&glich

n31

ist, zur‘géwaltlosigkeit und zur wirklichen Ordnung zu kommen . The

. . s
lessons of contemporary history, however, were to provide impetus for

a somewhat different approach with significent modifications in

ﬁersEﬁpt{;g/;;;m\those distinguishing his Wans-lun‘and his-Wallenstein
(1916-18/19; pubiished 1920). a ’

Neither D8blin nor Dos Passos participated in active combat
during the war. Yet before the'armistice“was signed; D5blin's service
as a Home Guard physician attached to an infantry bﬁrradks military

hospital in Lorraine and Dos Passos' experiences as a volunteer

ambulance driver for Norton Harjes in France and the American Red Crcss

] Bl
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in Ttaly, and as an enlistee in the AEF Medical Corps had convinced
them both of the wur's senselessness. InJaddition, they were aware of;
the startling contradictions between Justifications for the enterprise
and its day-to-day reality. Before D3blin's discharge, he had

'

experienced the surprising lack of belligerance on the paert of ordinary
P

recruiis, the petty boredom of military life, fi%sthand accounts of
suffefing by German troops, and the stéad; bombafdment of nearby Verdun.
He haé al;o treated the wounded and witnessed thé physical and emq}ional
haioc wrought by air attacks. Similariy, for all the'off;hour 1uxgries
afforded DosiPassos‘by his "gentleman volunteer" status; he was clearly
affected by his amMﬂagce-driving encounters with frontline poilus
displaying no apparent héstility toward their Germagzcounterparts,
trench warfare, gas attacks, mutilated bodies and spirits, and the full
.display of bureaucracy, indoétrination, and even corrupti;n making up .
military life'}n the Alliéd armies.32 |
Such graphic evidence helped quickly dispel some of the
preconceptions and biases held prior to actual éontact‘with the war.
Despite the generally anti-iﬁperialist, anti-materialist c:zst o~ his
Monthly editorials and his ambivalence and indecision during that
campaign for American "preparedﬁess" which intensified after the war's
outbreak, Dog Passos was not free from the influence of stories

circulating about unSpeakable'Hun.atrocities. Moreover, he defended

the view promoted by Robert Herrick in The World Decisiqg (1916)'that

the war was a confrontation bétween antithetical Latin and Teutonic

/ ,
ideals of European civiliza,tion.33 D6blin went a bit further. In an
: P
apparent burst of patriotism, he volunteered for seérvice in either



Belgium or France shortly before his call-up and ‘defended the German

::~~he111ng of the Red Cross-protected cathedral. The 1atter dluplay of

Pru551an nationalism materlallved as "Reims," an artlcle for the

December 191k issue of Die Neue Rundschau. It exalted German cultural

guperlorlty over the French and Engllsh imperialists .and drew from

jKle&st' HermannSschlacht for- references to Teutonic revenge upon Romans,
o : : sl S .
of an earller age'- Moreover, it gave credence to'current antl—Allied

[

propag&nda. - The blockading British weré depicted as perpetrators of

"

famine upon innocent German children; the French as revenge—seek{ng"n
exploiters of their Senegalese colonials for a host of "une}vilized"
purposes, not ﬁbe least of these the rape»of German women. D&blin was
not compietely cﬁred of somg.of these unattractiveqnotions four years
later, as is attested by the racial slurs in his "Drei Demokraten," an //
attack -on the democratlc fagades of‘Brltaln and France that was also
an offenelve a&alnst the greedy and loutish "American mammmoth."
Nevertheless, his-attitudes, like those of Dos Passos, underwent
significaﬁt revisions.3h ]

‘By’fhe summer of 1917, the American had ceased talking of rival
‘ideals and conflicting civilizations, He>fixed instead on the discre-
‘pancy betweeh-domestic U.c. jabbefing about atrocities and the actual
amount which oeeurred pvefseas. He stressed as well the common greed,
etubbornness, and sheer‘stupidity of the Allied and German governments
responsible for sustalnlng the war (th p. 98). The connection between
the war and the consequences of industrialism and capitalism, however,

was one he continued.to remark. This is evident from the period's

diary entries anq correspondence, ‘particularly to his friends Arthur K.

oL
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McComb35 and Josd Giner Pantoja, both residents of neutral Spain. To ..
"pepe" Giner, in that 1918 letter intercepted by officials which brought
about his eventual dishonorable discharge from the Red Cross for "pro-

German sympathies,' Dos Passos explained that his prior illusionsvabouf
the war had crossed thevriver Styx. As he reiterated the corre]ationw
between the war and enslavement to profit and industry, he also remarked
on the triumph of plutocracy in an America now fully engaged in the
conflict (14C, pp. 150=15l).‘ By the next.year, D8blin, if critical of
the Versaifles‘Treaty's punitive characterz was also looking beyond the
Allies and allocating an equal. share of guilt for a senseless war,
1ittle connected with the people who actually fought it, to forces
within the German Empire itself. Those culpable parties controlliné
and supporting the miuxarists,,he cleimed in "Die Vertreibung der
Gespenster," were to bé found not only in government, but in industry
and the chirch as well.>? |
.'Tﬁese assessments of tye? collective experiencegyhich Jolted
even inaifferent observers,out‘of their nineteenth-century slumbers

were integral to the two writers' increasing social commitment ih the

postwar years. The war itself influenced a certain prise de conscience

»

1
.

on the part of D6b11n and Dos Passos, who commoﬁly"saw'in it the

subjugation and manlpulatlon of the populatlon by the ruling classes.
No less important for them however was tpat perlod ushered in by the
o

events of 1917 which brought far more than thiowarvs turning p01nt.

terms with contemporary

s

- ST
Both Ddblln and Dos Passos attempted‘ 5e;§§%§

P

history beyond the exampié‘of desﬁtvctlon prOV1ded by the war. This

/

' is evident within JournallsX1c wrltlngdwhlch .is consistently marked by

N ’ i



an articulated social stance even when specific spnial issues and

political topics are-r immedinte ~oncerns. Through their efforts

to define the implications of this other verifica* sn of a new reality,

the two demonstrate ehebgegree to which tﬁey individually sopght to

order moderﬁ and contemporary experience outside their fict >n. Equally

important, they reveal the extent of their,preoccppation with tﬁe questions

which assumed proeineﬁce for all self-conscious Westeyn writers whdo had

hot yet turned their backs on the present. Posed by Nblin ih the 1020s,

the questions were none other then "Wie sollen wir leben, wie sollen

'wir handeln?"37 In the case of D&blin an& Dos Passos, such pre-

occupations ineluded the recognition that far-reaching socigl‘ehange,

indeed revolution was in order. Neither one, however, managed to proceed
’

beyond this understanding with either an acceptance or successful

formulatlon of a practlcally realizable program for the transformatlon )

they urged. This 1nab111ty, one which characterlzed Dos Passos even

beyond this perjpod of preliminary definitions through the conclusions

-

of 1926-37, is, of course, shared by numerous othe:_writers of the
period. For D&blin and Dos Passos both of whom sought a rationale for
their art out51de purely aesthetlc boundaries, it was to have reper-

cussions in artistic production.

‘As he perceived that Germany's real enemy existed "doch mltten T

im Land" (S, p. 75), within those 'forces of feudalism dominant in \
government, church, and industry which perpetuated the population's

spifitual and economic enslavement, D&blin considered that it was

h

B

essential once and for all to be freed of such "ghosts." Moreover, in

that early 1919 advancement of this position, "Die Vertreibung der

96
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Gespenster,"” he also asserted: - "Kaum ist schon Zeit zum Neuaufbau.
Gaﬁze Pyramiden, der Moloch des Gestern fordert allq,K?Efte"‘(gﬁ p. 82).
Dos Passos was no less convinced of the necessity for new "edifices.'"
‘In continuing to talk of spiritual and economic enslavement, he found
ﬁis "Humble grofest" observations gloomily corroborated during and

immedigtely after the war. Nevertheless, he also expressed the be_ief

-

‘that an effort for change had * > come, "perhaps out of the great stupid

mass of America" (14C, p. 180). It would clearly have to be one which

countered the devastation with the creation of different structures.

A diary entry of August 30, 1918, for example, finds him writing of the

need for a "new Contract Social," a "balance sheet between the power over
the individual of a national govérnment and the good to the individual

of a.national government." He continues: Something must come out
explaining in terms that the simplest person will understand that all

the rights so many éenturigs ﬂavé bled - struggled for, the rights of
the governed against the governors-—-at the present day are so non-
eéistent as to leave no inkling in the mind of anyone--and yet they have
existed and they shall existZ-The incubus of the 0ld man of the sea c.
national government must be thrown\off; as the in-bus of_feudalism and

the incubus of religion have been thrown off--But God, have they? Have: 't

. they merely appeared in new form" (1llcC, p; 208)7

55 - .
nd how, was unclear. When, in

v

. Exactly what was to be done,

\

One Men's Initiation: 1917 (1920), Martin Howe reflects "We must find

a way, .find the first step of a way to ¥freedom n38 the character is-
y v B L]

obviously acknowledging the concerns of Ris creator as well. The kind

of mental ideologiceal dialogue engaging Do “Passos at the time is



perhaps nowhere better expressed than in the novel's ninth ohapter

with its Freech farmhouse kitchen exchange between Howe, the war-

fatigued American nmbulance driver, and the French repfeSentatives of

ﬁnnrchism (Lully), socialism (Merrier),“revolution (Dubois), and their
‘ i

Jesuit foil (Chénier). Sketched out by Dos Passos in September 1918,

when it still belonged to the unpubllshed Seven Times Round the Walls

of Jericho (1917-22), "The great discussion" (1LC, pp. 209—211)

schematized those alternatives-whiqh might restore balance to that

1.

life described in "A Humble Protest™: the rejection of all tyranny,

single or multiform; disorganization and property abolition;

reorganization "from the bottom" oppressed lower classes; and physitcal

’

liberation combined with retaliation against the oppressors. Within
! v t

One Man's Initiation,the hope rekindled in Howe as the issue of the

discussion is offset by the grim conclusion's acknowledgment of the

deaths of Merrier, Lully, and:Dubois. If often vague and effusive, Dos

i'Passos' own dialogue was somewhat more'bpen-ended. In this last

quality it contrasts with the relative conclusiveness of the formu—
lations arrived at by DSblin.

The pOSSibility of change had impressed itself upon both writers

. by the events coinciding with and contributing to the war's turning

point. THe forced abdication of the Czaf on the fifteenth of March was
L ¢ .
greeted with enthusiasm by a war-weary D5blin. He welcomed the first

phase of the Russian Revolution in the Augusﬁ T917. Neue Rundschau with

"Es 1st Zeit!" Only in years to come, . DSblin declared here, would the .

_war's legacy fully emerge; for the present generation it would

suffice torinterpret what had transpifed several months earlier in



Russia.‘ Antiéipated by her writers, notably Tolstoy and Dostoévsky,

the Russian events were more momentous than their eighteent) century
French predecessors. "Diese riihrenden Befreiungen von.Eingwhcrkerteg,"
this "Riickkehr nach Jahrzehnten aﬁs dem Elend" (S, p. é?). What is more,
it had profoﬁhd sigﬁifigance for Germans. Unlike the long years of

peace, the war had forged a Volksgemeinschaft.. Created from thosg mutual

[
intefrelationships indispensable to the waglng of war and from the

_—~
a

A ¥
1nev1table soclal equality imposed by death, this Volksgemeinschaft,

the product of danger and distress, existed as potential in the conscious-
ness and experienqe of its members. Ip remained for all’ those sharing
re§ponsibility for the war, pafticularly those closeted in the
préfessions; to now emerge from their ﬁiding places and to respond to

the new ferment in the world and to the imperative ideas arising as the

A
-

war's legacy. or D&blin, more than anything else, the generalized
51gn1f1cance of the Russian Revolution was of paramount 1mportance
Even by 1919, when his rejectlon of violent class w;rfare and the
dlctatorship of the proletariat led him to oppose.much of Lenin's program,
DSblin continued to speak of the "happy awakening of the Russian
‘Revolution." As Linke Poot he conceded without hesitation that Lenin
might Qell be "ein blinder Gewaltmensch" and author of a tyrannical
system; nevertheiess, long after his death, Lenin's work, "die Zertriim-
merung des Zarismus und seines schamlosen Anhangs" would remain.39
DGblin's conclusions find parallels in the essential open-
miﬁgednessAand recéptivity marking Dos Passos' attitudes of the peribd;

lee D8blin, the American avoided idealizing the Russian 51tuatlon

particularly durlng the civil war of 1918 22 Despite the qualifications

SRR



he retrospectively imposed on his earlier entﬁusiasm——qualifications
significantly influenced by the combination of Stalinism and a Communist
betrayal of the Spanish Republican cause--Dos Passos very obvidusly
viewed the Russian development as one of far-reaching and hopeful
implications between 1918-24. The negafive‘and threatening associations
a complete é‘xm,le of thoroughgoing social change held for those in
control in the west did not escapeig;y. He understood, on the one hand,
the motivatién for the rampant , incréasingly ugly anti-Bolshevism in

the U.S. (lﬂgﬁ pp. 209, 276). Through his experiences in Spaiq and even
in Pdrtugal, Dos Passos also grasped the reéeptivity of peasanfs and
industrial workeré to the Russian quelopments. As a correspondent for

o

4
the Daily Herald, a British Labour paper, hi- initial contact in the

autumn of 1919 with his paternal grandfather's homeland was far from
impressive. Nevertheless, he managed to see positive evidence there
in Porfugal; Several months later a Liberator article commented on
wofker and‘peasant interest in the sp?eading "stary of Russia," and
claimed that "in Portugal, as everywhere in the world,.the giant stirs
in his sleep."hO |

Much as with D&blin, it was largely the meaning of the Ruééian

|
|

Revolution on which Dos Pa;sos fastened. The observations made during
his brief exposure to its actual consequences reveal the emphasis. In
August 1921, Journalistic coverage of the efforts of Near Eastern Relief,
an organization working with refugees from the most recent Greco-Turkish
conflict and the lastest invasion of the Caucasus region, this time by
the Red Army, brgught Dos Passos into what subsequently emerged as the

Georgian S.S.R. 1In articles for the Liberator and the Freeman, he

~
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convefed mixed reactions to what he saw: searing criticism of Fhe
Y
American. "humanitarians,” praise for the constructive preliminary
advances in education and culture under the new Soviet government
seated at Tiflis and Batum, recognition of the sense of dislocation of
an ethnically diverse population in a still unstable atmosphere, and
an aversion to the methods of the Cheka in its counterrevolutionary
campaign. Prudently avoiding any premature conclusions about hi;}brief
stay,‘howevezg Dos Passos confiné@ himself to general reflections. The
B .

much dreamed about "wind out of Asia that would blow our cities clean
of Thingglthat are ou; gods, the knick—knacks.and the scraps of engraved
paper and the baées and the curtain rods, thé fussy Junk possession of
which divides poor man from rich man, the shoddy manufactured goods
that are all our civilization prizes, that we wear our hands and brains
our working for" had, in fﬁct, "blown "Russia clean." Regarding its
outcome, he queried: "Willvthe result be the same old piling up”@f.
‘miseries again, or a faith a;d a lot of words like Islur or Christianity,
o?fwill it be someghing impossible, new, unthought ~f, a life bare and
vigorous without being savage, a life naked and godléss where goods
and institutions will be broken to fit men, instéad of men being ground
down finé and sifted in the service of Things‘?"ul

-Other glimmerings of the "something impéssible" had appeared
further west, in Spain.’ Prior to his war experience, between late 1916
and early 1917, a ,oung Dos Passos, whose predilection for things
foreign was not entireli & symptom of romantic escapism, had encountered

‘there what he described in "Young Spain" as a contrast with "the restless

industrial world of joyless enforced labor and incessant goading war"

s
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(p. 488). Tts people's domiﬁant trait, thét "strong anarchistic
reliance on the individual man" (p. 476) was a weakness insofar as it
translated itself into fhe cross—purposés of separate communities‘and\
centralized power, the lack of agfeement on revolutionary aims in
Catalonia, Andalusia, and Galicia, and elsewhere in thqt des§airing
inaction which cauééd "Spaniards to remain under a government of
unbelievabiy}corrupt and inefficient politicians" (p. hBlj. At the
;amg,time this anarchistic individualism was that very source of strength‘
responsible for thé’"seafing social criticism of the modern wérld in |
geﬁéral'and Spain in particular" which characterized the Generation of
'98, those intellectua}s and artists Dos Passos saw "piecing togethér
the tattered shreds of national consciousness"v(p. L82). 1t appeared
to him as a consciousness which §és not "wholly in the present
capitalistiq-patriotic sense, however, but something more fruitful,
more local" (p; u82), |

Of his 1917 attitude toward the exaﬁple of Spain, Dos Passos
observed seven years later: "the fifst thing you did every morning
was still to look out of the window go see if the great revoiution_had
burst with the dza.wn.”u2 Frpm the theatre of war it seemed to him tha£<\
this revolution was a Spanish imperative. The 1918 letter to Pepe Giner
asserted that it was for those in ‘countries outside the baftle'fo take
up. modern civilizatioﬁ's struggle for progress, a struggle for which
Spain, like Russia, displayed & potential. This set Spain apart from
the warring industrialized nations. Conﬁequently, it was for Giner and
his compatrioté, who could make revolutions either "tranquii;emenﬁ ou

tumul tueusement,"”" to evolve a purpose for "la vie de nos Jours" (1kC,
. =



pp. 150-151).

. By 1920 it seemed that the imperative was realizable. Postwar
coverage of "Farmer Strikers in Spain" for the Liberetor and reflections
on "Andalusian Ethics" for the Freemen,hg reportage suoeequenfly incor-
porated into Rosinante, find Dos Passos realistic and also opti%istief
about the agrarian agitation among peasants in Andalusia where "As
everywhere else, Russia hus been the beacon-flare" (RRA, p. 109).
Tracing the movement's‘inception from October of 1918, he deemed it
onebnessarily paral;el to the struggle for coﬁ%rol of indostry until
the emergence of a stronge; community of intereé%s between agricultural-
and industrial workers. Nevertheless,' the relatively recent cohsﬁiousness

Q

which had "begun to form among workers of the soil fhat ft is possible
for them to change their lot" (RRA, p; 509) presaged hope. Specifically,
it signalled to Dos Passos and to Spaniards themselves that Andalusia,
with Cordoe its center of organization, would be at the forefront of

the agrarian,regglution comprising part of the general movement‘which
would make "a clean sweep of Spanish capitalism and Spenish_feudelism
together" (RRA, p. 113). Clegrly, for Dos Passos himself the Spanlsh
development 51gn1f1ed the breakthrough of potentlal alternat1ves to the
feudalism and capitalism beyond Spanish borqers as well.

Unlike Dos Passos, D&blin did oot have to look outside his own
country for anticipations of change. Although it ushered in no ‘more
than "an intermediate semi—revoll.{tion"hh at beét the autumn of 1918
1n1t1ally seemed to 1ndlcate that g German counterpart for the Russian

"awakening" of 1917 was at hand At its outbreak Doblln was geographl—

cally remgved from the specific sites of revolutionary activity. He was,
& c ,



however, ablé to gauge something of its effect in favorable'Alsatian
reaétiohs to the October twenty-eighth sailors' muéiny‘at Kiel and in
thé chain of events precipi£ated by that insurrecti n.h5 Back in Berlin
before November had ended, he had the opportunity to\witness mueh of

the three months of turbulence which attended the fall of the Empire

\

and the rise of the Republic.

1

DSblin's return to civilian life found him commifted,to a

A
o

- .

socialisn he had welcomed as progressive and necessary in 1917 during

the first stage of the Russian Revelution. Tt also found him assessing
the potential for its realization through the impact.of the November

Revolution and the establishment of the Republic. Utopian and pre-

Marxist in-‘its case, the socialism D&blin advocated embraced a liberating

social reorganization. It proceeded, however, from an intellectﬁél,
as opposed.to a political and an economic, transformation. In effect,
the November Re;olution, as he claimed in the 1919 "Dﬁm;erung," "hat
nicht Republik,,Demokratie,und‘Zivilismus gemacht. Sondern’die

MGglichkeit dazu™ (S, p. 112). Another Neue Rundschau pieces the.

January 1920 "Republik," expressed his Wiews in some detail. The
desirable goal of the Revolution was the materialization of that great
idea born with ethical éocialism, "Diese Idee der stezatlichen Gemein-
schaft und des menschlichen Zusammenhangs, die éﬁgolut’unwiderstehlich
ist" (S, p. 123). For the achievement of such ends, D&blin recognized
a necessary evolution bf the state: "Die freie Staatsform, in diesem
’Augenblick uﬁd béi uns nur die Republik, ist die Voréussetzung'zur
Entwicklung eines Gemeinschaftsgeﬁildes" (s, p.>123). Iﬁ the society

at large, however, the prerequisite was a new alliance of its,
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vopulation's middle and lower strata. Responsibility for this
‘realignment fell to that bourgeoisie to whom D&blin now addressed
himself: "Freunde der Republik und Freiheit. Her{iber nach links.

An die Seite der Arbeiterschaft" (S, p.\

126). Refusing to equate the
middle;class with those industrialists who created é teréible'new
form ofofeudalism'thréugh worker éxploitation (§$ pp.:114-115), D&blin
anticigated its awakening to the forces of progreés;-

DSblin did_not abandon his belief in a prise de conscience oh:

. . b
the part of the German bourgeoisie until after 1933. 6

The Revolution\ﬁ
A

\

\

‘\

and the Republic, howevef, fell far short of his expéctations even as
he was publishing his‘early COm??gtary on their true goals. In the
'face of mounting daily evidence-that the revolution had been cémpromised,
DSblin responded in two ways. On the;JE hand, he sharply etched the
outlines of a deepiy troubled Germany in which thé collapse of the |
Hohenzollern regime produced little else in the way of actual change,

and where the Republic proved to be only a "Germanmmasked‘bdll."

Nowhere is this more graphically demonstrated’than in his Linke

Poot iglosses for Die neue Rundschau between 1919-21, most of them

subsequently anthologized in Der deutsche Maskenball -(1922), and much

like verbal‘counterparts to George Grosz's .drawings from the same

- M

period. Complements to the Zeitglossen are furnished by a number of

Berlin vignettes under the Linke Poot pseudonym which appeared in the

Berliner Tageblatt and the Frankfurter Zeitung (1922-24), by numerous
contributions (most of them pré-l927) on social and political subjects

under DSblin's own name to Die neue Rundschau, Der neue Merkur, Die

Weltblihne, Die Welt am.Abend,:Die Stimme der'Freiheit, the Berliner

“0

_n
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BOrsen-Courier, and the Vossi¥tHe Zeitung, and by the Berlin theatre

’ 2
reviews for the Prager Tagblatt (1921-24). The result is a fairly

comprehensive.picture of |postwar, postrevolufionary German life in its
central arena, Berlin. qpecific incidents ang figures eﬁter into
Doblin's po;trait, notably Noske's counterrevolutionary Freikorps, the
Kapp putsch, and Rathenau's assassination. Yet it also émbraces the

period's many anonymous Participants and less well publicized episodes.

Moreover, D&blin unsparin ly notes the perpetuation of old Wilhelmine

forms of feudalism, incregsing tolerance of new types of milita;ism
' J
and reaction, ugly manifestations of chauvinistic natlonallsm and anti-

Jewish violence, restricti ns upon intellectual freedom,‘suppression

of leftist ang Communist exgression, and dramafic reminde&s of inflation,

wide-scale unemployment, and\acute ohortages in. food and odsing.hT
Despite such negative evidence, Doolin mﬁintained is conviction

that socialist revolution was necessary and ine&itable. H; did so by

franscending the facts he recofded in satire, polemlc commentary, and

reportage. Dlstanc1ng himself from the materlal manlfestatlons of failure

v

documented by his Journallsm D6blin ultlmately incorporated hls version

of ethical socialism in a broad attempt to formulate a new metaphy51c

a Naturphilosophie, for a new age. Its fullest articulation would appear

in 1933 as Unser Dasein.

The multiple facets of D&blin's activity in the 1920s rule out
any underlylng causal explanatlon for his productlon which gives pre-
- I
emlnence to one aspect over all others, 8 Within this decade he bought

to reconcile his essentlally non*materlallst outlook with the unique

.features of the age and the pressing priorities of their‘specific material
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manifestations. That this attempt had a Significant political dimension
distinet from, but. subsequently subordinated -to, the philosophical one

~ has not usually been given the recognition it deserves. Consequently,
some recapitulation of its expression is essential here.

o Ddblin's political thinking, as he himself acknowledged in "Die
Vertreibung der Gespenster" apropos of his prewar inclination toward

the Sozialdemokratische Partei Deutschlands (sPD), tended toward.
abstraction and matters of principle rather than the practical concerns
motivating many party members (§J P. 72), Neverthelese, the postwar,
postrevolutionary period is one of leftist activity and affiliations

for him. In outlook he appears close to the minority Unabhanglge
Sozialdemokratische Partei Deutschlands (UspD), = coalition of diverse
left-leaning thinkers opposed to the increasingly counterrevolutionary
conpromises and concessions oy the new SPD goverment. "More than anything
else, the USPD éf Independent Socialists repreésented a tenuous alliance
between reVolutionary.and reformist brands of socialism because of their
respective advocacy of proletarian dictatorship and bourgeois democracy 9
By October 1920  the grow1ng disaccord between left land right wings

within the party reached its nadir at the Halle Conference convened to

determine the party's relationship to the Third International. 1In the
' L

~.

resulting irreparable scnism'and subsequent mergers of the left wing
with the Communists, the right with the Social Demociats, D&blin went -
the way of the latter. Although the®precise nature.of DSblin's USPD
and SPD affiliations--that is, official membership or non-official o
sympathies and active participation--is a moot point, he did associate

with reformist socialism's official e onents until a growing aversion
Xp g g
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to party administration induced him to sever ties in the latter_l9205.50

On other fronts D3blin did not detach himself from either
reformists or revolutionaries. Until the complete split between
aévocates of "proletarian revolugionary art" and those preferfing to
remain inrthe "bourgeois left" camp prevented any cohesion at the end
of the decade, he was a member of "Gruppe 1925." Formedr as its name
indicates, in the middle of the decade, when the left—riéht polarizaﬁion
had not yet reached its turning point, the?assopiation of activist-~
leftist writers bf different political hqes advocated and sought to
define éocially engaged literature. In a decade which saw not only '
the passage and applicatiqn.of laws agains£ obscenity but the pgrsecution
of writers, such as Johannes R. Becher, and distributors of Communist
iliterature on charges of high treason, D8blin championed freedoﬁ of
expression and urged more liberal attitudes toward the Soviets. ﬁé did
this, for example, as a participant in the Schutzverband Deutscher ‘\
Schriftstéller, as codirecfor of the Aktionsgemeinschaft fiir Geistige
Freiheit (1928-29), and as a member of the iil-fated Poetry Section of

51

the Prussian Aéademy of Arts. Nevertheless, for the purpose of

achieving that interdependence in society he deemed desirable and

1

necessary, D8blin rejected any specific barty program. No doubt thié
rejection stemmed from his disenéhéntment with‘existing pafties. But
it was also motivated by the conv}ction that delegating responsibility
for the welfare of séciety vielded less than satisfactory results.
Divesting the term of its partisan connocations, D&blin expressed the

belief that politics could no longer be left to the professionéls, as
52

the bourgeoisie and intelligentsia had allowed in the past.’> At the

-
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same time, however, Deblin's more general disavowal .of a party-affiliated
program is closely related to the manner ip which he interpreted
sociaiism.

D6blinis leftist sympathies, as commentators like Kreutzer, Beyer,
and Graber have pointed out, did not recognize’the inevitable close
connect ion between the social and political goals of the Revolutioﬁ.

In this respect he was not unlike many bourgeois intellectuals titﬂin
postrevolutionary Germany'é socialist front, a number of whom were

primarily responsive to the movement's anti-authoritarian and anarchic
character. Nevertheless, through his longstanding intimacy with' such
east Berlin Qorking class distincts as Friedrichehain and Lichtenberg,

I3

and particularly through his postwar Kassenpraxis—reéideqce at 340

Frankfurtef Allee, D&blin was more familiar than many on the left with
bspecific social problemé andvtheir consequences for the disenfranchised
urten‘proletariat. His own class affiliations were ambive¥ent,-as is
common knowledge. From his experiences with economic deprivation, the
result of his father's desertion in 18g8,>he sensed some kinship with

. the iower clasees. Witﬁrsblid Germap ﬁﬁrgeftum he experienced little
identification. Yet Déblin also terceived a distinct separation from
the working class because of his peti&\pzurgeois origins and his

53

While this separation does not explain the fact

—

professional status.
that Déblinfs socialist vision contained nothing of the practical
recommendations to be expected of a.man of histexperience, it probably
contributed to his denial of the validity of the revolutionaries'
platfora. In‘class struggle he saw the perpetuatien of divisiveness

along class lines; in the dictatorship of the proletariat he saw a new

{

/
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authoritarianism.

The fﬁllest ekpiepation‘oanéblin's position abpeers in. that
1930-3> treat ge which only partially emerged in response to a plea for
intellectual and ideological guidance from the Bonn university studeot

Rene Hocke. In the open letters forming Wissen und Verdndern!, D&bdin

furthered his dispute with the Linkskurve advocates of "proletarian

revolutionary art" who had dismissed Alexanderplatz and its author as

Sk

representative of the inadequacy of mbOurgeois left" thlnklng Here

D6blin provided space for his rejection of that brand of socialism

i

he knew from his own reading of Marx and probably mbré"from the inter-

v

pretations of Fritz Sternberg and ‘Karl Korsch, whose lectures and study

sessiops he attended during the 19205.55 An oppoeition to Marxisn,
especially es pracfised'by’the Soviet aﬁd‘German Communists, on the
basis of its materialism, dogmatism, rigid institutiOnalization, and
ecoqomism, hcwever, was accompanied by little more than an elaboration
of the 1920 "Republik" argument As he continued to define socialism
in the. utoplan sense "als reine Kraft, Element in uns" (W, p. 30),
DSblin urged new means for.the realization of the revolutlonary idea
summed up by "Freiheit,_menschliche Solidaritﬁt, Ablehnung delewenges,

friedlich Gesinnung" (pp. 32-33). A Soviet- style program was clearly

inappropriate for a western nation like Germany What Dbglln envisioned

e l

was an 1nterdependent harmonious communlty originating An the

allgnment of the bour&e01s1e with the proletarlat that class now

'entrusted with the bourge01s idea of freedom (pp 58— 59) Artlculatlon

of the means for ach1ev1ng this goal however, was something he

i
}

preferred'to “eave to others. /

110
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Wisseén und Ver&indern!'s generalizing and anti-revolutionary

character did not escape the attention of its readers. If discpncerting,

it is not altogether surprising t® remark that those who responded well
to the humanistic tract included, along with non-Communist socialists
and liberal thinkers, the occasional Nazi sympathizer favorably impressed

by D&blin's opposition to the radical workers' movement. Precisely

N

this>aspect of DSblin's'thinking made avfbrmerly,well-disposed ally on

the left like Walter Benjamin Join the ranks of the work's negative

critics.56 Even after the controversy surroundihg Wissen und Verdndern!
had subsided, D&blin remaiﬁed steadfast in his utopian translatign of
socialism. A manuscript from the late 1930s, fér example, considers

a socialism betrayed by its'German and Soviet deviations. Esséntial
now was 'its restoration to its point of departure, the broad humanistic
movement which "in allen Menschen den Menschen sieht und geine Gesell~
schaft erneuerﬁ will" (8, p. 370).

-Althoqgh his own leftward sympathies were to evolve in a some-
what different direction, Dos Passos would probably have raised few
objéctions to the essénce of DSblin's arggment. The 1926:37 period,
during which the American writer is most Aeavily inclined toward
anarcho—syndicalism and g éopularizéd Marxism which embraces historical
class struggle and ééonomic determiniém yet rejects class warfare and
proletarian dictatdrship,.falls outéide the boundaries of the present
study. It is-sufficient to say here; however, thap‘the period's social
criticisﬁ, joﬁrnalism, pamphleteeriné, andracti§e opposipion to the
;epression of aissenters, anarchists, and organized labor are Eaéed

largely on an eclectic radicalism and a humanistic assertion of the

[
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rights of the individual. ‘Dos Passos' post—1937 disaffection with many
of those on the left to whoh he had earlier given his sympathies, if
not his total support, produced a complementary_view of the vacuum
D6bl§ﬁ saw created by Ggrman and Soviét—style socialism. Dos Passos,
however, preferred to note a "Failuré of Marxism" in the specific
evidence of Stalin's suppre§sion of individual liberties.57

During the eéklier period which gives rise to Manhattan Transfer,

: 1S
attempts to find a suitable accommodation for the individual in mass

society mark only the beginning of Dos Passos' inclination toward the
k?gt. HiS‘Aeveloping sympathies are asmmuch the product of his‘aforet
mentioned Spanish and European experiences a: they are of his interest
in the pacifist socialism of Emma Goldman, the anarchism of the Masses,
the anti—wa;Jsentiments of the Freeman, and the anarcho-syndicalism of
the ill—faﬁed I.W.W. They appear to be far less a response to that
Marxism of which he was "suspicious! (i&g, p. 266) in 1919 =2nd which
he came %) krow more through its populérizations in postwar lizw York's
radiggl circles than from his reading of Kapital's first volume
imﬁédiately follo&ing the war.5
Despite its different stage of development, Dos Passos' pcsiticn

is n§£ unlike DSblin's in several respects, As D&blin hadAanticipa‘ed
real change under the Weimar Republlc and saw ;round him only signs to
the contrary, Dos Passos also observed largely negative evidence in

: ——
what had formerly held out promlie Spafn for example, soon showed
llttle of the transformation ant1c1pated between 1917-20. Earllé;

"Everythlng was leading to the great revolutlon that was to be the old

Adam's v1ctory and tramsfiguration." <In fact, Spain Kad succumbed to

3



counterrevolution. Only too clearly it revealed that "The old Adam

wears .. r collars and Walkover shoes and the machine he was to make
his 'wn is .21 the hands of Henry Ford and ‘wus:.lini and other less
persc. le .1rionettes."59 Far worse, the gcueral American effort

for changc phat was longed for fréom the European theatre of war was
still invisible. 1In its place the increasingly severe repression oﬁ
dissenters surroqnding U.S. entry into the war'as well as remnants of
war patriotism persisted. ‘Between 1918-21 these combined in a virulent
reactions with far-reaching aftereffects to what was viewed as an
immediate threat to the American system: Bolshevism.

The notorious "Red Scare" of fhe postw;r years was more than
an overreacticn to bomb threats and';ctual explosions directed at
varioﬁs members of the ruling class. It also presented itself as more
than a temporary aberration in the face of visible demonstrations of
support for the October Revolﬁtion; international socialism, and major
industrial strikes by an actually disunited American leff. The massive
campaigﬁ against "Bolsheviks" included a widespread ‘effort against
unioﬁiiation in the major industries by a coalition of industriaslists,
poiificians, and as;orted conservative patriotic groups. Directed at
May Day paraders of assorted persuasions, trade unionists, Blacks,
liberals, reformers, immigrants, and pedagogueé;—the full onslaugh*
involvéd the proliferation‘of hate propaganda and saw frequent examples
of poiice, military, employer, and hob viélence against political
meétingé, rallies? and strikes. It gave rise to Federal.aﬁd state

inquiries into the extent of Belshevik influehce in the country, the

passage of peacetimevsedition acts in almost every state of the union,

s



the frequent outlawing of Socialist and Communist parties in state.
o : . . g
legislation, and the detention and deportation of aliens and anarchists. 0

Both the phenomenon and its immediate consequences struck Dos

“

Passos &n 1920 as but another contribution to the tarnishing of U.S.
reputation abroad. The failure of Wilson's Fourteen Points had set

the trend. It had been strengthened in 1920 by brutal U.S. Marine

suppression of a one-and-a-half-year peasant uprising in the iuterior

of Haiti, an island under American occupatlion since 1915. DNow a n=w

low was achieved by the examples of the "dervishes of militnant

K

capitalism,"” "the Hun-haters and lynchers and Bolshevik-baters, our

o

Palmers and Burlesons," particuiarly "as duly communicated" through the
Jjingo press. - Twven so, Dos Passos expressed the hope that from the
mass of docile and compliant citizens‘would emerge a much-needed
"compact opposition" to repudiate sﬁch domestic and iﬁﬁerﬁational
abuses of goverﬁment.6l This change, of course, weht hand in hand with

, |
the broader one Dos Passos degcribed to Pepe Giner as a purpose for

. e
modern life. Like D6blin, Dos Passos remained imprecise about the .
specific means for its achievement and directed his attention to the”

physiognomy of a technolog®cal, secular a. . From this common ground,
! N

however, the two embark on different routes.- DSblin proceeds from

the material evidence toward a spiritualism he deems appropriate for

the age; Dos Passos moves beyond ‘its specific features ihto the realm

of speculation without any resoluticn.
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Beyond the Physiognomy of the Age

If Dos Passos lamented the negative consequences of industrialism,

between 1916-25 he did not consider it either possible or desirable to
turn the clock back to a pre-industrial era. This was already apparent
in his immature "Humble Protest," where emphasis fell on the humaniiing
of industrialism and technological advancement. European éontact,
particularly in Spain, rgvealed that such humanizing might also mean

i

that those who operated éhe means of production might actually control
them. In Spai; Dos Passos also noted the positive potential of .
collectivity. "Among its insurgent peasants, industrial workers, and
intellectuals, within iﬁs rural villages and the city of Madrid itself,

that nation of individualists had impressed him with diverse mani-

festations of "the communal qﬁality of life in the region of the

: -

Mediterranean" (RRA, p. 190). Obviously, industrialized#urban society,

sﬁch as he knew it at home, could be neither Mediterraneahized nor
restored to its agrarian roots. But the nature of its new surface
features did not rule out the potential for its own communal trans-
formation. The method of such transformation was ﬁot specified, although
what had to emerge from ii was. Dos Passos even saw it through the
fagade of New York. |

; Many aspécts were presented to Dos Passos by the city which
frequently served as the point of departure and arrival for him
between 1917 and the spring of 1925. It was, on the one hané, "a
number of different cities” (BT, p. 97) depending upon the social

setting in which he found himself. New York also appeared as "a



continent in itself" which hé recalled exploring "always as the visitor,
the tourist on hisv;ay to-thé railroad statioﬁ“ (p. 149). Aas

an off and on re;ident, Dos Passos clearly preferred the atmosphere
of the city's Latin Quarter, Greenwich Village, as well as tﬁe Lowef

Fast Side of immigrants and imported radicals, to the Riverside Drive

of affluent relatives.62 Amused and stimulated by the city's extremes,

o

he also viewed New York as a caricature of the contrasts it embraced

\

and the macliine culture it epitomized. This is very much its image -
following hgs_getﬁrn %me the ambulance service and European residenée
in 1920. . He finds New York, for example, "rather funny--like a badly
drawn cartoon--everybody looks and .dresses like the Airow—collarman"
(;EQQ p. 299). It is "damn Jolly to. look.at. Babylon gone mad" (p. 300)
and also "silly and rather stupendous" with its "skiés—-buiid%ngs
garbage cans"” (p. 302). "It has its hanging gardens of Babylon aspect.
One talks to starving people on Park Benches. One eats eggélants
squashed in o0il of sesame in Syrian restaurants and drinks_overmuch
Califorﬁia chianti in the backs of Italian cafés. There are fer;ies
and the Hudsoﬁ and thé.palisades and in Stuyvesant Square the dry:

: . e
leaves murmur their deathrattle és softly as in the Luxembourg" (p.
303). At the same time New Yprk is also é "noisome angular whirlpool"
lp. 308) from which he leaves after his longest stay there between

August 1920 and March 1921--that period which provided the material

for Manhattan Transfer--following concessions to his publisher over the

N . . >
excision of blasphemies and obscenities in Three Soldiers.

That New York which struck him as simultaneously "marvelous"

n63 also embodied quite a different set of antitheses

¢

and "hideous



around  the time of the writing of Manhattan Transfer between the autumn

-~

of 1923 and the spring of 1925. The theatre commen£ary of 1923-25
expresses it as the opposition between the present and potentiél aspects
of the metropolitan character. As revealed in the "Foreword" for
Lawson's Roger Bloomer, its actuality is that of the cities as "the

!

Junk ‘heaps of boxed and predatory individuals" (p. v). A 1925 discussion

i

of reglistic theatre in Vanity Fair further characterizes it as "the
rigid hgneycomb of our pigeodholed lives." Beyond th@ actuality and
the condition of iife it symbolized, however, was something else: the
"living organism," the "sentient whole" into which the "Jjunk heap" or
"rigid honeycomb" ?ould be welded. At the time,.bos Passos declared
that this metrbpolitan metamé%phosis would coincide with the emergence
of a "group consciousness" énd profeésed his belief in a national theatre
as its.most direct organ. The use of the pogitive terminology, as has
been suggested, may well derivg from an indirect postwar acquantance
at the Sorbonne with Jules Romains' Unanimism and Emile Durkheim's
sogiology. Yet Dos Passos,evinces here no belief that positive
. consequences, either individual or collective, and group consciousness
néces§arily derive from large-scale group existence. He acknowledges
5 pétential for transformation but doeé ﬁhe same for deterioration.
The "Foreword" to Lawson's pley neatly sums up the two possibilitiés:
"But will the cities come alive? They will either come alive or be
filled with robots instead of men" (p. v).6h |
,Fof Déblin, who ;lso perceived that the modern metropolis

epitomized the life of the age, the realm of speculation was to hold

less room for pessimism. A longtime Berliner, his knowledge of his



city far exceeded Dos Passos' largely spectatorial rapport with New

York. Europe's second largest city, postwar Berlin of four million

inhabitants, had a decided creative impact upon/ﬁim, as he attested

in a response to the Voslsische Zeitung's 1922 inquiry, "Hemmt oder

" beeintréchtigt Berlin wirklich das kilnstlerische Schaffen?"’ Tts

-~

most fascinating features had nothing to do with tame touristic mani-
“festations of "culture" and "intellect." Réther,!they were to be

found in the city's chaotic movement; its mixture of people, and its

industry:

Berlin ist wunderwoll. Die Pferdebahnen gingen ein,
lber die Strassen wurden e€lektrische Drihte gezogen, die
Stadt lag unter einem schwingenden, geladenen Netz. Dann
bohrte man sich in die Erde ein; am Spittelmarkt versoff
eine Grube; unter die Spree ging man durch bei Treptow,
der Alexanderplatz ver#inderte sich, der Wittenbergplatz
wurde anders: das wuchs, wuchs! Am Leipziger Platz der
rauberhafte Wertheimbau, eine Strassenfront wie belanglos
ihr gegeniiber das Herrenhaus das Haus der ertrunkenen,
schon léngst begrabenen Herren Am Schlffbauerdamm, in
der Brunnenstrasse, die A.E.G. eine Lust! Und weiter
draussen in Tegel Bor51g, und in Oberschéneweide noch
einmal die A.E.G. Und das rebelliert, konspiniert, briitet
rechts, briitet links, demonstriert, Mleter, Haste51tzer,
Juden, Antlsemlten "Arme, Proletarler Klassenkdmpfer,
Schleber, abgerissene Intellektuelle, kleine Madchen,
Demimonde, Oberlehrer, Elternbelrate Gewerkschaften
zweltausend Organlsatlonen, zehntausend Zeltungen
zwanzigtausend Berichte, f{inf Wahrheiten. Es glénzt
und spritzt. Ich’ musste ein Liigner sein, wenn 1ch
verhehlte: J&fter mdchte ich asukneifen, das Geld fehlt
aber ebenso oft wiirde ich zurfickkehren. Simson, der
nach seinen Haaren verlangt.

-

The varied aspects of Berlij's character had attracted D&blin
long before the l920g. This is‘e§id nt, for example, in the recently
published fragment of "Modern. Ein Bild aus der Gegenwart" from 1896
It combined & short naturallstlc narrafive of a young woman's Valn

attempts to find employment in Berlin atkd her inevitable recourse to
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prostitution with a polemical analysis of Wilhelmine class society's
~xploitation of women in the major industrial center (S, pp. 12-17,
"71-WT72). Later a 1910 Berlin portrait for Der Sturm, "Das mirkische

" presented the industrial center as a place of huge dimensions.

“hn ‘cularly distinguished "Diese scharfe sehnentiichtiger. und
cedan le Sta%t" was the originality of its industrial enterprise;
what = - R W@\TworieL:ed inhabitants was their lack of a sense for
- \ .
eith~r ! spciali;ing outside their occupations. Postwar
Berlin's . ynerac. . i anc e diverse facets of its cultural, social, -
3 4 ;
and politicus 1: weré\extensively documented in D&blin's afore-
mentioned jJourn.. m of\\ > decade. Its topography received special
. \ |

\

r the Berliner Tageblatt between 1923-2L,

There the narrator, a LinkePoot .mellowed since his Neue Rundschau

appearances and heavily dependent on the present tense, moved through
differenﬁ parts of the city by\ foot, bus, and'streetcar. Cameralike,
he capgured whatever locales, hyman types, and situations entered his
field of vision. Beyond such observation and dodumentatioﬁ in the
19205,1the ci%y also became the olhject of éeneralization for D&blin.
Aﬁstracting its essential nature, he projected a Berlin already
approaching that potential metamorphosis only .glimpsed by Dostassos
through New York's fagade.65 o

No less than Dos Passos, D&blin recognized the honeycomb

likeness of the hub of industrial civilization. Its German conno-

tations, however, were less pejorative than its American ones. In a

prefaée to Mario von Bucovich's famous- 1928 phoﬁographic essay Beflin,

the place D&blin described as "eine unpoetische, sehr wenig bunte, aber

L1y

b
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sehr wahre Stadt"66 derived its true face from its massive cellular

~structure. The city's'Nachlassgarderobe, the visible legacy of

artifacts irherited from its multitude of deceased, did not.now

" present Berlin's true nature. <That, D&blin continugd, was to be

found iﬁ the streets running east, north, and south, with their
anonymous blocks of flats. The face of Berlin, "das ernstc Massénwesen"
(p. xii), bes£ revealed itself to the traveler toward late evening on
the express train moving from the south or west into this vast "sea

of stone." Like the honeycomb, in which the individual six=gided wax
cells, were distinguishable but existed exclusively as part of the total
arrangement, the city was apﬁrehended only by the total structure of
its;parts and by the requirements and spirit of its "hive." As he sped
from station to station past il%uminated sjreets, movie houses,
apartment blocks, bridges, and Eﬁokgstacks, the visitor sgw ﬁhe’

imposing, sober, modern city as a producing Massensiedlung (p. xi).

Its dominant aspect prohibited the possibility of speaking of one
isolated part of Berlin or of a single building. Its rhythm, DSblin

remarked, was that of a huge Arbeitswille with an energy, urgency, and

seriousness éapable ofﬁdrawing in even the mc:% indolent Vienncse.

In one sense such considifations constitute an exbansion of
DSblin's 1910 Bérlim portrait, "Das mirkische Nineve." _Yet they bear
the undeniable imprint of a double transformation; the one undergoneb
by the metropolis following the_war and the one Ddbiin himself

| .
experienced in outlook. As seen by D&blin, that Berlin so substantially

increased in size and activity had already "come alive." It assumed

the dimensions of a collective being which would evolve into something
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approximating Dos Passos' "sentient whole." The arena of activity for
new city-dwelling types, this Berlin ‘had begotten a breed more -austere
than that of past decades. Hawving grown up in industry under factory
walls, buffeted by winds of class struggle and politics, the typq ’
emerged as the urban proletariat ("Geleitwort," p. xi).

In a foreword to the work of another distinguished photographer,
D6blin asserted the type's pre-eminence. Auéust Sander's Antlitz der
ZEEE_(1929)-—a lelection of sixty photographs of twentieth-century
Germans which DSblin interpreted as a thirty-year economic and class
history--opens with individual and group compositions of prewar rural
types unmistakably secure in demeanor. For its final portraif it
offers a lone male figufe, obviously absorbed in his thoughts and
leaning against a wall. This picture of a working-class Berliner bears
the caption "Arbeitslos 1928." D&blin's prefatory remarks describe
him as.the "ereature of the ége."67 Such a claim is merely the
reiteration of an earlier one. In the 1920 "Republik" essay, D&blin
had hailed the appearance of the entiré class to which this Berliner
,bglonged with the obsérvation, "Eine neué Rasse, eine neue Lebendigkeit
tritt auf den Schauplatz"” (S, p. 125). Without ignoring the difficult
conditions experienced by this "new race," in his specglative |
projections of Be?lin D&blin chose not to explain the unemployment
Sander recorded in terms of c;piﬁalism and sociali§m. instead, what
D8blin deseribed as the workers' struggle agains? degradation was an
unresolved sociél\gpéétion which arose as the partial effeét of modern
life's technological-industrial impuise. ‘The same force determined the

form and function of Berlin; worker and entrepreneur were, in a sense,



its organs. -Neither inherently bad nor good, it was the spirit of a

new age, and its full character had yot yet been disclosed.68

Unlike DOs Pdssbs, who had progressed beyond a largely negative

~,

Charakferigtik of the age to only contemplate the po§sibility of its‘ -
transfigr  tion, Dﬁblin deliberatély focused on the‘positive implicatibns
gnd transcendental aspects of a gechnolqgical—industrial‘era. ‘Linke
Poot, in the July 1920 Neue Merkur "Revue," had already lookea beyond
the materialism which appeared to be so inextricably linked up with the
times: "Trotz Materialismus, starken Uﬁsichgreifeng des Mechanisierens
lebt etwaé in diesen europdischen Léndern einschli;sslich Amerikas.
Die Grossstd#dte werden sich ihre Typen und Formen schaffen. Man sei
;'nicht ungeduldig. Man‘h;t den Heiland nicht gesehen, als er lebte;
auch Cédsar ist von Jahrhundert zu Jehrhmdert gewachsen. . Was in der
Grossstadt, den Industrien gewaltig.pulsiert, wird keine Verachtung

totmachen." Several months later, in his "Krieg und Frieden" essay for:

Der neue Merkur, he related that potential interdependence of human

beings of which he began speaking in 1917 to the social drive, "eine
biologisch wirksame Kraft, die aﬁf die Menschengeschlechter mit derselben |
Stéarke wifkt und gewirkt hat wie der A&fenthalt in J;hlen, die Belichtung
durch Tropensonne" (S, p. 162). At present it endowed the huﬁah race,
which possessed it as a virtue and-a capability, Qith life. By 1924

- DSblin assessed the industrial age's full human, social, and non-
materialist potential. His considerations appeafed in the futuristic

"Der Geist des naturalistischen Zeitalters."

_They serve as an elaborate
contradiction of Dos Passos' "Humble Protest" evaluation of industrialism

as well as some of the American's subsequently grimmer projections of

<
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systematized ant colonies (1LC, p. 281) and cities filled with human -
robots. /'\\ ' | : “

‘ ‘ \\ :

Accorqing‘tg D8blin, far-reaching, consequences were produced
by the new ﬁonarchs\sreSiding over the age end also, as he had proclaimed
AN

earlier in the 1920 "An die Geistlichkeit,” relgnlng over man's intellect
(Q&, p. ug9). At the outset some of these effects manifested themselves
~as the inevitable confu51on\arlslng from the collision of epochs. "das
Kleinheitsgefﬁhl, staﬁmend ;gs der Einsicht von der yerlorenen zentrallen
Stellung in der:Welt, und dee\EinSicht in die Belanglosigkeit des |
tierisch-menschlichen EinzelweSens" (AzL, p. 66). There Qere, however,
very hopeful concluéions to be mad about the decades of extensive -
scientific and technological achie‘fz;nt.‘“More precisely, there were
) conclusions.tOvbe drawn from tﬁat nevw _eitgeist which had emerged with
industry in the middle of the precedin: cehtury'anh‘new prevailed in
BEurope and Americe. Maintaining that it had severe& man"s. connection
with'transcendentalflearning and.practice, D&blin chose to cail it a
"naturalistic" spiritvbecause it.exposed natufe to man. Its influenCe;

on human life was readily apparent. Where before there had been

passivity and 11V1ng condltloned by a view toward the hereafter there

was now a new freedom and independence, a Diesseitigkeit in which self-
sufficiency‘and the drive toward activity were dominant . Equally
significant was the impact of the naturalistic spirit;uﬁon the social
’drive and the attendant readjustment of human grouﬁs. \

Modern Western man, in Ddblin's eetimation, was)uﬁdeniably
urban .man. His habitat, however, wes very different from the city of

the past, "ein besonderes Gebilde, das in sich und aus sich lebendig
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wuchs" (AzL, p. 72). Formed by the new active spirit of the age, tﬁe
Grossstadt or technological city haé been required by the need~fof
workplaces and therefore directly expressed the characteristic monot. .y,
uniformity, and specific rationalization of the technological age.
Whereas previously one city was unique and unmistakable from any other,

now each tecldlogical metropolis was differentiated largely through its

local coloration and its populétion‘s‘temperament. At the same time

"7 the Grossstadt was also the site of a new phenomenon: collective man.

It acted, reacted, and behaved in many waYs like a single powerful

" creature. D&blin viewed it as a furthef stage in t?e evolution of the
human animal, & creature who had clearly undergone recent en&ironmental
édaptation; In this tonnection D6blin>noted specific indications
attesting changes in the\species, éuch as a new usevof the azaitory and
visual senses and the muscle; by urban, industrial man. He also
anticipated that major transformations in sex roles and the dihinution

of traditional seconda?y sex charactéristics ﬁould follow from woman's
full ¢ »~.lizy as a worker alongside man, a development coincident with

the démise of the patriarchal family. Changes like these,‘however, |
were subordinated to the ail—embracing—one D&blin optimistically predicted.
Although at present, Qithin %he streets of the metropolis, one could
almost physically feel thé turmoil of its inhabitants' drives and
ténsions, it was not chaos, friétion, or even the mechanized horror
sometimes contemplated by Dos Passos, that Dabiin foresaw. It was instead
‘the human species' new and cqnscioﬁs experieﬁée of its collective

character, its social nature, and the interconnectedness of its members

that he discussed elsewhere within the context of his socialism.

-
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Read from the distance of several decades which have only too
dramatically demonstrated some abuses and misuses of sclence and

technology, D&blin's picture of Things to Come appears naively utopian

in many respects.: Elsewhere it strikes a disquieting note. A projected
transcendence of traditional national boundaries, for example, appears
to admit a necessary imperialism based on technological expansion and
the struggie for requisite material (AzL, pp. 75-76). In his study of
DEblin's infellectual development, Klaus Miller-Salget has observed tﬁat
the collectjye creature DSblin described soon materialized in grotesque
" caricature under the form of institutionalized Fascism (p. 380). Witﬁin
tﬂe essay, however, D3blin cleaily considgred'the fascist tendedé; as
antagonistic to what he was proposing by interp;etjng the signs of. the
égeﬂ He remarked, for example, thgt the strong,.anachronistically rural
and nationai&stic impulses often associated with racism were precisely
those forces activeiy opposing th§ age's prevailing character. Among
them he iﬁcluded contempofﬁry Germéﬁ currents, the Zionism probag&ndized
among European Jews, and the Americah Ku Klux Klan (AzL, pp. 80-81).
If ominous in some respects, the essay is still an obviaﬁs
companion piece to the picture of iifeqon eartb between the twenty-third

and twenty—sé?ghth centuries which presented the rise of vast industrial

complexes in Berge Meere und Giganten (1924).. Following that novel's

publication, D6blin—offéred a June 1924 Neue Rundschau explanation that .

< >

the work was inspired by the desire to deal with the present time,

69

-

although not in the manner of Zola or Balzac. Like the novel, the

essay is a major attempt to counter the dominant German culture's

. ) 7
tendency to ignore and even resist the sﬁecffic phenomena of industrial-



-
&izétion and urbanization as well ar Lhe r intellectual and artistic
significance. In "Der Geist'" D&blin once again called gpecial_attention
to this feature of German life and letters (QEE,-pb. 78-79). But the
Qisionnry argument contains much more than a variation on Ddblin's
’frequent critical theme. Tts open-ended interpretation and testimony
. .
in beﬁalf of the age form a particular»profesgion of faith.
| Despite evidence to the contra;y, the materialism of the age ,
was only an apparent ;ne. D&Eblin saw hﬁs claim partially corroborated
by current mystical and even occult impulses that had surfaced in‘the
arts and sciences. There were some Gery important non-materialistic
conclusions to be drawn from this new age which was, in ﬁact,.sfill in
its infancy: "Die Naturwissenschaften von heute ziehen sie noch nicht
und kotfinen sie nicht ziehen, da alles noch ;eﬁr am.Anfang ist. Es muss
ﬁbch viel mit der Vergangenheit gekdmpft werden. Die Welt ;st nicht
auf Anhieb neu zu erleben. Friiher drehte sich.die Welt um einen
dbstrakten ™inkt, um Gott; was wird aus ihr, wenn sie sich um die
Sonne - 2s ist Jetzt die Generalfrage. Die seelischen
Konsequenx s KopefnikUs sina noch nicht gezogen. Die Natur ist im
- ersten Abschnitt dieserAP@riode nur unbekannt und wifd leiden’schaftlich
o
erfor$cht; spiter wird sie Geheimnis. Dies Geheimnis zu fiihlen und auf
~ihre Weise auszusprechen, ist die grosse geistiéé Aufgabe dieser Periode"
(AzZ. .. 83).
ac- g g
It was to this task, in fact, that D&blin devoted some of his
ene;gyoduring the decade. :His intellectual efforts'point up the major
difference between his own orientation and that of Dos Passos. VThév

-

American felt the need for evolving a purpose for mode¥n 1ife during
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the war. A decade later the need was not yet met.‘ Writing on American
theatre in December 1930, he speaks, for exaqple, of the necessity of
créating a "new myth". It is the one "that's éot to be created to
;eplace the imperialist prosperity myth if the machinery of American
life<is ever to be gotten under social control." The contrast between .
this essential focus on- the social consequences of material conditions
and D5blin’§ attention to their intellectual and spiritual effects is
1llustrated araund the same time in the two writers! responses to
inquiries‘"Sur 1'inquiétude contemporaine" from the Pafisian Cahiers
de‘l’Etoile. Directed to a number of prominent thinkers.and writers

|
of Jssorted nationalities, the questionnaire pursued a definite line
bf thought. It asked not only about the existence of an inner
restlessness g;culiar to the epochibut also how this restlessness was
expressed in the social, sexual, religious, and creative spheres of life.
Did, for exampli, the interdependence of countries,bthe consolidation
of populations in la ;e centers, collective machinism,iand individual .
automatism lead to u... human personality's destrqction? Was this

restlessness not the suffering of a humanity seeking to recover its

unity by freeing itself from the prisous of time, space,.and individual

[
&

solitude? 1If so, did a period of great uneasiness hot mark the awakening

I
of a new consciousness? Regarding the existence of a restlessness,
D&blin and Dos Passos concurred; reéa;ding its forms of expression;
causés, and ccnsequ;nces; however,' they provided rather different views.T

The anxiety which now appeared as a European and Américan crisis

originated before the war but was brought to light by that experience.

Speaking of its German forms only, D&blin perceived it in a conflict



between opposite camps. With respect to the progressg °f tye natural
sciences and technology, it manifested itself as an 0PVioyg polarization:
"Ld le front des 'extrasifs'-—_les adorateurs du sporl. ®t de 12 technique,
ici le font des 'intrasifs'-;qui ont trouvé la sup: mﬂtie.humaine, y
tiennent et la placent au ceLtre du monde" (p. 1096). E]ﬁewhere, showing
a more marked degree of strain, i%jmateriaiized as gyfPathy aﬁd antipathy
for democfacy.

Dos Passos was more precise. The restlessness "&S a further
stage in the successive crises of the industrial and #€%hanjcgl reVolution‘
which had transformed a society based on manual labor ?nd agriculture
into one based on mechan;cal production controlled by ¢®Pitg) ., That
development allowed individualé to consiruct a badly val&nced society.
"L'inquiétude," he continued, "serait une &tape marqu&nt la recherche
dé nouveaux nivellements; de nouveaux équilibres qui p€ Sont pas,
nécessairement, éatisfaisants en eux—mémeé" (p. 879 U“Q&rtain if
.uch a period was necessarily one of creative activ.,y» the Ameriﬁan
maintained that the age's inpovators—-Lenin, Einstein, PaYlOv, Freud,
Picasso, Joyce, and Stravinsky--had achieved their fyull SXPression
before the uncertainty creatéﬁ by the war made its pire%®RCe felt. Whether
this particular decade preduced fermentation or stanils?%tioy remaineg
tOJbe‘seen.v Within his own country Dos‘Passos saw no p&¥ State of
consciousness comparable to the one, forhexample, repr@sented-by a
Russian c unism whigh wés so distinet erm the old Europe.‘ Rather,
the U.S. revealed an acceleration of the mentality developing there

since its Civil War. "[La] maturation de 1'idée dominste de 12 Nation"

displayed itself as an attack of self-consciousness and the_final



stifling of the preconceptions and hopes of primitive democracy. In

"~ economic life the tendency corredponded to the suppression of small

farmers and merchants and to society's entire domination by a union of
corporations. These, in their turn, vere dominated by small groups of
rapacious capitalists {p. 879).

Juxtaposed with the American's reply, the rest of .xivlin's
contribution reads much like its direct contradiction. The German’sk
answers are also more in keeping with the siippositions implicit in the
questionnaire. Although it would take decades for the inner restlessness
presently experienced to assume‘its full creative power, D&blin saw its
positive consequences'in all spheres of life. Mofeover,‘&here Dos
Passos confined himself to short-term forecasts, D&blin preferred the
long-range view: "Ce sidcle est 1'aurore d'une are nouveile dans la
vie commune de l'hoﬁme" (p. 1097).\kfts goél, the unification of humanity,
the great "homme mélango" of Nietzsche (p. 1097), was already impiied
by the currency of sooialist and communist tendencies ond the decline
of aristocracies. Finally, a new consciousness was indeed eﬁident.

As its signs D8blin cited the giving way of rational and mechanicalt
thought to ?la tendance de redécouvrir la nature et 1'homme qui déteint
sur une religioisité nouvelle mais encore incertaine" (p. 1097). It

is not at all éurprising that DSblin was able to provide this kind of

response based on German evidence alone at the close of a decade he had

described as "fascist" in a 1923 Prager Tagblatt review. He had already
transcended the specific historical phenomena of the period in seeking
2 non-materialist rationale for a secular age and in fully asserting

other dimensions for it Beyond its technological and "American" ones.-

Loy
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Expounded in Unser Dasein (1933), the results of his effort were already

partially articulated in Das Ich iiber der Natur (1927) and developed

through more than a dozen periodical contributions between 1920-29,
some of them subsequently incorporated in the 1927 and 1933 works..71
Participating in a 1926 sirvey on the subject of pseudonyms,

Doblin described his ventures into Naturphilosophie as one facet of the

major tripartite division éf his writing which also included his novels

and'ﬁis pseudonymous socio-critical Journalism. All were projections

" from the same source; all amounted to fragmented attempts to shape his

thought more zlidequately!.T2 In effect, throﬁgh his philosophical

naturalism or naturism, DSblin achieved an intellectual paréllel to the
e ‘

artistic conguest of materiai reality he was to advocate as an aesthetic.

From the earliest of the naturist writings through Das Ich liber der

Natur, he postulated tpe spiritual nature of all interrelatéd and
mutually corresponding forms of existence, organic and inorganic. The
wérld experienced temporally and spatially was actually the multi-
dimensional expression of a universal primél force of éreation, a
supersensual "Ur-Ich" or "Ur-Sinn." A splintering off of the force,
man, an "Einzel-Ich," was likewise part of the netwqu of interrelation-
ships in this living, spiritualized nature. His consciousness enabled

him to recognize a total interconnectedness and order through apparent

chaos. With the 1933 appearance of Unser Dasein, a work largely

conceived between 1927-28, this naturism fusing biological phenomenology,
_ _ _ h
modern research in the natural sciences, and the Taoism which had

interested D&blin in Die drei Spriinge des Wang-lun, assumed the
P ;

propo;tions of a full-scale philoéophy of existence. It ultimately

s
£
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determined‘Déblin‘§ position vis-d-vis cod€§mporary Sbcial,‘political,
and even artistic problems.73

In the fully eléborated‘scheme, cogﬁition was intimately related
to activity and change. TIndeed, man could draw the consequences for
his own behavior from this naturism. D6bliﬁ never specified how
perception of the great éoilectivity of which man formed a part could
generate the ‘action for social progress or how potential spiritual
energy could be converted into socially realizable.action. He never-
theless maintained that one inevitably proceeded from the otﬁer. Once
cognizant of the spiritual nature and inﬁerconnecﬁedness of life,Jman
woula draw those moral conclusions necéssary for over;oming socially
retrograde téndencies toward isolation on the part of either ﬁndividuais BT
or groups. As a result, the "Ur-Iph" would be increasingly realized
iﬁ human society, a parallel to the natural world. The process would
be simultaneous with the growth of group conséiousness indispensable |

to the transformation of the social organism. The close relationship

be$ween this formulation and Wissen und Verdndern' is unmistakable.

In essence, as Leo Kreutzer hasvaptly remarked, the socialism D&blin
‘divested of mpterialisﬁ'was now infused with mysticism.

What began as an attempt to counteract the "Prostitution des
DenkensLin der technisch—industriellen—m;litﬁriFChéh Zeit" (IN, p. 220),
that shuman endeavor nece§sary to overcome the n;gative spiritual and

intellectual effects of the age's apparent materialism, finally emerged

"as the newly awakening, untraditional religiosity to which D&blin

referred in his Cahiers de 1'Etoile response (p. 1096). To some extent

DSblin's naturism sustains the non-materialist cast to his thinking
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of life and nature. This is evident in such initial liférary efforts

as Der schwarze Vorhang (1902-3; publfished 1919), the.bnefgct Lydia

und Médxthen (1905; published 1906), and the 1903-11 sﬁories later

anthologized in Die Ermordung einer/ Butterblume und andere Erz&hlungen

(1913). But the early writings h tended to depict the dramatic

opposition between the isolated ifndividual, often the victim of
personality disintegration, andZ he vitalism's multiple manifestations

75

which were usuelly hostile to him. Antagonisms and disintegration
are missing from the postwar. decade's developing naturism, a hybrid
product of myriad sources. hese include the studies in technology,

science, natural phenomensa, 4aoism, and Buddhism preparatory to the

writing of the novels which preceded Alexanderplatz as well as»Déblin'é

/

earlier interest in Hegel/ Spinoza, Schopenhauer, and Nietzsche., The

naturism's postulation of a positive active potential for an inherently
spiritual human nature dalso bears the imprint of D&blin's own exper-
‘ ) 5

iences. Among these ?PSt be classed his interpretation of the Volks-

gemeinschaft createdaby the war and his understanding of ethical

socialism. Equally/important is his specific apprehension of an actively

:realized_spirituality during the 1924 trip to Poland he recounted in

/

o . .
Reise in Polen (;926). Apparently inspired by his Berlin contacts with

Jewish activists/and Zionists at the beginnihg of the decade, D&blin

undertook the trip as an inquiry into Jewish experience outside the

glternatives,bf Western assimilation and the Zionism he rejected. In

recently iﬁdependent Poland, among some of the newly self-conscious

Slavic minorities, D&blin saw this active épirituality most dramatically

!

[£ T



represented'by unassimilated Eastern European“Jewé. Despite long years

of oppression, they had maintained: both a sense of community and, in

76

certain cases, a unique brand of religious fervor.
As it fully evolved, the naturism which drew its$s impetus from
such varied stimuli ignored the very, history for which it was designed

and which it was to significgntly affect. Oblivious to the problems

posed by his abstract formulation, DSblin only recognized its limitations

in the late 1930s in terms of an”impracticability in the face of current
events.77 In the course bf the 1920s, however,vD6blin's self-conscious
attempt to consolidate‘a world picture and his simultaneous efforts to
achieve a position vis-d-vis society in the light of contemporary

history were not yet completely integrated. The near merging of what

began as parallel developments was to contribute to an ambiguity and

a presence of contradictory tendencies in that literature produced at

the end of the decade.

This complex interaction between the lessons D&blin drew from

4contemporary histofy and his elab%rate translation of the physiognomy
of the age has no equivalent in the case of Dos Passos. Moreover,

‘the American's antismaterialism had far less-to do with speculative

idealism than a humanism which tended toward pragmatism. Yet if he

was little concerned with the variety of spiritual consequepces which

" attrécted D&blin, Dos Passos' 1925 novel is not lacking in their

<.

reflection. It can even be argued that Manhattan Transfer represents

sense the German novel's author proved more, successful than his

: ‘ . P . . . A
American counterpart in achieving a cohesive interpretation of the ne&gb

. that condition Alexanderplatz attempted to alleviate. Alfhough in one -

133
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realities of life, his success was confined to the realm of pure
speculation. In the long run both D&blin and Dos Passos were on
somewhat Mrmer ground in grasping and expressing the arwistic

consequences of the experience they confronted ideologically.



CHAPTER IV
NON-AESTHETICS FOR A NEW AGE

The Imperatives of Reconciliatory Art

|

"We may as well admit that for our time there are no questions
of aesthetics.”" From this introductory observation Dos Passos

launched his 1925 Vanity Fair defense of non-realistic theatre in

general and John Howard Lawson's expressionist jazz drama, "Processional,"

. 1 . . . :
in particular. By "questions of aesthetics," the American meant the

1

épplication of traditional and irrelevant formal criteria to art which

'

in form and function desperately needed to absorb the life around it.
So typical of Dos Passos' preference for hyperbole, the proclamation
is nevertheless an appropriate summation of both his own artistic

outlook and that of D&blin during the twenties.

By and large the two writers! perspecﬁives defy exclusive
identification with any one ofs the programmatic movements 6f the
period. Yet they clearly align them with Modernism's more progressive
currents an@ that Apoilinairean strain seeking the restored unity of
art and publfc which yould reconcile man and art with éociety via .

profound change in both social and artistic Spheres.2 Inextricably

linked up with the general intellectual coherence sought by Dos Passos

Y

and Dﬁblin,itheir aesthetic views admit several new priorities. On

the one hand, art had to reflect the radical transformations of exper-

ience in a postwar, postrevolutionary, technblogical world; on the

' |

i
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other, the vefy nature of art and the role of its creator in that
world's industrialized and largely urban society required readjustment
and redefinition. These latter accommodétions were of particular
sigﬂificance to Dos Passos énd D6blin. 1In their attempts to interpret
the role now imposed on the writer by external,conditions, both o
recpgnizgd a necessary integration of the artist in the life of the
tiﬁesf Antithetical to images of tge marginal creator on the periphery
of society, their attitudes acknowledged the dynamic interrelationship
between the artist and his total milieu. Neither Dog Passos nor D&blin
challenged the fundamentally individualistic basis of the bourgeois
artist's self-definition. They did, however, seek to overcome that
estrangement and disengagement which had increasingly,character{zed his
social stance since the 1attef-ninetéenth century:

For DSblin, the efforts aé redefinition granted the writer's

role multiple dimensions, including the political one. There was no

denying the writer's identification as zoon,polinikon{ Whether aware

of it or not, he was thoroughly politicized as an individual human
being. Strictly speaking then, as D&blin announced in his.1924

' . . . S
"Schriftsteller und Politik," there were no non-political writers.

But a question presently existed as to whether or not the writer should/
be consciously concerned with politicslas part of his activity; To
ﬁhis, D&blin unﬁesitatingly responded in the affirmative: "Der
- Schriftsteller muss Pélitik als einen integrierenden Teil des Geistigen,
als wesentliche Ausserung des Geistes erfassen" (3, p. 23&)" Issued

]

during his tenure of office as president of the German Writers' Leégue;

DSblin's statement reflects his belief that responsibility for society's
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well-being could no longer be delegated by a disaffected bourge0131e
to the professional polltlclans His afflrmatlon of pOllth&l involve-
ment on the part of the writer is also an important affirmation of art.
The latter's pursuit in isolation from politics had contributed only
to its estrangement.from the life of the times. This was especially
true in the two tendencies D3blin noted among artists whose work
between 1910-20 had been inspired by anti-bourgeois sentiments. ’He
ldesgribed them in his 1920 "Repﬁblik" essay as "die Kﬁnstlér der
einen Seite, die Kunst fiir beianglos halten und Gesinnuhg und Kampf
fiir Gesinnﬁng'an erste Stelle riicken, und dié auf der énderen Seite,
denen-die Kunst zu einem fast &usserlichen artistischen Spiel wird"
(S, p. 126). A series of reconciliatory rélationships between the
writer, the public, and even the state were essential now in a
technological age and in & bourgeois republic. As envisaged by D6blih,
these relationships would ulfimately bring about a rehabilitation and

i : ‘

-

renaissance of art.

From the outset D&blin's assertions had only a tangential

connection with the pros and cons of Tendenzkunst. That he did not

consider this route sufficient to meet the new requirements of art is
‘apparent in the 1928 "Schriftstellerei und Dichtung" address expressing
sentiments which would be partially reproduced several yedrs later in

Unser Dasein. Although tendentious works sought contact with life,

they did so with properties borrowed or stolen from older art works.
For that reason they offered a short circuit instead of the requisite
contact between art and life. Elsewhere, however, in other writings

that touch upon politically oriented art, a subject much discussed in
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the twenties by German writers of ﬁhe bourgeois and revolﬁtionary left,
D3blin reveals himself aé a kind of mediator between warring factions.
Recognizihg that ar£ designed to influence its audienceyoftep fan the
risks of schematism or else deteriorated to pure‘didacticism‘and

propaganda, D&blin criticized such weaknesses in contemporary drama,

notably that of Ernest Toller. But tow Tendenzkugst per se, a

category to which he also assigned humanigstife and religious art, D&blin

displayed no hostility. Apropos of Leopold Jessner's severely criticized

1924 production of Weinricht's Kolumbus on behalf of the Catholic

‘ /. o
Volksbiihnenbund, for example, D&blin declared, "Das blosse 'gute'

. &
Kunstwerk ist wertlose Spielerei.” With the mythically "free' varigty
o «
favored by the very class which sponsored German art, D&blin equated
an art muzzled and contrained. Furthermore, Tendenz was not inimical

to art. In his 1929 "Kunst ist nicht frei, sondern wirksam: ars

militans,” he held that Tendenzdichtungen and iunstwerke were not

mutually exclusive, something incontrovertibly proven by Dante's
Coxﬁmedia.3 These convictions notwithstanding, the conclusions D&blin
drew for art in the new age were not centered about the Téﬁdenz debate.
They had even less to do with what D6biin in 1521”ca11ed the
mechanicél politicizé£ion of the writer. By that he meant the alliance
of the writer with a political party as its ﬁember or spokesﬁan. 'D6biin
did not explicitly attack such politicization until the latter 1920s
when writers affiliatedtwith the Communist Party,advdcated Proletarign

Art and hpartymindednéss" as the only viable program for the socially

‘conscious artist. Although his increasingly negative reactions weére

undeniably colored By the Linkskurve's attacks on hislwork, D&b¥in's



rejection of the{KPD prescription was a rebellion against the dogmatism
of a campaign imported from the SoYiets. It was also an assertionxof \
the individualistic and anarchistic nature D&blin attributed to art.
The creation of one private ego, an art work directly‘affected individ-
”uals who in turn responded tF it. Vever, however, did it entér into
immediate cbntact with grouﬁs or soclety as a whole.

Despite DSblin's adherence to the nétion of privately inspire.

{

and produced art, lis thinking allowed the writer! s 1mpact on soc1ety
at large. It even stressed the new necessity of such 1mpac£ This is
obvious at the very beginning of the decade. The May 1921 address on
the subject of "Staat und Schriftsteller" finds D&blin sp%eifically
remarking on the state of the natiOn'and the nature of the age, both
of which require the writer?é attention. Having compared Germany's
present condition in the new bourgeois reﬁublic to one of trance, D&blin
remarks: "Dinge, die ldngst nlcht mehr real sind, entfalten ganz
unwahrscheinliche psychlsche wlrkungen, frische Elndrucke kllngen an und
we%den verschlungen; man macht exzessive Bewegungen nach irgendeinem
Ziel, das als Ideai erscheint; alled %echselt‘ﬁﬁeraus rasch. Das |
Durcheinander, das Schwere Muhsellge-des Zustandes wird jedem der ﬂ
in diesem Staat lebt, flihlbar" (AzL, p. 52). Among the massesrof people

recently llberated but not yet stablllzed an intermediate stage of

development was under way. If the situation was one of flux, however,-

¢ . it was stlll apparent that 1rrevocable changes had occurred and new

forces had been unleashed: - o o)

' Man will langsam wieder auf eigenen Boden treten. Ich sage
nicht: auf den alten Boden. D1e Dinge haben sich griindlich

4]



\ gefindert und sind nicht wiederz urufen. So wie niedergedrﬁcktes
| Getreide sich wieder aufrichtet, erheben sich im ganzéh Volk
\ die ungenutzten Krifte, es will noch ungeregelt die Vitalitit

| heraus, die hier verhelmllcht war. Uberall treten die Menschen
‘ zu Verbanden zusammen, besprechen ihre Sachen, bilden Selbs!.-

‘ verwaltungskérper. Und wihrend oben noch die alten Ideologien
| flottieren und ihren Schaum schlagen, &ndern sich die Menschen,,
| ihr Verh#iltnis zueinander, es gruppiert sich alles langsam um.
Und langsam wird die angebahnte Bewegung gréssere und griéssere
KTEIQE ziehen und wird sich bis in das Personllchkeltsgefuhl bis
in die Sittlichkeit hinein umgestaltend auswirken (AzL, p. 53).

\ - This was precisely the moment for the writer to surmount the
¢

degradation of the prewar, prerevolutionary period and achieve new
|

worth and valuec Now, when the great power motivating 1ndustry,

[

,i

technology, and commerce appeared omnlpotent the wr;ter had a particular
‘respon51b111ty. The age's dominant forces were capab}e of. nelther
bulldlng the state nor preserv1ng and advancing humanklnd His life
bound up with the intellect, the writer was. Moreover, technology,
»1ndustry, and commerce, which ought never to lose their ¢haracter as
mahkind's tools, were ebout to be transformed from implements into blind
authoritative forces capable of subduing humanity;‘ This metamorphosis
had to be countered by the intellect: "Niemand von uns darf vor ihrem
eisernen Lirm verzagen" (AzL, p. S4). To do so, the writer had to
acknowledge the new human cohesiveness wrought by rec&gt hlstory

I3

"Es gibt aber noch eine elementare Kraft in dem Menschen neucn der \
Kraft, die Industrie und Technik entwickelt hat, das ist die: Zusammen-
halten mit dem Menschen, die Gemeinschaft zu pflegen die 51tt11chen
Triebe als unvergleichlich w1cht1g fihlen. “Und diese Kraft ist stérker,
elementarer und frither als 1rgende1ne andere. Sie ist ee und keine

andere, die das elgentllche\hesen des Menschen .ausmacht. Und das ist

unser Gebiet, das Gebief gep verantwortlic :n Menschen und der Verbreiter



des Wissens" (AzL, p. 54).

In assigning to the writer the task of humanizing and cultivating,
tﬁe state, D&blin offered spec1f1u 1ecommendatlons They grew out 'of
his observations that at present the huge masses of the so-called
common people tradltlonally neglected by German writers wanted and were
‘ obliged to assert themselves. Thus it behooved authors of prose poetry,
and drama to graduate from their longstanding identification w1th the\y
sorrows, pa551oﬁs, temptations, and v1ces of one class exclusively as
their subject matter. Tt wasonow iﬁportant to participate in the
experience of this actively emerging lower class and to animate artistic)
production accordingly so that it represented and was comprehended by
this sector (AzL, pﬁ. SY—SB)? “

Expressed ddring & transitional period in which’Débl}n saw
writers still unséttled in‘their roles, his views pufposely underscored
the new necessities imposed by the age. Because of this feature,
D&blin's observations reéd like a definite compl¥ment to Dos Passos'
"Humble Protest" critique of industrialism. Summarizing his>position,
hé concluded: "Inﬁitten des Dréhnené’der Fabrikeh, inmitten der Schau-
fenster, welche die M;nschen reizen und beunruhigen, inmitten des
polltlschen Zanks wollte 1ch, ohne Resignation, vielmehr voller Hoffnung,
die Schriftsteller ansprechen. Sie.méchten nicht teilnehmen an der
Erregtheit uhd Verzweiflung”dieser‘Zeit. Die alteh Vorzlige der Geistigen
m§§§h ihnen‘in/jedgm Augenblick zur Seite stehen, ihre'unverve%kbare'
Kenntnis um die wirklichen ideelen Lebensgﬁter, diese Lebensgiiter, die

‘einmal wieder als Fixste#ne auch unseres: verwirrten Abendlandes erscheinen

-werden., Diese Kenntnis wird dig_Sch}iftsteller Zu strengéter Selbsterf



ziehung verpflichten" (AzL, p. 61). In the course of the decade, the

mutually beneficial interrelationship hopefully projected by Déblih

in 1921 between writersvsensing their new responsibilities and a state

receptive to them and to their intellectual achievement failed to

materialize. The development most certainl& accounts for the faét that

D&blin quickly relinquished his faith in the possibility of thé state's

evolution. He did not, however, abandon his commitment to the writer's

vanguard role he held to be determined by the times aﬁd by art's

essential n§ture "als . Instrument des Geistes und als Geflss des Geistes."5
For his part Dos Passos was no less convinced that the writer

Yy

could not ¥gnore imperative adjustments in his role and what he produced.
Compared to D6blin, however, the American was less specific during the

early 1920s in expressing the distinct accommodations and the writer's

social responsibility. Dos Passos scholarship is not free from the

iendency to perceive Manhattan Transfer's genesis in terms of post-1925

influences and its author's evolved 1927-35 aesthetic.6 Consequently,
it is important to differentiaste here between the mature views and their

germinal stage. In the post-Manhattan Transfer period, notably the

years following the Sacco and Vanzetti executions, Dos Passos frequently
7 |

interpreted the writer's social and moraflobligations. This is parti-
qularly ‘evident in his theatre commentary. A 1927 New Masses piece
entitled "Towards a Révolutionéry Theafre," for example, urges one |
which will. break with contemporary theatrical traditions and "draw its

life and ideas from the conscious sections of the industrial and white

5 :
collar-working classes which are out to get control of the great flabby

T

mass of capitalist society and mould it to their purpose.”' The 1930-31

4



overview for the New Republic envisions "The American Theatre" as

necessarily "a transformer for the deep high-tension currents of history"
(p. 175). In "an epoch of sudden and dangerous transition" in which
"Industrial life is turning a corner and is either going to make the
curve or smash up in the ditch" (p. 17&), theatre as a mass art has to
be a social force. To cope with the modern world it has to vividly and
directly "express £he side of the American mass myth that the musical
comedies leave out" (p. 1T74). Designed "to mold the audience a little
instead of everlastingly f}attering it," such a threatre wouid faciiitate
the construction of a new érder "in the shell of the old" (Idem.),
Jsing every technolgical means possible to férmulafe, explain, and
Justify this goal. ) j |

Printed literature hardly presented itself as a similar or zan
ofidirect contact between the mass and thé individual member of the
crowd. Neve;ﬁheless,vthere is a correlation bLe¥ween the tasks Dos Passos
conceived for the dramatist and the writer of prose whom, stérting with

a 1928 "Statement of Belief," he began describing as a kind of second

class historian of his age. As explained in the 1932 "Introduction"

to the re—iséued Three Soldiers, the prose author had to -al with the
raw structure of history now," and quickly, "before it stamps us out
(p. viii). The same preface described the writer as an "afchitect of
history" (Eggg,)\who captured and made permanent the mind of one
generation as expressed‘through its speech. From it'the writer created
"forms to set the mind of tomorrow's generation" (Idem.). This view
clearly implied an infusion of artistic vitality which included a

connection betweem art and desired social change. It did so even in



the problematic address s Passos prepéred for the first American
Writers' Congress in 1935. Four Years earlier, ; New Masses revie&

of Michael Gold's 120 Million had found no conflict between an authg;'s
Communist Party affiliations and his function as a writer. 1In 1935,

X
however, Dos Passos noted curtailment of the artist's intellectual

freedom by intrusive political partisanship and elaborate leftist
bureaucracies. Without designating any one culprit, Dos Passos was
actually referring to the Communist Party. Through its manipulation

of such causes as the Harlan County miners, Dos Passos found himself
increasingly at odds with it and an imported dogma he considered
inappropriate for U.S. society. Anticipating the subsequent direction
of Dos Passos' thought, the paper for a céngress planned as a show of
unity against the dangers of war and.Fascism addressed itself primarily-
to the new mehace from the left. Yet its argument reasserted the‘impact
that the writer could anu must have in society: "At this particular
moment in history, when machinery and institutions have so outgrown the

ability of tﬁe mind to dominate them, we need bold and original thoughts |
more than ever. It is.the business of writers to supply that thought." o
éomparing the author of stories and poems--writing that was sti}l not
collectively produced--to an iso;ated tecﬁnician, Doé Passos went so

far as to liken his relationship to sgciety tovthat‘of an electrical
engineer. Indeed, he continued, "?He importance of a writer, as of a
scientist, depends upon his ability,tolinfluence subsequent thoughtf."8

A decade removed from the period that primarily concerns us -

here, the succinctly expressed writer's credo is tempered by’ngw

historica} events and conclusions drawn from Dos Passos' social activism.
A



With the still emerging aesthetic of the early twenties the more mature
outlook shares a consistency in emphasis.\ In a word, th;ltimes now
required that the writer .take full cognizance of them and that he ségk
to iﬁ:luence the life around him by shaﬁing its thought. Such a

perspective is apparent in Dos Passos' early prescription for American

letters:  "We need writing that shall be acid, with sharp edges on it,

vyeasty to leaven the lump of glucose that the combination of the ideals

of the manin the swivel-chair with decayed puritdnism has made of our

national conscéiousness" (RRA, p. 131). T
I t

The most significant example of the acetic remedy was furnished
by the novels of Pio Baroja. Other authoré, including friends Lawson

\
and Cummings, were to demonstrate the formal direction Dos Passos deemed

necessary and desirable. Few at this time, however, seemed to evoke

o

the same kind of functional considerations so mucﬁ in{iine with Dos
Passos' early ideological :accommodations. Thé profiies Dos P;ssos

etched of the Basque physician—fakéry owner are;in fact, distinguished

by the very characteristics Dos Passos felt indispensable to the writer's
role. No doubt the Américan perceived that Baroja's situation
approximated something of his own. In the 1920 essay which eventually

appeared in Rosinante as "A Novelist of Revolution,” Dos Passos referred

to Baroja's recognition that his class background defined the natur

’

‘of his task. Because of his communal isolation and lack of experience

as a worker enslaved by the industrial mgchine, "the only part a man
of the middle'classes can play in the reorganization of society is
destructive. . . . He can use the vast power of knowledge which training

has given him only in one way. His great mission is to put the acid



test to existing institutions, and to strip the veilsoff them" (RRA,
p. 93). A 1923 review of an inadquﬁte translation of Le busca
provides an even more telling sketch. Having "scorned the pomp and
rhetoric of the professional literary man," Baroja "felt intensely the
restlessness and disruption of the worlé about him in wﬁich‘the middle
clagses, dazed and bloated by the tremendous power and riches a century s~
1ndustr1al growth had brought them, were already losing control. An
era was speedlng to a climax. The early twentieth century was to brihg
decisive and sublime events. In all this there was no time for urbanity
or literary punctilio. Writing should be colloquiai, sarca;tic, acid.
A novelist was an advance agent of revolution who measured out and
described what was to be destroyed."9

In the broad eense, Dos Paesos' own developing poetic of the
19203 envisions the writer laying the gfoundwork fof revolution,even
if that revolution's precise nature and the means for i%s reglization
were unarticulated. Much like DSblin; Dos Passos dieeociated partisanship
from his obligations as a writer and proved consistently reluctant to
substitute new dogmas for old bnes. But he still attempted to formulate
a role which would admit the participation of the middle class writer |
in a society badly in need of reorganization. Tt is clear that Dos
Paesos, who very much hoped for the kind of changes which might bring
about a humanltarlan cooperatlve economy free from war and mllltarlsm
: took a dlm view of writing isolated from the restlessness, dlsruptlon
and decisive events his own generation had elther recently experienced
or now observed in a transitional period. In the emotional 1920 letter

1

so critical of the January Dial's genteel aesthetic pose, he submiﬁted'



Luy

that the conditions of iife in the industrialized world and the
impressionable state of "chaotic unleﬁvened America" (1kc, p. 280)
urgently required the attention of“writer and publisher alike. The
spacefillers Dos Passos found on the Qig;‘s precious pfihted pages at

a moment "so on the brink of things" (Ibid., p. 2B1) revealed scant
evidence of this "leavening"‘responsibility: Before very long it would
materialize as his depiction and evaluation of the phenomené and movement
of mass life, such as it displayed itself in urban, industrialized
America,

Between the catalytic agent visible in Dos Passos' tentative
reflections and the new humanizer and educator distinctly pictured by
DSblin, there is an obvious distance. Beyond it, however, the respective
adjustments of the writér's function sharg common'ground. In both cases
the attempts to interpret his place in axnew age attributed to the writer
a social function and a heightened responsibility. Whether translated
constructively or deStrﬁéﬁively,‘the roie p;ovidéd for partiéipation‘
in shaping and developing méss\life in a critical transitional period.
Necessarily, the expanded funétion was to be directly transmitted_through
vthe writer's work. It too proved a compellingvsubject for D&blin and
Dos Passos. Artistic purpose obviously derived its impetus from their
nop;aesthetic concerns; yet neithér’one ignored_the fqrmal preoccupations
of the artistic innpvétors of their day. For Dés Passos and D&blin,
-however, the congciousness_of inescapable and far-reaching accommodations
in artistic content and its means df*preseqyat%on arose from their
fundamentél bias toward the reconciliation and integration of art with

1

public and society. Toward this end, art itself was té be redefined



and deeply immersed in the life of the times.

Not surprisingly, Dos Passos and D&blin noted the isolation of
théir own assessments of artistic creation from prevailing attitudes
about literature. Dos‘Passos asbired toward an example he found in
Baroja, "that vigorous, emanation of life and events that for some
reason people garner ﬁp and dessicate in libraries and call literature"
he described in the 192hv"Building Lots" review (p. 37). Less hostile
to the attachment of any "literary" designation, D3blin nevertheless
regarded his work's fundamental conceptioﬁ as separate-frbm much of the.
writing contemporary with it. Providing biographical details for the
Berlin Academy of Arts in 1928, he offered, "ich habe meine ‘literarischen
Werke nie als Kunstwerke im heutigen Fachsinn betrachget und sie so
geschrieben, sondern als geistige Werke, die dem Leben dienten, welches
geistiger Art ist" (B, p. lhb). The explanation is consistent with the
1923 "Mehrfaches Kopfschiitteln" assertion that art. embrace the "horizon
of the new world," "the impetus of this'timeﬁ'(p. 6), and the later
Ulysses review's inclusions of the specific phenomena of modern mass
experience, many of thém glready outlined in "Dé; Geist des naturgli-
stischen ieitalteré." To serve life, indeed, even to give it the ﬁaturist
direction ultimately advocate/d by DSblin, art had to absorb it fully.
Suéh a recommendation is equ&ily implicit in the task Dos Passos éssigned
American writers in "Off the Shoals" when he spoke of fusing "the soggy
disjointgdvcomplexity of thé industriai life about us into seething
fluid of qréaﬁion" (p. 98). 1Incorporation of the external world was

-

to be achievéd by both writers through particular accommodations in the

.

internal structures—of art. For Dos Passos and D&blin, however, the
; .



1bog

deliberate alignment of art with life went even further. Art was not
only to present and evaluate mode;n experience; it was once again to
derive its roots and character from popular 1life. Furthermore, no less

than the writer himself, his work .was ;\\be reconciled with a publlc

whose ex1stence now served as art's f undation.
1\‘

Already apparent.in the two adthor's dissatisfactions with the
\
state of German and American writing, limited audience appeal and an
isolation from much of the populafion were artistic weakneésses in need
of attention, Regardless of the hostility sometimes aroused by their
own dramatic and novelistic efforts among the bourgeoisie, neither Dos
Passos nor uOblln advocated thé kind of production which completely broke
with their own class and addressed 1tself solely to the proletariat.
On the other hand, artistic accessibility to a broad audience gxtending
beyond the middle class most certainly figured among their priorities.
Apropos of radio, fof example, DSblin considered that its radius of
4 .
action among anonymous, often unlettered listeners far exceededsthat
of”the pfinted book and the stage. It therefore possessed a literary
potential and offered writers the'unique opportunity to explore
literature's source, the living oral language. Just as important, if'
provided wrifers,with the chance to reach the masses. In this last
- respect.radio could serve as a means of bridging a lamentable gap
'presently existing between pfinted, "eigentlichen, schon Uberartistischen
Literatur," the exclusiye property of only a small segﬁent of the |
population, and the great masses gf the people.ll |
| By D&blin's reckonlng, this separation between llterature and

the publlc arose only partially from the 1lllteracy of the masses. It
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had been perpetuated and augmented by the cultivation of literature

by and for the'Bﬁrgertum. As was illustrated in our earlier discussion,
Ddbliﬁ frequently scored this tendency and its specific manifestations.
Understandably then, he proved warmly responsive to examples of‘counter—
vailing developments. Thus,against the Hauptmann phenomenon, D&blin
held up the modél of Arno Holz. Unlike his mofe famous con£emporary,

Holz was uncelebrated at the age of sixty in 1922. 1In that same year
marking the Hauptmann Jubilee, non-participant Déglin expressed his
preference for Holz, the author of such programmatic works as Revolution
der Lyrik (1899) and the innovative p u.-cycle Phantasus (1899-99).
Having assertgd that his writing was concerned with neither the Classical
nor the Romantic, but the Modern world, Holz had accordingly sought his
material “from the metropolis. Morgover, lie forged a poetry beyond

rhyme aﬁd prose without "traditional strophes, alliteration or assonance.
In it the neceSsafy rhythm was created by the tones df natural speech.
Holz simultaneously urged a drama which drew upon the non-literary, living -
language. For these innovations, D&blin subsequently eulogized Holz

in 1929 as the German writer who had introduced a necessary break wif‘ﬁ.7
empty tradition and who had been the first to acknowledge>the present

and the Grossstadt. Holz had recognized "dass Jede poetische Technik

eng mit den Lebensverh#ltnissen der Nation verflochten ist; diese aber

dndern sich und mit ihnen unterliegt die Technik dem historischen

Wechsel der Dinge" (AzL, p.Rl36). He therefore furnished an important

*.

example to surviving younger writers. Doblin's address to the Prussian
Academy of Arts shortly after Holz's'death cited it as the urgently

required "organische funktionelle Beziehung zwischen Volk und Literatur"



(AzL, p. 1ks5).12

Obviously,-such & connection would not guarantee that a work,
however conceived, would reach outside the ranks of those traditionally
forming the audiences for German literature and theatfe. In a 1930
£ypescript on the "Selbstschdndung des Biirgers," for example, DSblin
pointedly noted that fqr all his designs, Piscator's popularity résted
with the memberé of his own class, and - did sé largely because of
his expansion of the!@ethods of bourgeois art (s, p. 256-257). Never-
theless, the adaptation of German writing to the exigencies of the
times was essential to that new unity between art and a broad pPublic
required for art's revitalization. DSblin's aforementioned 1921*"Staat
und Schriftsteller" address urging identification between the bcurgeois
writer's work-and the newly active masses also observéd that the time
was fast‘approacLing when writers would have to become "viel einfacher,
versténdlicher und darum lebensvoller als wir Jetzt sind" (AzL, p. S%).
That he sought to heed his own advice is apparent from his modern

Volksbuch, Alexanderplatz, which culminated his work of the decade.

It was quiékly followed by a theatrical cémpanion'piece; the experimental
Die Ehe, described by D&blin himself as a Volksstlick and conceived for

performances on worker stages as well as in theatres patronized by the
L. 1

bourgecisie. 3

As general prerequisites for the unity of art and the public,

DSblin's simplicity, vigorousness, comprehensibility, and his organic

functional relationship with the population are close to the criteria

By s Passos for a similar end. During the early twenties, '
L, -
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With their social, political, and even moral rationale for the substance,

form, and function of drama, and their push for radical experimentaﬁion,
these early writings, like Dos Passos' first theatrical effort, The ‘-
Garbage Man, have a direct relationship with the genesis of Manhattan
Transfer. Landsberg, who has accuratel& noted this connection, has
rightly called attention to Dos Passos' dramatic views as some of the
most explicit evidence of his poli£icai and social opinions of the

period (p. 107). Usually overlogked by Dos Passos' novelistic critics,
they are as much a gauge of his orientation toward non—theatriqgl wfé%ing
and a complement for his pronouncements on literature as they are the
foundation of the "revoltingé theat#e hexyrged in 1927.

An opponent of literary draﬁa, Dgs Passos was convinced of
theatre's character as a vital expression of communal life and group
consciousness. Notable exémples of its essential nature were presented
to him by the Madrid theatre and, closer to home, the Yiddish stage of
~ New York's Lower East Side.. American theatre, dominated By "the point
of view that plays must be regarded primarily as ﬁasterpieces of literary
effort, fraught with the culture of a by-gone age," had not:kept-pace
with the expansion of induétrialism and the nature of’popula; life.

‘Even so, legitimate raw material for thé stage abounded everywﬁere.

What was required was its shaping and fusion into "organized pﬁrposeful‘
expression"lh‘wifh a view toward neither literati nor intellectuals,

but those citizens for whom bu;lesque shows, movies, and roller épaster
rides at Coney Island now reflected both the 'spirit of their.experience

and that experience's outlet. For this reason, Dos Passos, whose

. L :
theatrical priorities inclined toward the creation of a native Americgn
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theatre, sought and approved the dramatid exploitation of themes and

situations familiar to this audience. Among them were included the

flight from the small-town Midwest to New York %ﬁ Lawson's‘Roger Bloomer

and the American success myth in Dos Passos' oyﬁ Garbage Man. In,
’ s @ ‘ !

additibn, the technical incorporation of the feuatures and modes of Jjazz,
¢ . . X

bﬁrlesque, musical comedy, vaudeville, and the mass phenomena of

advertising and radio were construed as direct and simple means of

i

audience contact.15 These prescriptions for theatre detailed, in factg

o,

the kind of idenﬁification of art--despite Dos Péssos' avérsion to that

©
O

term--with popular life and art's integration in the meaning and spirit
of ﬁhe times that occupied so central a‘role.in his earliest literafy
critici;m; *As he maintained once aéain at the close of the twenties
. when considering the material potential of a writer's Lowér East Side

bac.grpund, "Great literature can only be grown out of the loam of a

16 ;

rich, and sprouting popular life." .

The liaison between art and popular life involved, on the one

’

hahd, capturing and interpreting the nature of that mass experience to

N , , .
which Dos Passos, like DSblin, devoted his non-literary attention. It

' -

also required the obliteration 7f artistic hierarchies rigidly endorsed
by gerpeﬁratprs of an outmoded aesthetic serving.a 1imited segment of.

the pOpPlation. Dos Passos, who noted a cbnnectidn between "good

breeding" and "respect for ART, in whatever aspect that puzzling
divinity might shew itself," lamented "the idiotic schism between High-

brow and Lowbrow" which accounted for audience shock at.innovative,
oplays drawing on jazz and vaudeville expression. D8blin, whose drama

o

s . ' . . . L8 . .
criticism is equally revealing of his artistic orientation,-was as



sharply critical of thef outmoded "aesthetic" priority he described as
"Eine feige und verlogene, humanistisch eingeﬁickelte, warm vertrottelte
Lleuik"lT as he was of the theatregoing public's predilection for
unpeovocative art works which flattered it. Fufthermore, he deplored
the_steriie,-unhealthy, and out-of-date attitude toward German liferature
as an array of eutstanding performances which perpetuated its pronounced
and fatal separation from the‘gfeat masses\of people neither included
nor reached'by it. 1In the necessery broader._ny of art's dimensions,

for example, thefe was room for work which; if technically uneven,
:.eerved the purpose of bringing "Blut, Mist, Gegenwart'auf d1e Bﬂhne w18
This was prec1sely the task D3blin percelved in stylized Zeatstucke

centered on the plight of the returning war Veteran. Plays like

Brecht's Trommeln in der Nacht (1923) Toller's Minkem (1924) were
a:?& -_L._E‘ﬁnﬂ e
held objectionable by the majorlty of critics and theatregoerggtﬂcaﬁgc v
-
their audlences applled the aestgetig-models of the past to new Tprms‘ :

of feeling. These very plays found a champlon in D&blin through the;r;f

I

resolute grip on an urban postwar world. Such a world also v1v1dly

sh~ red that art s expan31on was algnlflcantly 1nfluenced by the 1mpact

of mass media and popular dlver51ons upon everyday 1life. Like that of

the metropolis, industrialism, and recent history, their pervasive

-—

effect could no longer be ignored.

An age which now imposed distinct readjustments in ‘the'role of

.

the artist- and his work had given rise to a host of related cultural
phenomena central to popular experience. As accurate expressions of
modern life's sense and spirit, these phenomena had particﬁlar

implications for artistic representation. First the'Futurists, then



their Cubist and Dadaist sucgessors,had attempted to explore and
demonstrate them by drawing the inspiration and even the components of
their work from the specific physical materials of industrial civilization

and a machine age. Projected as novels which confront an urban-industrial

world, Manhattan Transfer and Berlin Alexanderplatz are hea%ily ‘ndebted

19

technically as well as conceptually to such forerunners. At the same

time,these novelistic efforts must be seen in conjunction with their
\ . N .
authors' attention to the new mass' phenomena.

Neither Dos Passos nor D6blin)proved oblivious to the role of

mechanical media and entertainment in popular experience. Tpe broad

1

appeal of movies, radio, baseball, footgall, prizefights, jazz dancing,

burlesque, musical comedy, vaudeville, and even amusement%&erks as
J ,

direct expressions of prevailing sensibilities, as escapism, as safety

.

valves, and as-reflections of the fhythm of life in "A century that has
to snatch its hasty llfe furtlvely between tlme clock and alarm clock"
was duly noted by Dos Passos Hav1ng reported before the war on populaf
reviews featurlng apache danc1ng and llv1ng plctures as well as on the
sensational waxworks and © ly movles whlch constituted the "theatre"
of the.working class, D&blin took #ncreased notice ofltheir.evolution
o | . .
in poetwar Berlio..'On Saturday eéenings, for example, the movie
houses became that space into which an urban proletariat crept from its
uncomfortable, no!ﬁy factorles aod stifling little rooms to indulge in
a cinematic oplaterequlvalent to pulp literature. It should be
'emph351zed here that although elevated to artlstlc status by 2 massive

J

influx of theatre luminaries and by the development of avdomestic

]

industry, and no longer assoc1ated exclusively with the working and

BN
(FH
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Lumpenpfoletariat, film in postwar Germany still retained something of

its disreput;ble prewvar character. Moreover, sexual exploitation films,
nafionalistic historical pageants; thrillers, and adventure serials
dominated the screeh, attracting far more of the moviegoing public than
those works of F. W. Murnau, Carl Mayer, agd Fritz Lar rith which the
period is now identified. D&blin's observations are . ctly related
to this ésﬁect of the film phenomenon. In a milieu where work and life
were ‘nonymous, & drbnelikei.citizenry of pétit bourgeois and prole-
t~.  us inly sought pleasure'outside the ﬁovies in cabgrets, cafés,
and 4~ -=. The singalong; of patrons and performers in cabarets like
the Café Orient on Ardreasplatz proved, as'Linke Poot pointedly observed .
in "Die Moral der Schlager," that "Als Ochse kann man von Sebastian

Bach alﬂein'nicht leben." For %he poorer classes, the popular songs

of the day they knew by heart--song;’with banal lyrics like "Im Rausch
 der Nacht, eh' du's gedacht, wirst du bald schwach, dann gibst du nach"
or "Wenn ein Herzchen Liebe fiihlt, geh'n wir beide miteinanda, wo die
Asta Nielsen spielt, Hénny Porten und_de.Lahda"——were as evocative as
they were temporary relief from such realities as inflation.

Beyond their service as difersions, these phonom:na distinctly'
shaped the physiognomy of the age. This was particularly true of film
and radio. Both ﬁad dfastically altered daily experience and traditional -
art forms. Dos Passos, who incorporated radio into his Garbage-MaﬁJ
(1918-23; published 1925) a§ the. voice of"conformity and capitalist
industrialism used to maﬁipﬁlate and.raily the public, already recognized

that it would be followed by "subsequen- mec nical means of broad-

casting entértainment and propaganda." Moreover, radio had made it
R Y
e e : : f I
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"unnecessary for people to move out of their pigeonholes in the evening."
Dos Passos and D&blin admitted the medium's strong competition in this

. . 2Ly, .
sense with an outmoded theatre it now rendered superfluous. “Taking
special notice of radio's broad sphere of action among listeners
traditionally alienated. from German literature, D&blin eventually,
proceeded to explore, the literary potential of an acoustic medium he
conceded was best suited for journalism and the most universal of arts, 15

f
music. Two months before the publication of Alexanderplatz, he submitted

that radio could bridge the gulf between German literature and the masses
in essays, poetry, and dramas uniquely .adapted or written to suit radio’s
properties. Not surprisingly, D&blir soon collaborated with his actor-
musician-sometime writer brother Hugo and radio producer Max Bing. The
result was an adgpFation Qf the Berlin novel's Biberkopf narrative as .
a Horspiel of the dialoguized'Novelle variéty;%i

If radio, both actually and potentially,rwas a force with which
to be reckoned,,film, just beginning to emerge as the uniqué expression
.and art of our century, was much more so. No longer deniabie as an
integral part of milieu and dail& experiende where even popular songs
~ mentioned the Asta Nielsens and Henny Portens who dominated the 51lent
screen, film had radically affected patterns of behavior and perception.
A 1936.introduction to a collection of George Grosz's sketghes by Dos
Passos referred to the fact that alohg with display ‘advertising, "movies,
thqugh they mav Aull +% . wits, certalnly stimulate the eyes " Within
the context >f the -reface, film figures as part of 4 tﬁgﬁ%y—flve-year

r

revolution in :an visual habits which transfoiﬂ@%j& "wordmlnded"

) -

people into an "eyemlnded one" prone to.respond to palntlngs from a
P

A
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visual rather than a literary point of view. 3 Among the general public,

however, "eyemindedness" was largely the consequence of film. Its

influence became so pervasive that cincma i1nvieied the territory of the

other arts.
i

The encroachment drew interest from Dos Passos and from ﬁBblin.
While complementary to one another, the two writers' responses were

rather different in emphasis. For Dos Passos, movies had "made the
\ : _

theatre of the transparent fourth wall unnecessary and obsolete," thereby

corroborating the =eed for dramatic reform which would: break realism's
stranéiehold on theatre. Cinematic reglism was sucﬁ.that the camera
and screen were able to "transport the audience into circumstances, in
the ordinary sense, reaf." Such realism could show "what people who
have been\tﬂere recognize as West Virginia." D&blin similarly remarked
tha£ the impressive aﬁd‘charactéristic features of silent’film;—"Schdne
Landschaften, scharfes iibersichtliches Ablaufen der Faden, dréngende
Situationen"--could never be dﬁplicated on stage. Doing so, however,
he acknqwledged film's responsibility }or the veryztédhnical feforﬁs
Dos Passos advocatgd énd for the heavy stress oh visual and kinetic
stage éffects in the early tweﬁties.gu

Ironicallj, D&blin came to regret the same trend he had favored
more than a decade earlier. In the years preceding the First WorldvWar,
a‘Déblin ﬁnerestéd in pantomige and dance héd urgéd th;_performers‘
liberation of the play from the writer through such devices as the
improvisation and.mime so admirably empioygd by the Japanese, Even
before his 1910 §§5£§ pronouncements against ;ite%ﬁ:& theatre, however,

his first dramatic effort, a 1905 piece of anti—theaf:e'entit;ed Lydia

-

el tiinsnt the ik



und Mixchen. Tiefe Verbeugung in einem Akt, illustrateduthe recommended

emancipation on several levels, There, a dramatist's conventional fin

de siécle thterstuck principals as well as the propertles phy51cally

and verbally\assert their independence from the script, Indeed, they

80 so far as to assault each other and the playwright himself. Besieged
wb} attacks from the stage and by threats from the audience below, the
dramatist fina.ly recognizes his own obsessions in these grotesque
transformations. With its graphic annihilation of premailing dramatic
rules and conventions and its play upon creator-work-audience

) relafionships, DSblin's parody of traditional theatre introduced a
presemtational style both visual and mimi¢. But by‘the early 19205‘
D&blin, an advocate of mutual collaboratlon bétween playwrlght and
performer was regretting a new dominance of optlcs and klnetles on the

stage. 25

Under the reign of strong performers and techn1c1ans the
formerly necessary and understandable reaction against the llterary
domination and the author s corruptlon of the stage had been carried
to extremes in the new decade. Accordlng to D&blin, theatre as the art
of spectacle became so divorced from the text that Fntire“plays were
esometlmes turned topsy—turvyf DSblin's drama criticism reveals him far
. from oblivious ko the importamﬁ physical procedures £mvoived in theatre

and often receptive to innovation in stage design. Yet when he saw

these becoming a play S most characterlstlc features, as imfhe current

tendency toward Entllterarlslerung der Bﬁhne he considered that modern -,

theatre s essentlal and necessary nature as a product by and for the

e

1ntellect was perverted In seeklng_the sources of this development,

BRI it
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D&blin singled out not oﬁly Reinhardt, with his penchant for opulence
and lavish spectacle, or Tairoff, with his total release of performers
from any textual constraints. He also attributed an equal: share of fhe

blame to film.26

Having elevated the eye as the dominant organ of appeél, the
silent cinema was directly connectéd with the current theatrica;
preference for spectacle. With kinetics andlgptics emergingvés the
theatrically effective forces, the conquest of drama'by film was sometimgs

a total one. This was clearly the case, for example, in a system using

several stages simultaneously or near-simultaneously: the Simultanbiihne
, developed.by the prominent'directing team of Rudolf Bernauer and Carl
Meinhard at the Theater an der K8niggrdtzer Strassey Their 1923

. productidn‘of Kreislers Eckfenster, in which characters from E. T, A.

12

Hoffmann's Kreisleriana served only as material for the staging, had set

dramatic technique aside for "das erzihlende Schaustiick." Althoﬁgh
DSblin considered that the narrative spectacle had its predecessor.in

the Shakespearean play of numerous short scehes and multiple settings,

he viewed its more recent mbdei in the narrative film drama. Byloffering
multicolored rather than blaci and white reality, the thea£rical version

surpassed the cinematic, producing a kind of Uberkino where numerous

pictures dissolved into one another and stages appeared Qénished.
While D&blin could appreciatepthe wonderful effects and arrangements

en masse of the Kreislerblihne, he evinced concern for an almost exclusive

!
i

vishial appeal at the.expense of the intellectual one.
Cinematically inspired innovations like simultaneous stages did

not inherently, of course,'constituté grave threats +to theatre. More-

AR vl s s
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over, Déblin did ﬁot deny film, particularly in its aspect as "die
dramatische Bildererz&hlung" some strong and beneficial implications
.for the other arts.28 Recebtive to the infusion of vitality provided
by the early Piscator stage's visual and cinematic-effects, notably the
use of scéne'placardé and slide projection in the 1924 production of
Paqugt's Fahnen, D&blin subsequently incorporated a number of them into
his own Ehe project. Eyen primitive film ha% a certain significance
for D&blin in this respect. As early as 1910, the Sturm reviEy,

"Antikritisches" had recommended that in staging their productions,
. AN "
theatre directors shouid learn from the lessons of film where the

; \
major_characteriﬁ@é§# were "Kiirze und Gedréingtheit, Dramatik." A real
o S
danger to't eatre,'however, was posed by precisely that coupling of

visual stimulation and dull-wittedness mentioned by Dos Fassos apropos

of movies in his 1936 introduction to Grosz's drawings.‘ Popular film's ,

influence upon drama was 'such that die Entliterarisierung der Bilhne was

often equivalent to die Kinoverblédung des Theaters. D&blin held play-
wrights themseives as accountable for thig situation as the theatrical
entrepreﬁeurs who had treated dramatic writing so badly. Writers were
guilt& of making concessions in their work to the vogue for épectacle
lénd, even worse, that greed for action nurtured iﬂ)the public by a

steédy film diét of detectives, confliet, cat burglars, and airplane
chases: According to DSblin, this dominant cinematic fare reflected

the commercial motives of the industrigl magnatés and businessmen who

had gained control of film prbductipn. If u;1imately betokéﬁed the

29

base instincts of the troubled early twenties he labeled as "fascistic."

The association of film and profit was later to 'prove personally



—

problmatic for D6blin during his California exile in the early 1940s.
In the twenties, however, disappeintment in the commercialization of
film mereiy colored an assessment of itsiartistic potential and led
him to codclude that the phenomenon seemed to be more classifiable

n30 Regardless

"unter die Schnapssorteh als unter die Kulturprodukte.
of this opinion, D&blin's interest in film was a strofg one. Althou;h
we have hardly any documeﬁtation from the same period FQ substantiate

such a claim for Dos Passos, this is not quite the case with D&blin\\\‘

Its existence, moreover, reveals that the German's attitudes were

ambivalen? and probably affected by his own ventures into film writing.

On the evidence of a 1922 Berliner BSrsen-Courier contribution
to "Deutsche Dichter iiber den Film," DSblin seemed reluctant to designate
| ' L . .
film an art because of its overwhelmlngly commercial character and the

still prlmltlve techniques of this chance product of modern technology

S

Urging thgpe presently engagedq§g fllmmaklng to explore the full black

:'.’a‘

and white potential Qf the-tyo-dlmen31onal screen, he also observed

that the writer, whoge instrument was language, had little;to contribute

to silent film.31

With-the advent of the talkies, D6blin publicly
recanted this position.

The poséibility of a new and important coilaboration by writers
in filmmeking was something D&blin admitted 'in 1930. Doubtless this
eoncession was partially inspired by discussions Qith.Emil Jannings,

fresh from his work in the screen version of Heinrich Mann's Professor

Unrat, Der blaue Engel, and now interested in the film potential of

Alexandernlatz. At this tlme D&blin asserted the suitability of hlS

novel for the screen in terms of c1nemat1c ‘reform. The work, he reasoned
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would apéeal to a largely urban and proletarian filmgoing audieﬁcé onv
the basis of its urban and‘pfoletarian subjJect matter; it would also
bring much-needed social and cultural actuality to the screen.32

From this allegedly new interest materialized the 1931 lianz-

Tonfilm production directed by Piel Jutzi. It was misleadingly entitled

Berlin Alexanderplatz. The film is actually a realistic adaptation of

Biberkopf's underworld experiences serving largely as a vehicle for
Heinrich George in the main role. But for occasional reliance on
documentary-style shots and hontage effects reminiscent of Walter

Ruttmam's Berlin, die Symphonie einer Grossstadt (1927) which‘éapture

'something of the city and the Alexanderplatz, little of the novel's
uiban and collective éharacter is retained. Many of itg reviewers were
disappointed by the long-awaited finished product for pneciéély these
reasons. = Deeming the‘popular‘ﬁhderworld drama a better than average
diversion, they gaw thg film as a régrettable concession to producers’
demands and public tastes. More important, it failed to realize the

potential of D&blin's "cinematic" novel marked by montage and networks

of associations. For this, D&blin was himself partially responsible. ”
It was his_and Hans Wilhelm's script which had been selected over the
:scenario.qf thé young screenwriter Heinrich Oberlé&nder. From all
reports, Oberlénder's project exploited the novel's cinematic character
33 SR

in more original and interesting ways. -
o
The first to be publicized, the 1930-31 venture into film was
not without its predecessors. A parenthesis in the 1922 denial of

'répport between silent film and the writer of literature acknowledged

T T e s TR e

the failure of those who had attempted to write for film and had faced
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industry's misgivings about elevating its product's intellectual

quality. 1In all probability, the allusion ﬁas personal aSSOCiations.y%$m
D5blin himself authored two abortive screen treatménts of the Dimonie

of sensuality which were revisions and adaptations of an equally
unsuccessful one-act play of 1908. Although it is difficult to date

both projects precisely, they appear to precede the 1922 BSrsen-Courier

statements. Given the external evidence that one version was already -
completed by January 1921 (B, p. 116), it is not inconceivable that
DSblin,  like so many others, was attracted to cinema by the March 1920

release of Das Kabinett des Dr. Caligari. Breaking the grip of realism

on film, Wiene's work aroused the interest of many who were previously
cén&inced that filﬁ and intelligence weré irreconcilable.3h Coinci-
dentally, D&blin's early screenwriting reveals a concern with moving
outside the éonfines of prevailing cinematic style and content.
Tou some extent DSblin's scenarios anticipate the "instinct"
fllms of the early twentles to which Kracauer attributes an emphagls .
on "the surge of disorderly lusts and impulses of a chaotic world"

and the partial legacy of Expressionism in cinema. In the fragment

qepr$duced in 1930 by Die lite:..rische Welt, a young European count,

greedy for that life which o wearied his recently deceased father,
Journeys to tﬂe Arabian port of Jidda.; There he becomes infgtuated

. with 8iddi, the foster daughter of Ben thleb, a local pptentate. Much
\to the count's despair, his courtship is rejected. As his ﬁnrequited
passion becomes mixed w1th the desire for revenge, he loses all self~v
control and takes Slddl by force. Destruction follows fpr both the

count and his viectim. Having been delivered of the count's child within . " 3
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the confines of the harem, Siddi is killed by her benefactor Ben Ghaleb;

the count is slain while fleeing to the harbor. In Die geweihten

TSchter, the film's ot&er versibn, the count surf&ves his victim, whose
suicide is a consequehce of the illegitimate birth. Here- D&blin al:o
presents the redemption of the erring count and his salvatiod ro the
powerful degenerative forces to which he had earlier succumbed. More-

over, somewhat in the manner of D&blin's ‘four-act Die Nonnen von Kemnade

(1920-23), the project introduces a cult of life-oriented nuns dedicated
.to the free expression of love as a means of eradicating the deetructive
temptatiqns’of eeg@umlity.35

Valﬁable indices of DSblin's cinematic interest as well as

antecedents of the associative and montage techniques figuring prominently

in Alexanderplatz, the screen adaptations were apparently allied with

" some regard for the advancement of film per se. D&blin's early film

preferenCES generally 1nc11n° toward narrative cinems with theatrlcal
overtones. Oub\ de hls;ﬁfn’
indicated 1 hlS p;a;e/,/

lm efforts the tendency is clearly
exemple, of the pre-Elsensteln Bollkuechka
&1@22).36 A screen treatment of a Tolstoy story and one of several
films produced by the Mejrabpom-Russ compaey featuring members of the
Moscow Art Theatre, it relied heavjly‘on theatrical techniques. Like
most of his contemporaries and'maﬁy of the early German filmmakers,
D&blin. brought £ﬁeatricai and literary perspectives to, film. Corres-
pondence from 1921 (B, pp. 116-117) to Efraim Frisch, editor of Der

neue Merkur, clearly reveals the bias in D8blin's technical commentary

about Die geweihten T¥chter. It is even more evident in the introductory

remarks for the scenario's partial Dreieck publication in 1924 (p. 22).
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'On the one hand, D&blin's preface claimed that his work Qvercame such

current film weaknesses as disconnectedness in scenic succession,
distractigg flickering accompaniment to scene changes, intellectually
limiting ﬁaturalism, and obtrusively used intertitles. On the other,
his preliminary statements listed his major innovatibns. ‘He had
composed groups of scenes in the same sense as novel chapters énd

sections. His film's segments, each of which formed one part of the

it

total action,“werelunified through the consiétént presence bf“one or
more of the principais. Sceﬁé changes were initiated by the blurring .
or disappearance qfvéither milieu or a single representative ofﬁthe
action. Newrdi‘ensions for the material were created by Juxtapositions

5£~§aturallst1c lahdsc§pes and interiors with an imaginary realm [for

h )

X

examp%gﬁasymbolic\effgcts such as a chain of self-restraint binding the

- Ty

o

cotint 's chest] set agaiﬂst a bﬁre background. Finally, real and maximum

optical - :ssion was facilitated by the avoidance or absolutely

minimal presence of printed words on the scfeen. Die geweihten Téchter,

D&blin noted, used only two sentencés and two headings thfoughouﬁ. “
The expressed interest in'escaping'the limits of cinematic

realism and in relying upon the iﬁage alonc indicate that D6blip's

efforts at screenwriting were undertaken with some consideration for

the properties and potential of silent film. This is also apparent

) from the exploitation of alternated close-ups and long shotfs, the

interplay of llght and shadow, the flashbacks, and the cross-cuttlng

obv1ously called for by the initial film projects. Given his 1910

Sturm appraisal of "Kirze“und Gedr#ngtheit, Dramatik" as primitive

film's dominant traits and the 1922 B8rsen-Courier's recoﬁmendations
\ . .
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for further exploration of film's visual character, Ddblin's attention

to filﬁlform~—as nalve as it now appears--should not strike us as

unusualf - Nevertheless, long before his unhappy experience under

contract ‘to Metro-Goldwyn-Mayer in the alien atmosphere of the Hollywood

studios (September 1940-41), DSblin displayed little affinity for

screenwriting. His abilities lay more in recognizing film's far-

37

reaching experiential and technical consequences,

'Tflggch the .same holds true for Dos Passos, whose brief 193k

participati?n in adapting Pierre Louj's "Spanish novel" La Femme et

le pantin (1898) as The Devil is a Woman for Paramount and Josephvvon

Stefnberg gave him scant satisfaction (BT, p. 237 14C, pp. 437- hhS)
The American's 1nterest in the film' phenomenon precedes Manhattan

Transfer, but unlike D&blin, Dos Passos furnishes little evidence of

its extent. In the retrospective commentary of "What Makes a Novelist,"

he implies the impact of Eisenstein's wdrk, specifically;thé Soviet
filmmaker's development of D, W Griffith's montage technlque upon
his own rapporﬁage of New York" (p. 31). Dos Passos' lat@gyefﬂectlons
on his early work, however, are sometlmes‘vague and Lven inaccurete in

their recourse to chronology. These traits are apparent in Manhattan

«

Transfer's alleged Eisenstein connection, one which more properly
belongs to U.S.A., in particular, to its "Newsreel" and ."Camera Eye"
sections. %, : “ .

Dos Passos' awareness of Soviet indebcedness to American film,

a familiarity which in turn stimulated his own interestbfn Griffith,

is actually the product of 1928 contacts with'Pudovkin_and Eiseﬁ%tein

during & visit to the U.S.S.R.- Actual exposure to any Eisenstein film

w . ~.
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\

is. chronologically impossible before the completion of Manhattan

Transfer. TIts final manuscript was submitted to the pnblishers in

ZMay 1925 before Dos Passos departed for Europe. The novel appeared

in’ print the following November. Eisenstein's first feature film,
" ‘ !

L J . .
Strike, premiered in Leningrad in February 1925 and was released in the
Moscow cinemas in April. Confined to Europe, its Western screenings (Q_f

were launched with-its Paris premiere‘on March 28, 1925, Obviously,'

_1f Dos Passos were present at any of the European showlngs, it was

only after his New York novel was in the publ!shers' hands. Potemkin,

‘whlch premlered a8t the close of 1925, only reached Western screenlng

‘A far more likely and possible cinematic stimulus fdr g Pas%és

may have been provided by Manhatta (1921), a nlne—mlnute experlmental ;{ R

fllm by the stlll photographer Paul Strand and the palnter Charles

: Sheeler. Antl%;patlng the European cltx symphony fllms which came 1nto'

-, » (ir B

vogue in the later twentles and thirties, thls 1nnovatf;e Amerlcan -ﬂ
work relied on the simple and dlrect technlques subsequently assoc ted T
‘w1th 'U.Ss. documentary fllm toward the mlddle of the next decade ts)v
name and some of its 1ntert1tles adapted fjcm Walt Whltman S poem
"Mannahatta," the Strand Sneeler film expresses the city! s'unlque pace,
.mood and power‘by capturlng Manhattan island's domlnant aspects as a.
‘.harbor and_ hub of commerce and transportatlon. Shots of ‘such typlcal
features as ferryboats dlsgorglng commuters in lower Manh&ttan--an K2

- (

- "

openlng sequence not unllke-Manhattan Transfer's "Ferrysllp;

~prose

M““poem whlch sets its lower Manhattan arrlval before the turn of the’

century—-as well as Wall Street S’ narrow canyons, 51lhouettes of
%5 . B S

ot < ‘ ) : . T,
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brldges und constructlon scaffolding, and smoke blllow1ng forth from
office tower chimneys, for example, produce composi;jonsxfrOm the
visual patterns New York itself created. A Visuaily oriented Dos

Passos, who painted and designed expressionist stage sets, wouv'd

undoubtedly have responded with enthu51asmwto them. Unfortunately,

while acknowledglng an acquaintance w1th Strand to G.-A. Astre (1,
|

T 16T7), who briefly but inaccurately,proposes Manhattan (1922) [sic] as

a possible. source, Dos Passos wag, unable to recall the year in which
. . .‘. ‘ ;,: v L .
he saw the film. Manhatta es¢aped general notice in its initial New

York screenings when in:luéed as a shor: in the programming of several
maJor theatrés, It flrst ~achieved promlnence when presented in Parls
as part of a spectacular program of avant garde art featurlng, among

other thlngs;.Apollinaire's poetry and.Satie's music. . In Europefduringr

the sprlng and summer of 1923 Dos Passos spent some time among Paris-

'based artlstlc innovators and wound up painting sets for the June 17

. o
o .

1923 premlere of Stravinsky's Noces 1n Parls , He may>therefore hﬁve

been present at the "801ree du Coeur a la barbe" at the Theatre Mlche;@

RIS 4

rue des Mathurlns the 51xth of July Although it is not 1mp0351b1e

that flrsthand acqualntance w1th the fllm occurred durlng 1ts New York

re-release in the late twentles at a number of private gatherlngs and

fledgllng art c1nemas, the 1nternal evidence of "Ferrysllp welghs more

heav1ly in favor of earller exposure to the film. 39

L4

Under eitheér set»of,circumstances an 1nterest1ng'§arallel
7 %

Cak

- exists for the relatlonshlp between Alexanderplatz and Waltgr Ruttmann &

' Berlln dle Symphonle ‘einer Grossstadt (1927), the famous c1ty symphony

fllm probably seen by Doblln whlch exp101 3¢Ru351an—style montage. An

/

“
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unexplored area of/investigation, the cinematic and liﬁerary analogues
!

for>metropolitan ?kpresgion in these four possibly interrelated wofks
certainly merit sﬁace\among the convergences of litersture, painting,
and film during t%e‘twegtiés and thirtjes.‘ Siﬁce the subject amounts
to &.study in its own righ%, present discussion can only call attention
to it in_conjunéfionvwith the significanée of the film phehomenbn-for
DBbliﬁWEnd Dgﬁ Passos. In a variety'ff ways, that phehomenon was marked

by the very qualities‘the two writers sought to invest in literature.

Broad appeal, directness, and immediacy of expression were precisely

“those pﬁerequisites for- writing which confronted the new world and

. . N 3 h
aligneqlitself with popular life and experience. They were.also

! ) . . o)
indispensable to the most popular literary genre, the novel. - /
P : Py |
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. I
The gonsequelces for the Novel

S

) ) :t , : .
To the international debate about the novel's obsolescence, an
N o '

obsolescence viewed in its twentieth;century carry-over of nineteenth-

century form and outlook! D&blin and Dos Passos bring many of the

priorities each deduced for art as a whole. Tﬂe interw&r.period's

! ‘ inténsificatioh of & literary preoccupation initiated before £hé ciose
of the last century, the so-dalled "crisis of the novel" that is also
symptomatic of the Modernist condition, finds the two writers embarking
on a parallel course. Recent history, combined with collective and

technological experience in a postwar, postré&olutionary period -

! necessitated that the questions, "Wie sollen wir leben, wie sollen wir
handeln?" (Ig, p. 240) be answered Together with the evolution of sa

“burpose for "a vie de nos Jours" lhé’ p. 150). For writers who

" perceived these as challenges to be met and satisfactorily resolved on

a broad. scale, that other pre551ng questlon "wie kann man heute dlchtenV" l
(AzL, p. 290) assumed a partlcular 51gn1f1cance. Insofar as the novel

- was concerned, it required far-reaching accommodatlons to the new world.

But the mere recording and reflection of the new realltles of ;life were‘*

v,

T ffiﬂsﬁfficient.for the realization of these ends. The novel's integration

R

iﬁfthe age was to be as reconciliatory~a§ the one envisaged by Dﬁblih

y
*

and,Dos Passos for art in general " What ' was respectlvely grasped as

\' -
Dt "

the novel's reblrth“ and "surv1val"'was dlrectly dependent upon three
radical changes in the genre: cits new acce551b111ty to- those whose
experlence it must absorbdb, 1ts assumptlon of ;ﬁganlzlng and catalytlc

attrlbutgﬁ, and 1ts.techn1cal reconspructlon.
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i
From the outset marked differences must be acknowledged in the
amount of specific eritical attention the American'and,the German devote

to the progiem of the novel. With a head start over the younger pos

"

Passos, D&blin had glready advocated a novelistic revolution between »

s

1913 17 that anticipates some of the nouveau roman program proposedﬂ%y

Alain Robbe- Grillet 40 Moreover, D8blin's essays from the 1920s that
i

are dlrectly and indirectly related to the subJect of the novel have
.-

no counterpart in the worly of Dos Passos during the perlod under

immediate consideration. ‘et even before the maturation of those views

-most amply documented in post-Manhattan Transfer periodical contributions,

Dos Passos unmistakably displays his attachment to novelistlc reform

e

The tentative and embryonic quality that stamps - ° a 3roach to the age's

phy51ognomy 1s equally ev1dent here and therefore prohibits discu351on

. ] L’ \\

%‘i}? his views in terms of a uniform and systemat?i poetlc of the novel
'Desplte such qualifications, Dos Passos" sentlments are valuable proof
of his dynamic apprehcn31on of the demandséﬁow imposed on the genre,

They shed light on those steadily evolving insights that eventually

crystalllzed into succ1nct statements of purpose N
: i

- For all its apparent extens1veness Dob;én's novel commentary

of essays, book reviews, questionnaire responses, and epilogues is also

Dest regarded from the vantage point of & non- static, progre551ve
development Moreover, like that of Dos Pass05, D&blin's essentlally

open—ended and fluid nt f', tatlon of the ndV@l's‘ﬁdaptatlon to new ..

fmpress of artistic corroboration from a

'number'of sources, . It 1s therefore 1mportant to recognize the existence
of such traces in those of Doblin S explanations that appear to derive

=f from a 51ngle impetus, his own.” In this ¢ case, confrontation with the .

i . . ’ 3 . K o .

\ . -
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evidence providediby D8blin becomes predictably problematic, a feature
only underscored by the example of interpreters seeking single causes
for D&blin's production. TIf unanimity is missing in this area, critical:

opinion-also varies concerning the dpplicability of the terms "theory"
o | o >
or "poetic" to that portion of D&blin's oceuvre taken up with the novel.

Dlsaccord exists on two - other fronts as well: the fundamental con31stency

b

of th@se ideas domlnatlng the major pieces of pre-exlle, pre-conversion

2t

. commentary, and the understandlng of D&blin's use of generlc class1f1-

‘catlons, espezlally those he employed as antitheses. Despite their

disharmony, observers tend to concede an ambiguity and lack o terminolo-
- )
gical clarity on D&blin's part and to recognize unmistakable examples

of self-contradiction in his pronouncements.ul Since the present study

A

admits of contradidtions and ambiguity as.inherent in the Modernist

- . . ]

predicament repreSehted\b&_Doblin and Dos Passos, no attempt will be
made here'to'resolve ~themn. The'consequences for the novel seized upon . -

by both writers are seen 1nste§d to manifest many of the same tralts

»mthat dlstlngulsh the 1nterrelated search for artistic and ideological

A"hiever,abandons the possibility of novel-

»

writing per se. Prevailing opinions to the contrary, Dos Passos, as

N
J

Py
he retrospectively confessed in "What Makes a Novellst? " hatf "refused
to believe the novel was. dylng" {p. 29) Any refusal on his part o

con51sted of denylng only the genteel and pallld Amerlcan species noted

.for its stale csnquests of form, its plethora of "vague grand 1deas"

«

\RRA P. 131) and its. compiete divorce from the’ meanlng and expre551on
e

s . s - .

L



of modern ekperience. For D&blin, rejection of the novel was essentially

a repudiation of legitimacy for that ufiquely German metamorphosis of
: !

the Roman. To his way of thinking, a non-genre marked by-an aphoristic
essayistic character and noted for its reliance upon eroticism: suspense,

and psychologism lacked any artistic affiliations whatsoever. Assoaiatlon
] . \>~'

wit? backward-looking Biirgerlichkeit and ‘e world long since vaniahed

only heightened its archaic natu.re.u2 ~Mc\ifre than enything eﬁse, the
poseibility of novel-writing in the U.S. and Germanf was now determined -
by the extené @f. the genre's liberation from the ehackles of the past.

Tt was only too obvious to both Dos Passos and D5blin what the novel ~
.could no lonéer be. The task at hand involved comprehension and
realjzation of what it migﬁt become.

To a certain degree,'impediments to freedom were already present
in traditional classification. Awareness of such restrictions is apparent
in'tﬂe reluctance of D6blin and Dos Passos to value the designation

novel " g reluctance that allies itself at different stages in thelr
careers with a preference for alternate termlnology. Vlewed broadly,

thlS tendency is part of a mutual assertlon of independence from a rlgld =
hierarchy of outmoded forms, their attendant conventlons, and, the
expectatlons they aroused Thfbughouﬁ the two writers' heteroéeneous
productlon, even outside the realm of fiction in unconventlonal‘auto—
biogfaphy and unorthodox dramatfc and literary{cfiticism, this attitude'““‘~

v o

is exhlblted,aaIt colors recept1v1ty to the merits of diverse types)of vg”

- e

‘writing and to mixed modes frequently held in dlsregarﬁ.

,Ilius%rations of shared inclinations are numerous. 'Amoggﬁthe
' e & . ,

: . . L
most obvious are Dos Passos' Harvard enthugiadms for that American. {near- *

PERCY
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literature” of "half newspaper report and half personal narrative"

offered by John Reed's Insurgent Mexico and The War in Eastern Europe,

and the interests iu burlesque, farce and vaudeville cited earlier.
These examples find perallels in D&blin's favorable reactions to the.
postwar Zeitstilicke and in his response to Fahrien--a treetment of ohe
1886 Chicago anarchist insurrection--as Drama-Novel or anmintermediary '
mixed form capable of reanimetrug a moribund German etage. In

conjunction with a desire for theatrical reform, this push for emanci-

pation is no doubt responsible for the attachment of the subtitle A

Parade with Shouting to Dos -Passos' Garbage Man. Its analogue can be
found in D8blin's initial theatrical vent..e with the unique appendage .

Tiefe Verbeugung i.. einem Akt. As Horst Denkler has aptly remarked,

Lydia und Mixchen's programmatic epigram——"Bei'Verdorbenem Magen wirkt /. -

Salat oft in. jeder Form erfreulich / (Eigene Beobachtung?'(LM, p. 12)—-

accurately foreshadows the antl-play s saladlike remedy for a"German”
. . - . hl:" . :
drame corrupted by traditionally preserved forms and structures. More L

N . . ' :
conventlonal'ln'nature, Drei Szenen and Drei Szenen und ein Vorspwe

the. respectlve accompanlments for Doblln s Lusitania (1920) and Ehe
{1930) efforts, should none the less be regarded as modlflcatlons of

L
the earller dlscla%mer of afflnltles with conventlonal plays 3

Slmllar o oluuﬁlons between the novel's current state and its

3

.projected £ransf:-na:ic. zccount for the dissatisfaction with customary
nomeueiature exp rie.ced by Pos Passos and D&blin. Because of the
assoc1a£ions ‘evoked by the quasi—prescriptive term "novel," the
deslgnatlon was, 1n a”seu;e rpadequate for the more expan31ve work each v
came to env1s;;ee ‘In degree and scope"ohelr spec1flC reactions are | <

B s < .. k4
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noticeably different. Bencuih their particulars, however,'the responses
reveal a number of important fundamental similarities.

"With its statement that Cummings' Enormous Room, a fictional

trepsposition of its author's internment at La Ferté&-Macé detention
camp, had "been conceived unashamedly and directly without a thought’

. of fitting into any of the neatly labelled pigeonholes of novel,
play, essay, history, [or] travel book," DOS'PaSSOS' favorable "Offbthe
Shoals" review (p. 98) already implicates the def1c1enc1es of termlnology.
What mlght first appear as casual disregard for convention or a simple
assertion of 1nd1v1duallsm is far more than that. It actually reflects
Dos Passosg! attltude toward the limits 1mposed b& traditional categortgﬁ
at a time when the novel needed to assume wider dimensions by embrac1ng
and fu51ng together into coherent form inpgstrial life's "soggy
disjointed complexity" (p. 90).. Several decades later Dos Passos
eleborated upon his early éiscontent. In a 1960 speech dellvered at
Mingesota's Carleton College, he admltted to longstandlng personal
difficulties in the cIaseificatlonngf hls.bookS‘acpording to the

publishers' two arpitrar& divisions of fictidn or nonfiction. Although

k:,’ v

lacklng in precision, the 1960 usage of the two d1v1s;ons does not
appear Qo be substantially dlfferent in nature fronm tﬂ; 1922 equation
of "flcgkon w;th writing which avoided the necessary encounters with
the world outside it. "Off the Shodls," for example, specifically
charges writers too timid "to q@ke any attempt to feel and express
dlrectly the llfe about them and in them" w1th self;lnsulatlon through

"the rubber ralncoat of flctlon" (p. 98). Hav1ng long ago rejected

the equlvalence of- "novel" w1th thls retreat into "fiction" or e9capism

V.
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then, the sixty-four-year-old Dos Passos claimed to haveafound a happy
balance in "contemporary chronicles." Tt was, he remarked, a suitable
appellation for the kind of novel that had occupied him since Three
Soldiers, a work whose impetus stemmed from the desire to document the
present and register a protest against some of its features. Upon

receiving the Feltrinelli Award from Galileo's Academy of Lynxes in

1968, DosfPassos more specifically explained that the series of novels

he now called the Contemporary Chronicles "began to take final form in

the Thirties." They were sparked, however, by experiences dating "back

'to the years of the European War of l9lh—18."hhj

-"Contemporary" thfough their attachment to recen£ history and
twentieth-century experience, the "chronicles" were also allied with
a pértiéular past. Both theyl960 Carleton College commentary and the
only slightly revised version that forms the Roﬁe address establish

an ancestry for Dos Passos' works. It/ihcludes Vanity Fair,‘gg

Chartreuse de Parme, and War and Peace, those "chronicle novels" wherein

"the story is the skeleton on which some slice of history is brought

‘back to life. Personal adventures illustrate the de#elopment of society.

Historical for¢ces take the place of the Olympians of ancient Greek

theater."hs By thusblinking his own efforts up with examples of an

earlier tradition whlch flrmly engaged the novel 1n the broad presentatdon
AR

the furthest evolution ij%@gs integration bétween,the novel and the wdd§
. - . . - o

and coherent 1nterpretatlon of its time, Dos Passos plainly exhibits

“x

outside it. That this prégccupation was subject to'marked shifts in %

emphasis as Dos Passos matured is obvious. The- changes parallel Jthe

- adjustments in socio-political perspectlve tracegble;&méﬁ% the formally

~ 1

7T
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disparate worké‘}rom U.S.A. onwards, that is, the works to which the
"Contemporary Chr .cles" designation most particuldrly applies.
Indeed, the shifts in emphasis are clearly present in "What Makes'a
Novelist," where as in all the retrospective recantations of earlier
excesses and errors, Dos’ Passos plays down the degree to whicﬂ he
previeusly allowed ﬁnglistic engagement'to include a dynamic and
reciprocal interaction between art and milieu. On the whole, however,
-the &%scrlptlve precision attained late in life is a useful gauge of
§32EEneral 1nc11nat10n from whlch Dos Passos did not essentially deviate.

ﬁhereas the author of Manhattan Transfgr had yet to conceive of the

novel in exactiy these world—embraciné%terms, he was nevertheless en
route toward tbeir articulation. |

In contrast to the chfonological diecrepancy between Dos Passos'
fully developed terminological distinctions aﬁd the writing Qf his New

York novel, D&blin's differentiation between the novel in its present

.

state and future translation precedes and coincides with. the production

of Alexanderplatz. Repudiating the nineteenth-century metgmorphpsis

of the Germgn novel, D&blin in? rgduced the antithesis "Roman" and

3
‘;rv. R

modernes Epos" (AzL, p. 19) 1&£the 1913 "Berliner Programm and
subsequently relied on the fﬁggdent oppos1t10n between novel and
"episches Werk," "eplsches Wbrtkuqstwerk," and "episches Kunstwerk"
"until 1929. As has aireaéy been noted, cri.tical readers of D&blin's
"theofetical" wr%}ings on the novel generally concur that this anti-
thesis is not consistently mainfained, that if often lacks termi?ological
clarity, and tpat Roman is not without positive value in the eéseys.hT

In actuality it is only in "Der Bau des epischen.Werks,f initially- N R

'
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delivered at the University of Berlin in December 1928 and D8blin's
most elaborate statement of the decade, that he gave himself over
completely to the use of "epic work." Doing so, he offeredlno a priori

principles but rather generalized from the procedures undertaken in the

current Alexanderplatz project to elucidate his conception of a literary

species he cons1dered still in the process of formatlon In the 1930-31

Czech interview about;Alexanderplatz, D&blin used the "epic" designaﬁion

as & means of setting his own work aparf from the alleged sources of

influence Ulysses ind Manhattan Transfer. In essence he was attempting

to underscore what he consrdered his work's unlque function. Outside

Y

this contrlbutlon to the influence controversy and earlier "theoretlcal"

prgnouncements, however, DSblin reveals that he had not severed all

ties with the "novel." Hls correspondence, rev1ews; and other perlodlcal

y e ,.‘

contrlbutlons from the 19205, 1nclud1ng 1928 questlonnalre responses

v

dlstlnctly referrlng to Alexanderplatz as work in progress, continue

to speak of the wr1t1ng of "novels" and to apply the term Roman to his

act1v1t1es.

For' the‘most part "#ovel! denotes that disavowed breed which'
L . - . i W‘ ) :
DSblin had already censured.between 1913-17 in the "BerlinerqProgramm,"
"Bemerkyngenuznm Roman," and "ber Roman und Prosa," and which he

-

discussed further in the 1919 "Reform des Romens;""g Its condemnation

continued in the twenties, as is obvious from the "Schriftstellerei

S

und Dichtung" address to the Berlin Academy of Arts (March 1928) and

its description of the novel as "besonders in unserer Zeit ein hoch-
komisches und lacherllches Produkt" (AzL p- 92) ' These Blldungsromane,
3 N -

pseudo—blographles, historical novels, and "schauerlichen Romane der

»

A i
- . . ) ~
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-particular usage imply afpostulatedireturﬁ to archaic

180

naturalistischeh Zeit" (AzL, p. 93) designed to'entertain, instruct,
agitate, or critieize presented unfair competition with‘science, ethno-
graphy, geOgraphy, or ethics. Although held by their public and'autﬁors
alike to embody the essence of literature, they reaily epitomized‘
"illegale Wissenschaft oder illegale Politik oder illegale Ethik" :

bore no resemblance whatsoever to "legale Kunst" (AZL, p. 93). By

comparison,  "epic work " which galned most favored cla351f1catlon status

in the late 1920s, forms a pos1t1ve corrective freed from the noveliegic"

' o
assoc1atlons of whlch Dbblln so seéverely disapproved. In thls respect

~

D&blin's substltutlon of "epic work" for "novel" parallels that, usage
i

of "eplc/theatre" which his friend Brecht found so convenient as a

contrast for the "dramatlc variety toward the 1atter twenties. 20

!

The 'epic work" is essentl'

I

N the equlvalent of a thoroughly

reformeé and artlstlc novel, as_'

Erhardt (p. 36) have sensibly poin

.whose
Y

resurrection Dﬁblin‘considered neither possible nor d irable. From

the start, in the polemlcal "An Romanautoren und ihr Krltlker " he

.establlshed apropos of technique that "der Kiinstler kann nlcht mehr

zu, Cervantes fliehen, ohne von den Motten gefressen zu werden" (AzL,
p. 15). If he was to subsequently relax his prohibitions against the

exploitation'of traditional techniques,'however D&blin did not dd so

believing that they reereaﬁed old forms. As late as’ 1928 the Ulgad
review spec1f1cally71mp11ed that modern experlence was &ntltheth":‘Q
\

that whlch formes the ba51s of ancient ep1c Hence Dﬁblin proclaimed

that "Joyce be21ehxgswelse der Ulysses demonstriert namllch die

8 |
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expre551on a language in whlch "Der Rroiaautor presst sov1el Gegenstand— ‘ f”l'

\&-1nnovat10ns‘as,y

L,’v
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Unm&glichkeit eines heutigen Homer" (AZL, p. 287). Like the frequently

cited and dlsparate examples of "epic" achlevement,sl such luminaries

o -

from world literature as Homer, Cervantes, and Dostoevsky who were sure
to be familiar to D&blin's audience, "epic work" signifies desirable
and necessary artistic features. In the writings on ;ne_novel, the

‘fundamental dichotomy is less an opposition of "epischeszerk" and

"Roman" than a juxtaposition of the former'# positive traits with the

'negative:qualities of a hopelessly oufmoded,unartistic novel, ‘

Like Dos Passos' eventual recourse to geneology and the'

"contemporary chronicle," the species outlined by D8blin toward the

7

u\ T

late twenties 1s based on artlstlc prlorlf;%s that are reconc1l;gtory '
X _,,-Iv\

~and 1ntegrat1ng in nature Ow1ng to the pecullar character of the
~J~7

[
German novel, one of its-fundamental reconc111atlonsuwasfto be with

1
| |

art. That imperative had already been established in Do%lln's prewar

3 T
}

advocacy of a genre free of authorlal 1ntru31ons througn 1ntervent10q§‘

from a personal narrator glven to psychological enalysis of character /

and abstract reflectlons.v Severed from its traditional ties to '7‘. ST

philOSophy~andrerudition D&blin's nouveau roman was to dlrectly, / ;\;

¥ o i
!

concrete’ phenomena ‘that "entseelte Realltat" (AzL p 17) which fdrmed i {

¥
-the novel's true subject \\The sPec1f1c revolutlon in novellstlc/prgse

that is the core of Ddblln 5 early program calls for unadorned,/conc1se ’ ;&j!
! ' o

2 .
llchkelt aus seinem Material, den Worten, als das Material haergibt. "> -
= _ . B
In the postwar e sion of the campaign for a new novel, styl}stic - @ 'i
e

o . " I . | 1 N .
as affirmations of the novel as Kunstwerk continie °-

4
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to occupy‘imsbrtant roles. Yet on the whole, DSblin's pur: “ the
"epic work" embraces much broader reconciliatory attribu-

While the 1913 "Berliner Programm" had acknowledg. 'bhii Die
" &
Welt ist in die Tiefe und Breite gewachsen" (AzL, p. 15), and a novel

like Die drei Sprlinge des Wang-lun, despite its remote temporal and
geographic setting, had.;lready gestified.to the collective character
of modern éxperience, Déblinfﬁ novel commentafy does not meﬁtion the
'ﬁature_of change and growth until the postwar, pos£revolutionary period.
Earlier state;ents on the novel tended to reject its emphasis on
individual existehce primarily in_terms ofAthe stylistic and psycho-
logical excesses perpétrated by its Authors in their pursuit of’
"gedichtete Psychologie" (AzL, p. 21). Postwar pronouncements re—echo
some)of the previous exasperation, as is obvious from the 1923 "Mehr-
faches Kgpfschﬁtteln" inspired by an anonymous example of the impossible,
thelessly'Qut—df—date genre cenﬁered on individual existenge. Beyoﬁd
such n%clamations as "Ein‘Warkenkatalog; ein Preiskurant ist mir ‘
int =~ ‘ter als das angebliche {Leben' voﬁ-zirké dreissig Menschen"
(p. ») and the reiteration of old grieyanceg, howevef, D6bl%p pro&ides
a glimpse of his more recent extra—;rtistic insigﬁts. Admittgdly,\it\
is from the perspective of a non-Freudian neurolbgist ﬁolding psycho-
logical disorders to be physiological in origiﬁl%hat Détlin denies
malidity to thé’v9gue for subjective interior’ fiction.concentrating-on
"~ the problems of the  self. At the samé time, the emphééis and subject
matter of this kind of writing aré cdunteredvby the new implications
.;f modéfn ekperiehce{ "gibf es gar ks;n'Indi L;;al—lch,';ondern aur,

eine Gruppenseele mit Partialnuancen" (Idem. ). Immersions,'Eo to speak,



in old inkwells subst?tuting for the plur<e "hinein ins volle Menschen-
lebenﬁk(lgggf), novelsygf this Lype were littie more than transmissions
of literary schemata and ciichéé pagsing for human life. They were now
wholly incongruous Qith what only too clearly appea?ed on the ﬁorizon,

for us D6tlin declared, "Wir stehen vor einer Wende des Derkens" (p. 6).

. ™~ .
Such observations establish visible links betw: “1 - novel and the
human , social, and spiritual potential of an 1 iugu;i;l-technoiogical

énd "naturalistic" age which shortly thereafter drew D&blin's attention
in "Der Geist des natu;alistiécheﬁ Zeitalters." 1In fact,'D§blin's
apprehension of a new nepvel ultimately endows it with a toﬁéiiﬁy of
function_thaf takes this potential, into agcoun£ through a multilayered

representation of reality.
a ~ ’ ' .

To meet the challenge of the age, the novel required an

engagement with the broad hew collectivity D&blin described elsewhere

¢

in his socioépolitical and naturist writings. This in turn necessitated

" a new relationship between the novelist and the collective life of
wvhich he formed a part. Keenly aware of the individualistic nature of

. . i \ :
the means of present-day artistic production, D&blin nevértheless
S , &
attempted to reconcile inﬁividu&lism and collect%vity so that they -
. Yoo ’ :
were not mutually exclusive. To sgme extent he resolved the problem

more successfully than in his non—artistic considerations. By simply
. -~ .
ﬁndertaking to write, the author, in a sense, woluntarily joined with

the-collective: ‘ '

Er geht zwar auch nicht wie der alte Vagant und Fabulierer
unter das Volk und-singt, was sie ihm zutragen, und richtet sich
nach ihren Wiinschen. Aber der Autor trigt vcn diesem Augenblick
an das Volk in sich. :

Jenes beobachtende Ich ibernimmt in unserer Zeit die Rolle

A



und Funktion des Volkes bei Jenen alten‘Vaganten. Das Ich wird
Publikum, wird Zuh8rer, und zwar mitarbeitender Zuh&rer. (ILch
warne vor der Verwechslung mit Goethes "idealen Zuhdrer.!) Es
findet von diesem Augenblick an eine Kooperative, ein Zusammen-
arbeiten zwischen dem Ich und der dichtenden Instanz statt.
Dauernd steht dieses aufmerkende, denkende und wertende Ich im
Zusammenhang mit der dichtenden Instanz, stachelt sie an, treibt
sie zuriick, erndhrt oder fiihrt sie gut oder schlecht, wirkt
regulatorisch. So ist beim epischen Autor keine Rede . . . von
einem blinden fegssellosen Trieb, eine: Bewusstlossigkeit, die
dichtet. Bewusstlos ist nur das Inkubationsstadium, in eigen-
tiimlicher Weise aber bewusst, gedankengetr#nkt, mit Werten des
ganzen Milieus, des Standes, der Klasse, der Volksschicht, des
Volkstums durchsetzt das zweite Stadium. Und all diese Dinge,
Gedanken, Werte der genannten Umwelt formen nun in ringender
Kollektivarbeit mit der dichtenden,mgéhr persénlichen Instanz
das Werk (AzL, pp. 120-121). '

. Part of t. « :ghof "Der Bau des epischen Werks," this explanation is
couched 1ir. mouage dist” - different from the variety employed in
the decade's unequivocal u..crances %?out the dynamic interrelationship
of author, literatﬁfe,hand the broad masses based on Lhe new social
responsibilities of German writers. 1In spite of this difference, such
commentary on<the epic work must be viewéd as a response to those
interconnected sociai and artistic prioritiés DSblin ascertained at the
.Qar's close, priorities which, irrespective of shifts iﬁ emphasis, he

53

continued to affirm at the end of the new decade. ﬁepresentative of
the direction taken by D&blin's thinking invthe latter twen£ies around
the time of his.ingreasing estrangement froﬁ writers on the revolutionary
léft, his reflectiéns oh the epic work show'thebsamé tendency toward |
generalization and absfraction that underlies the embrace of an untenable
non-materialist socialism and zhistorical, quasi-mystical naturism.
Those acéoﬁqdations were conéeived to meet the social and spiritual

exigencies of the only apphrently materialist,; technological age; the

novel's -endowment with & broadly reconciliatory "epic" cha' icter wa.



to satisfy that age's art:stic needs. .
Dettermining precisely how the novel could fulfill itirnew role
ultimately proved far more pressing a preoccupapion for both D&blin
and Dos Péssos than the conferring of néw or sub;tituté designations.
Confrontation with a world of drastically altered relationships betweLn
" man and milieu obviously required radical changes in tbe ways of
presenting new subject mitter.’ Deééite vﬁriations in their particular
grasp of the age's"bhysiognomy, the;two writers agree oﬁ its incorporatin
as the novel's raw material and on the importance of its representation
in as direct a manner as possible, To be "reborn" as the "eﬁic work"
or simply to "survife" under its old name, the novel had to appropriate
those formal qualities expressive of the life it internalized and
interpreted. As Dos Passos was to declare later in 1927; "Thé day of
the frail artistic enterprise, keeping al}ve through its own éxquisite—
ness, has passed. A play‘or a book‘or a picture has éot to have bulk,
to;ghnesé and violence to survive in the dense clanging traffic of
twentieth century life." DSblin was no less adamant about‘the requisite
adaptatlon of the novel and of all literary genres for that matter:
"D1e sprerhende Kunst oder Wortkunst ohne den Horizont der neuen Welt,
ohne den Impetus dleser Zelt, ohne Scharfe Hérte, Geistigkeit ist

L

Splelerel.

Con51stent with the similar approach to style favored by  Dos

-

Passos and D&blin;, the technical consequences each extraeted from the
"traffic of twentieth century life," the "horizon of thevnew world," and
the "impetus of this time" were to serve not as ends in themselves but as

indispensaﬁle ar-nts of integration and reconciliation. Advocates of
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technical functionalism, neither DSblin nor Dos Passos favored rigidly
formulaic innovation. Their edvancement of change in this area 1is as
flexible as their appreﬁension of the novei's expanding role. '-Convinced
éhét it was first essential to "get off the sticky shoals into the
deeper reaches beyond,"55 Dos Passos is the less specific of the two
with regard to formal criteria. DSRlin, a longtlme opponent of the
euspenee;ridden erzahlten Dramen auf dem Papier" (égé} pP. 20) that
passed for novels, diq elaborate’internel structural principles. To
counter the A;2 linear development adhered to in novels relying on
actisn end suspense as its mains£ays, he proposed something quite
different. .Like an earthworm, the novel, he averred in theV1917
"Bemerkungen zum Roman," should ge able to be cut up in ten pieces, each
piece capable of moving by itself (AzL p. 21) Such observations,ere
no doubt connected with D&blin! 5 own procedures In a 1928 survey

W

response which specifically referred to Alexanderplatz, for example,

‘WDGﬂlin admitted that‘his'writing was not initiated with a complete’
conception in miniature But advanced in staées, so to speak, by a
method of apposition. Drawing upon his current project, he offereq:
"Etwa in meinem, Roman jetzt aus Berlin weiss ich'zﬁnaehst nur: der
Mannswill aus dem - Tegeler Geféngnis nach Berlin; also dann fahrt\er

eben hin; was sich dann ergibt,--dazu bedarf es weiterer Einfglle,

dle wiederum eine Zeit welter tragen " Es gibt dann Einfdlle von .
besonderer Fruchtbarkeit, aber im ganzen hat man 51ch durch einen Roman
Schritt um %chrltt durchzuschlagen und darf 51ch die Frlsche nicht durch
'vorwltz1g vorweggenommene Situationen und Einf#lle verderben lassen."56

While he did not reiterate the earthworm analogy in the latter

v &
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1920s, D8blin continued ih‘ﬁotb "Schriftstellerei und Dichtung" and
"Der Bau des epischen Werké"“to propound an appositive structure and
to maintain his resistanée to the suspenseful dramatization of the
novel. 1In conjunqtion/with both, however, he Aoﬁnput forﬁard the

A\

distinguishing featuré of "unbegrenzt Form" (AzL, pp. 124-125). It

facilitated explbration of situations and characters in a distinctly

cpen-ended "epic" manner. An unbounded, fluid nature was also the

sign of an’evolving species, for, as DSblin explained, "Das epische

" Kunstwerk ist keine feste Form, sie ist wie das Drama stdndig zu

entwickeln und zwar durchweg im Widerstand gegen di- Tradition und ihre

Vertreter" Az, p. 112). This kind of freedom also extended to the

technical mearn: at the writer's disposal for the presentation of his
subject matter: "I-h m3chte wider und wieder die Autoren anrufen,
nicht der Form, welcher auch immer zu dienen, sondern sich ihrer zu

bedienen. . . . Ich fordere auf, di« cdische Frrm zu einer ganz freien

\

zu machen, damit der Autor allen Darstellung.:’sx..: keiten, nach denen

L]
sein Stoff verlangt, folgen kann. Wenn sein Suje* gewillt ist, lyrisch

zu tanzen, so muss er es lyrisch tanzen lassen" (AzL, p. 115). ' By thus

allowing the subject.to "dance lyrieally if it were so inclined,"

DSblin urged precisely that cohesion of technique and material

“

acknowledged by Dés Passos in his refutation of the critical division

"between a subject and the way it is treated." Relying on somewhat more

earthbound image he American argued that "A novel is an indissoluble

entity made up of as many layers as an onion. . The style of an onion_

is its layers. By the time you've peeled off all the layers there's

”
no onion left."s"



) 'Eyen as they spoke of indisso]ubility, poweverp Dos Passos and'-"’
D6blin specifically considered the "lay&%p" which endoced the "onion"
with its shape,>substance, and ucique cparacter. Not surprisingly,
both held the formative features to be linguiétic in nature. To g
great extent revitalizing the'novel meant vitalizirg its language, and *
linguistic change was the prerequisitc for forging firm new bonds
between the novel and its surroundings. For Dos Passos, the linguistic
prioriﬁy 1s almost always the central focus. It revéals itself, for -
example, in tce lessons of Spain where the poetry of ¥echado and Mafagall
“splays an "enthusiasm for the rhythms of ordinary speecn" (RRA, P-
ih?) and " language that has not lost its earthy fre:hness Ly meding
and softening at the h- ds of literary generations" (loid., 2. 17 9),
Strong popular roots were equally evident in the novels of Yuroja. These
were "written in a language wilfully casual and unliterary,"” "full of
slang and ;ccy.talk."58 éignificantly, in the "Off the Shoals" review,

when Dos Passos directed his attention to a commendéble American novel,

The Enormous Room, no small portion of pPraise was heaped upon its auth01'

explo%pation of "the rhythms of our American speech as the material of
his prose" (p. 99). Although he described Cummings' achlevement as
"writing created in the ear and lips and Jotted down" (Idem ), Dos
Passos'! ?ecept1v1ty is not necessarily to the exactness of duplication
but to the direct expr8551veness of such language. impressed by
Cummings' ' accuracy in noting the haltlng cadences of talk" (Idem.),
Dos Passos also responds to ‘the ability to make music of such talk.

He is enthuced-about the indelible vividness "of a mode, néérer

[emphasis added] the coaventions of speech than those of books, in a



style infinitely s4ift and crisply flexible" (p. 108).
‘ * .
Cortact with the living spoken language is a requirement
. ° ) .
seconded by.:Dsblin in general literary terms only at the end of September

1929 shortly before the publication of Alexanderplatz. In his "Literatur

und Rundfunk" comments D8blin stressed the lamentable‘separation between
an already oxcessively artistic literature, the exclusive propertg of
one smajl segment of the population, and the bfoad masses. However,

the g1 couid be bridged. An ailing literature could be.restored to

health by the trarsformation of Schriftsteller into Sprachsteller,

specifically by incor orating and reaching the Volksmasse in essays,
pocetry, and dramas uniquely adapted‘or written for radio (pp. 313-314).

Such advice is probably colored by an interest in the radio potential

of the recently completed Alexanderplatz as well as by the liaison the
ngvél cstablished with varieties of vernacular German. That B;rliﬁ
itself in éssociation with the living spoken language had iong
absorbed D&blin, however, is only too aéparent from the Sturm pieces,
R o

the postwar Linke Poot glosses, and the Prager Tagblatt theatre reviews.

|

Obviously felated to his defense of the Zeitstiicke and his aversion to
Hauptmann, D&blin's linguistic and metropoiitan preoccupations are also
allied with his longstanding admiration for Arno Holz, ogswhom he |
observed in 1922, "Es weiss seit langen Jahrzehnten niemand so wie Arno
Holz, was die deutsche Sprache ist."59 D5blin chose to elaborate on

. this knowledge in the 1929 funeral oration by praising ﬁolz's rejection
of an artificial literary idiom in favor.of the naturél language of the
'people‘$égép p. 136)f ‘At the time,Débliﬁ‘did so from the secure vantage

point of one who considered that his own recent work had achieved that



liberation from the book 0 indispensable to the novel as epic work

(AzL, p. 132).\

Severing the novel's ties with'oukmoded literary. German and
"uglish ultimately consisted of: far more thén the naturalistic ‘
reproduction of the spoken tongue. Contact with liviné language signified
‘the novel's appropriatidn of those forms most directly expressivé'of

its raw material. Doblin's early advocacy of linguistic reform, which

emphasized the dynamic potential of words as-cohveyors of mental and
sen;ony imageg, advanced a concrete novelistic prose. His "steinernen
Stil"l(égéj p. 18) was to be‘as free of ambiguity and abstraction as,
that ideal k%nd of writing a twenty-four-year-old Dos ' Passos likened

to good architecture wherein "every inch must have something functional
to do, must be an ihtegral part of hbldin; the building up" (l&g,

p. 286). .Functionalism of this kiﬁd did not, however, restrict the
.noVel's iinguistic horizons. It actually enlarged them*by emphasizing
the full expioitation 6f language's productive power. Significantly,
both D&Llin and Dos Pgssos found very dramatic examples of the expandéd
‘frontiers the& sbught in Ulysses. Toward the eni of the 1920s, D&blin
had developed'the relationship between the novel‘and language to the
point where linguistic sovereignty, along with that of imagination,
constituted the epic work's distinguiéhiﬁg feature (AzL, p. 94). Within
~ "Schriftstellerei und Dichtung" D&blin underscored these observations
by citing nétable examples of the_duél sovereignty. Along with thé
predictably present Arno Holz is Joyce or, more specifically, his
Ulysses. Although Tkeih Kunstwerk" b& D3blin's }eckoning, lesseé was

a significant achievement executed through the most important elements



of art. Not the least of these was the '"losgelassene selbstherrliche
Sprache" that'revealed itself in many places (Ideh.). As was remarked
earller, Dos Passos, Qho had ; been struck by the Portrait's expre531veness
in 1918 d1d not testlfy to the 1922 :impact of lesses until the 1960s. .,

But the 1932 "Introduction" for the reissued Three Soldiers contrasted

Joyce's "working w1th 5P

ch stralght »Wlth the claptrap and "romantic

garbage" of the "day dream artlsts" ‘_;j 5]2 It also,attrlbuted to .

his language a representative potential'and a social effectiveness
that clearly reflect more of Dos Passos' own priorities than the

a

realitiee of Ulysses. Even so, the interpretation is in keeping'wite
the American's admiration fof the strength of language he found” o
eléewhere, as in Baroja's novels.

Translated somewhet‘differently, this effective capacity serves .
as the focus for D3blin in“the>projection5”of‘”Def Bau des epische;
Werks." ‘Inherent in every level Bf’languege was both a p;oductive
bower and a restraininé character of which the author must be fully
cognizant; Furphermere,'whoever recognized the interaction between the
formal, and imaginative power of the linéuistic‘components, recognized

)

"das Grundfaktum der lebenden Sprache." According to D&blin, this

language is "ein blihendes, 'konkretes Ph&nomer =z, kennt keine 'Worte,'

»

wie die Welt keine einzelnen Gegensténde kennt, fliesst in Worten und

Sétzen anschaulich und gedankengef{illt, eglebt.und durchfiihlt hin. Es

l8sst sich iibrigens viel sagen iiber die sehr banale Scheidung von Prosa
.

und Poesie,mprosaischer und poetischer Sprache. Im wirklich Epischen

hdlt jedenfalls diese Scheidung fiir schirfer Blickenden nicht stand"

o

(AzL, p. 132). 1In effect, the extent to which the novel is updated or,

'



4
more precisely, the epic work reborn ané regenerated, is lgrgely
dependent upon the degrce to which that work assumes the dimensions of
a "lebende Wortkunstwerk" (AzL, p. 132). From phis con~lusion follows
one more: D&blin's proposed truﬁsformation of the novel confers upon
its®author the role of "singer."; In DSblin's scheme, however, the ?ple

is realizable only insofar as.allowed by the modern world's confinement

~of "song" to writing.

‘Symbolists, Cendrars:drew his vocabulary from the living lénguggs,xffém“

1

Although not expressed directly 'in conjunction with the novel,

a similar dimerision is admitted in thé-perspective that engendered

@

Manhattan Transfer.. In the American rendition which also ignored

even with those strophlc and rhyming conventions retained by the

conventional dlchotomles between poetry and prose, the "11v1ng language
captures the essence and rhythms of modern experience and fuses them
into coherent song. Somewhat akin to D&blin's reflections on the
pioneéering work of nonfnovelist Arno Holz, Dos Passos' Yelevant
considerations on the subject are céntained'in his homsge tp Blaise
Cendrars. Already in his major long poems written before the War, the
Swiss~born writer—adventurer;7whoss daring innovationsczn technique

4

and subject matter strongly impressed the older Apoliinaire, had sought

-»

- to incorporate modern life in poetry through new style, rhythm, and

content. Breaking with tuwaltlonal vocabulary and modes of expre551on

L, e

’ o
popular speech, and from technical expressions. HlS poetry absor“ed”

the materlal of big city and low life, of machlnes,'commercéﬂs\kan \por-

2

u

,; u”‘i.x.,

tatlon, and publicity. In this Francophoné dé&cendent‘omehltman Dos
\\‘

Passos saw a very dlstlnctlve witness to the aé%z \Qf

u - : /

k]

o
J
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‘appears in the "squirrel cage" metaphor for modern existence “aken from

Despite theifact that the specific tribute to the French poet

_which forms the substance of "Homer of the Transsiberian" was not paid

until almost a year after Manhattan Transf 's publication, familiarity

with €endrars predates the 1926 Saturday Review piece by several years

|

orated by a statement from Dos Passos--to Landsberg (pp.

This Es corrob
243-24l4 note 45) that some of Cendrars' early poetry may have helped

determine the Poxg of Manhattan Transfer. More telllng evicdence 1is

-

“ B . .
furnished within the novel itself (Mg, P. 220).‘ There Cendrars' imprint

V]

Le Panama, ou les Aventures de mes sept oncles (1919). Much given to

frequently repeatihg imégery and phrases he found apt, Dos Passos

subsequently calls partjcular attention to the expre551on in the 1926

SaturdaxﬁRev1ew essay (p. 202). In an age which required new song,

however, Cendrars was no mere profider of well-turned metaphors: As
4

"Dos Passos had observed time and again in his correspondence and

Journalism, new myths were needed to redress the imbalance created by

an industrialism pursued for profit and power, that same industrialism

whose negative consequences had been dramatically corroborated by- the-

recent war. According to his "Homer of the Transsiberian," writers

-
and poets could play an important role in the necessary shaping of new

myths and the destruction of old ones.

‘The persistence of obsolescent deities and the tentative

i

- erection of their would-be replacements were everywhere evident among
. \

\
the "tin gods, steel gods, gods of uranium and manganese, living gods--

.here's Mrs. Besant rigging a new Jesus in Bombay, carefully educated

at Oxford for the r6le--red gods of famine and revoiution, 0ld gods

193
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r
laid up in libraries, plaster divinities colored to imitate coral at

Miami, spouting cil gods at Tulsa, Okla." (p. 222). It was only too

apparent that the corrective was ye% wanting: "The sun of our generation

¢ .
has broken out in pimples, its shattered light flickers in streaks of

uneasy color. . . . Out of the Babel of city piled on city, continent

on"&ontinént, the world squeezed small and pulled out long, bouncing

.
4

like n new riubber ball, we get what? Cértainly not peace." (Idem.)

Consequently, there Qas need for poets like Cendrars, one of the "sons

of Homer going about the world beating'into some sort of human rhythm

' the shriekihg bullaba:llo, making wus less afraid" (Idem.). With his

 "Homeric hymns" of the Trans-Siberian Railroad, Cendrars recalled "the

first great‘exploit Qf the ‘Twentieth qutgry seen through sooty panes!'
(p. 202). Among his adventures of seven runaway uncles whose exploits
took them across the globe, he had "haﬁaged to capture the'grand4hqé
rhythms of‘America of seventy-five years ago, the myths of which sur
generatibn is just beginning to cfeate" (Idem.). Conjuring up tﬁe
phenomena ungquestionably deified by a @achiﬁe age helped, in one‘sense,
to dispel tﬁe anxiepies in an era‘of uncertain values. Thus the poet
emerges as "a kind of medicine‘man trying to evoke the things that are
our cruel and avenging gods. Turbines, trip;é-expansion enginés,
dynamite, high tension coils, ravigation, speed, fl&ght, annihilation.
No medicine iah~has been found yet Etrong enough to cope wifh them,

but in cubist Paris they have invented some fetishes and grisgris that

many are finding useful” (p. 222). At the same time, and more

importantly, as he molded a significant aspect of modern experience

N

intd coherence in "lLa Prose du Transsibérien et de la petite Jeanne de

| 194



¢
France” (1913), Cendrars was surely to be reckoned as onL of the "myth-
makers at workﬁh(p. 202).
If we recall the carly assessant of Whitman's dependence on
the future as the only feasible course for tradition free writing in
"Against American theréture " we should hardly find the Whitmanesque

cast to Dos Pussos' thinking surprising. Like his friend Hart Crane,

H

|

ancther of Whitman's twentiech—century progeny, Dos Pdséos was not to °
achiévé anything remoteiy approaching the American Romacticist's
integrating,nineteenth—cehtury vision. Moreover, the popularbsense

in which Dos Passos employs the term "myth" points up a discrepancy
between.the epic singers of old and their latter-day counterparts.
Déspite the non-equivalence His-uscge raises, Dos Passos' recourse to.
“epic" associctions is, likg*DSblin's,not without importance. In what

vt v =
is still one of the more interesting approaches to Manhattan Transfer .

by é U.S. cholar, E. D. Lowry has suggested that "Dos Passos may have
seen a parallel between his own work and that o} the early’ epic poets
who raised the unexamlced bcliefs of their societies to a new level
of ;atuie, coherent cn&erstanding." Lowry's proposal is well taken.
At a p01nt when modern man was prone to uncritically fashion graven
cimages from industrialism and technology, the writer could hold up his
‘pew idols for precisely the ‘kind of scrutiny indié%ensablé to the
forging offg\restOrative'ncw outlook.

By l93h,cin a réview of Robert Cantwell's novelistic treafment
of a Pacific lumber town, Dos Passos affirmed that telling "truly, and

not romantlcally or sentimentally, about the relation between men and

machines" was among thehmost'important'tasks confronting contemporary,
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novelists in "coping with machinery, which is'now the core of human
life." Over ten years earlier he had referred to that subject's
literary poﬁential when, considering the resuréence ofr Catalan
literature of the 1850s, he conjectured about its future comporents.
For succeeding generations "perhaps the’ symbols will be the cluck of

oiled cogs, the whirring of looms, the dragon forms of smoke spewed
PN - .

out of tall chimneys, and the substance will be the painful struggle

for freedom, for sunnier, richer lifé\of the huddled mobs of the slaves
of the machines" (RRA, p. 161).; As yet futurity for Catalans, such'
symbols and substance formed present experience for Americans. Full

realization of this material's potential in Dos Passos' evoiving poetic

of the novel appears to invest the work with several interrelated

[ o
functions. As it takes on the attributes of documentation, "acid test,"

and finally, song, the novel assumes a ﬁultilayered 4approach to the
f .
" life "beating" around it. In doing so, the truthful expression of
reality becomes an inseparaﬁle fusion of that reality's presentatioh
and penetrgtion.6l '

" The very agents for directly communicating pﬁysiogﬂomy also
facilitated. the surface probe. An extension of the cohesion of

technique and material_describednearlier, this coalescence of

presentation and penetration was to be achieved through the immediacy

L,

of means. Whereas Dos Passos does not dwell on the subject at any
length, his attention to the power of Cendrars' "salty French sonorous
and direct as the rattle of the Grands Express Europééns," to the near
music of Cummings' prose, and, most of 811, to Baroja's acid

yeastiness illustrate his recognition of the multiple functions

©



directly expressive language would perform. If its potential were
effectively utilized, language would convey the dual representation
nowvindigpensable to novel-writing.

:Realization of the dual goal also reﬁuired fYexibility in
narru’ . ive method. Dos Passos was never to prove as opposed to !
traditional narrative exposition as D8blin, but his work clearly
reveals that its new alternatives -r1t.- seemed preferable and far
more apbropriate for the kind of communication he sought. As with his

IS

1936 explanation of the impact of visual stimuli upon patterns of
behavior and perception responsible for "eyemindedness," however, Dos

Passos only commented--and indirectly at that--on his own internali-

zation of these changes after Manhattan Transfer's publication. A

1927 New York Times defense ‘of Cummings' experimental drams "Him"

finds Dos Passos, much like D&blin a year later in the first sentences
of "Der Bau des epischen Werks," offering a typical sample of the
nineteenth-century linear narrative mode. Against it the Am?rican holds
up the new kind of writing which "has grown up in the half-century

since Rimbaud" and "might be called oblique in the sense that it
attempts to generate feelings and ideas rather than put them immediately
up to the undefstanding, and direct in that it aims to express

sensations rather than tell about them." Like D8blin in Alexanderplatz,

Dos Passos was to exploit thelsubjective brand of the new kind of

writing in Manhattan Transfer only insofar as it suited the communi-

cation of external reality he sought. He too contempldted a route for _

the novel that moved ‘in opposiie direction from the path of interior

fiction.62



The multilaycred expression of reality and its foundation in
direct presentation receive far more detailed.COnsideration from
D&blin. An early adherent of authorial silence, D&blin proclaimed in his
1013 "Berliner Programm" that the material put before the reader skould
not appear as if it were spoken but as if it really existed (ﬁg&, p.
1° . Part of a campaign against that?authorial hegemony which allowed
for the constant interposition of the author between his subject and
the readef, usually through discursive essayistic interpolations,
character analysis, and abstract generalizations, DSblin's recommenda-
tions for novelistic reform in the 1917 "Uber Roman gnd Prosa' advanced
thé artistic supfériority of Darsteller over Erzéhler. They advised
that the nog@iist must above all be capable of remaining silent. The
author was to Jspeak” in the novel, but only indirectly through a shaping
of his material (p. 214). He thus became the "darstellende Aﬁtor"'
who "schweigt, erz&hlt nicht, verwandelt sich génzlich in den sehr
konkreten Vorgang. Maﬁ erkenntlihn nicht als Autor, so wie man Zeus
nicht als Stier erkannte, wie er die Europa raute, nicht in dem Regen,
wie éf sich der Danae niherte. . Nicht einmal er selbst erkennt sich Tn
den Vorgingen. Der Leser, allein gelassen, muss durch wirkliche
Strassen gehen, in denen er sich zu orientieren, zurechtzufinden hat.
Vor einer‘eisernen, stummen' Front muss e£ sfehen" (p. 215).

This fundamentai advocacy of direct presentation is retained

in the expansion of D&blin's views during the next decade. For a

1926 survey inquiring which stylistic = -ase he most hated, for
example, D&blin demonstrated his consistent aversion to traditional-
n63

reportorial style with the terse reply "Er sagte. The more elaborate



Bau des epischen Werks continued to assert the primacy of (re)preseh—

)

tation over narration (AzL, p. 111). Now, however, directness was
underlined in a very particular way: "wir stellen im Epischen die

Dinge genau so gegenwértig dar und sie werden auch.sb aufgenommen,
wie der Dramat}ker. Wir stellen beide dar. Alle Dafstelluné ist
gegenwirtig, sie mag formal erfolgen wie sie will..‘Der Unterschied
zwischen dem Epikér und Dramatiker besteht darin, dass der\Drématiker i
vor den Sinnesorganen der Augen und Ohren ablaufen lésst, der‘Epiker‘
éber als Darstellungsort die Phantasie aufsucht. Allein dieser
geistige Ort, Bilhne oder Phantasie; unterscheidet die beide Dich-
tungsarten voneinander" (AzL, p. llé).
‘Wiﬁhin tHe representational region demarcated by D8blin, there

wés now room for more than the earlier "steinernen Stil" of.absolute .
narrative oTJectivity*and the extreme ddmination of empirically
verifiable and concrete materiality: D8blin might still maintain "Nichts
schien mir wichtiger als die soge;anqte Objektivitdt des Erz&hlers"
(AEE, p. 113), but he simultaneouslyrallot£ed considerable space for
various modulations of the author's voice, béblin explained this
advance over his earlier position by referring briefly to‘ﬁhat
particular discovery of the self and its-inﬁegration in the broad -

, . »
schemé put forward by his naturism (AzL, p. 114)." When applied to
artistic production, as it is in "Schriftstellerei und Dichtung,"
this new importgnce of the creative self as an offshoot of naturé.
establishes the author as a form of:"schaffende Natur" (AzL, p. 96).
Déblin's implacation that the evdlving extrafartistic insights were

alone responsible for these more varied projections of the author seems



open to question. To what extent this development is also affected by
non-naturist understandings remains, of course, a matter of speculation.
It must be raised, hpwever, since D&blin's work is ﬁever single in
inspiration and derives its impetus from multiple ‘sources. l

With its chameleonlike shifts in narrative modes, a new one
appropriated for each section in a manner unmistakably reminiscen£ of
Ulysses, Déblinfs autobiographical "Erster Rﬂckblick"‘(lQEB) suggeéts
that the reading 6f-Joyce's work demonstrated that direct presentation
and narrative fiexibility were not.incompatible. . In addition, the.
often noted resemﬂlance Between the Bﬁnkelsénger—liké narfator of

o
Alexanderplatz--soon to re-emerge, albeit somewhat modified, as the

speaker in Die Ehe-iand its probably prototype, tﬁé Moritatensénger of

Brecht's ‘Dreigroschenoper (1928), hints ut some German stimulus for

the rehabilifation of a personal narrator and its new acceptibility‘to‘
'Déblin. Indeed, such stimulus may have béeﬂ furnished as well by the
prologue in Paquet's Féhnen (1924). Even as these- considerations may
qualify D&blin's explanation for his new assertions that the author
"darf . . . soll und muss" "im epischen Werk mitsprecheﬁ; . . . in’
diese Welt hineinspringen" (AzL, p. 11bL), however, the position itself
does not contradict or reverse the earlier denial of authorial voice
and visipility. That; it shodld be remembered, was largely a reaqﬁion

to the authorial excesses which abounded in the German novel. More-

over, the new concession to "lyrisch, dramatisch und reflexiv" (Idem.)
stances is entirely consistent with the pursuit of that formal and

stylistic flexibility so indispensable to the epic work's evolution.

While granting this new mobility to the author, D&blin simul-



taneously provided for g broad interpretation of thao experience which.
muot now serve as his raw material. Tho writer was to explore actuality
as the foundatiop for his work, but he was to do sox;n a way that
extended beyond its mere reproduction, That this waé applicable to
specific social realities, which'oid not cease to inteérest Dobliq
towards the latter twentles, is clear from a survey reqionse of

November 1928. Tt contains allu51ons to the concerns Doblln faced in
his work in progless. Given its relation to facts and its confrontation

1

with life, the Berliner‘Tageb;att,anuired; should fictionfseok a
{

connection with things of the day or should it produce g néw and
particular reality of its own? D&blin's colloquial and direct answer

~encapsulated the general argument presented a year later in "Schrift-

o

stellerei und Dichtung," thate is, that the data of reality furnished

a base which llterature then proceeded to creatively supplementﬂ(AzL

pP- 90) Now, however, D&blin exclaimed that writing in & vacuum J
amounted to aésthitic twaddle, “to private nonsense, éod was not
possible.. At the same time, chatteringlaway about entirely private
views on politics, punishment, or lovemaklng was equally undesirable
for those who wrote about capltallsm and communlsm for those whose
.characters spoke of class struggle or religion, or even for those who
drew things up out of criminal life "mit gewissen Spitzen anderswohln "
The artist was a creator 'not an orator; art's reallty hardly consisted
of seeing at the theatre what was experienced at home. Pure ang simple
confrontation with the housing éhortage and unemployment--two aspects

of reality which Doblln would soon explore in Die Ehe--was inadequate,

"Die Wirklichkeit," he remarked, "muss erobert werden!" These 1928



assertions partially continue the line of DSblin's earlier prewar '"Die
Kunst sollte die Natur nicht treffen, sondern iibertreffen," a
generalization articulated in the 1910 "Gespréche mit Kalypso iber die
Musik." Yet as specific reponses to more recent conditions, these
conclusiong are not identical with the earlier ones. Moreover, they
bear the obvious imprint of DSblin's growiﬁg disagreement with the
artistiq:program of writers on the revolutionary 1ef‘t.6h

Exploiting and surpassing reality receive additional attention
from D3blin in "Der Bau des epischen Werks." Here the ;rocesses serve
to fﬁrthef differentiaté between DSblin's epic artist and the meré
writer of novels. Pursuing "eine solid bilirgerliche, niitzliche gewerbliche .
Beschdftigung," the latter "imitiert, ohne in die Realitéf einzudringen
oder sie gar zu durchstossen, einige.cberflﬁchen der Realitidt. Der

T

wirkliche Produktive aber muss zwei Schritten tun: er muss ganz nahe

an die Realit#dt heran, an ihre Sachlichkeit,‘ihr Blut, Geruch,
und dann hat er die Sache zu durchstossen, das ist seihe spézifische
Arbeit" (AzL, p. 107). This interaction between proximity ahd

#

pénetra£ion constitutes, in fact, the essence of thelgpiCA ork. When'u
successful ; its producer solidly forced‘his way next %. reaiify and
pierced its curtain. Doing so, he reached the great fundamental
'.situations aﬁq figures of human existence epitomized by/ his work's
exemplary events and figures (pp. 132, 106). . Ul imate%xg/fﬁg\éxpéndéd,
réformed novel envisaged by DSbiin granted a new tbtality to ar£ which |
s;pplemeﬁted'reality in a very special way. Thé epic work simultaheously

created two closely connected spheres of reality, the "reale Sphire"

and a second or "Uberreale" one which, so to speak, negated the first
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and emerged as "die Sphdre einer neuen Wahrheit“und einer ghnz besonderen
Realitﬁt"}(p. 111).

Like his attempts to join the insights he derived from
céntemporary history and industrial, technological, and metropclitan
life with a translation of the age's essential nature, D&blin's approach

65

to the' novel is far-reaching and ambitious. His endeavors to reassess
the novel's substance, means, and ultimate goals in artistic terms

bear unmistakable traces of the non-materialist, collective imperatives

he saw outside art. What DSblin contemplated as the "epic work,"

specifically manifested through A exanderplatz, was an artistic parallel
for the utopian socialism and the naturism that form the substance of

Wissen und Verdndern!, Das Ich iiber der Natur, and Unser Dasein. In

its own way the novel was to effectivel; and artistically expose the
new meaﬁing of mass experience. It is significant that from his 1917
reading of the work, D&blin rejected Einstein's study on relativity.
Its presentation of new knowledge in highly specialized language incqm—
" prehensible to laymen fostered the exclusivity of science and elevated
its ;;okesmén to priestlike status.66 As DSblin underétood iﬁ; such
a program was antithetical to'phe age's reéuirements. Undeniably,
his own program was conceived from what he considered a ﬁore
reconciliatory position.

For his part, Dos Passos was not to interpret the novel as a
book of revelations. But he was still to endow it with the exposure
©of what lay beneath surface externals. With far greater clarity than

D&blin, the American writer offered hié definitive interpretation in

the 1968 Rome address. Drawing upon a paséage-frdm.William Harvey's



Circulation of Blood, Dos Passos cited the English physician's

description of a small shrimp whose transparent body permitted
unobstructed observation of the heart and its motions. IHe then

_ concluded, "The aim, the never quite aftainable_aim of the novelist or
historian ié to see men's private emotion§ and their moveﬁents in
masses as clearly as William Harvey saw the heart of the shrimp and to

."67 "Seeing" and

exgress what they see as lugﬁdly as Harve& did
"éxpressing"‘were neéver to have the connotation§ of their equivalents
in DSblin’s vocabulary. Yet Dos Passos' understandiﬁg‘of them aléo
conferred upog the novel the dual aspeét of expressing the fundamental
situations and figures of human existence sas they now presented them-
selves: Understandably, in the early twenties he had not yet attained .
this degree of articulateness. %e resorted instead to the kind of

-~

.generalizations eviden£ in his statement that Baroja Qasvtoo much of
an artist to propagandize and abandon the novelist's f‘unctic;nZ that is,
"o tell stories about'people"'(ggé, p. 96). Be that as it may, both
the "felling" and the "stories" were invested with a new breadth and

depth commensurate with the expanded novel Dos Passos was already

advocating.



CHAPTER V

%
&

TRANSLATIONS OF THE MODERNIST

DILEMMA: MANHATTAN .TRANSFER

AND BERLIN ALEXANDERPLATZ

VERSUS ULYSSES

Apollinaire versus Mallarmé

»®
In any case study the establishment of a prehistory is an

indispensable procedure. A compleéte analysis, however, requires
evidence of the condition under examination in its full‘development.
Thus the present inquiry enters it; final phase of investigation.
Having located Modernist symptoms in attitudes critical of the state
of German and American liﬁerature, in apprehensions of new experiential
fealities, and in interpretationsof new artistic and novelistic

priorities, we need now to confront Modernism's mpst telling mani-
AJ

festations. They are provided by Manhattan Transfer and Alexanderplatg

themselves.

Although unique among Dos Paesos' and DSblin's novels, the two
works cannot,. of coﬁrse be con51dered in total 1solat10n from their
au£hors' earlier efforts in the genre. - As translations and absorptions
of that recent experience which occupied the attention of Dos Passos

and DSblin within and beyond literature Manhattan Tranéfer and

Alexanderplatz were democratlzatlons of art designed to be 1nherently

s
artistic and to 51multaneously endow the novel with an expan51ve and

reconciliatory character. At the same time, Manhattan Transfer'and

.

205
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Alexanderplatz are partially anticipated by their immediate predecessors.

N

To some extent the latter reveal the exploration of similar raw

material from different perspectives.

From the "Chinese novel" Die drei Spriinge des Wang-lun (1912-13;

published 1915) through the futuristic and utopian Berge Meere und 5
Giganten (1921-23; published 1924}, D&blin's .works are’ preoccupied with
relationships between man and wilieu. In their world the individual is

, -
with the collective forces, surrounding

always presentéd in association
and containing him. These may'be natural, political, and social (Wang—

lunfénd Wallenstein), technological and industrial (Wadzeks Kampf mit

der Dampfturbine), or a combination of all forms (Berge Meere und

Giganten). Marking an advance over his earliest attempts in the genre,

the four novels preceding'Alexanderp;atz drew upon the ‘collective,

technological, industrial, and urban life which strongly imprgsséd
DSblin. To a certain extent, his neophyte novels "Die jagenden Rosse"

(1900) and Der schwarze Vorhang (1902-03; published 1912 and 1919),

which originated around the turn of the century apd bore the stamp of
late nineteentﬁ—century Neo-Romanticism and Symbolism, also confronted
individu&lity andicollectivity.l They gffered subjective treatments of
a'reality'in which the isolated individual,>himself in a state of inner
and psychicvdisharmony; remained uninteéEE;%d with the 'totality of
sometimes hostile natural and cosmic forces. They also initiatéd that
general emphasis on man within the total complex of nature that runs

through all of D&blin's novels. Nevertheless, "Die jagenden Rosse"

and Der schwarze Vorhang are products of an immature artistic orienta-

tion still untempered by the specific concerns of .the following decades.

’



These novels must therefore be regarded in isolation from the kind of
social, historical, and aesthetic context associated with the latex

works.

Among Dos Paséos' pre-: nhavtan Transfer novels, the similarity

of subject matter is a far more pronounced feature. That fac¢t can be

iéf%ributed to a common ancestry for One Man's Initiation--1917 (1918-19; °

published 1920), Three Soldiers (1918-21; pubiished 1921), and Streets

'

of Night (1922; published 1923). All three derive from the unpublished
"Seven Times Rouna the-Walls of'Jerichg:" Apparently begen dﬁring the
summer of 1916, the project wasfenlarged aﬂd takeﬁ up\aééin as a
collaborative enterprise with Harvard friepd and fel;gw ambulance driQer
Robert Hillyer during the summer of 1917 in France. It was subsequently
pursuea as a solo effort by Dos Passos frem Deeember.l9l7 untii the
early spring of 1922, 'The'four—part novel toqk its central chafacter,

a Martin Howe’élso known as "Fibbie," ﬁhropgh a sensitive childhood

and adolescence, a Har&ard education and Cambridge residence, the New .
York of wartime mobilizatioq, and finally the war_itself. "Seven Times \\\\\\

Round the Walls of Jericho" engendered, in fact, all of the novelistic

and dramatic efforfs from One Man's Initiation through Manhattan Transfer.

The Harvard section, some of which can be traced back to the summer of

1916, reappeared completely overhauled in Streets of. nght e)Some of

the departure sequence and most of the war chapters furnished One Man's

- [
Initiation. The latter portlons extended over 1nto ThreelSGTalers,
Ve

where they provided, améng other things, the composer character of John
AndrewS. The New York episodes and parts of the introductory segments

contained the seeds of situations, themes, and characters.for both The
‘ , . (
!
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Garbage Man and Manhattan Transfer,

While it reintroduced the theme of youthful sensitivity in the
face of a hostile environment central to much of Dos Passos’ Harvarde.
fiction, "Seven Times Round the Walls 3f Jericho" was already moving
be&ond a subjective preoccupatién with individuélism asvits dominant
focus. Traces of the broadened outlook--a perspective significantly
influenced by Dos Passos' European contacts--are apparent, for example,
in, the diary Jotting; for "Jericho" which recbrd its main concerns and

" sketch out its situations, dialogues, and major divisions. Of the

three published novels, each colored by varying proportions of youthful

7 -

subjectivism, Three Soldiers shows the furthest advance, especially

in its portrayal of army life's consequences for representative

individuals. -Based upon its author's Harvard years, Streets of Night

is chronologiéally antecedent to One Man's Initiation and Three Soldiers

in the sense tﬂat its subject was first tackled in 1916. It is there-
fore a more direct outgrowth of the undergraduate writing and decidedly
inferior to the treatments of contemporary life and ft; contradictions

in both the amateurish One Man's Initiation and the more mature Three

Soldiers. The latter novel, Dos Passos' most successful achievement

prior to Manhattan Transfer, is the one which®™most noticeably fore-

shadows its successor. Features peculiar to Manhattan Transfer are

anticipated in Three Soldiers by expressive. section headings which

encapsulate plot development through concise imagery, by the
presentation of individuals in collectivity, by a triple character focus,
and by the use of vernacular American English. Additional affinities

can be noted in the innovative war novel's recourse to interior monologue
T " . 2



1
its dependence upon narrative discontinuity, and its-utilization of

_ . . 3
popular song fragments as ironic commentary.

o » .
It Three Soldiers initiated something of a break with the

) .

" traditional American novel, D&blin's early writing repreéented even

more of a ruptire with the conventions of the German form. His work

W . . ' o .
ﬁﬁﬁso contains precedents for a number of characteristic features in

Alexanderplatz. As D&blin's many German and Germanist commentators
have pointed out, instances of montage, rapidly alternating shifts in
narrative perspéctive,~internal monologue, parodistic passages, and

mythological parallels are to be found in Die drei Spriinge des Wang-lun,

Wallenstein,jand the unsuccegsful Wadzeks Kampf mit der Dampfturbine.

The rigy of D&blin's oceuvre also reveals that some of the technical

feétures exploited en masse in Alexanderplatz predate and occur outside

-

-his novels. They are observable, for example, in the journalism and

periodical contr{%utions beginning with the Sturm writings. Even so,

’
R 8

the direct antecedents for Berlin Alexanderplatz must be recognized as

postwar,onstrevolugionary products. They are present in the Linke
Poot Zeitglossen and in the Berlin newspaper vignettes of the early
l920§. As Mahfred Beyermhas demonstrated in his useful study of the

genesis of Alexanderplatz, the: Journalism anticipates much of the novel's

specific content, narrative tone, character types, situations, locales,
and representational means. Mofeover, montage, parody, song and
advertising inserts, and dramatically compressed language can be found

-in the periodical writing.

oy
Q

This immediate non—novelistic\ancestry for .Alexanderplatz has

a counterpart in the work of Dos Egssos. His. journalism, trével accounts,

>
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diary entries, correspondence, novels, and drama only too clearly
exhibit the frequent reworking of situations, characters, and imagery.

The tendency is patently m: l in the relationship between Manhattan

Transfer and its direct ar ccedeni, The Garbage Man. Its scenario, :1s
Dos Passos claimed in Decem: 1o 3, had "been gradually cooking for
the longest time" (1LC, p. 239) and had been outlined in rudimentary

fashion that October (Ibid., pp. 224x225). The Moon is a Gong, as the

expressionistic Parade with Shouting was originally called, derived

some impetus from friendship with John Howard Lawson, who was engaged

in his own Roger Bloomer and Processional projects around the time The

Garbage Man was composed., Completed in late 1922, the play was slightly
revised to incorporate the stage directions of Edward Massey's mpsical
comedy method of presentation for its quton and Cambridge productions
in the spring of 1925.6 ‘ |

A broad treatment of U.S. society, The Garbage Man interprets

its raw material through the impact of the success myth, epitomized by
the advertising clichés which promulgate the values of industrialist
capitalism, upon individual lives. The play exploits diverse repre-
sentative and stereotypical characters and situations. -It also embraces
varieties of vernacular Amefican English, popular culture, radio, and
Journalism. FEmphasizing the connection between thebplay and the novel,

Melvin Landsberg submits that The Garbage Man looks forward to Manhattan

Transfer in form, substance, and function (pp. 107—113). The validity

- of Landsberg's claim is strengthened by the presence of conspicuous and

numerous ties beétween the two works. Théy range from the shared use

of typtcal situations and figures (derelicts, vagrants, immigraﬁfs,



capitalists, aesthetes, liberal intecllectuals, and "Tom" and "Jane"
' \
protagonists who prefigure Jimmy Herf and Ellen Thatcher) through theme

and setting. In these latter areas Part Two's New York furnishes an

abbreviation of much of Manhattan Transfer. Dos Passos' stage treatment

shows the metropolitan*fagade as the mecca for the success-starved and

glamour-seeking while it simultaneously reveals New York's underside
as an arena of grinding, crushing reality in which working people wear

out their lives (GM, pp. 90-92). The correspondence between the play

and the novel is, in fact, so pervasive that they ultimately appear as

related treatments of the same material for different vehicles. D&blin

-~

was to attempt something similar later ,in the decade, as the undeniably

strong affinities between Alexanderplatz and Die Ehe attest; however,

. o

his play and novel are largely-complcmentdry companion pieces. In

comparison, the relationship between The Garbage Man and Manhattan(’

. Transfer is best described as one verging on duplication.

. ‘.
Having their immediate ancestry in Dos Passos' "Parade with-

i

Shouting" and in DSblin's satirical glosses ‘and city vignettes, novels

which are partially anticipated by their generic predecessors are

5

distinctively’different from them. Manhattan Transfer and Alexanderplatz

portray and interpret modern experience through its most characteristic

contemporary manifestations/within its central arena, the twentieth-

i

century industrial metropolis. Aithough much of Bergé Meere und
Giganten takes place_in Berlin and its general vicinity, its urban
center is remote:and futuriétic. This is owing to its author's
preferences. D&blin explained thgm in his 1924 "Bemerkungen zu Berge

Meere und Giganten": "Mit der Gegenwart an sich war nichts anzufangen;
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ich bin nicht Zola oder Balzac" (AzL, p. 3L4). Somewhat closer to the

setting of Alexanderplatz, the Berlin of Wadzeks Kampf mit der Dampf-

turbine is a seat of twentiethléentufy technology and industry. It is
none the less prewar, prerevoluti;nary Berlin which Has yet to undergo
the upheavals and rapid expansion that produced the;city of the 1920s.
Furthermore, Berlin is represented only minimally in Wadzek and, for
that matterr in a fairly conventional manner when compared to its

treatment in Alexanderplatz. Outside the novels, "Von der himmlischen

Gnade' (191k4) fu ishes a kind of preliminary sketch for Alexanderplatz

through its Lumpenproletariat milieu, low life of pimps and thieves,

Berliner dialect, and colloquial narrative language. The story must
therefore be included amoné the novei's féferunners in D&blin's inter-
related fictional and non-fictional accounts of life in Berlin which
begin with theul896 "Modern. "

N

Metropolitan ancestors for Manhattan Transfer in Dos Passos'

work are barely éxisﬁent. Aside from its appearance in the second

section of The Moon is a Gong, New York serves as the focus of only

"Battery Park" and "Madison Square," two poems which appeared in the

1922 Pushcart' at the Curb anthology.8 Moreover, only the 1921 "Madison
Square,".where skyscrapers, briefly liberated noon hour garmentbworkers
smelling of sweat, "lunchrooméland burnt cloth" (PC, p. 192), and park
bench dérelicts contribute toward something‘of a city vignette. Ne;
York'makes}no mofevthan a cursory bow at tﬂe brief harbor departure

which opens One Man's Initiation, and the Boston-Cambridge setting for

Streets of Night is hardly comparable to what becomes the very substange

N

of Manhattan Transfer.




The nature of these early New York and Berlin encounters points
up thelprobability of external stimuli for their elaborate and complex

transtformations in Manhattan Tansfer and Alexanderplatz. There is

little doubt that Dos Passo$ and DSblin were moved to ficgignally absorb‘

the experience they sought to understand and interpret elsewhere because

others had demonstrated that it was artistically possible to éxpress

4 N
the new metropolis and its life. Dos Passos provides something of a

generélized explanation in‘ﬁhe retrospective "What Makes a Novelist"
when he reiterates the 1961 considerations of his Carleton College
speech and unpublished portions of a draft for that same earlier'
Aaddress.g According to the i968 version (p. 31), the American felt
compelled to wri£e a New York novel after his return from Europe and
the Near Rast, that is, somewhere around early 1922:

My head stuffed with everything I could absorb in Europe
and the Near East I came back to America. New York was the
" first thing that struck me. Tt was marvelous. It was hideous.
It had to be described. The lives of the men I had known so
intimately in the Army, of their women friends and mine, had
to be related to the bloody panorama of history. The style of
writing had to be made up as I went along. It was all an
experiment. As I worked I used occasionally to reassure myself
with the thought that at least some of the characters and scenes
and feelings I was putting down might prove useful for the
record.,

Some of the poets who went along with the cubism of the
painters of the School of Paris had talked about simultaneity.
There was something about Rimbaud's poetry  that tended to stand
up off the pages. Direct snapshots of life. Rapportage was a
great slogan. The artist must record the fleeting world the way
the motion picture film recorded it. By contrast, juxtaposition,
montage, he could build drams into his narrative. Somewhere
along the way I had been impressed by Eisenstein's motion
pictures, by his version of old D. W. Grlfflth's technique.
Montage was his key word.

As for the enterprise itself,'Dos Passos explained, "I started a

rappoftage on New York. Some of the charactéers out of abandoned youthful.
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narratives got into the book, but there was ﬁorelgo the life of a great
city than you could cram into any one hero's career. The narrative
.must stand up off the page. Fragmentation. Contrast. Montage. The

result was Manhattan Transfer." %

This is not entirely the case. Occasional discrepancies and
inaccuracies in some of \Dos Passos' reminiscences have already been

noted. Here again in the late account of Manhattan Transfer's génesis,

there appears to be a slight confusion in demarcating the boundaries
between the 1925 novel and its U.S.A. successors. Consequently, it is
helpful to enlarge upon Dos Passos' statement and introduce a number

|

of additional details. It is true that like the three novels preceding

it, Manhattan Transfer draws upon the "Jericho" project. Moreover,
_even a sketchy April 1918 ogtline for the early novel's third section

(LLC, pp. 177-178), with its tentative connections between industrial

9
e

capitalism and enslavement,vsuggests situations and characters allied

with this theme in both Manhattan Transfer and U.S.A.lO Culled from,

Dos Passos' l917‘stay in New York, a spring visit which found hiﬁ

atténaing anafkhist and pacifist-sponsored anti-war and anti-conscription
L méetings—-at least one of them broken up by police violence—-and also

frequenting the Lower East Side and Greenﬁich Villagg;‘tnis material

was‘supplemented by his longest New York residence betwggh the autumn

of 1920 and the beginning of the following spring. The "Jélly" and

"mad" aspects of that‘New York, a "Babqun gone mad" numbering "Arrow-

collar man" types among its denizens, profoundly impressed him. This

o

is the city which served as the basis for Manhattan Transfer. The

. projected book, however, did not get under way until two years later.



Dos Passos first announced his intention. to commence work on a long
novel "about New York and go-getters and God knows what besides" in
the spring of 1923 as he was embarking once more for Europe.l

Actﬁal writiﬁg began only in the autumn Qf l9é3,12 almost two
yea;é after that January introduction to Ulysses which "disposed of the
current theory that the English novel was dtad"‘(gz) p. 148). The
gnterprise began in the quiet of New York's Rockaway penin591a.; Work
on the novel continued during a trip to New Orleané and ended back in
Brooklyn at the éame 110 Columbia Heights headquarters that had served
two visionaries associated with the nea%by Brooklyn Bridge: its
designer Roebling and its ‘poetic celebrént Hart Crane. VIt is tempting
%o speculate the extent to which Dos Paésos' new metropolitaﬁ appetites
were whetted by his exposure to Waldo Frank's City Block (1922), a work
which Richard Stover Donnell has tentatively linked with Manhattan
TTansfér.‘ Exclusively city-dweller rather than city oriented, Frank's
effort is far less experimental than that of Dos Passos. The novel
nevertheless resembles Manhattan Transfer in its é%llective_emphasis

l

and in the progression of its narrative through segments from the lives

of representative New Yorkers. Although uncertain about-the date of
his reading éf City Block, Dos Passpérdid admit his admiration for the
work. In addition, he was receptive to Frank's soéial criticisﬁ before
U.S. entry into the war aﬁd'had met the associate editor of Sevén Arts
in connection with the submission of his' "Young Spain" essay to that
very magazine. Both facts suggest that Dos Passds would have incliﬁed

toward &n early reading of the novel. following its publication, possibly

* when in New York in early 1923. The hypothesis is supported byvobviods

1



affinitics between Frank's park bench tramp, who announces that he is

"John the Taplisl," and Manhattan Transfer's Jonah, the vagrant prophet
of apocalypsc (MT, ;. 380-381).13 But if City Block did, in fact, °

direct Dos Passos' attention to New York as a fruitful subject for

Fxploration in a novel '+ least corroborated his designs in this
area, it must still bhe o wsoonly one of multiple stimuli. Indeed,
it goes without saying tha .géorted definite, probable, and possible
fertilizépg agents fo - Manhi. J1vsfer form 1list considerably |
longer than tke one offered . as loose ar. generalizing 1968
account{l

No less than Dos Passos' ve. which it approximates in its
own traces of numerous'interartistic ., enitos 15 Alexandgrplatz has

an origin defying absolute precision. D&blin's irequently quoted
avoidance of the top%%n thé 1932 "Afterword" statement that "Es wire
eine lange Geschichte zu erzéhlen, wie ich zum Stoff zu dem Grundmotiv
des Buches kam" is hardly helpful here. Neither, for that matter, is
his confine: »nt of explanations to biography and philosophy when he
mentions 6nly his professional contact with lower class Berlin, his
familiarity with the city's eastern qistrictsvbeforeethe war, during
fHe Spartacist uprising, and in the troubled early twenfies, and his
pursuit‘of a "metaphysical" line of thought in a work which continuéd
and concretized his naturism (gé, pp. 505-506). S};ely part of the
"lange Geschichte" was the desire to appease his publishef and/to
satisfy his own artistic and material needs after the miserable
financial and popular failure of Manas (1926; published 1927); 8

mythological verse epic which anticipates the course of Franz Biberkopf's



spiritual journey in the progress of its Indian prince and general.
In tackling a "Berliner Roman . . . einer epischer Art in normaler

Sprache" (AzL, p. 359), as he described Alexanderplatz in 1928 to the

Berliner Volks-Zeitung, D8blin probably hoped to avoid a repétition of

the‘Mgggg fiascc. These practical considerations to which Milller-Salget
has r%ghtly called attention, however, are only part of the iong story.
Certainly they must be combined with those socio—poliéical interests
Be&er has emphasized in his own study of the novel'sAgenesis.

Allowancés need to be made also for the effects produced by artistic
catalysts, such as those responsible for the Nachwort admi;sion thgt

"Man kann auch von Berlin Tchreiben, ohne Zola 6u~imitierenﬂmG§§;—p7—50T7.

The same DSblin who began his work on-Alexanderplatz around

the time that Ulysses and Manhattan Transfer appeared in German trans-
lation did an abrupt about-face with respect to the preferred settings
R .

and specific subjects of his work. Only ten months earlier, in a

January 22, 1927 contribution to the Schleswig-Holsteinische Volkszeitung,

the author of Manas claimed that any relationship between his writing
énd his specific.milieu was one of transformation. Through the process
his environment's features lost their readily identifiable details.
D&blin even went so far as to declare here, "Ich kann viel bess:r
schreiben--und zwar viel sicherer und realer--iiber das, was in China
und Indien Vorgeht, als das, was in Berlin vorgeht" (VG, ﬁ. 378). Far
. from being one m6§§ example of sel?—contradiction, the comment probably
alludes to Wadzek's early failure tofartistically rsalizé cqntemporary

Berlin. What proved that it was artistically possibls to return to

! ! - - . ‘
“ his own city and his own period in the novel may well have come from



outside D&blin's preferred genre. Brecht's Dreigroschenoper and its

. innovative dramatization of London low life is not an unlikely impetus,
as early readers of the novel implied. It is also conceivable that

film provided certain insights, particularly when it offered a typical
day in the life of éontinental Europe's largest urban center. Relyiag
on rhythmical and montage effects in the manner of Dziga Vertov and the

"Kino-Eye" group,lY Walter Ruttmann's Berlin, die Symphonie einer

Grossstadt (1927) is a film which D&blin, much attached to his city and
interested in cinema, may well have seen. Yet beyond these an
additionai stimulus was sti;l required. DSblin had charged Germag
-literature in general and the novel and theatre in particular with
neglect of the major sphere of German life, the industrial metropolis.
While he had amply demonstrated that he hipself could capture that arena
in h;s non-novelistic writing, D&blin needed a catalyst’in the genre
that most interested him. It was conveniently furrnished by examples
from abroad. |

In the lightlﬁf their interests in updating the novel and in
endowing'it with an expressive functién directly coﬁnected with modern
experience, it is hardly surprising that‘Ulyssés was benefici&l to

Dos Passos and D6blin. At the same time it is obvious that Manhattan

Transfer and Berlin Alexanderplaté were inspired by the drive to
reconcile art and artist with society and to restore public attributes

to the writer when he could ill afford to be detached from .his total
milieu.- If the novel was to incorporate and tfanslate medern experience,
specifically in its mdst contemporary“forms; it would do so for the

purpose of providing its reader with more than aesthetic pleasure.
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Individuals might come away from the arfistic encounters with new insights
about the essential natu;e‘ﬂf mass, industrial, and capitalist life and
be stimulated toward further conclusions that would affect their actions
in. collectivity. Even allowing for the different stages in their
ideological development and the divergent emphasis of their thinking,
Déblin'aéd Dos Passos are equ: . ! representative of those bourgeois
wrigers for wﬁom artistic disengagenent had beéome, if not a problem
successfully resolveq, at least an untenabie position. In-contrast,
disengagement 1is tﬁe'very mark of Jofce's aesthetic posture.“ for this
reason the distinction between the stance ﬁssociaggd with Ulysses and
those varieties responsible for Manhattan Transfer and Alexanderplatz

s

cannot be emphasized strongly enough if the works' points of convergence

and divergence are to be fully appre;iated.

As any reader even casually familiar with the vast and
prqliferating body of Joyce gcholarship is aware, its subject's dualv
concern with the representation.of‘life through the medium of the written
word and with revolutionizing that medium has received extensive and
frequent atténtion. If to a lesser‘extent, the question of aesthetic

theory as extracted from Joycéqg writing, particularly from Stephen

Hero and A Portrait of the Artist as a Young Man, has nevertheless

attracted much interest from assorted complementary and contradictory

19

viewpoinfs. Since neither'Joyce nor his work form; the central focus
of this study, it¥%§/hardly desirgble or practical to reproduce here
what has alregﬁy/;eceifed ample and >ften eloguent treatment elsewhere,
It is, however, essential to briefly ré;terate in generél‘ﬁerms some

of the distinguishing features of Joyce's artistic attitudes insofar



. ‘
as they are germane to present discussion.

While D&blin and Dos Passos are best associated with that
Apollinairean strain present in Modernism, Joyce's development is one
which leads in the opposite direction toward Mallarmé.go An exile
from his own country, whose history of foreign subjugation, repressive
institutions, and narrowly chauvinistic nationalism were intolergble
to him as an artist and private citizen, Joyce exiled himself as well
from contemporary history, even when it came perilously close enough
to affect the lives of his friends and intimates. The deliberate =
‘avoidance‘of reference to almost any events-outside the domestic
sphere that is so visible in the aforementioned Letters is substantiated
by the additional evidence of Joyce's biography and the testimony of
friends and intimates.gl The’conspicuo&s silence sugges nore- than
a refusal to confer any legitimacy upon the tfollies of governments or
human suffering by acknowledging them. Inherent here, it se:us, is a
sense of futiyity with respect to the ability of individuals or
individuals in groups to effect any changes in the status quo. The
impression is strengthened by Frank Budgen's account (p. 191) of -
Ulysses' endowment with all fhe attributes of exile and refuge:

. The actual writing of Ulysses occupied Joyce about eight
years. For half of that time all Europe was at war: and
peace, when it came, waigas disturbing as, though less
destructive than, war. everal revolutions shook the world.
Crowns and currencies fell. No permanence was in the air.

A dozen times -in that period Joyce changed his domicile.

The Abbé Sieyés, asked what he did under the terror, replied:
"J'ai vecu [sic]." Joyce, if asked what he did during\the
Great War, could reply: "I wrote Ulzsses." He was of'Pn
extraordinary toughness of fibre and tenacity ‘'of purposge, but
neither toughness nor tenacity would have helped him if| he had
not possessed the faculty of shutting out at will all noises

in the street, if he had not been able not to be unduly
~distressed about what he could nct alter.
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This iaolation=of Ulysses and, by extension, apt itself from the "noises
in the €treet" best describes the outlook infor%ing Joyce's post-
Portrait works. ! !

To a great axtent that outlook is not - fundamentally different from
_the early position Joyce articulated long before undertaking the writing
of Ulysses. While it would be an oversimplificatioh to idegpify Jovce's

artistic stance exclusively in terms of the one expressed in the

Critical Writings, Stqphen Hero, and the Portrait, the thread of

'artlstlc estrangement that is first taken up 1n.the opening paragraphs
of the 1901 "Day of the Rabblement was never rellnqulshed by Joyce 22
- Engendered by rebellion against a hostile and repre551velIrlsh society
yhich either di;played narrowv-minded prejudices agaipst art/dr attempted
to make it conform fo the criteria of Irish nationalism, Joyce's ¢
aesthetic orientation, like Flaubert's before him, is réoted %n a sharp
and irrevocable schism between the.artist and his soqiety. When |
integration is soaght, it is that internal variety which}facilitates
the detachment and freedom required for the creation of beauty. The
social or political conce- = :trat temper and sometimes‘datermine the
artistic conclusions of a Dos Passos or a D&blin, yefj;aconvinced of }
the unalterability of man's actions in collect1v1ty and the course of
history, do not 1mp1nge upon thls task.

It 1% true, of course that before 1912, Vhen exile from Ireland

became a permanent way of life, Joyce did brlefly seek to establish a

-~ '

T

connection between his own search for_artistic freedom and the

liberation others advanced for soc1ety at large. Several letters written

from Trleste and Rome to his brother Stanlslaus from 1905 6 reveal a ‘s
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short-lived attachﬁent to. both socialism and the (.~ Fein, whose program
for Irish independence then embraced economic sanctions rather than

armed struggle agaihst England. Apparently dating back to 1903-4, years
that found him present at the occasional meetings of a non-Marxist
socialist group in Dublin and also temporarily attracted to the brand

of anarchism advocated by the American Benjamin Tucker, Joyce's

socialist interests were further stiﬁulated by his Triestine contacts.

3

Then under Austro-Hungarian domination, the city's ethnically diverse
‘populatign‘included several politic;l'facﬁions, among them Irredentists
seeking union‘%ith\Italy, and socialists who, three years after their
successful campaign pd launch a generai strike in Trieste, drew renewgd
strengthifrom the 1905 Rﬁsgian uprising. In-addition, Joyce's leftwd;d
iﬁcliqgtions of the perioq coincide with his favorable impressions of
Italién anarcho-syndicalis% ag esPoused by Arturo Labriola. But despiﬁe
the claim that his "politiéal'opinions" were '"those of a socialistic
artist".(gg, p. 89) and the odd reference to "the éaaﬁéipatibn of . the
proletariat" (Ibid., p. 148), Joyce's "socialism" remained ill-defined,

de' ~id of any political character, and far more tenuous than the

leftwérd inclinations of D&blin or Dos Passos. As hevhimsglf confessed

N

to Stanislaus, it was thin "and unstéady and ill-informed" (Ibid., p. 187).

Moreover, the vagﬁeness of its nature was seconded only by its weak-
' , ¢ : . . .
ness. Close, as Ellmann suggests, to Oscar Wilde's interpretation of

socialism, which emphasized self-protection and individual freedom, it
£ ! :

»

o

was also eauated with a refuge from the tyranny, of the Church and such

-

abusive bourgeois instituiiqns as marriage. »Eqﬁélly‘important, it was

a socialism that might provide state subdidies for artists, thereby
. - i N N .

/

N



freeing  them from the burdensome financial p?oblcms thiie lagued Joyce
and His family. Before very long, however, Joyce was disave ing his
sogialist.affiliutions. By March of 1907, during an obviously low
p@?iod marked By difficulties in writing, he declared, ”Tpe interest

I took in socialism and the rest has left‘me." Al%hough he had certain
ideas to which he wanted to give form "not as a doctrine but as the
c9ntinuation of the expreséion of myself which I Aow see I began in
Chamber Music," he ayer?ed that "These ideas or instincts of intuitions

or impulses may be purcly personal. I have no wish to codify myself

as anarchist or sociali§t'6r reactionary” (Ibid., p. 217).23

A somewhét similar pattern cﬁéracterizes Joyce's interest iq
the Sinn Fein. During thfs same ﬂériod he believed that its policy
of economic and political indepéndence might prove more effectivei
toward achieving independence than parliamentary agitation. Tonsidering
that "either Sinn Fein or Imperialism will'conquer the present Ireland"
(Lgn p. 187), he obviously preferred the former,alternative. Furthermore,

he admitted that the kind of success Sinn Fein might most immediately

achieve, that is, the substi . - ° Irish for English capital, would
. be "a stage of progress" (Ide.. - an Irish proletariat was yet to

to be created. At the same time Joyce announced, "If the Irish
programﬁe did not insiét on'the Irish language I suppose I could call
myself an exile and, prophgﬁically, a repudiated one" (Idem.). ;uch

- 1906 sen%iments were part .  the line df thinking Joyce took up a‘

year later in a lecture ¢ ° :red in Trieste at the Universitl ‘
Popolare on the sybject of I[rish poiitical and,culturéi historyT There,

in "Ireland, Island of Saints and Sages," he maintained that "No one

0
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who has any self-respect stays in Ireland, but flees afar as though
from a country that has undergone the visitation of an angered Jove"
(CW, p. 171).

Despite such acknowledgments, it is clear that Joyce;s early
attitude toward his country and toward himself a; an Irish writer was
ambivalent. His correspondence with Nora during his 1909 and 1912
. " returns to Dublin underscore the mixture of repulsion and attraction
he obviously experienced. Even as he remarked on the detestable nature
of the city and its populatioﬁ and on his own élienation from his
homeland (L2, ;p. 239, 243, 255), Joyce had not yet relinquished all
claims to being an Irish writer who might attain stature among his
countrymen. Such notions, however, were so;n dispelled. The fate of
Dubliners in t£e hands of the bublishing firm of Maunsel & Co. made it

most evident that he was not going to be recognized by his compatriots

as "the great writer of the future in my country" (Ibid., p. 248) or

o
bl

as "one of the writers of this generation who are perhaps creating at
last a consciencevin the soul of this wret :ed race" (Ibid., p. 311):
The worst chapﬁer fh the eight years of litigation which preceded
Dubliners' publication, the treatment of thé manuscript by a Dublin-
based Irish press and an Irish printer involved not only extremes in"
censorship and commercial wrangling but the virtual destruction of

one thoﬁsénd copies of the book. Joyce had describedythe wérk as "an
attempt to represent certain aspects of the 1ife of one of thé European
capitals™ (Ibid., p. 109). It was “o be recognized as a chapter in his

country's moral history set in the center of its paralysis, Dublin

(Ibid., pp. 105, 123). Not surprisingly, the mishandling of Dubliners



in Joyce's home city proved catalytic for the final severing of all
physical ties‘with Ireland.Qu

" the time Ulysses was under way the permanence of Joyce's
exile was an incontrovertible fact of his existence. The political
neutrality which followed was, to some extent, in compliance with
the promise of non-participation in any activity hostile to the
emperor exacted by the Austrian authorities in e}change for permission
to leave for Switzerland. Neye;theless, even before it seemed physically
necessary to seek safety in a non—giigned country, Joyce declared his
neutrality from current internetional deveiopments and from all
political systems and idFologies. To his friend Alessan@ro Francini
Bruni around the beginnihg of May 1915, when'Italy had entered the war,
Joyce expressed an aversion to monarchies and republics alike and a
skept1c1sm toward the soc1allsm he had-briefly looked upon with favor.
Best summed up by biographer Ellmann, Joyce s attitude toward the war
itself was one of supreme”indifference "to the result and, so long as’
gunflre could not be theard, to thelconfllct itself." Subsequent life
in Zurich was marked by non- 1nvolvement with political matters and
silence about the European situation beyond Swiss borders. This was
not, howeverz extended toward kvents in Ireland. As Ellmann informs
us, the Eespe; Rebellion of 1916 provoked a se;ies of mixed reactions--
a sense of futility with regard to its effectiveness, compassion,.end
some temporary nationalistic fefvor-—whiie heightening the eemplex
balance of bitterness and nos _gia éﬂat'dominated Joyce's sentiments
25 ‘

about his countfy.

Given this background, the Joycean eesthetic allows for a very



particular relationship between art and external reality. Although the
world of "sensible or intelligible matter"26 enters into artistic
production, it is largely the world of the artist's own subsective
experience. Moreover, it serves as the raw material for an increasingly

q
. autonomous art. Before elucidating thaf art's epiphanic and static

nature in Stephen Hero and the Portrait, Joyce. articulated its essential
nature in a rudimentary way while he was lérgély‘iqvolved in the
writing of poetry. Drawing a parallel between his own work and the
mystery of the mass, particularly as celebrated on Holy Thursday and
Good Friday in a drama.that continued to impress Joyce throuéhout his
life, he explained, "I am trying in‘my poems to give people some kind

of intelleétual pleasure or spiritual enjoyment by converting'the

bread of everyday life into something thi} has a permanent artistic

n2T

life of its own.

Exactly whom Joyce was to mean by !''people” requires some

0

I
obvious clarification with respect to(his novels. The route taken

from the Portrait to the Wake is one which undeniably coincides with

o

the production of art for an increasingly narrow and initdiated audience.
Stephen .Dedalus announced his intention to fly by the nets of
nationality, language, and religion (E) p. 203); Joyce, interpreting

the artist as an unfettered creator with allegiance and respon;?bility

: |
to his art alone, sought to avoid ensnarement by any extra-artistic

concerns, including the kind of broad public accessibility thaé both
‘Dos Paséos and DSblin deemed necessary and desirable. On the whole it
”

" can be said that Joyce represents a position that the two wfitersvso

wrdngly alleged to be his imitators deliberately sought to counteract.
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Simultaneously, he epitumizes an antithetical approach to the problematic
relationship between the bourgeois artist and society that is inherent

in Modernism.

In his Classical Temper, an elaborate defense of Ulysses as a

work revealing "a responsive openness to lifé, a firm grasp of the
‘Eentrally human, & respect for the present reality we all éhare, an
allegiance to the obJective, and a mistrust of metaphysical or
‘naturalistic 'realities’ abstfacted from the total complexity of human
experience,"” S. L. Goldberg has.argued that the Joycean aesthetic is

essentially a focus for fundamental moral problems of central importdnce

to both the Portrait and Ulysses (p. 32). These pertain to the "relations
between art and life or (in slightly different terms) between the
artist—asfman and the artist-as-artist" (p. 65). However, .the aét-

{life relationship depicted here and which Goldberg views as "inevitably
among the central problems of any aesthetic in Our'post-Romaﬁtic.ega"
(p. ks), is exorcized of its historical character, removed from its
specific sociétal points of réference, and interpreted exclusively
from a generalizing, humanistic perspective. In Ulysses, Goldberg
maintains, the aesthetic seeks a balance between the kind of dissociation
of art as stasis that is the formalistichedalean variety and art as
associﬁtion or, more precisely, a Bloom—lik? engagement in daily
existegce (p. 64). Be that as it may, grt'g involvement with daily
existence, especially the types.of domesﬁic gnd phiysical experience
which largely @ake up Bloomsday, does not admit‘of its necessary

" confrontation with historically conditioned mass experience. Moreover,

the problem of the artist-as-man and artist-as-artist is not equivalent

)



to that of the artisL~as—man~and—artist—in—society with which D&blin
and Dos Passos were concerned.
) .
For the German and the American, to,whom such confrontation

proved central and problematic in the search for self—definitionvand

for clarification of artistic form and function, Ulysses demonstrated

not so much what but how to writel" In this respect D6blin and Dos Passos
focused on the work's essential nature. More than anything else, Ulysses
is the product of its authdr's preoccupation with thatvsame subject,
albeit from a slightly different perspective, Joyce himself, it should
be noted, proved extremely taciturn on novel-writing per se, so much
so that it is difficult to gain any distinect impréssion of his view of_ ..
the genre. From the slight testimony tﬁat\doeT exist, *it is obvious
that he reserved his deepest admiration fo; such nineteenth-century
continental writers as Flaubert, Tolstoy, Jacobsen, and D'Annunzio.
Among English-language dqvelists h¢~esteemed the eighteenth-century.
pibneers, notably Defoe and Sterne. For their descendents, whose
characterizations, idiom and depicted situations he found hackneyed and
i

false, however, he had little Lise.28 His own example in Ulysses, a
king'of rebutfal to the Hardyesque mode, furnished proof to Dos Passos
and D8blin that obsolescence in novel-writing could be overcome. Its
lesson was perceived by both the American and the Ggrman'through the
prism of t 2ir own priorities.

"Knocking established ideaé on thé novel into a cocked hat with
his lesses,"29 Joyce éspecially offered Dos Passos vigorous, directly
expressive writing. MecLuhan, despite his limited focus on the Joyce-

Dos Passos relationship, is nevertheless close to the truth in suggesting

¢
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speak, of essential elements and an indication of what lay ahead: "Mit

that Dos Passos appears to have read Joyce "as it were through the eyes

30

of Whitman and Sandburg." More accurately perhaps, Dos Passos':

® s

growing‘inclinatiqn toward a broédly reconciliatory novel led him to
focus on those Ulyssean features capable of facilitatingiihat novel's
realization. According to his "informal memoir," Dos Passos did not
find Joyce's work uniformly impressive (EE; p. 143). Fﬁrthermore? other
retrospective commentary from 1939 and 1961 indicates that he
distinguished between.the "objective" interprise which attracted him
and the novél of largely interior dimensions Joyce built froq“VPedantry
and introversion" (14c, p. 522). Tts subjective emphasis and sometimes

extraneous components reminded him of Tristram Shangy.Sl .Whether or

not such différentiation was upperﬁost in his mind at the time of his
1922 reading of Ulysses is obviousi&iimpossible to agcer@ain. In light
of the concerns and artistic priorities distinguishing Dos Passos'
developmént in the early twenties, however, it is impefative to recognize
that Ulysses was indeed gxemplary but in a restricted vay.

Dﬁblin's moré substantially documented response to Ul‘sses is
not much different. The 1928 Ulysses review expressed the opinion that
Joyce was not to be imitéted, that the route'had more than one track

5

to it. As an Experimentierwerk Ulysses served as a percussion, so to

diesem Buch wird vielen der Star gestochen; sie kdnnen nun sehen, was

fiir ein Handwerk sie in ihren truben Stuben betreiben" (AzL, p. 28H).

Precisely what the writer's trade now entailed was not mere technical

innovation. It was the creation of novels marked by the fusion of form
IS . .
and content, both of which had been drawn from the nature of modern

iz J



life and the udique physiognomy of the age. Like that of Dos Passos,
DSblin's reading of Ulysses clearly reflects his priorities as a-writer
of novels. Not.surprisingly, much of what he advances about Ulysses32
has a direct connection with hislown work. For tﬁis very reason, it
affords a most convenient poin£ of departure from which to pursue the

Ulysses-Manhattan Transfer-Alexanderplatz relationship further.

Many of those characteristics DSblin saw in Ulysses--its
comprehensiveness, its coalescence of form and subject, its association
with actual phenomena long ignored by many writers--describe his own

and Dos Passos' novel as well. Neither Manhattan Transfer nor Berlin

Alexanderplatz can claim the distinction sometimes assigned to Ulysses:

-

the summation of Western kKnowledge and a total living organism.

Moreover, it is clear that neither Manhattan Transfer nor Alexanderplatz

was designed, as Joyc?:quipped his Ulysses was, "To keep the critics

n33 But in their own ways the Americah

busy for three hundreé years.
" and German works are tgtal présentations yhich lean toward encyclopedism.
Handbocks of diverse styles, varieties of languaée, énd preéentationaiA.
modes, they are also.distincf expansions of the novel's artistic
" character. Within their broad associatiqnal frameworks Eﬁeir narratives
propér become multidiménsional presentations Qf experience., They also
possessbthe prevailing«tharacter of formal éxpressiveness by which'fhe
quaiiﬁies of the subject matter are ab;orbed as the nqvel's férmal
feaﬁures. Such parallels are seconded by shared illustrations of the
' Modergésy condition's non-formal aspect,>its fragmented appréhension

& ity - v

of real¥ty. It clearly manifests itself in the changed character-milieu

relationships within the works.  That apprehension comes most directly
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into play and exhibits its most telling effects in the manner in which

all three works project an ordering of modern experience through

recourse to‘ndn—pgntemporary analogies. It is here that the contra- .

dictions and ambiguity in the work of Dos Passos and D&blin are

especially revealed. Here too, works which were conceived as resolutions
’ _

for Modernism's inherent dilemma show up their .most profound points of

similarity and difference with respect tb each other and to Ulysses.



Encyclopedism: The Novel as &

Total Presentation

From differing vantage points historians and theorists of the
novel have often established its traditional association with totatity.

In The Rise of the Novel, his study of the prose genre's eighteenth-

century middle-class Engﬁish origins, Ian Watt, for example, posits
"exhaustiye presentation rather than . . . elegant concentratjon" as
one of its principal features. For his part, an earlier observer
usually given to non~literary speculations,’Friedrich Hegel, considered
that "die moderne'bﬁrgerliche Epoposa" offered a total world in its
richness and multlfaceted variety as well as the epic representatlon

of events, It did so while severed from that irretrievable state in

which llfe s wholeness and essence were intuited and everywhere apparent
f

that world v1ew and fundamental 51tuation from which true epic emerged

a

Nearly a century later after the: novel had become Weste.n llterature S
major genre, a pre—Marxlst Lukacs took up the Hegellan line and pursued
it further. Accordlng to h1m the novel was the ep1c of an age 1n which’

life's extenslve totallty was no longer dlrectly obvious and in which

N

the immanence of meaning in life had become a problem. Nevertheless
the genre was the product of an age still dlsposed to thlnklng in terms
of totality. For Lukacs who drew some of his conclusions from the

|

example of the c13351cal Bildungsroman, the novel's inner form arose

from the Journey toward self~recogn1tlon undertaken by the problematic

232

separate 1nd1v1dual The search for life's meaning that was object1v1zed S

as the not always successtul’ seeker—hero s psychology provlded the novel

.

with its'structural core, By creatlng its own totallty, the novel now

o




sought to simultaﬁeously uncover and éonstruct the meaning and totality
of life itself.3h Whether vieyed in Lukécs' quest for wholeness by a
non-integrated'civilization oy/ih Watt's diffuseness apprdximating a
_trgnscription of actuality ;ﬁen, the novel inclines towafd‘a total
presentation of life. /

If the claim seems espeéially applicable to the novel in some
of its.eighteenth and nineteenth-century maniféstations, it acquireé
a new significance for thage‘twentigth—century e#amples that concern J
us here. The novelistié'p;iorities established by D&blin and bos |
Passos derive from fresh preqccupations with art's incorporation of the
details of an uctual;ty whose particulars and ésséntial nafure were
held to ﬂe differenﬁ from those of'pést‘eXp§rience.. That ac?uality's
\transcription and ‘absorption, however, were'incomplete so long as
unaccompanied by £he inferpretétion and commuhication of its meaning.
dénsequéntly, the broadly reconciliatory novels envisaged by Dos Passog
. and D&blin are also those which intensify its a;l-inclusive and trans-
pafent character. | . |
 ;The extent to &hich tofaiity and reyelation materialize in

L

Manhattan Transfer and Alexanderplatz proqidéé initial iné}ghts into

‘their relatiohsﬁip‘with Ulysses. Anchored by the ideptifiable data
of urban industrial expgrience, the Amefican aqd'German nQvels furnish
that life's mﬁltiplicity of detail. At the same time, like Ulysses,
they generalize experience so thag'its particularity becomes obscured
by its representative features. Thé most obvious illustration of the
process resides in the sqhematic exﬁloitatiog of their narrative

foﬁndations.
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Recognizable in retrospect, as in Ulysses and Manhattan Transfer,

and anticipated from the outset, as in Alexanderplatz, the hoyels arrange
themselves around variants of th;t most ancient and well-known motif
whose nineteenth-century metamorphosis attracted Lukécs: the journey.
Implicit in the title Joyce attached to his novel, it is also evoked

by the mass transit associations of the names Dos Passos and D&blin
conferred upon their Qorks. For all its labyrinthineﬂmeanderings,
Joyce's Dublin odyssey marks out nearly nineteen hours in the lives of
Blobm and the two lesser protagonists. Its progression through the
book's threé formal sections and éighteen episodic subdivisi;ns moves

in chronological order on this level towar .ad then away from the day's

two major events: the cuckolding of Bloom and the Bloom-Dedalus meeting.

Alexanderplatz is far more traditional in its narrative affiliations.
" |
The fact is incontroverpibly demonstrated by its announcement Die

Geschichte vom Franz Biberkopf, the subtitle D&blin added at his editor's

insistence that Berlin Alexanderplatz, the name of a railway station,

s inadequdte (AzL, p. 390). Determined by -the sequence of events in

orle life from the 1ate summer of 1927 through the autumn of 1928, the

course of Alexanderplatz proceeds through nine books and their respective
subsections mépping‘out major stages in thé depicted existence: release
from Tegel prison, the vicissitudes of life in lower class and uhder-
world Berlin, nervous collapse, and subse@uehf restoration ;o health

and social integration. |

Compared to the varieties associated with Ulysses and Alexander-

platz, the foundation of Manhattan Transfer is not one that permits

exclusive identification with any of the numerous figurés,'named,and



anonymous, who appear and often reappear throeghout its pages, whose

paths uéually cross, and whoee lives are frequenﬁly intereonnected.

Among the novel's fort&—odd recurring characters, approximately half

of whom receive eome extended development, Jimmy Herf, Ellen Thatcher,

and George Beld&in are the most visibly prominent. Of the trio itself,
, ' .

it 1s Herf who approximates something of a center of interest.

Nevertheless, Manhattan Transfer's fundamental line of development

actually emerges from the pattern created by\its more than 130 inter-
locking narrative units. It is builﬁ~up from situations in which
characters making eithér solo or multiple appé&arances enact aspects of

Vtheir'lives within the metropolitan arena and a thirty-five-year time

frame. An elaboration of the progfession evident in the first of the’

novel's three major formal :divisions, the total sequence ... icribes a
. _ R ‘ G
mass encounter. with the city that moves from anticipationthrough ‘

actualization and outcome.

Already conspicuous in Manhattan Transfer's collective pattern'
y |

is an indication of how the novel begins to assume broader dimension=<. |
More than anything else, the foundation has a representative value as
l

a vehicle for expansion and elaboration in a multidimensional narrative.

In Manhattan Transfer it is less a matter of the private and banal

“fortunes of individuals than what their fates and metropolitan encounters

collectively signify. Absorbing and abstracting multiple particulars,

s

they become notations for the essential features of urban life. ThrougI
them too the myths and realities of national experience are reconstructed
in the Juxtaposition of expectations and contradictions within a broad

historical sweep. However, the collective Journey does not stop here-

BRIl ST e L



but reaches further back in time. A series of non-contemporary rever-
berations helps outline an itinerary from "ﬁew Jerusalem" (MT, p. 101)
to "City of Destructien" (IEEQ,,_p. 366) that sets a sixteenth-century
secular vision against its twentietheeentery fruits,

-Adhering more closely to the contours of Lukfcs' enterlor |

35

biography,' the route in Alexanderplatz is somewhat more well-worn.

Férewarned from the outset that this is the story 'vom Ftanz Blberkopf "

we soon have few daubts about the” repreSentatlve value of the life set

before us. ‘Partlcularized in connectior. +1th its specific east Berlin

locale, it is also collectivized through all the urban affiliations
established for it in the dlrect Presentation of Berlln as a broad :
arena of llfe More important, however, D5blin's variant of the
encounter with tHe metropolis, a year in the life of an allegedly

"grober, ungescﬁlachter Mann von abstossendem Aussern" (BA, p. 46)

becomes via the novel's didactic archaistic frame a verltable twentieth-

'centﬁry J- e2rmann auf berlinisch. Its exemplary feature is establlshed

in the Moritat- like prologue, prefatory book summatlons, chapter headings,
and the frequent and various assurances by the predomlnantly colloguial,

chatty narratlve voice that "es ist keln be?;eblger Menn dieser Franz

Biberkopf" (p. 47). Underpinning from the v riety of biblical - props

mafking out a route from Creation to Last Judgment as well as fnom

v

assorted classical and folklorlc supports further enhanced the novel'
generalizing aspect and its retreat from Private exlstence

Although private existence is far more central to Ulysses than

to Manhattan Transfer and Alexanderplatz, what transpires in the American

) b O
and Germzn novels has its most elaborate counterpart in Joyce's work. &
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As we are only too aware from Joyce's own correspondence (Lg, pp. 1k6-
147) and the testimony of his intimates, Ulysses was painstakingly

executed as much more than the modern-day odyssey of a Dublin advertising

canvasser. Manhattan Transfer and Alexanderplatz artistically

reconstruct, so to speak, the specific material conditions of modern
existence and then generalize them to expose a meaning that reflects
back on the new actualities with which man in society now had to

\
)

reckon. Toward both the reality and totality of life Ulysses takes a

rather different apprgach. In integrating its narrative within a vast

and complex retwork of cross references, allusions, and parallels, it
approximates an analogue not of modern but of generalized and allegedly
universal human existence that moves from the realm of the purely

physical through the domains of intellect and spirit. ’By now few would

.argue for the necessity, desirability, and even the possibility of

(A

recognizing each and every component of the work whose "oversystematiza-—

‘tion" Joyce himself was not unwilling to concedec\36 More important

than their plentitude are the implications of that abundance.

In its unique version of eficyclopedism Ulysses exploits its
- ‘

base as g paradigm of reality which in itself, as Samuel Beckett

4

perceptively remarked, struck Joyce as paradigmatic or "an illustration

of a possibly unstable rule." Biographer Elliann has proposed that

s

rule to be "the perception of coincidence," according to which, "reality,

no matter how much we try to manipulate it, . . . can only assume certain
forms; the roulette wheel brihgs up the same numbers again and againj

everyone and everything shift about in continual movement, yet movement

limited in its possibilities." Preponderant here are variations and



sameness in time and in place combined with unexpected simultaneities.
"The characters pass through sequences of situations and thoughts bound
by coincidence with the situations and thoughts of other living and
dead mg; and of fictional, mythical men." Doing so, they exemplify a °*
uni?ersal prgpess.37 These assertions are borne out by the ampliAi—

I

cation of Ulysses' foundations. As a reposit6}§; for examplé, of the

.
~ possible varieties of domestic experiénce which by and large subsumes
all other forms in Ulysses, its base narrative is totally divested of
historical particularity. Ultimately, as we shall see from the specific
interpretive consequencés of the experiential totality pfoJected in all

three novels, an apparent present in Ulysses is generalized in a way

that 'is equally imposﬁible for both an historically bound Manhattan

- Transfer and an Alexanderplatz that wavers between a bondage to and a
liberétion from history.
b

‘Other effects are produced by the expanded chronicles of
slightly less than one day, two years, and three-decades in the lives
of Leopold Bloom;_Franz Biberﬁgpf, and assorted:New Yorkers. Within
their narratives infusion.of detail séts up an interplay of particularity
and abstraction that constantly calls attgntion to itself. Unrivalled
in its emb;ace of minuqiii:’isyce's "tesselated mosaic" has been
likened on one level alone to "A huge and intricate machine clanking
- and whirring for eigﬁteen hdﬁrs .. .,"f;;;}gned "to a.world of gears
,and sidewalks, of bricks laid side by side, of data thrust intb a H
computer and‘whi?led through permutations baffling to the imagiﬁation

e : : o ‘

tutéf@ays traceable by careful reason," and even envisaged as a kind

of monstrous parody of the super-brain's workings and its "insane

Q
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mechanical meticulousness." With regard to its base narrative, the
téﬁaency is so pronounced zhét it reveals Ulysses as a kind of cari-
catdre of Naturalism's tendency toward expanded content and minute
'description.

-Aithough presenged piecemeal so that we must'reconétruct the
charaéter from his compgﬁnnt inlaid fragments, the features composing
Bloom the advertising canvasser are exhaustive. By the time Ulysses
is read or, perhaps more accurately, reread, diverse means have been
employed to communicate such information to us. In combination with :
each other, the frequently modulated narrative voice, the perspectives(
of the inhabitants of Bloom's worid, the ﬁnmediated offeringé of his
interior monologue, and'tge Nighttown exteriorization of his inner
life have provided a thorough personal and family history and also
exppéed us tq his physicai'routines, his intellecgtual and emotionai
preoccupations, and his physiognomy.l We have been made aware of how
he eats, defecates, sieeps, thinks, and fantasizes, are conversant with
his opinfons on religion, nationalism, sex, and his’¥eactions to birth
and death. While thus particularized, however, Bloom becomes so.diffuse
as to lose all visibility.

139

Embracing within him the contrarieties of "Everyman and Noman,

Bloom of "the firm full masculine feminine active passive hand" (U,

p. 674) accumulates layer upon layer of attributes, many of them

SR

ictory. On the work's naturalistic ievel a prominent example

o

of the process can be found in Bloom's Jewishness. The feature which
many have unquestionably accepted is, as Ellmann frequently reveals in

his biograph&, a fusion of multiple sources: Victor Bérérg's postulation



of Semitic (that is, Phoenician) brig%ns for the Odyssey; the full,
partial, and reputedly Jewish Eackgroinds of some of Bloom's diverse
real life models; Joyce's Qonviétion that Greeks and Jews strongly
rgsembled each other in many of their mannerisms and habits; and
finally his limited accumulation of exotic facts and sometimes
laughable conclusions about Jews. But in Ulysses Bioom's Jewishness

is largely an illustration of Sartre's observation that "Le Juif est

un homme que les autrés prennent pour Jjuif." As some have noted, the
presently agnostic, formerly twice-baptized son of an Irish Protestant
mother and Hungarian Jewish father, himself a former Catholic coﬁvertp
and subsequent apostate, has a fairly ligited notion of things Jewish
and(p? himself as a Jew. Moreover, aécording to.Jewish dogma, Bloom's
maternal ancestry makes him a non-Jew, juét és Molly's descent from

the mysterious Lunita Laredo of suggeséed Sepﬁardic origin does exéctly
the reverse for her. Within the text itself,this contfadictory facet
of Bioom's identity is summarized in a series of negations used to
recount the nature of "Bloom's thoughts about Stepgen's fhoughts about
Bloom and Bloom's thoughts about Stephen's thoughts about Bloom's
thoughts about Stephen": "He thought that he thought that he was a

jew whereas he knew that he knew that he knew that he w;s not" (p. 682).
?ursuing the point any further, however, seems fruitless. The subject
is comparable to Molly's intimate life, éomething which has been -
scrutinized for fhe purpose of precisely enumerating extramarital
contaets with the aegree‘of dedication heretofore reserved for the
Virgin Mary. In either case a text which continuously reworks and

‘elaborates the evidence of alleged and actual tribal and sexual

. -
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affiliations quickly disperses the fundamental facts.

This kind of disper‘al through accumulation reflects the l
transformational process that is so exaggerated in the Nighttown épisode.
This very process also informs the whole of Ulysses. Initiated in the
opening passages yhere Buck Mulligan deliberately assumes multiple roles
by changing his/;Zse and language, it is epitomized by the gypsies' dog
which, during Stephen's walk along the beach, becomes the érotean

animal (pp. h6—h7);hl

Among the human éomponents in Uilsses the process
most frequentlyiand consistently affects Bloom. To some extent he
himself shares directly in its workings by imagining himself, for
example, gentleman farme; (?p; T1k-T715), alderman, chief magistrate,
and emperor of the new Bloomusalem (pp. 481-L82) and by attempting to
play the role of Don Juan. On a grand scale the consequences are'
exhibited‘by the mumerous allusions and parallels suerunding his
person. bDepending upon their manner of presentation,'they expand .and
diminish Bloom's proportions, sometimes within the space of a singlé
pafagraph. Effects are most apparent in his mock-heroic translation

as Elijah following the attack by the Citizen and his mongrel Garryown
(p. 345). These metamorphoses simultaneously reduce and ultimately
obscure the visibility of the Dubliner's outlines as he takes on, for
example, the features of stock figures of melodrama, pulp’romances,
and vaudeville of else the éttributes of Odysseus, Moses, Jesus,
Wandering Jew, and Sinbad. In the céﬁrse of its peregrinations Bloom's
mind may quickly.réngé anywhere from the habits of bats and birds to
the effectiveness of repetition in prayer‘and advertising or to fhe

causes of spontaneous combusion (p. 378). As is commonly acknowledged,

’



it thereby exhibits itself as a kind of Book of Knowledge stocked wifh
information and misinformation of the most heterogeneous sort; during
his day's Journey, however, Bloom himself becomes & veritable walking
Who's Who. In a work that has been aptly described as "Joyce's Meta-
morphoses," a vast embrace of roles, guises, identity games, transub-
stantiations and all-pervasive pantomime in which polytropia is
distributed_and incarnated throuéhout,.h2 Bloom undergoes far-reaching
colléctivization. For scope thislcollectiviz&tion'of the individual

has no counterpgrt in Manhattan Transfer and Alexanderplatz. Never-

theless, the juxtaposition of particularity and abstréétion fhat occurs
in the American and German novels also contributes toward a diffusion
in focus and underscores their narrative's representative nature.

From the oﬁtset Manhattan Transfer obliterates traditionsal

I

character focus in its rapid shifts from figure t6 figure. For none

of these does Dos Passos' novel offer anything remotely resembling the

Ulyssean view. Instead, it quickly covers the essential features that

-

endow a metropolitan population with its confburs. What emerges is a

‘crowded surface of urban shapes. Even when we are able to piece together

’

a’two—decade perscnal history from its discontinubus énd fragmentary
presentation, we come up largely witﬁ outlines. This is the céée with
Ellen Thatcher and Jimmy Herf. Passing before us at different stages
of their lives, ﬁpey are exhibited in a variety of personal guises and
social roles, many of them summarized by the successive name changes
each undergoes along the way. The excitable Ellen Thatcher with Peter
fan and "Elaine of Lammermoor" aspirations, for example, becomes new

bride "Elaine Thatcher Oglethorpe," upcoming actress/estranged wife



"Elaine Oglethorpe," new mother/ex-Red Cross volunteer /Manners' editor
"Helena Herf," the "Ellie" and "Elaine" of assorted men's affectioﬁs,
and the nameless visitor'to Dr. Abrahms' abortion clinic. Similarly,
Jimmy Herf is displayed as the unhappy prep school "Herfy," alienated
nephew "James," and the "Herf" césually known to colleagues and peers.
"Jimmy" to mother, friends, and most intimates, he ié also Ellie's
"Jimps" and the "James Herf" of his own fantasies. Despite the multiple
perspectives attendant with such development, however, Ellen Ihatcher
and Jimmy Herf largely remain the sum of their respecti;é:outlines.
Cliché-speaking urban stereotypes, they conform to fairly»g{g@ictable
biographical patterns, the one as a self-centered éareerist,’the other
a disillusioned young writer. As such thefﬂcomplement all the other
figures who fill up Dés Passos' New York canvaé.‘

That population is a hybfid mix." It comprehends historically
nverifiable types, a good number of them fleetingly etched in 6nly a
few words (for example, Ellis Island afrivals, retdrning\war veterans,
deportees). They are-ﬁoined by reproductions of what E.‘D. Lowry has
. suggested as the stock figures oflmass entértainment easily recognizable

43 Lowry's proposed list

from film, the-popular stage, and vaudeville.
of "political boss" (Gus McNiel), "ham actor" (Jojo Oglethorpe), "tired
-businessman" (George Baldwin), and stage ethnics (the newly beardless
Jew of "Ferryslip,"fthe delicatessan proprietress Mme. Rigaud) can be

Y

extended cdnsiderably. Manhattan Transfer reveals ‘it to be sufficiently

broad to encompass such extremes as the brief "man in the derby" (p.
342) notation for a plainclothes detective and the more full-bodied

down-and-out ex-tycoon (Joce Harland). Their separsate visibilities



limited to their defining traits and situations, these character sketches
form the details of a living milieu and the features of the city's

®
physiognomy. As that phy51ognomy takes shape and their 1nd1v1dua1

partlcularlty dlmlnlshes, the glnlshed product approximates a kind of
massive cartoon configuration. Given Dos Passos' early assessment of
New York as a carlcature of the contrasts it embraced and the machine
culture it epitomized, the result is not entirely surprising.

Interaction of detail and outline are no less apparent in

Alexanderplatz. Lacking the elaborate naturallstlc dlmen51ons of a.

Bloom and reduced to contours by the colloqulal narrator, Franz Blberkopf
is none the less allotted sufficient_specificity in his diséontinuous
biography to grant him the kind of inner and outer definition Manhattan
Transfer provides, shall we say, for an Anna Cohen. But the: features
that describe Franz the individual have little value compared to their
extension beyond his selitary shape. Bloom already amasses a number

of roles even in his 190k domestic experience as "Poldy-Henry Flower-

Papli-Leopold"; a figure like Manhattan Transfer'e Congo Jake en route

' from French cabin boy to Park Avenue bootlegger "Armand Duval" gathers
in cone person a Qariety of social types. Similarly, as the creation

of a writer who had long rejected artistic emphasis on individual
existence and individual fortunes, Franz is a multiple incarnation.

On the narrative's naturalistie level he may collect only two allases,
that of Franz Réicker who died durlng the 1922 r1oks (BA p. 278) and
the Herr Klemens seeking medical help after Mieze's death (p. 435),
However, on the same level he accumulates numerous callings an& related

non-vocational associations. In the spaceg of a'year and a half,‘the



simultaneously loses separate visibility. |

wvar veteran, former cement-and-transport worker, ex-convict, and
furniture mover becomes an itinerant tradesman, the peddlar of porno-
A
graphic magazines and Aryan propaganda, boozer, handyman, newspaper
vendor, criminal lookout, womanizer, pimp, fence, asylum patient, and

assistant doorman in a medium-sized factory. By undergoing these literal

metamorphoses, he presents a kind of summa of Lumpenproletariat

possibilities. As he becomes an abstraction of his living milieu, he

!
Character generalization in Alexanderplatz as well as in

Manhattan Transfer and Ulysses has its counterpart in the ampllflcatlon

of the novels' arena of act1v1ty Here, however, there are important
distinctions to be made that reflect back on the milieu's inhabitants.

The varieties of urban maen which form the raw material of Manhattan-

Transfer and Alexanderplatz, either as embodiments of the cllches and

contrasts of American capitalist industrialism or as Berlin's actlvely
emerging urban lower class, are inseparable from the massive industrial
centers Dos Passos and D&blin equated with modern experience. In the

realltles of such centers both Manhattan Transfer and Alexanderplatz

find their points of departure. Desplte customary claims that Bloom
epitomizes urban men and Dublin his abode, neither city-dweller nor

city in Ulysses is comparable to the varieties encountered in Manhattan

Transfer and Alexanderplatz. Its essential nature captured in the cross
section portrayal of‘"Wandefing ﬁocks," tﬂe Dublin "of gossipy, leisurely
life" Joyce once described to Budgen was vastly different from Europe's
largest arban éeater, a London of seven million inhabitants. bk Joyce's

Dublin was, in fact, hardly a twentieth- -century city at all in the



sense that éuch affiliations can be ascribed to Dos Passos' New York
and Déblin'é Berlin. Ulysses may situate us "IN THE HEART OF THE
HIBERNIAN METROPOLIS" (U, p. 116), but furn-of-the-century "DEAR DIRTY
DUBLIN" (p. 145) is small, intimate, and compact. Bloom may speculaté
that "Machines. . . . Rulethe world today" (p. 118), but there is

little of the machine age honeycomb about the Dublin through which he
moves. Less still is there an actual resemblance between its denizens
and their New York and Berlin counterparts. Wheﬁgas the urban creatures
of Dos Passos and D&blin are the issue of new and different'realities,
Joyce's city-dwellers are ultimately the product ‘of ﬁnchanging old

ones, namely, those of human experiénce in its recurrence and continuity.

Given such distinctions, however, the cities in Ulysses, Manhattan

) Transfer, and Alexanderplatz directly contribute to the novels' expansion
as a total presentation. |
Much publicity has been granted Joyce's desire to give such a
complefe pictuie of Dublik“t&at if the city disappeared'from the earth
one day, it could be reconstructed frqm his book. Recorded by Budéen,
the remark has inspired’readers of Ulysses to demonstrate that its
Dublin.does indeed correspond to the legitimate 1904 historical
version. Yet if Uiysses' Dublin is footed in fact and many of its
inﬁabitants based upon real citizens, it is no less true, as Bernard
Benstock hasfpointedly observéd, that the only Dublin to be recogsfructed o
from Ulysses is the one originating in Joyce's créative imagination.
Joyce himself indirectly implied as much in his Zurich confession to
Heinrich Straumann that he carried his city around within him always.usﬁ

Be that as it may, a Dublin portrait emergés from Ulzsses'that reveals



t the saﬁe Juxtaposition of particularity and geheralization already

detected in its characters.
ﬁublin's particulars are etched out through its‘qéossipy,

leisureiy" inhabitants whose social habits, political, economic, and
quitural preoccupations create the city's distinguishing t;;its.
Landmarks are present everywhere a; characters pass, entef, exit from,
refer to, or mereiy see them. More often than not, their description
is non-existent. When present, such descriptiéﬁs are usually indirecct.
ﬁWandering Rocks," for example, refers to "the blind columned porch of
the bank of Ireland where pigeons roocoococoed" (U, p. 228) and "the
stern stone hand of Grattan, bidding halt" (Idem.). But =d. ices and
geography do not imbue Ulysses with a sense of place. Thal arises
largely from'iﬁs living components. Not all of ﬁhem are human, as
the newspaper and printing press in "Aeolus" élearly attest. From
them too we receive the details of the city's life on June 16, l90h in

the notations of everything from its weather to its public amusements.

The metrdpolitan facts that confront us in Ulysses are multi-

plied in Alexanderplatz and Manhattan Transfer. While Ulysses offers
a one-day Dublin time.capsule, two years' and several decades' worth
of popularvBerlin and New York artifacts are comﬁressed within the
covers of D8blin's and Dos Passos' novels; Here too'the quotidian is
given space. Weather reports, public diversions, and muﬁicipal events
.are relayed through the characters' speech, habits, and pféoccupations,
and convéyed in the di?ect and varied incorporation of the artifacts
'themse%yes within the text. As in Ulzsées, the city's terrain and its

igentifiable landmarks are sketchily mapped out en route while Dos



Passos' New Yorkers traverse Manhattan Island and sometimes cross the
East Rlver into Brooklyn, and while D&blin! s Berliners largo}g me
\—/
around thelr city's populous and commercial eastern sections. Because
of the broader time Span covered in the German and American novels,
we glimpse more of the city phenomena and see those changes in then
hat mirror alterations in the city itself,

Change in conjunction with the passage of time is easily

detected in‘Alexanderplatz and M&nhaﬁtan Transfer. The nove’- abound

with overt references to calendars and dates, to events of international,
national, and municipal’significance, thereby establishing a historical
chronology as well as one for the city. The metropolitan variety is

-

also recorded in the city's growth. In Alexan&erplatz it is expressed,

for example, by the construction on Elsasger Strasse and in the sSubway

excavations around the Alex Far more pronounced in Manhattan Trdnsfer,

the tendency reveals 1tse1f in a transformation from a _city "of brick"
to one of "steel an [sic] glass" (MT, p. 75). Early in Manhattan
Transfer the signing of the Greater New.York Charter (May 4, 1897)

gives the city the geographical distinction of "The world's second

metropolis™ (p. 13). At the book's conclusion expansion has progressed

beyond the acquisition of land to that of vertical space as well. In
contrast, although Ul Ulysses is equally t1me—consc1ous, its urban time
has little of this kind of change within it. Dublin's time capsule 1ig
enlarged by the continuity of past .and present.

To the éxtent that'Ulzsses’ Dubiin is not mereiy its 190k
' manifestation'%ut-the sum of its historical experience, it is not .
|

drasticélly different from _nineteenth-century forerunhers, such
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as Balzac's Paris where the architecture and the generatlons themsel

e
|

continuously layer the present w1th the past. Hlstoryjin its static

r )
Irish translation is everpresent in Ulysses, Hardly_aJScene transpires

without some evocation of it, not through conventional narrative /

!

description but again, like the city's physical landsc pe, largely /

through the medium of Dublin's 1nhab1tants Beglnnlng with the early
|
morning response to Haines that attrlbutes the Martellb tower's

construction to "Billy Pitt . . . when.the French were|on the seg"

(p. 17), eighteenth and nineteenth-century Dublin and, by extension;

: |
an Ireland of conquest and abortive risings are never far from view:

Y

This kind of mooring of the present in the past continues through the
day. It may, for example, take shape as Mulligan's brief acknowledémenﬁ
of the chess playe; in thé D.B.C. as Charles Stewart P&rneil's brother
(p. 248). Just as easily, it occurs in the conversétidns, thoughts,‘
songs, and Obseésions of the city's lQQh inhabitants. Even the alleged
outsider éloom, during the morning graveyard musingg, manages to
conjure up Robert.Emmet (1778~1803) and the same Pafﬁell whose hat he
oncé ret;ieved. But history also goes further back befére the British

conquest to a time when Ireland had its "eyes on Europe" (p. 327), .as

the walking encyclopedia of chauvinist clichés, the Citizen, reminds

us. The indorporation of such data, data subjected to all manner of
1
|

Ulysséan metamorphoses, inflates the city's proportions/and its popu-
‘ I

.x

latioﬁ; To paraphrase Bloom, Dublln becomes all those who once walked -

<around in it (p. 113), whether in fact or popular fancy Its inhabitants
. J : o
also 1nclude all’ those non—Irlsh part1c1pants in Ulzsses' experience !

for whom the modern Dubliners serve as rep051tor1es. Indeed, as Bloom



becomes all-inclusive, so 5 the city, its boundaries expanding far

~

beyond the Irish generalization it receives. Ultimately the arena in

which timeless human drama in all its contrarieties and equivalences

»
is re-enacted, Dublin itself recedes from view.'
:
¢

1

Com%ared to the metropolis in Ulysses, the\city in Manhattan

]
Transfer and Alexanderplatz is not a storehouse_of its past. Nor could -
[

it ever be; the formation of its essentlal character as portrayed in

K)

the novels is decidedly recent. D&blin, who,denied that Berlin's true

nature in the 1920s resembled the visible legacy 1nher1ted from its o

multltude of deceased, incorporates little of that legacy in Alexander-

Q

Elatz For the most part gerlln s landmarks rarely predate that late
[

n1neteenth—century evidence of the commerc1al and 1ndustr1al center

3

(for example, Wertheim's; the A.E.G.) that Fontane's archaic glty

portrait ignored. ‘I DSblin's novel an expanded A.E.G. and the UFA-

Iy

Pala%t clearly prevail over the Tiergarten. When vestiges of old’

v

Berl}n appear, they do spo in a markedly present context. The city's
hlstorlc gates, for example, serve as brlefly noted points of entry

in moVement toward the central and younger eastern districts; else-~
4 . . .

where 0ld Berlin makes way for the new as, for example, the Berolina

~

.stetﬁe disappears during the subway work on the’ Alex (BA, p. 179).

3

Moreo*ir, fb; the purposes ﬁf Alexanderplatz, the city's past actually

dates back no farther than’a decade from the years .in which the

J N m
~:

Biberkopf action occurs. In a manner of speaking, the history of its
citizens predates that of Berlin. They emerge from 191L4-18. This is

obvious \from-the recollections of the novel's many war veterans, all

ofcihgm loser to the variety reprezented by Manhattan Transfer's Dutch

o -

k2



~

Robertson of an A#W.O.L. army history and postwar unemployment than to

. I .
the same novel's /affluent "ninety-day wonder" James Merivale. Having

filled the ranks of the Prussian infantry, they may, in the manner of-
Spartaéist‘sympéthizer useorg Dreske reacting negatively to Franz's
Naﬁiarmband, imply that lessbns were learned from Arras (BA, p. 88);
they may, like the disabled father of the four~&éar;olﬁ killed by |
medical neglect, conclude ﬁUns l8sst man wartep, wir sind Kulis, unsere

Kinder k&nnen verrecken, wie wir verreckt sind" (p. 122). Finally,
i
|

they may, like Franz, remember the eventual deterioration of disc.pline
I :

.and morale,/and the hurried desertion of soldiers like himself and

i
|-

Dreske frod the trenches (p. 90). As for Berlin itself, however, 

r

bhlspyry beglns with the autumn of 1918.
/

\ clee the previous four years outélde Berlin, the more recent
'past w1th1n_the city 1s recapitulated through the voices of§ﬂ§50rted
Berline#s. Despite the divérsity(of their viewpoints, fhey fbrmulate
common/Lonclﬁéions Dreske; for example, explalns to Franz that they ‘
were betrayed in 1918 by the same "blg shots";respon51ble f‘r ‘the
murde%i of Rosa Luxemburg and Karl Ligbknecht 1p. 90). Emphasizing
tueir;betrayal? an int éolatéd Nazi‘address to "fellow germané" posSes "
the question, "Wisst ihr noch, wie Séheidé&ann am 9.'November'l918 von
der‘Fegéterbrﬁstung des Reichstags uns Frieden, Freiheit und Brot
versprach?" (p. 131); an ahq;éhist orator scores the corruption and
capitulation of the Reichstag's'Social Democ?atic majority ‘(p. 292);
and Franz himself summ;rizes 1918-22 with the followingfoﬁsefvations:
ﬁVie;_Jahf ﬁach achtzehn war ich #n Berlin. L#nger hat vorher der

gqﬁfe Kreig nicht gedquerﬁ, stimmt doch;*.'. ". und haben wir hier Qas

-



von Arras gemerkt, etﬁa du? Haben gehabt Inflation, Papierscheine,
Millionen, Billionen, kein Fleisch, keine Butter, schlimﬁer als vorher,
das haben wir alles gemerkt" (p. 88). Such a synogsis has the effect
of amplifying the city's present and, By extension, that of the society
at large as the non-materialization of recent history's hopeful promise.

Similar effects are far more pronounced in Manhattan Transfer.

The iransformation.of the "New Jerusalem” into the "City of Destruction”
is*traced out in the course of the novel's development by the pattern
of accommodations, defeats, and shallow victories £hat form the life

of its inhabitants. In the novel's first section the affluent midtowg‘
matron tells Bud Korpenning that "This is «certainly the city for

A
everyone beihg from somewhere else" (p. 64). TIts features, therefore,

are not only those of New York but of the entire nation, and its-

experience is not exclusively metropolitan. Within Manhattan Transfer
ﬁhe chronology and specific facts of.coliéctive experience are clearly
established, yet cue details are important largely for their impli-

cations. - The South Ferry arrival of'né#Jimm!grantg receptly cleared

through Ellis Island that is found in thé-opening section (pp. T6-77),
for examplé,vundergoes subsequent metamd;phosis~ Tn the final section
we witness the Ellis Island ferry deﬁorﬁation of "undesirable aliens"
‘(pp. 289-290), Similar transformation§ eventualiy mark the‘%;alians'
who appear around Independehce“Day towgrdlthe middle of the century's

first decade. We first meet them inbﬁhﬁér typical situation as

disoriented newcomers, their sole comnection with the New World formed

i
[

by a relative's letter bearihg a New/York_address. Later in the novel

they re-emerge, so to speak, as'thei} three quietly chatting compé?riots

Y



whose street corner arrest in the spring of 1920 is observed by Jimmy
N~ ' ‘
Herf and the‘%all man evicted from Child's (p. 370). Thus the "Dove

andiamo . . .?" posed by the old woman in "Dollars" has a dual response,

It finds its answer in the "Americanization" of her Sicilian wagon

driver or in Sheepshead Bay bootlegger Mike Cardinale and also in

' that variety responsible for the May 1920 imprisonment of Sacco and

!
!

Vanzett .

“v . their significance for the "land of opportoonity” (p. 49)
in the o chirty-f: . -2ar time span, the question and answer have
even broader meanin . L 1y demonstratgd‘in the allusions ﬁo and

popular clichés ab it Revr itionary principles, a distance of a century

and a half is created %F the discrepancy between far-off ideals and

present reality. Early in Manhattan Transfer Jimmy Herf and his mother

return to New York on July ULth. - As their ship steams into the harbor and

finally docks, theupast is called forth in the pier celebrations that

YR

vt
e

include™. !

playihg of "Yankee Doodle,"and the feading of the
Declaration of Independenée,'both of which elicit Lily‘Herf‘s reference
to her colonial forebears (pp. 69-70). Itris likewisé reégiied as the
ship passes ghe Statue of Liberty Island when Lily invokes its official
title, "Liberty enlighting the world." in doing so, she generalizes
the Enlightenﬁent outlook allegedly implicit in the,counﬁry's ‘
foundations. By ﬁhe time the novel has nearly ended and the goddess

"holding up the lamp of liberty" (p. 396) has been associated with an

increasingly mechanical Ellen Thatcher being outfitted by a couturier,

that foundation is again recalled. This time, however, it appecars in

Htgg challenge of a nearly<qhirfy—year—old Jimmy's silent sel?—nvmmination:-

/‘ [ o ) . I . ’-&

~ . . , o

" - g - . H
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"What about your unalienable right, Thirteen Provinces" (p. %66)?
Uttered when Herf no longer has "faith in words" <I§§ﬂ')’ the l
Declaration of Independence paraphrasing points up the contrast between
past expectations and present realization on a mass scale.

Further irony results from the additional diminution of Liberty.
It is reduced to the caricature of the man whOSe_wearing of a straw
hat out of -season brought about his death 'p. 4Ol). The ne& martyr,
whose Philadelphia residence situates him in the historical center of
revolutionary activity, serves as a convenient source of elaboration.
Within Herf's interior mohologue he is fused with an earlier rebel's
well-known slogan and the international workers' holiday, a celebration
which frequently saw the violent suppreésion of labor agitation dﬁ?ing
the hysteria of the Red Scare. 1In its way, "Give me liberty; said
Patrick Henry, putting on his straw-hat on the first of May, or give
me death. And he got it" (p. 402) producés an even more condensed Cks

: | 2

mixture of hiftpry and implicit cdmmentary than Ulysses' Nighttown
episode. There the day's display of history, legend, and popular myth
rematerializes, and Dublin, the sum of its past and present, submits
to a Walpurgisnacht-like metamorphosis (pp. 598-599). When armed
heroes spring up‘froﬁ dragon;s teeth and do battle with each other
(p. 599), for example; Irish history is encapsulated as the combat of
Joycean word plays. But it is also.summérized as a battle among 1its
most‘famoﬁs eighteeﬁth (Fitzgerald;lTone, Grattan), niﬁeteénth (0'Brien,
- 0'Connell, Davitt, Bﬁtt, Parnell)~énd -1y tweatieth-century martyrs

and rebel- (M'Carthy, Redmond, Gri-~fith). : L '}‘-3},,

- P

. .
: , A el el
"ln Manhattan Transfer the ex, -d dimensions produced from ‘§@.



compressed detail can also be viewed in the aforementioned New Jerusalem-

City of Destruction antithesis. On the one hand, exploitation of the
Bunyanesque latter allusion in Herf'e interior monologue emphasizes
the novel's secularized reversal of Pilgrim's Journey from t1m City of
Destruction to the Heavenly Gates. A different.effect 15 createc by
the heavenly associations of the "New Jerusalem" (Rev. 3::2 n1.2)
_satirically offéred by Jimmy's aunt when her husband -complains aiout
the influx of impoverished non-Anglo-Saxon new arrivals from abroad.
The combined antlthe51s ultimately furnishes one more reponse to the
Itallen woman's "Dove andlamo e« « . " It is a reply which links the
duestion with immigrants more than tw— renturies removed from the
questioner, s1nce :ne alIu51ons also call forth the seventeenth-century

‘Puritan®world view of particular dJssenters and non-conformists. Thus,

an earlier transatlantlc Journey is, in g sense, mapped out. Tt

latter-day conéequences of both.
Their expanded historical dimensions by no means exhaust the

encyclopedism of either Manhattan Transfer or Alexanderplatz. In both

novels experiential totality projected through commonplace repre~
sentative types and situations is-also realized by artistic hetero-

geneity. The latter grants the works a multiform character. Through

common with Ufysses than the traditionally cited exploitation of shared
techniques., Like Joyce's novel, they not only 1ncorporate the arti-

facts of artistie expression but a551m11ate their features in g



compp@hensive manner. Distinctly different in emphasis and effect

from Ulysses, Manhattan Transfer and Alexanderplatz nevertheless reveal

a similar expansion of the novel as a kind of Gesamtkunstwerk in which

a unique fusion of form and content prevails.



Formal Expressiveness: The Novel as a

Comprehensive Art Work

’

Through its determination to create appropriate new forms and
idioms, Modernism asserts the pre-eminence of expressiveness over all
other aesthetic criteria, discarding along the way the kinds of‘  .
traditional unity, ordef, and coherence that are the distinguishing

b,

standards of conventional realism. The édvancement of the new
priority is attended by the shifting of boundaries within aﬁd between
the arts. Traditional hierarchies, for example, break down as genres
intermingle, th¢ arts oveflap, and the non-literary_ffeely ehters the
domain of literature. It cannot be denied, of course, that throughout
its development the Western novel has frequently shown signs of a
protean nature by drawing techniqueé and featureé from other forms of
imaginative literature‘ﬁnd historical writing. Early attempts to confer
legitimacy upon a bastard genre, dissociations éf a particular work»

from its generic counterparts, and Romantie- impulses toward artistic

comprehensiveness or. totale Dichtung feadil& attest to the adaptability

fﬁdﬁ has marked the species for several centurigs. Nevertheless,
evolution under Modernism shows a marked increase 4n‘'the annexation of
non-novelistic attriﬁutes. In addition to intensifyiqg the iaée nine-
teenth-century absorptioﬁ of lyrical, dramatic, and "pictorial traits,
the novel reveals startling new accommodé%ions. Its literary character
is, }n a number of cases, offset by one that runs direetly counter to
it. Inheren& in each farticular metamorphosis is a drive toward

heightened expressiveness seeking a new and indissoluble coalescence

\ . ¥
between form and subject matter. As displayed in Manhattan Transfer

I8



and Alexanderplatz, such a coalescence clearly allles them with Ulysses.

At the same time, the dlStlngulShlng Modernist charactevlstlc is
intimately bound up with the American and German efforts to simultaneously
¢reate a novel that is as socially reconciliatory as it is artistically
all-inclusive, Thus, the dramatic fusion between what is expressed and
its manner of expression extends far beyond the interaction of spreific
stylistic, ma%erlal, and thematlc components. 48

To be sufe the interaction of specific components should not

o

.be overlooked in either Manhattan Transfer or Alexanderplatz, since the

dynamic potentlallty of the word was of utmost importance to both Dos
Passos and D&blin. In this respect they shared, perhaps not Joyce's
extreme fascination with mechanics, but his recognition that style was
essentially the'expre531on of the subject rather than of the writer.
That his attltude had a specific translaflon somewhat dlfferent from
that of the German and the American, however, is evident in the
particular identification of technique and subject matter domlnatlng
Joyce's maturity. It becomes especially pronounced in Ulysses from
"Wandering Rocks" onward as the human dramg/of the earlier narrative

is subordingted to ﬁhe interpléy of the constantly shifting styles and
the feats of technical virtuosity.hg The equation of subject -and style
is expllClt in Joyce's comment on Budgen s inability to describe some- (4

'thlng of a contemporary writer's work in the work's own words. Using

an analogy that his Zurich friend, a painter, might readily appreciate,
Joyce offered' "When you talk painting to Taylor, Sargent or Suter you
don't t X about the obJect represented but about the painting. 1t f%

the material that conveys the image of Jug, loaf of bread, or whatever



it is, that interests you. And quite rightly, I should say, because
that is where the beauty of the grt}st'stthought and handiwork become
one" (Budgen, p. 176). Less interested in '' - specifics of the
aesthetic process than Joyée was, D&blin and Dos Passos undeniably
talked as much, if not more, about the "object" as they did about its
mpainterly material."

For all that, novels féunded on stylistic and representétionai
flexibility }n the quest }or appropriate form reveal many variations

of the linguistic immediacy so dear to Joyce. As in Ulysses, words in

Manhattan Transfer and in Alexanderplatz take on the qualities of their

subjects. Physical conditions and movement, for example, are sometimes
approximated by the specific features and tempo of language. In
Ulysses, for examp;e, stale clichés, elongated and sparsely punctuated
sentences (one of them left abruptly incomplete), and narrated monologue
create a prose that is tired and befuddled. As such, e#én though
offéred from the third person perspective, language provides a
subjective'mirror. Reflected in it are the mental and physical exertions
of Stephen Dedalus rummaging through his pockets for spare change to
assist John Corley,vall the while aware that the latter's intimations
of hunger. are more the consequence of habitual drunkenness than of
temporary unemployment:

Though this sort of thing went on every other night or very
near it still Stephen's feelings got the better of him in a
sense though he knew that Corley's brandnew rigmarole, on a par
with the others, was hardly deserving of much credence. However,
haud ignatus malorum miseris succurrere disco, etcetera, as the
Latin poet remarks, especially as luck would have it he got paid
his screw after every middle of the month on the sixteenth which

was thdidate of the month as a matter of fact though a good bit
of the wherewithal was demalished. But the cream of the Joke




was nothing would get it dut of Corley's head that he was
living in affluence and hadn't a thing to do but hand out the
needfull--whereas. He put his hand in a pocket. anyhow, not
with the idea of finding any food there, but thinking he might o
lend him anything up to a bob or so in lieu so that he might
endeavour at all events and get sufficient to eat. But the
result was in the negative for, to his chagrin, he found his
- cash missing. A few broken biscuits were all the result of
his investigation. He tried his’hardest to recollect for the
moment whéther he had lost, as well he might have, or left, ,
because in that contingency it was not a pleasant lookout, B
very much the reverse, in fact. He was altogether too fagged
out to institute a thorough search though he tried to recollect
. about biscuits he dimly remembered. Who now exactly gave them,
or.where was, or did he buy? However, in another pocket he came
across what he surmised in the dark were pennies, erroneously,
however, as it turned out (pp. 617-618).

Y . : ) )
The combination of inebriation and motion has its equivalent

=

in Manhattan Transfer. - In Bud Korpenning's and Laplander Maddy'skPar—
hopping toﬁr of the downtown dock area, however, the focus is on tﬁe
kind of episode responsible for Stephen's céndition: "Arm in arm they
careened up Pearl Sﬁréet under the drenchiné'rain. Bars yawhed bright
to them a; the corners of réinseething streets. Yellow light .of
mirrors and brass rails and'gilt frames round .pictures af §ink naked
women was looped and slopped into whiskeyglasses éuzzled fiery with .

~ tipped back head, ocozed bri%ht through the blood, popped bubbly out of
ears and eyes, dripped spluttering off fingertiﬁs. The raindark houses
heaved on either side, streetlamps swayed like lanterﬁs carried in a
parade, until Bud was in a back room fuil of nudging faces with a woman
on his kneés"‘(p. 94k). From the interior shifts achieved by increasingly
subjective lénguage énd syntax and from the rapid juxtaposipion of sense
impressisns emerges a linguiétic approximat@on of alcohol-produced
sensory distdftion. By the time a more external objéctive vaniage point

has been restored and movement has ceased, the mini-narrative from



"Tracks" has created something of a direct. contrast with the slow-
motion "Eumaeus" passage from Ulysses. Despite its own third person

narrative perspective, Manhattan Transfer's "careening,” intoxicated

prose brings us to the back room bordello in a manner expressive of

Bud's own arrival there.

Suggestion bf physical and mental movement through language is

most dramatically demonstrated’in Alexanderplatz toward the conclusion
of Franz's voyeuristic arrangement with Reinhold in Book VII. Because
of Mieée's confession that she has become enamored of her elderly
patron's nephew, the episode takes a turn unanticipated by either Franz

or Reinhold when a suddeniy enraged Biberkopf assaults the girl.

Reeling from the effects of this first offensive, he remembers Reinhold’'s

présence under the bed: "Der Franz Bibefkopf aber,--Biberkopf, Lieber-
‘kopf, Zieberkopf, keinen Namen hat def-—, die Stube dreht sich, die .
Betten stehen da, an einem Bett h#lt er sich fest. ba liegt Reinhold
drunter, der Kerl, der liegt dn mit Stiébeln und macht een Bett dreckig.
Qat hat der hier zu suchen? Der hat doch seine Stube. ' Déﬁvhbl ick
raus, den setzeg wir raus, macitien wir, m. w. mit m weichen w. Und
schon gondelt Fran? Bibérkopf, Ziﬁerkopf, Niberkopf, Widekopf*hépst
an\das'Bett, fasst den du;ch die Decke an den Kopf, der bewegt sich,
die Decke geht hoch, Reinhold sitzt auf" (p. 368). In this combination
of reported action and interior monologue, skeletal sentences stripped
of any extraneous material, dissociative and associative effects of
word and séund plays, and‘the rapid accuﬁulation of monosyllaﬂic,
physically active verbs-cpmmunicate iptense movement and emotion. They

reflect as well the force and automatonlike mindlessness invbived in

.



Franz's actions. . ,
Such minor illustrations of formal expressiveness have innu-
merable and more elaborate counterparts in novels where an episode's

constantly changing narrative optiq suggests the movemeﬁt and flow of

Dublin's population ("Wandering Rocks"), and where broad scale shifts

from character to character and:episode to episoye or else the abrupt
transitiens_involving characters, episodes, and interpolated metro-
politan artifacts convey the pace and dlver51ty of New York and Berlin.
Moreover, in works that rely very little upon tradltlonal methods of
descriptive narratlon,wherevemphas;§”falls instead upon direct and
indirect representation in richly connected texts, formal expressiveness
and immediacy manifest themselves in tﬁéﬁ;resent tense aspect created
by the encounter with events and experiences at the times of their
occurrence.50 The effect is most acutely felt in the on- -the-spot

recordings of Bloom's 1nter10r monologues and in the "Clrce episode's

simultaneous enactment of what is transplrlng Oon the realistic and

hallucinatory levels. In Manhaltan Trapsfer aijgﬁlﬁihpderplatz present

fative 'Used‘ 7

tense features are extended into tbé*hhlrd periug.”
-_— )____J
somewhat sparingly by Dos Passos, as in Bud” Kdépennlng 's nervous

\&

barbershop skimming of the newspaper (p. 17) or 1n Gus MCNEll S pre-

accident milk .delivery act1v1t1es (p. L5), the present tense actually

1

dominates much of Alexanderplatz.

Heightened formal expressiveness is further enhanced by the
multiplicity of narrative means in novels using diverse elements of e

composition as both subject matter and vehicles for advancing the

narrative, In Alexanderplatz and Manhattan Transfer this characteristic




frequently reveals itself in a unit as small as a paragraph densely
packed with examples of epic preterite, narrated and interior monologue,
interpolated prison regulations, children's fhymes, and song fragments.
The paragraph thereby reproduces the novel's entire text @n'miniature.
lessés is not without similar, if less diversified, encapsulotions,
such as so@e of the paragraphs contained in the "Hades" éection's
carriage ride. On the whole, however, Ulysses best reveals its
composite nature in the progression of its eighteen sections rather than
its separate, éentences. . ¥&§ - |

In thé case of all three novels the composite effect and the
procedures 1nvolved in its production haté been descr1bed in similar
terms. Readers of;the separate works have sometimes expanded upon the
customary applicatfoh»of "montage" as a specific technique and used it
to describe the manner in which the heterog neously composed novels
function. Despite the different interpretations respective borrowers

havé‘givén a term borrowed frc :incing and film,Sl its usage is quite, ..

S

significant. Recourse to the other arts for purposes of dealing with
the specific manifestations of formal' expressiveness is directly relat;

ed to a common feature in the three works, namely, theif_metamorphosis

N - . i

~.of the novel as an all-inclusive artistic amalgam. Between the covers

-

of Ulysses, Maohattan Transfer, and Alexaoderplatz, the novei becomes
 génerically, traditionally,«and artistically protean. Furtherﬁore, it
does so in a way that forges close new links with popular forms of art
and cultural“éxpress1on. While their journey affiliations ground all

- -T

three works in &an ancient tradition, their respectlve roots have an

unmistakable freshness and youth about them. 1Indeed, they are as



q
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as the widely accessible mass culture“that is contemporary with

" recen
ovels.
f“ As‘an elaborate  analogy for human existence, Ulysses relies on
.an ratlve base whose component elements are mundane enough to align

it with the pulp fiction that the novel occa51onally travestles. Points

of jJuncture are clearly v151b1e between the Dublin varlatlon on
cuckolding and adultery and the book purchased for Molly during Bloom's

"afternoon, those Sweets of Sln (p. 236) whose refralns of 1111c1t

"l
passion are taken up in Bloo &s thoughts throughout the remainder of

»th day. Just as easily, however, Ulysses' resemblance to Molly's

!

|

i

i
|
I

|

|
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i

‘t
preferred reading material can be identified in the expression and

ngture of its protagonists' sentimental-erotic fantasies marked Yy

S ductlons of young poets and obsess10ns with female undergarments 52

Out31de their obvious’ establlshment of the southern and eastern rever-

0 o

eratlons indispensable to Joyce's totel schema, the Mediterranean-

ear Eastern evocations in Molly's Glbraltar remlnlscences (p. 775) and

n Bloom's abbrev1ated renditions of them (p. 371) also strengthen the .

@fflnltles with pulp. In particular, Bloom's frequent contemplatlon

/ .
fof Molly's Spanish-Turkish-Arabic aspect that empha51zes her darkness
; ,

fand opulence and 1mag1nes her in yashmak and harem costume (pp. 275,

281 439) suggests an equation of ’exot1c1sm -and sensuality not unlike

the brand responsible for 1111c1t lovers named "Raoul" (p: 236) ‘

-

This klnd.of apparent anghord@g in the conventions of ponn1ar

culture is even more pPronounced in Manhattan Transfer and Aléxa

With its utiliZation of stock themes like the flight to Nex ork and

attendant quest for success as well as its dependence upon stereotyplcal

P

26L

ndﬂrplatz.
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characters and situations, Manhattan Transfer's moorings are in that

“very mass entﬁrtalnment to which Dos Passos' theatre cr1t1q1sm called

‘.aﬂ v.
~’l“§er11n COmmentary Absorpt:on of popular culture and mass phenomena

"fatteqtlon The r approxlmate German equivalents come ea51ly to mind
l.w'_ ‘\!7 ) ‘«,4

llfe,vgﬁﬂ"the:popular songs Doblln took note of in hls non-fiction

‘does pct‘end at the ground level in Ale&anderplatz, however., ©Nor does

it cease with the 1ppropr1arlon of vaudev1lle and burlesque in Manhattan
. \ T

[

'“Transfér. Both novels are éo infused with the diverse phenomena'
R

N}

»form;ng that- culture s broad spectrum that they become in a sense,

> H . ‘ o s ) ' ’ " 6
Examples are leglan dlthough only a few need suffice as

L b -
&

. ) / ‘ »‘x
1llustratlons Somewhat lower-keyed than its prototypes; the Nelly

- McN;él';Géorge Beldwin affair (MT, pp. 51-53), with its auba of

'

/. . . . P . . i
instantaneous attraction, suggests a fusion of confessional romance,
b R . . |

/

o

popular melodrama, and pulp novel. Despite itﬁ clinical presentation, |

3

" the iﬁterpolated vignette of the young music 'student with her elderly .

1o§er and intimation§‘of sadism in AlexandefplLtz'(pp, 58;59)'h€s manyl' \

t

. of-%hc{trappiﬁgs-o5ﬁah episode typicai of the pornographic magazines

[

. _sketches,“go@sipvcpiﬁﬂhs, and "human interest" news reports. Cfaﬁ—

@3

examiné& and peddled}bj Franz (p.'75};_ Elsevhere inserted metropolitan

portraits recall -the substance éndfmanner of cartooﬁs and satirical

.

Yoo : ' ’ ’ o
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BN . . ’ -
« e

o C - , CoTy S ‘ .



A
shooting street urchins (pp. 25-26) and a- flashlly dressed "John" in

search of & prostitute (p. 61). appear in Manhattan Transfer, for example;

Alexanderplatz records the arrival of an 1nternatlonal celebrity (p.
= : . /
233) and the automobile collision case of alcoholic Chauffeur Papke

and film distributor Trotzke (pp. 336-337). Aspects of sensationalA

tablolds, scandal sheets, and the more lurid standard news accounts

[P

oy

i‘"'ﬁ

Alexanderplatz has its. numerous ‘equivalents For all of-‘thcse relayed

through the characters themselvyes, such as the elderly construction<';

workers' observatlons regardlng a Berllner Zeltugg report of su1c1de

and 1nfant1c1de (pp. 275-276) or the cafe chatter about the American

\

brlde of\remote Black ancestry vwho. sued her European husband for -

damages (p 190), there are others offered more directly. The morals

case agalnst a married homosexual and his young male prostltute lover

(pp 77 78) and. the dlary entrles of the twenty-51x&year—old female

[

depressive (pp. 338-339), for example furnlsh what confrents Berllners

1dﬁ§ally fact and in prlnt

More than mere naturalistic coloration, such affinities with

paraliterature and Journalism<confer a'hon-literary character upon

o

s

"'u‘

the nouels. That character 1tself 1s helghtened by the presence of

3
-~

non-novellstlc features afflllated w1th the other afts Books yhose

documentation cf modern experlencevlncludes reﬁerences.to contemporary
stage performances'seem1toaassume some of their distinctive traits.- -

. ~




With puzzlement, for examplv Franz notes the announcement of g Piscator
production (p. 27h) 1n a novel one early reader des1gnated "elne

Plscatorauﬁfuhrung als Roman , n33 Certalnly, with its captionlike

)

'chapter headings and the distancing provided by its chatty narrator,

/

Alexanderplatz offers a novelistic coumerpart to the Plscafor stage of
I

placards and mized mkdla effects. By 192k, whep limited to Pahnen's

\ ]

" slide projeetlons‘and'its emphatic and_explanatory headline captions

on placards,su that klnd of theatre had already found an admirer in

, R .
D&blin., These points -of convergence with theatre of:socidtpolitical

‘and‘populaé designs have an obvious analogue in Manhattan Transfer.
Dos Passos! novel strongf§ suggests, even in its smallest units, the
"kind of fusion theatre he crf%ically promofed and attempted in his own

Garﬁage;ﬁan. Thempost nofabie example is furnished by‘Jimmylﬁerf's
Nighttown-like: fantasy of th? JudlCl&l, civic, and business facets of

h B
New York reality (p. 354). In it rapld scenic alterations, personifi- /

i

cation of 1nan1mate objects, and animation of flgures of speech rely

v R
upon the spectacle and burlesque effects that ranked so high among

.. Dos Passos'.theatrical prlorltles ‘\\ A
B

. . Partly éllled with these theatrellke attrlbutes, asgronounced

r J
\n,irv1sual empha31s domlnates both novels The cartoon and caricaturistic
vallty already noted aSZEEOS of Manhattan Transfer has 1tsvcounterparts

.‘G

Alexanderplatz Throughs elther the optic of the narrator or of

o
Franz himself, the often anonymous populatlon of . Alexanderplatz is

n" e
i —

frequentlxugresented in terms of its phys1cal contours and summed up
&3 .
as ha;r or clothlng dnnas‘dlstlnctlve phy51ca1 tralts More;often than

e

"Der Blasse and "Der Grauhaarige," -

. - » . “ o




someone inquiring after "einen . . . mit schwarzem Mantal, brauner
Kragan, Pel kiagen" (p. 113), and "ein Glagzkopf" (?‘qu) seeking a
-
homosexual liaison in the Tiergarten: When Franz is agitated, tYo.men
. ) k!
in his path'are not only Expressicnistically conceived b@tmreminiscent
of the distortion and significant detail of a Grocz line drawing: "Einer
mit einer Tedermiitze, schlaffes weisses Gesiché,‘kratzte mit dem kleinen
‘ .

. Finger ein Furunkelchen anvseinem Kinn, dedbei hing seine Unterlippe.
vElner mit elnem grossen Ricken und h#ngendem Hosenboden stand schrig
neben 1hm . ." (p. 140). The sketch is not unlike Dos Passos' own
Grosz—llke reduction of two wealthy and obnoxious drunks fo "The moon-
face'and.the bottlenose . - - coming back from the lavatory reeling
arm in arm awong the palms in the hall" (p. 32). 25

The novels' graphlc quallty is enhanCed by other evidence of

e
pictorial subJect1v1sm In Dos Passos' case an intense colO1,°m is

radlcally different, as George Knox observes (p. 248), from thé

"lmpre551onlst1c light and color effecQs of his earllest writing.

Already obvious in the barhopplng sequence thed earller it 1s perhaps

m@ff‘ectlvely realized in the prose poem of "Steamroller.

Th the qualltles of Expre551onlst1c palntlng are suggested by the

interplay of somber dark (black, blue) and garlsh brlghter hues (red

yellow, green) and by tﬁe contrast between the formers' bulk and massive
pressure and the lat;ers'~Slow lxquld qualities. Less intensely‘
’v1sual and color dependent than the prose of amateugtlllusfrator painter
and set des1gner Dos Passos 56 Ddblln s language is none the less

5 .
palnt;rly in its efforts at subJectlve dlstortlon Presentatlon of

¥

e

cd

emotion as image, partlcularly 1n Franz 's recurrent halluc1natlon of

-~ * --'\){*
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sliding roofs, offers a typical example of Expressionism's exgggkbri—
zation of inner states. It also furnishes a word portrait equivalent

of any number of Expressionist canvases.

L

Works that realize their actions, emotions, and events pictor-

1ally do not restrict their visual suggestiveness to the effects of
\ f .

painting. ©Not the least striking feature ofl the visual emphasis so

[ ]
intimately bound up with formal expressiveness in Manhattan Transfer

and Alexanderplatz is their "cinematic" aspect. Novels in which

characters are drawn to Elternlos, Schicksal einks WaiSenkindes in 6

Akten (BA, p. 31) and in which prose poem inserts note "flyspecked

sterecpticons” offering antique evidence of the dream machine in A Hot

Time, The Bachelor's Surprise, and The Stolen Carter (ML, p. 291)
undeniably absorb the content of contemporary film. Franz's fateful

automobile ride in“Alexanderplatz, for ekample is brlefly 1aunched

as a getaway- and—cﬁé&b;%emlnlscent of the immensely popular serlal
thrillers commented on in DSblin's theatre and film reviews. In
Manhattan Transfer ‘Annette Cardinale excitedly remarks on the fifdas

Yy .
surrounding the Sheepshead Bay hijacking of bottlegged liquor, "Gee,

it was like in; the movies" (p. 321); Anna Cohen s romantic fanta51es

~

‘ﬁare partlally concelved in 51lent screen star images where Elmer Duskén

merges w1th Valentino and Falrbanks Sr. (p. 398).‘ Such latter

attestations to film's 1mpact as a sac1al 1nst1tutlon and to fllm

%”Culture,itself are s conded in Alexanderplatz where, for examp;e, a

Chaplinesque clor appears in the mammoth e_; t beer hall ~ ¥

frequented by p .. re-seeking-Bérliners afteér t eir working day (p. 82).

T : . :
But the phenome 2 is even more pervasively felt in Manhattan Transfer

'
.,
S
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and Alexanderplatz. The two novels actually suggest something of film

form.

In light of the German and American authors} respective
assessment,s of film's public accessibility and immediacy as well as
its impact' upon modes dr perception and taste, the presence of film-
| like qualifies in their Qriting is not.at all startling. Nor is it
unique, sxnce the new medium exerted a powerful attraction for many
‘ writers of the period. Bht gpe works of Dos Passos and D&blin differ
markedly frqm somexﬁ?the c1neﬁat}c' povelchontempgrary with them,
especially that variety of’subjectiye fietion falling>under the sﬁream—

v aa w

of—copsgiousneas category.. Lacgking that mode's central concern with

perception and with vision as a subject in itself, Mahhattan Transfer

" and Alexanderplatz confront the cinematic experience as an undeniable

S

fact of modern 1ife strongly influencing. readers' habits and attitudes

W
A

toward the written text and as a dlrect»agdtunique expression of the

age. Both encounters.derive from the understanding that the novel's

-

reconciliation with a broad audience and its presentfexistence necessarily

requlred llterary accommodatlons to fllm s artistic and social Pene-

tration. ' . &QLU ‘

Despite the presence of a legitimate cinematic conneetion for
both novels, even the briefest af treatments of the interartistic

felationship must proceed wit = ;certaln degree of caution. What may

- |
1" has

strike the reader of either novel as distinctively "cinematic
' parallels in the period's literary and plastic arts, pérticularly in

painting and in poetry {for example, Apollinaife, Cendrars, Dada,

Cubism) and is sometimes "einematic" only insofar as transmitted through
. R - 2 } - -

. r
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film—influenced intermediaries. It may also originate in" a confluence

of artistic streams instead of gne particular source. Indeed, the novel

\

itself is not traditfonally lacking in features some observers have

attributed to film. Slow and accelerated motion have centuries-old

)
antecedents in the novel, as Tristram Shandy and Jacques le fataliste

easily prove; effeots akin to close-ups, long shots, and panning can

be found in Madame Bovary, a work favored by both Dos Passos and Joyce.

In the cases of Dos Passos and D&blin, it is unwise to assign to either

writer a degree of cineliteracy that does not‘correspond to the actual
A

facts. Like Joyce during the composjtion of Ulysses, the Dos Passos of

Manhattan Transfer was more immersed in theatre than in film. His

"1iterory" inoerest“in cinematic technique largely postdates the New
York novel. For all h;s ambivalent feactions to the state of German
film, D&blin was most definitely intrigued by and involved with cinema.
In his own scenorios and critical writing he had actually attempted
£o.de§l with some of the medium's unique proporties_and its manner,of
shaplng and oransformlng reality. At ‘the same timé, Eis film commentary
betrays . ;:oertaln naiveté about the medium's non-narrative potential. o1
Allowing for sﬁch caveats, it must still be conceded that novels
embrac1ng the nature and details of’ modern experlence do so in a

remarkably c1nemat1c,way. Within the space of a 51ngle paragraph

frequent shlfts in perspective from exterlor to- 1nter10r character views

o

and from 51gn1f1cant details in milieu to broader expanseg create a

'filmlike breaks in continuity and Jumps in ¢ime can be found throughout

J
Manhattan Transfer as we leave characters in one condition and re-en-

K} o

Y

. moblle ‘camerallke narratlve 0pt£§ Abrupt trans1t10ns suggestlve of el

!

ko
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boupter them in slightly altered circumstances after variable time

/ .

lapsés., The feature marks even the smallest of narrative segments where
minutes, rather than hours, months, or years, are ihvolved. When Neva@a
Joﬂes hastily dispatches Tony Hunter, for example, after lea%ning that
GeorgeABaldwin is on his way up to her apartment, a compreésed scene
that relieé heavily onlsound and dialogue is nevertheless compospd like
silent film. It includes a very striking cut‘frpm Nevada poving abéut
the room'to Nevada facing Baldwin and MéNiel: r

\

The phoﬁeﬁcﬁt into the room suddenly with a glittering

sawtoath ring. "Hello. . . . Yes this is Miss Jones. . .
Why of course George I'm waiting for you. . ." She put up
the receiver. "Great snakes, Tony beat it. I'll call you

~later. Dont go down in the elevator you'll meet him coming
up." Tony Hunter melted out the door. Nevada put Baby .

~ Babee Deevine on the. phonograph and strode nervously abo:

' the room, straightening chairs, patting her tight short curls
into place. : ,

"Oh George I thought you werent comin. . . . How do you

do Mr. McNiel? I dunno why I'm all jumpy today. I thought -
you were never comin.  Let's get some lunch up. I'm that

hungry."
George Baldwin put his derby hat and stick on a table in
the corner. ,"What'll you have Gus?" he said. "Sure I always

take a lamb chop an a baked potato." (pp. 311-312). "

In Alexanderplatz small-scale cdunterparﬁs for cinematic cqﬁting

tgchniques find a most drematic illustrétidn, as Erich Hiilse suggests
(pp. 66¥67),‘in the prelude to the_conffontation‘between Franz and
Reinhold following the loss of E{berkopf"s'arm. Built up from alter-

nating views of Franz's progression through the streets and those of
, T co -

'Reinhold sitting in his room reading e nevspaper, the episode is

pfdvidéa’én appropriaté}$15uépense,u_ te~ , =s.the shifts from Franz

ﬁp.Rginhold%a;e.inc}eésiﬁ;iy shortened to snatches of thg marcher's

e , , T . o S

inner monologue sét againsyyphé;rgader's

page (pp, 325-321).' D6b1iﬁ has AéhfLQZd; {n'féét%‘a'gognterﬁért for
N S . < v e S

\

responseslto the'printed

C DN

i

v
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impressed.itself upon Herf's memory (pp. 96;97)Q

- A ,v"
" the crosscutting produced by interweaving shots of two| actions that”

subsequently merge, in this case, most cinematicaliy as the concluding
"Es klopft, herein" (p. 321).

Additional fllm analogues can be noted in synoptic flashbacks
that provide the past w1th a present tense immediacy and vividness.
What transpired between. the time Franz was pushed out of the Pums' gang
getaway car and brought to his present hospital location, for example,
is encapsulated in Juxtapositions of his reactions auring his rescue
and the activities of his rescuers seeking to locate Herbert Wischow.

The control over time and> space is not simply Franz's but the plastic

'Variety characteristic of film: "Sie sollen mich nicht erwischen. BEs

ist sicher, Herbert wohnt noch da und ist Jetzt zu Haus. Die Leute
rennen durch das Lokal in der Elsasserstrasse, sie fragen naeh einem ..
Herbert Wischow. Da steht schon ein schlanker Junger Mann auf neben
einer schdnen schwafzen Frau, was ist los, was, draussen im Auto, rennt mit
ihnen znm Auto raus, das Midchen hinterher, das halbe Lokal mit. Franz

weiss, wer jetzt kommt. 'Er befiehlt der Zeit" (p. 2hk).

Manhattan Transfer depends upon similar effects. A young

'7~01mmy Herf looklng ‘down the airshaft 1n{the hotel sulte where hJS mother

% vl o
has necently suffered a stroke is remlnded of his obllgatory return to
*»
boadlng school. Suddenly, they narrative shifts into the present tense,
complete with a dialoguized vgkéion of a school fight.that has indelibly -

: Such as they appear within both novels,vcityéégpes often emerée

from a cameralike embrace of multiple details'and broader vistas,

3

Manhattan Transfer contains‘several literary parallels for the



oy

!
adjustments in distance and angle used po capture.New York in Strand's

and Sheeler's Manhatta. Bud Korpenning's Brooklyn Bridge walk suggests
a 'series of shots runnfng‘from elose-up through long, including the

high and low—angle variety as well:

Picking his teeth he walked through the. grimydark entrance
to Brooklyn Bridge. A man in a derby hat. was smoking a cigar
in the middle of the broad tunnel. Bud brushed past him
walking with a tough swagger., 1 dont care about him; let him
follow me. The arching footwalk was empty except for a single

- policeman who stood yawning, looking up at the sky. It was
like walking among thestars. Below in either direction streets
tapered into dotted lines of lights between square black-
windowed buildings. The river lights glimmered underneath
like the Milky Way above. Silently smoothly the bunch of
lights of a,tug slipped through the moist darkness. A car

" whirred across the bridge making the girders rattle and the
spiderwork of cables thrum. like a shaken banjo (p. 124).

o i .
Similar results are produced by Ellen Thatcher's bus ride south on
Fifth Avenue with its panning of "Sunshades, summer dresses, straw

~ hats . . . bright in the sun’'that glinted in squares on the upper

.

windows of houses, lay in bright slivers on the hard paint of limousines
and taxlcabs" (p -137), hotel and restaurant fagades, and store

windows., Elsewhere a glance out of her Park Avenue window by Cecily

N Y

Baldwin reads llke-a‘successlon of assorted long'shorts (p 185).

Doblln s novel roams over the detalls of 1ts mllleu llke

‘\

Ruttmann's Symphonle elner Grossstadt Indeed, the 1ntroductory

section of Book V (pp. 179—183) scans the Alex, taking in all of its

mov1ng detail and dlstlnctlve features whlle not}ng its- changes durlng
the-course of the day. In thls way & approxlme;es a.verbal transcription .
of the fllm's central sequences. Occurrlng eaé@;er in the novel

another tour, that of the hog slaughterhouse, places the reader dlrectly

in the role of _the camera-as—ambulatory spectator The effect is v

- e ’ . ‘];v'. .
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esbécially pronounced in that portion of the text beginning with the
"Stoss gegen die Tir" (p. 147T) which fyecipitates entry into the steamy
interior past the animals in various st ; of butch;ring. It terminates
with the pause at nhé éight of row upon row of hogs laid out on planks
(p. 149).

Specific cinematic parallels like these hardly»gxhaust the
novels' filmlike procedures. As readers hnve frequently and casually
remarked, broader analogues do distinguish the spatial and temporal )

discontinuity and the synch{onism of a narrative made up of hetero-

geneous materials. Nec§§2=gjly includedbhere is the exploitation of

diverse textual componqpés which generate particularly striking

. hog
intellectual relationships and creatg a kaleidoscope of rag@@ly
: s
alternating angles of vision.58 It must be acknowledged, however, ﬁhat

| c
the cinematic nature of either novel has not yet received the kind of

exploration it merits, even though film is customarily invoked in

associat?on with Manhattan Transfer and Alexanderplatz. A comparative

treatment of both novels' cinematic aspects that recognizes the inherent

differences between film and_l%Eg{;;;;;\ESBld contribute invaluably to

the works' expllcatlon and to the study of- 1nterarhst1c relatlonshlps

[ﬁf*v

Far beyond. the scope and the ambltlons of the present tudy,

R

: potentmﬁ%fcan only be fleetlngly Lcknowledged here ¥&§@lrespect to

Ly "‘ l-t .xR

‘JnoveIQFﬁ s'lngulshed by fllml1ke <comp031t10n

Works offeringhsomething akin to film produqtion,itself through

the Cutéﬁhg, assembliné, arranging, and editing of their material

components are also alliéa‘with other visual phenomena. which rely on

similar operations. The writing of Manhattan Transfer and Alexanderplatz

- ".'?,.x - . R o N -
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involved the actual inclusion of newspaper clippings in their manuscripts.

In Ddblin's'case inclusions even amounted to the clippings' adhesion

to the pages of his draft.sg Much like the features of experimental

art and poetry of the period--whether epitomized by individual

exponents like Apollinaire or by entire groups like the Cubists and

Y

Dadaists--which exploited the phys1cal facts of contemporary reality,
the 1ncorporatlon of reallty s data p01nts up the degree to which
formal expre551veness harmonizes with reconclllatory aims. Filtered

through the consciousness of a character, set off from other portlons

of the text, or else 1nterwoven with them, headllnes, news reports,

advertisements, song fragments,vand graphlc and typographlc variations

w oy -

combine with other non-novellstlc tralts in an 1nterart1st1c synthe31s

The finished product 1s : v1sual object in itself: +the novel becomes

v

a living antlfact of modern experlence w1th d1mens1ons broad enough to }

enéompass the major manlfestatlons of popular culture
Needless «to say, v1sua1 emphasls and living artifact dlmen31ons
are most Ulyssean features‘ -In a n0vel where)typOgraphy, section

format, and 1nterpolated fragments of musical scores have specific

expressive’ purpOSLS Joyce created hlS own unlqueﬁlnterartlstlc synthesis,
, g - :
But, he d~gp ﬂhgﬂe worklng from a rather different vantége point from

)‘ ,).‘.nq“

Dos Passos andsDoblin. The accounts of such intimates as Budgen and

5»“{‘Maria Jolaslexplain that Joyce was farfless interested in the visual

% " ;

i',v‘_‘,a.{;ts of the period than some of his readers would believe. While .- -

residing 1n Zurich at the tlme it served as a center of artlstlc ferment

and a q§§net for famous theatre companles, Joyée showed . non-literary

f
»

enthusias .= which wvere largely dlrected toward the stage. Consistent

N



with his longstanding dramatic interests and his hopeful designs for
a production of his own Exiles, Joyce‘patronized the theatre frequently,

saw all the productlons of Strlndberg (whom he held to be 1nfer10r to

»

Ibsen), and dlsplayed an interest in Wedeklnd's work. But as far as
" the v1sua1 arts were conéerned there is no eV1dence to suggest any -

51m11ar 1nc11natlons. Budgen refers to Joyce S own Zunlch dlsclalmers

-

of any knowledge of the plastic or pictorisl arts and mentlons his
tendency to "read llterature 1nto both rather than to grasp their _
"plastic expressiveness." More recently, Joyce's attention to the .~ o

-3 K
narrative element in painting has been reiterated by Maria’ Jolas. /fEE,,///’//

t
i

. also explalns that in painting itself Joyce had "No real interest." .

Even when he lived in Parls whlle 1t was a mecca for 1mportant palnters
and caqnsers he had no contact w1th them and dlsplayed llttle cur1051ty

about. thelr work Neither his habits nor his domicile betrayed evidence

of interest in the artistic experlmentatlon g01ng on ouf

of intimates. Accordlng to Jolas, "He did not enjoy 11 H

Stravinsky, nor did he go to see the paintings of Picasso.' : ﬁwas,the

greatest llterary genlus of ‘his time, but he was closed to the other

60 A (

~

forms of art of that epoch "

To: some extent thls kind of 1nformat10n "demythologlzes" a

Joyce who has sometlmes assumed Goethean proportlons. It does"not

'however detract from Ulzsses' obvious resemblance to ‘a compendlum of
the artlstlc tendencies of 1ts t1me Certalnly, as Robert Adams submlts
(p. 2&7) Joyce L exp101tatlon of the materlals drawn from real "life

reminds us of the collage trompe-l'oe11 and objet trouvé popular in

the plastic arts of,the perlod Yet their Sterne—like incorporation
\\" 7 ; \ - : SR . . .
\.\\‘ ‘ - . \ . ‘ )
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publication employed scissors and paste procedures to escape censorship

- a llkely referehce to the*lQOh United’ Irlshman artlcles comparlng

Hunga;ian and Irish poiltical.realities, theichapteruprov1des, among

derives‘from a form-subject fusion lafgely founded on a preoccupaoion
with aesthetic dynamics rather than on an approximation of contemporary
irtistic experience Furthermore as is characterlstlc o} the metro-i
polis with which they are afflllated the data that 51multaneously
advance the narrative are somewhat different from the variety to be
found in Menhattan Transfer and Alexanae:platz. |

¢ -

Instructive in this context is the newspaper format that

dominates the "Aeolus" episode so heavily reliant upon references to

o

the Irish press. and.to aétual Jourpalists. Although its "headlines"

are actually closer to captlons under 1llustratlons and photographs

L

a feature entlrely 1n keeplng w1th the section's empha51s on gesture

and visual detail, 61 the Irish'Freemanhchapter is dec1dedly newspéﬁbr— W

\1

like. In many ways it resembles the short llved Scissors anddeBte ‘

T

KDecember 191h-January 1915) Whlch is dlrectly mentloned in the opening 19”_

PR
|

. . : v | .
 pages apropos of Red Murray's layout work (p. 117). Underf@ts editor,

the founder;of Sinn Fein @nd-The United Irishmaql(;899—l90§), the same
. I {

1

Arthur Griffith whose name crops up“several times in Ulyssks, the- ;.
B N . //

by forﬁing,its peges entirely from the juxtagosition and combination u'/

of headlihes from British, American, and European'newspapers. Seeking//

- JE——

/
. to expose the fOllleS and hypocracleB of Church'and State, Grlfflth /‘

“Q
Y b
prév1ded direct and unedlﬂorlallzed ev1dence of 1nst1tutlonal excesees.
] . -

TT%ough its very method and such allusioens to Grlfflth's wrltlng ad ﬁ

the ‘one 1mp11ed in-Miles Crawford's "Hungarlan it was one day" (p“ 133)

. 1 b:: P . P . S TS



other things, a tribute to gn aémifed compatriot with whom Joyce
doubtless identified.§2

Beyond its service as a probable testi: vl .S utilizétion
of reality forms but one component of a sectiog iu .uich the functioning
of the daily press offéfs an updated équivalgnt for Homer's palace of
winds and the ancient art of rfetoric. A section in which linguistic
idiosyncracies are réally examples of numerous rhegbrical‘forms 3
.illustratﬁs Ulysses' underl;ing premise. Despite:apparent éhanges and
comic discrepéncies, there really is, as Bloom platitudinizes, "Nothing

new under the sun" (p. 377). In contrast, American and German attempts

to explore and draw upon material reality p<éiiii‘fiif§the opposite

assumption.
i
Even so, lesses clearly exploits its bése as a point of
departure for a broad interartistic synthesis. Moreover, that ;ynthesis
does not exclusively depend upon the traditional arts to which all of
the novel's sections, saye Molly"s monologue, havé.béen assigned.6h
The novel's integration of a number of the popular and mass forms of

1ltural expressiod is apparent in its alignment with pulp fiction,

. L) N -
be 1t the aforementioned Sweets of Sin variety or the kitsch that

dominates the Gerty MacDowell episode. In addition to the printed
. ' ] :
kind, non-literary diversions also make their presence felt. Complete

with Panama hat and cané(Stephen's.ashplant), Buck Mulligan's morning

delivery of "The Ballad of Joking Jesus" (pp. 18-19) includes vaudeville,
! .

J .
for example, as one of . a shape-shifter's many guises. The novel as

-8 whole assumes the nature of a seri=s of mixed speciality acts in

-Nighttown. This general feature i rc.nforced by such specific details

<



.as the inclusinon of banjo-pic' .y, cakewalking minstrels in blackface
(ﬁp. LL3-LLL) | by Bloom's oim bit wart as a singing, Jékiné'stape
Trishman (p. u91), and by the echoes ;f straighﬁ man versgﬁxcomic
patter audible in such two-liners as Bloom's "Mixed races ahd mixed
marriage" and Lenehan's "What about mixed bathing?" (p. 490) or ig the
Philip Drunk and Philip Sober paraphrase (p. 521) of the Holy GChost
Joke uttered earlier in the day.

Toward the other crowd—pleaser L - 2ntually superseded
vaudeville, Ulysses reveals a somewhat differont relationship. Unlike
Manﬁattan Transfer and Alexand-fplatz, Ulysses exhibits no Spqpific

(7 ) -
evidence of the impact of film, which in 1904 was already quite

influential outside Ireland through the nickelodeons designated by

D&blin as "Das Theater der kleinen Leute." Obviousiy, 1904 Dublin

~ [

could hardly corroborate filﬁ‘sxfar—reéching impact, since the city

was without a cinema until Joyce himself attempted to establish one

there in 1909. Underteken for commercial gain, the Volta Cinematograph
actually originated with Joyce's sister Eva. Although her 1909 stay
in Trieste found her homesick for Dublin, she had definitely enjoyed

a Triestine amenity entirely missiftg from her native city: the cinema,

Joyce was struck by Eva's comment that a city large{ than Trieste had
503 o ‘
not even one such theatre. For the purpose of establishing one 'in.

Dublin, he enlisted the backing of four Triestine businessmen who had
T

experienced success with two cinemas in Trieste and a third in Bucharest.

Heavily .Italian in its programming, administered by one of the four

Triestines with some technical expertise as a mechanic, égd largely

neglected by Joyce after the December 1909 opening, the Volta did not



survive beyond thé spfing. Thus Dubliners were left to the kind of
film expoégre-furnished exclusively by the pccasional screenings that
took place in hired halls.65

On the basis of this brief monetary gttracfion to the film
phenomenon, it is difficult to ascertain the extent and nature of
Joyce's real film interesté insofar as they may have had an effect
upon ﬁlzsses. By'tﬁe 1930s, it is true; Joyce had been.introduced to
Eisenstein in Paris and, even whiie he oﬁficially rejected éome of
them, still éontemplated proposals for‘adapting Ulysses for the screen.66
These facts, howevef, do not hgve much bearing on }he composition of
tre n el itself, ,

When Ul appears to corroboréte fiim's impacf, it is largelyl
through the techniques used for ch;r;cterization and for suggestion of‘
the cityscape. ‘A cbunterpart to Jimmy Herf's prep school fight'fiash—
back--doubtless culled from bos Passos' own unhappy boarding’ school
experiences--occurs in Stephen's suddqh morning recollection of Clive
Kempthorpe's ragging‘and threatenedl"castrationﬁ in the university's”
student quarters, for example (p. 7). It is a highly viéual, present
tense scene built up ffom physical agtivity and unmediated dia%ogue.

As he wanders through Dublin, Bibom‘s own silent.musings, marked by
abrupt shifts in distanqé énd angles of vision, are cameralike
transcriptions of the details of memory and milieu. So, indeed, is the
more elaborate version thathconstitutes Mo}ly's conclusiqn to the
-_novel. As is by novw a cliché of Ulysses commentary, "Wandering Rocks"

is reminiscent of cinematic cutting and furnishes a literary analogue

for the spatial and temporal coexistence so effectivel realized on



~ celluloid.

In certain instances Joyce foreshadows & hum: 'r of achievemeﬁts
as yet unknown to film. The animal-human dnaldgiés that form Eisenstein's
"collision of ideas" in Strike (1925), namely, the famous ox slaughter
intercuts among the shots of massacred workers, a; > "preéeded" by
Bloom's more playful interspecies associations: ."A squad of constables
debouched 4rom Collegé street, marching in Tndian file. Goose step.
Foodheated faces, sweating;helméts, patting their truncheons. After
their feed with a good load of fat soup under their belts. Policeman's
lot is oft a happy one. They split up into groups and scattered,
saluting towards their beats. Let out to graze. Best moment.toiattack
one in pudding time. A punch in his dinner. A squad of others.
marching irregularly, rounded Trinity railings, making for the stétion.
Bound forvtheir troughs. Prepare to recefve cavalry.' Prepare to
receive soup” (p. 162).

Precisely this kiﬁd o; antecedence of the literary over the
cinematic indi%étes,the difficulties in identifying legitimate film
correspondences rather than general interartistic analogues and in
‘rlaiming "cinéliteracy" instead of litergcylitself. Literature, or so.

Joyce claimed in his acknoﬁledgéd indebtedness to Dujardin,vsuggested
the potential of interior monologue. _Moreo&ér, it is probabl} accurate
to substitute "tﬁeatre” for "film" in many cases where general cinematic
parallels occur. .Bloom's perception of the different police squadrons
let out to pasture and heading for their feed is a miniature of the

hallucinato}y transformations of "Circe." Those are largely theat.ical

in natvr~, From the foregoing it is apparent that the confluence of .



'interar}istic currents that 15 so marked in Manhattan Transfer and

Alexanderplatz is far more intricate in Joyce's work where the currents

themselves are not hecessarily twentieth-century ones.
- ' L4 .
The interartistic synthesis in Ulysses differs from its counter-

parts in Manhattan Transfer and Alexanderplatz in other significant

ways. Major emphasis in both the American and German novels falls upon

art and culture in their most popular and mass manifestations. In g

manner of speaking, Manhattan Transfer.and Alexanderplaté comprehend

‘all art within these fogms. Conversely, despite its own breakdown

of tradltlonal a;t1stlc hlerarchles, Ulysses embraces the popular
varletles w1th1n a spectrum of high and low forms. Something of thié

is already apparent in the aforementioned use of the dewspéper as a
latter-day'embodiment of the ancient art of rhetoric. "Ulysses' approach
té a fusion of the arts is also related to its musical character, which
can probably be considered the work's dominant aspect. Manhattan Transfer

P}

and Alexanderplatz 1ncorpordte song in its manifestations as the popular

lyrlcs of the day and as the traditional ballads and Jingles within
the public domain. As is repeatedly noted, the American and German
novels also employ theirv;yrical components in a musical way and show
structural affinities with musical modes, especially thfough certain
leitmogiflike' tendencies. Iﬁ neither novel, however, do the highe;
forms outweigh the lower'ones. More important, in neither novel. does
‘music assume the same pre-eminence accorded it in lesses There it

is almost/synonymous with art itself, Moreover, the much'discussed
musical structu-e of Ulysses, either in its separate sections or - in its

entirety, contributes  to the kind of artistic liberation from materiality



N
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\

sought by Joyce.  He was to most successfully realize it,
= - ]

deliberatel

of course; injFinnegans Wake, that work which most closely approximates
music as au no&ous art, |
Since. the pre.cont dl;PlSSion\iS designed to .avoid duplicufing
the limited technical similarities and contrasts customarily mentioned
in connection with the three novels, our attention is more fruitfully
directed to non-musical illustrations of the approaches to inter-

‘.

artistic synthesis in Ulysses, Manhattan Transfer, and Alexanderplatz.

Differences among the novels are pérhaps'most readily apprehended in

the manner in Vhfch they draw upon literary tradition and in the influence

~

.of that tradition upon the work's multifo.m character. As projected

eapressions and interpretations of new realities, Manhattan Transfer

éﬁd 5&;5@§gp§§latz are'particular‘explorations of the novel's liberation
from the berok, specificaily that "literary" character frequently and
sharply criticized by beth authors. 'lesses presents itself as a similar
emancipation. It.dbes 3n o =TT reongh its rgdibal departure from
;hé conventions of the English-langux.- coves but through its\prolifef—
ation of non-literary feaﬁures, iﬁcluding a heightened emphésis upon
the souhds of English in all its forms. As eQerywhere else in Ulysses,

however, where contrarieties are the rule, freedom and confinement co-

exist. They do so to the extent that Ulysses is far more book-bound .

»
&

than either Manhattan Transfer or Alexanderplatz.

Outside its most conspicuous turns from fairly' conventional
. . j

novelistic narrative in the early sections to subsequent journalism

(Newspaper Office), pulp novelette (Gerty MacDowell), banter and mock
4
4 » .

heroic (Bargey Kiernan's pub), catechism (Eccles Street), drama (end

|

-
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ot the National Library episode . all of Bella Cohen's whorehouse), and
monolopgue (Molly's conciusion, Stepﬁen's and Bléom's earlier variants),
Glysses suggests the procedures of other forms, notably the Symbolist
poem and the nock Epic. Furthermore, in a wofk where, as Fritz Senn
proposes, language is the real protagonist, the novel becomes a massively

elsborated word play, a pun with myriad rerergerations. In short,

Ulysses expands the novel to what another reader, David Hayman, has

67 ® .

termed an "omnibook."
This additionally protean facet of Ulysses' persounality has a
particular relationship to literary traditiom  "hen Ulysses appro-

priates the features of diverse genres, it ltes so evoking specific
2

i
\

.iterary models and antecedents. Thus "Circ.:"

is nom mcrely hallu--
cinatory and ‘ieatrical but strongly reminis:ent t' coug Iits allusions

and spceific ‘2tails of thex"Walpurgisnacht" of G,cice's Faust,

Flaubert's Tentation de Saint Antoine, Strinaberg's Traumspiel, Blake's

"Island in ﬁhe Moon," and even Sacher-Masoch's Venus im Pelz. Similarly,

specific parodies constitute the tour de force of the Lying-In Hospital"
where the discussed development of the embryoc is mirrored in « text

reflecting the English language's evolution. Ekcepting their

concluding reversion to the vernacular, an ending Joyce described as "a
. /|

frightful jJumble of pidgin English, NiggerAEnglish, Cockney, with Bowery

slang and broken doggerel" (L1, p. 139), the forty parodistic paragraphs

.

corresponding to forty weeks of the overdue Purefoy baby's gestation
present a kind of historicai survey of English literature. It progresses,

its author explained to Budgen (E&, p. 138), from its Latiﬁafe‘forms,

" that is, a "Sallustean-Tacitean prelude," through late nineteenth-



century N~wman and Pater.
‘n the entire novel this literary -haracter is reinforced b}
.o .

the myriea ?éfcrences:and allusions embedded in the text. They may be
as explicit as‘the Sacher-Masoch titlelrejected by Bioqm in the book-
shot (g, p..é35)or may form the substance of an entire section, as in’
the Vational Library episode's embrnce of litergture from aﬁtiquity
tlrough its rather recent European developments. They may be somewhat
288 qbvious; as in the brothel altercation between Stephen and the
English soldiers (p. 589). Based, like all of Ulysses, on situations
from Joyce's own experience and that of his intimates, the incident
transposes Jo: ce's personal dispd%e in Zurich with Henry‘éarr, a miﬁor
British consular or.icial and amateur actor, which ultimately broﬁght
69 The literary conse-

o “

quences amount to a paraphrése of Hamlet that produces a parody of the

Joyce into conflict with the consulate itself.

situation which found Blake accused of treason by soldiers of George

III. Finally, the pervasiveness of literary tradition may be perceived

\

in thosé obscure allusions, based as much on secondary and intermediary
as oOn primary sources, that pake the reading of Ulysses so delightful

and challenging an enterprise to dedicated exegetes. The result of

Q
sych a rich mosaic is literary all-inclusiveness. From its underlying
Homeric affiliations down through its acknowledgment of the Irish

~
Literary Revival roughly contemporary with Joyce's writinéx Ulysses
traverses most of Wegtern literature in its majorvand minor manifestations.
Thus,a§ a total entity it offers an eléboraﬁion of the Lying-In Hospital's
English-language survey.

Nothing close to Ulysses' literary expansiveness can be found



in either Manhattan Transfer or éé%anderglatz. In their respeét{ve

ways, they furnish the novel with a multiform character that is

" alternately lyric, dramatic, proverbial, and conversational. Protean
\ .

shifts are found less from sectiun to section, as in the manner of

Ulysses, and more within the sections themselves. FEach one becomes “a
Cs

kind of generic amalgam. Unlike Ulysses, where such metamorphoses tend

'

to have specific literary sources, Manhattan Transfer and Alexanderplatz

pdssess a formal flexibility which does not derive from the duplication
of parficulér pre-eiisting patterns. Sﬁch flexibility in the American
and Cdrman novels is largely thé-resplt.of a delibgrafc inclination,‘
to paraphrase D3blin, to allow the form to dance lyriéally if this was
required by tﬁe material. The tendency also determines th;-noveld

distinctive approaches to literary tradition.

Of the two works, Alexanderplatz more closely resembles Ulysses

because of its obvious exploration of the heritage of the past. However,
that heritage is definitely more popular and even more oral than it is
literary. Yurthermore, its traces are so generalized as‘to be multiply
suggestive. In a sense, the updated counterpart for the age-o0ld

tale of the German hero-simpleton can be viewed as a response to ité

particular refinement under German Bﬁrgertum'é domination of literature

and to that class’svgenre par excellence, the Bildungsroman. When it

draws upon tradition, Alexanderplatz explores tﬁe part of the German

heritage that predates the estgbiishment-of Blirgertum's hegemony. The

lower-class associations of the depicted life in Alexanderplatz, the

text's formal division into books and chapters, and the didactic and

summdrizing chapter headings recall the earliest German novels



. ' v S ) . %

‘that w-re heavily picaresque in nuLure‘.ﬁw These features. are especially

reminiscent of Grimmclshausen's Simplizissimus. Thus, what is noticeably

v

contemporary and epic theatrelike 1is strikingly evocative of such

twentieth—cehﬁ&ry experimentation's early sources. But in Alexanderplatz
« . - :

origins extend beyond the printed page to folk roots. With its oﬁni—
scient, not always reliable narrator as a kind of carnival pitchman-

70 the archaizing formal
y L

]
barker frequently prone to "Eulenspiegelei,"

Adqd:qightéénth—qentury tradition of .

L) a

frame resemblésf<;gﬁéé§éﬁ%egﬁ%
Bénkelsang. 'Origid;iiy‘défQQéaﬂf;om fifteenth and sixteenth-century
accounts of criminal acts’ sung by itinerant "reporters," Binkelsang T
underwent expansion in form aﬁd content and was offered at fairs apd ‘ “
infthe streets as accompaniment for a pointer-picture demonstration by

71

a balladeer often given to impromptu commentary.

If it assumes the genbral'character of ﬁopular balladry and

monologue, Alexanderplatz occasionafly -akes on the specific properties

‘of dramatic dialogue too. At the beginning of Book VI, for example,-

after Herberﬁ, Eva, and Emil have learned the true nature of the
activities responsible for Biberkopf's accident, his three friends
engage in a tense café conversation thgtlformally resembles a theatre
script.72 ’Dramatic’dialogueloccupies far more space in Book IV's

’ o
conversation bepween a cabbagepatch Job and a yet unidentified, disem-
bodied voice. Here the ﬁovel presents a éernacular adaptation of

biblical subject matter not unlike similar procedures in sixteenth-

century Volksdrama. -The non-literary, popularizing character of
—_— B

Alexanderplatz is further enhanced by its exploitation of the folk

heritage in proverbs, ballads, and the Grim Reaper personification of



death, even as the 1ut£er fully materidlizeshin a largely Expreésionist
|

climax to the novel.73 Incorporation and adaptation of well-known
passages from the most widely known work in German tradition, thé
Luther Bible,'contribute to the domindnt aspect. So do the novel's
specifi;.literary parodies and allusions. .

.Largely humorous in effect, even when they underscore the
'ineyi able ﬁwentieth—century evolution of the heroic, the literary

allusions in Alexanderplatz are direct and popularized, as is evident

v
. o i .
in the references to Atrean tragedy and Homeric warriors. The same
.

approach holds true for D6blin's recourse to German literature in the
narrator's playful evocatiohs.of its celebrities. Admittedly, the -
German herit: ffereé«D&blin far less scope than the English-laﬁguagé
tradition aveileble to Joyce. However, D&blin's restrictiop to the
oﬁvious and the comic has more to do with designed éccessibility-than
with the comparafive limitations of his.resources. When the eminent
figures of German literature are called forth, for example, it is withv
a consistently cbmic flair and a\lack of reverence that places them
immediagely in the public domain. Thus we read apropds of Cilly's
desire to get even with Reinhold, "Sie tr#gt schon frei nach Schiller
den Dolch im Gewande" (p. 2L1), an observation immediately followed by
the deflatlonary qualification that the dagger is only a kltchen knlfe.
Elsewhere Franz's references to Schiller and Goethe occur alongside

quotations of doggerel about life's méaning from the Hanoverlan Dohms

R

(pp. 94-95). , Similarly, parodies of German literature e%e elther falrly
conspicuous or unmistakable. Illustratlve’here are théworr ntal hints

contained in the mention of Persians and Per51aﬁ" ard the end

ST R

R




of Book VTi. The séction itself soon revenls the unfortunate consequ  ces

J L) '
arising from the desire for an outside witness to conjugal happiness,

In effect, the earlier eastern associations are keys to the subiucequent

re»cna?t ent of Hebbel's Lydean travedy Gyges und sein Ring. [ndeed,
as a kind ‘of further cue to the reader, Franz himself explaing to
Reinhold, "Jetzt pass mal uf, wie wir- machen, det is das reine Theater"

i .
(pp. 3614——365).7 It must, of course, be conceded th:it appreciation.of

the discrepancy between DSblin's Lumpenproletariat and some royal
counterparts, nqt to mention enjoyment of the relega.ion of Reinhold-

\ | :
Gyges to an undef-pheLcovers hiding-place as he spies on Franz-Kandaules

and Mieze-Rhodope,, is dependent on familiarity with the Hebbel source.

for .the liberties taken with the famous finale

This ' is not necess

of Kleist's Prinz Fniedrich von Homburg. The juxtaposition of fragments

of the play's text ('Nun, O Unsterblichkeit, bist du ganz mein!" of Act

V, scene ix) with Débkinesque adaptations of Kleist's. verses and stage

directions is anticipated by the initial reference to their Prussian

,'source. Lina Przyballd's victorious assault on the pornography peddlar
is launched, we are tol\, as a "Vorstoss a la Prinz von Homburgh (p. 80).
Consequently, tpe paro \\is self-explanatory and also consistent with
the mixture of Jocular a&diéarcastic posfures assumed’by the colloquial

: . i
raconteur D6b11nﬂrevive¢ as his narrator.
|

g .
The pdpuiarizatio# of tradition that seeks a liberation from ;-
| - o

the book has parallels in Mgnhattan Transfer. They are, however, quite\
. \_V ‘

limited in number. 1In a +ovel responding to the conditions of tradition-

free literature, vestiges§of the literary past are necessarily minimal.

I
With far more selectivity}but Just as much transparenby as Alexanderplatz,
] ' .

|
|
i
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|
|
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Manhattan Tran' ier gencrally reduces the presence of the past to the
/ v

briefest of readily nndg&standable allusions from the most common of

-

New World landmarks, Bu%yan and the Bible. Employed for specific
[ 4 .

satirical purposes, for exp!icit commentary, and for the broader
accentuation of historical discontinulty, such references are not

without their playfulJaspects. When humor and lack of camouflage

<

. . / - . ‘ ¢ .
combine, as in the encounter with the latter-day "Jonah under his

gourd" (p. 129), the Lower East side pickle vendor stationed at the
75

corner of Hiverton Street, Manhattan Transfer achieves some of the

‘multipie effectg/bf Ulysses' Hometic corresp-.dences in the most obvious
_manner. VWhen literature serves less as analogy, asfin the semisatiric
associations . of homosgxuél Jojo Oglethorpe, with the Song of Solomon

.(p. 133) and in fleterosexunl Stan Emergy's drunken attempts at Sapphic
verse (p. 153), it is largely as a contribution to tﬁe portrait of
contemporar; tastes andvvoguesu Unidentified references to more‘recent
writing do occur in rather different contexts, a‘featur apparent in
the converéation between HErfhand Emery about a’ternati.cs to
contémporary.New York existence. Echoes of Cendrars re audible in
" Jimmy's mention ot "Bogota and the Orinoco" (p i?h); his American
ancestor is recalled in Emery's "City of orgies walks and jo}s "
(Idem.), the opening verse of Whitman's celebration of an eaflier

Manhattan in "City of Orgies" from Leaves of Grass. However, these are

acknowledgments of other literary democratizers noted for their efforts
. - 4

t

to translate modern experience in a widely accessitle and popular

menner. Consequently, even when Manhattan Transfer gives evidence of

B

specific literary ties, they are simultaneously implemeﬁts for its

¢ w



liberat ton.
|
Significantly, the cited links are with singers whom Dos Passos
considered myth-shapers in an age desperately needing new song. As a
result, the bonds created invoke appropriate muses for o comprehensive
art work and dfitotal presentation allied with a new epic desire. That
desire contrasts-in its emphasis™and specific interpretation with the

!
!

. IS B
arieti i lys nd d 1 . i h ]
varlieties peculiar to Ulysses & Ale}an erp apz It is nevertheless

v
. B

an impetus we tannot overlook in conjunction with Dos Passos' attempted

metamorphosis of the novel. The fact that its consequences were less

~

than celébratory and, Just as in Ulysses and Alexanderplatz, marked by

ambiguity is but an addit onal reflection of the three works' common

condition.



»

Non-Epic Dimensions: The Impossibility

of a Modern Homer

An age denying the possibility of a modern Hémer, as D8blin con-
tended in his leéses review, was not necessarily incompatible with a:
epic desire. To be sure, the ancient heroic individual,_seemingly
isolated but actually representative-of a cohesive community, was a
litérary anachronism in a technological, industrial worldgv Now ﬁan'é

being and actions seemeJ dfsconnected, and he himself wis overshadowed

and apparently subjug&ted by nel forces carrying him along in their

wake. Yet neither Dos Passos nor D¥blin denied this new world a
potentiality for its own communal translation and fusion into coherence.
Moreover, this hiétorical futﬁrity could be reﬁdered comprehensible by
writers cognizant of the socially and historically impose&’artistic
priogities of the present. ‘In‘their embrace of modern experience, -
especially as manifested through its distinctive phenomena, and in the

techniques used to transmit their characteristics, Manhattan Transfer

and Alexanderplatz have multiple affinities with that Italian Futurism of
more than ; decade earlier. Unlike the Futurists whogglorified and
spiritualized the mgchine itself and the speed‘éﬁd violence they con-
sidered its indispensablevconcomitants, however, the authors of Manhattan

Transfer and Alexanderplatz sought a man-centered, integrative approach

to modern life. Undeniably, i?ﬂwas also one based on a progressive
orientation'toward‘the future.

Proceeding from another set of premises, Ulysses looks backward
by setting up a continuum of r«st and present possibilities. Joycé

"

therefore spares himself and his reader the same.kind of confrontation '

®
x
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associated with Manhattan Transfer and Alexanderplatz. Despite this

difference, many of Ulysses' man-centered particulars can be seen to
resemblg~those peculiar to the American and Gerﬁan novels. Located
especiaily in their character-milieu relétionships, theée similarities
point up a divergence between design and outcome. The discrepancy 1is
initiated by the portrayal of human types who function associatively.
Presentation of “uw. - components as aggregates of résponses to
external stimuli finds its most complex development inAUlzsses'
predominant focus on inner life, prima;ily through Bloom, who is most
. directly involved with his milieu. Higwsilent soliloguies reveal the
interaction between outside stimuli and internai human response in
their mbst obvious manifestations. Whatever crosses Bloom's path
precipitates a series of inner chain reactions revealin- his behavioral
mechanism. Unmotivated toward external activity, Bloom cngages in
exertions of an almost exclusively mental nature. His reponse to
advertising, for example, spécifically the notice of Palestinean
property he has/carried away from Dlugagz’s shop; launches assorted
inner specalations, personal recollections,. and mental images dealing
with fertility and early happiness. As the sﬁn dverhead becomes
quickly beclouded, however, these are succeeded by contrasting evocations
of sterility, death, and infertility (pp. 59-61). This éortrayal»of
mental processes is, as is apparent from Ellmann's biography (pp. 407-

L08), an outgrowth of Joyce's conviction that the Irish and the Jews '

4

—_——

were both "addicted to associative thinking." Closely connected with
the emotional concerns that preoccupy Bloom, specifically in his

connubial and paternal roles, such responses also serve an obvious



structural thnction as integral parts of’the carefully fabricated
»associative texture of themes and symbols in Ulysses. But exigencies
of composition contribute significantly to the emerging pictufe of
general humanity and experience in the work. To a great extent it is
one that does not substantially alter Naturalism's depiction of man as
the product of external forces acting upon him.
As a sample of mankind Bloom is formed of assorted foibles and
EAY .
strengths., Joyce has even gone so far as to endow him with the physical
imperfections of dandrugf, piies, and sore feet. Naturalistic details
like these complete the total physiogromy of one who by turns appeérs
as the "bowing datk figure" in the National Library (p. 201), the
"lardy face" in Barney Kierﬁan's pub (p. 305), the pale-faced, dark-
eyed foreign type sentimentalized by Gerﬁy MacDoweii, and the suitor
of Byronic appearanée Molly recalls as "too beautiful for a man" (p.
7L3). No less exhaustive, the non-physical picture fs of a Bloom who
displays himseif, for example, as'well-meaéing, generous, kind, curious,
and, at the same time, ill-informed, nu’ve, and prone to masochismn ar L
fetishism. The gontradictions that compose Bloom serve to inten ify
his humanity. Evident in the contrasts represented by the degradation
in Bella Cohen's whorehouse and by the elevation of Molly's Howth
memories, that humanity comfortably admits the coexistence of extremes.
'Beyond this, Blooﬁ's representative aspect péses a gumber of
probiems. Although Joyceans themselves are not unanimous about his full
significance, sgmé ver& far-res "ing cl?ims have been advanced for

- ,
Bloom. Notable among these are hils interpretation as the classical

temper incarnate, that scientific temperament epitomized by stability,

o



detachment, and a wise passivity toward processes of time and growth.
He has been posited as a modern bourgeois industrial Everyﬁan innately
superior_to his environmen;. It has been said of Bloom as well th:t

he is necessarily Ulysses as the twentieth-century would create him,

a ratﬁer extravagant geqeralization that disregards éll twentieth-
century experience outside a narrowly interpreted Western bourge;is
variety. Bloom's hdman frailties suggesting the discrépancies between
his own situution‘and that of his heroic prototype are seen as comié,
ironic, and even tragic corroborations of modern man's diminished
statﬁre.76 Undeniably, assessments of this kind are invited by.
Ulysses' netﬁork of clues, pargllels, and allusions. Whéther or not
tﬁgy are actually borne out by the £ext itself in a}gonsistent way
reﬁains, of course, é subject for detailed'explicagion. Readers as
diversely oriented as Arnold Kettle, Erwin Steinberg, and Fritz Senn
have nevertheless submitted th&t neither Joyce's proclamations of what
he designed in Ulysses nor some of thevinterpretations Eommentators
ﬁave baflsed on Joyce's own views always stand up to the novel‘s"real
evidence.77 Such inconsistencies must be recogniied as the combinea
product of Joycé'é experientiél limitations, his sometimes questionable
theories (for‘example, about what constituted feminine, Heilenic, and
Jewish traits), and his compulsion for elaboraﬁlonf Ultimately, the
implications of '‘a Bloom as they exist in Ulysses can only be ascertained
by distinguishing between his facf and his fiction. In other words,
thé assumptions fostered by what Peter Egri terms the novel's "phild;

logical comedy" (p. 37) and by what Arnold Kettle acknowledges as its
!

"vast apparatus of . . . verbal trickery" (p. 316) must be scrutinized



in the light of Bloom's textual consistency.

Applicabdble here, to be sure, is the truism that tensions often
exist between what a writer may have planned to write or professed to
believe and the finished product of his work. \ From Joyce's disclosureé
to Budgen (p. 16) we know that he saw in Ulysses Western literature's
complete male. Odysseus waé, by Joyce's appraisal, son and father,
husband and lover, companion and king, conscientious objector and

Jusgu'auboutiste. According to this interpretation, the Odyssey is

invested with the expression of domestic experience's essential

78

qualities. From Budgen (p. 17) we also know that Bloom, conceived

by Joyce as a good man whose just and reasonable nature was to become
)

more and more apparent in the course of the day, was interpreted as a

a ot

complete and thrée—dimensiénal being. 'While assumiﬂg some of those
parts which render him complete by Joyce's standards, however, the
Bloom who finaily‘emerges in lesseé exhibits modern’domestic contacts
that serve not as pointé_of Juncture but rather their reverse. "Ithaca"
discloses a ten-year history of the "limitatiqn.bf fertility" (p. 736)
as the distinctive fe;ture of the Blgoms' sexual relationship. From L
the evidence of Molly's monologue, it becomes apparent that coitus
interruptus has been further restricted to Bloom's self—gratification
on Molly's posterior (pp. 740, 777). A contributing cause, therefore,
for the adultery of a healthy, no£ vet thirty-three-year-old wife,
Bloom acquiesces to, even aids and abets, Molly's extramarital liaison
in both fact and in fancy.79

A source of much controversy‘among Joyceans, the ambiguous

w

husband-wife reunion that concludes the novel does little to confirm



any real reversal in the Blooms! conJugai relationship. On the one
‘hand, the evasively worded section appears £o be‘an.affirming epilogue
because of Molly's ussent|to‘a weary Bloom's request\for breakfast in -
bed. This view is strengthened by her reiterated "Ye?," a word Joyce
deliﬁerately selected for its faint pronunciation so émpressive of a
sleepy woman's murmerings and so evocative of non-resistance, reléxation,
and abandonmedf.Bo brawing froﬁ his word content‘aﬁd ¥§equenc& analysis,
Steinberg (pp. 221-228) asserts that there is little in a monologue
centered on the.silf end heavily reliaﬁt on_negative expreesions and
speech patterns to merii .ne reconciliatory or celebratoryfexﬁlanations
some of his colleagues have ascribed to Ulysses' conclusioe.. Unfortun-
ately, despite hie disclaimer of defining "what a woman's role should
- . .

or should not be" (p. 329, note T9), this segment of Steinberg's study
is partially marred by the awkward inferference of limited conceptions
of maéculine, feminine, and maternal characteristics. As a result, an
attempt to question the serious acceptance of Molly's lifetaffirming
and earth goddessvaffiliations is hampered by opinions (p. 232) that
Molly is-”adequate" as neither mother nor woman. -More important,
Steinberg's readihg of the text must be ehallenged when he claims that
Molly "denies.the memory bf her own dead éon’a place in her heart" (p.
229) on the basis of a perfectly natural attempt to avoid dwelling on
what is for her,as it is for Bloom, a palnﬂul memory (U U, p. 778).

But for the way in which it is argued, Steinberg's thesis is
not without validity. Moreover,.his contention that the "unsolvable

problems" surroundlng the human relatlonshlps in Ulysses arise from

the fact that Joyce frequently "does not give enough evidence on which



to base secure conclusions" (p. 239) is well taken. It requires only
an additional acknowledgment that the problems also derive from Joyce's
saturation of his text with multiply suggestive and contradictory
clues. Predilections for "happy endings" may lure us to place more
weight‘on Molly’; recognition of Bloom's virtues than on her;attention
.to his frailties. They.may also cause us to attribute-greater Value‘
to her attachment to earliest intimacies than to her dlssatlsfactlon
with present estrangement Consequently, the consent to an early
morning risinguto "Just give him one mbre chance"'Qg) p. 780) from one
who has also exclaimed "Im to be slooching around down in the kitchen
to get: hlS lordship his breakfast while hes rolled up like a mummy will
I 1ndeed did you ever see me running Id just like to see myself at 1t
show them attention and they treat you like dirt" (p. 778) serves as
& source of speculation. Speculation it must remaln, hoﬁever. Jche'sv
scheme, which appears here to equate the female nature with lack orf
consistency, admits of contrarieties without resolving them.“
.Speculation is not involved when Bloom's other domestic roles
are scrutinized. As a lover his current- attempts at Don Juanlsm are
llmlted to a pseudonymous‘fllrtatlon via correspondence and a bay51de
dalllance based on self-contalned fantas1es whlch terminate in auto-
eroticism, Sonshlp, 1nsofar as we are made aware of 1t 1s descrlbed
by p01nte of non-contact with a shadowy father vho appears either as
bthe recollected suicide or the stage Jew of nghttown (pp. 437- 438)
~and an equally caricaturistic Irlsh mother (p. 1438). Bloom's literal

fatherhood is 1nterpreted largely through the lost paternlty resulting

from the death of an- eleven-day-old son and the fond»concern extended



toward a fifteen—ygar—old daughter. Milly's geographical distance
actually gorresponds to her comparative.absence from Bloom's mental
space. Moreover, when Milly énd her imminent womanhood are present in
Bloom's thoughts, a connection with Molly is inevitable. 0Never far
removed from the daughter; the mother is often identified with her, a
fact clearly attested by Bloom's "Molly. Milly. Same thing watered
down" (p. 89).

On the nonibiological levei Bloom hardly fares much better.
Despite the multiple assééiations of paternal Bloom and filial Stephen
established throughout Ulysses, their shared relationship is limited

—.

at best. ' Specific té}fual facts pertinent to their final encounter
A

2 -

reveal that any péterﬁffy is created from Bloom's viewpoint alone.
Strongly colored by the'day’s mental evocations of the dead Rudy, it
is dramatized in the brothel scenc's conclusion. There the dead son's
_metamorphosis as a éhangeling child, complete with lambkin and Eton
suit, Bloom stands over the unconscious Dedalus. The apparent
idéntification, bowever, has rather serious qualifications. 1In the

Eccles Street kitchen, where Stephen rejects Bloom's offer of shelter

for the night, the "counterproposals alternately advanced, accepted, .
modified, declined, restated in other terms" (p. 696), in short, Molly's
Italian lessons, Stephen's voice instruction, and further Dedalus-Bloom
dialogues, have other connotations. We read further and learn that
Bloom's paternity has not been restored:

What rendered prbblematic for Bloom the realisation of these

mutually selfexcluding propositions? -
The irreparability of the past: once at a performance of

Albert Hengler's circus in the Rotunda, Rutland square, Dublin,
an intuitive particolored clown in quest of paternity had |

A
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penetrated from the ring to a place in the auditorium where
Bloom, solitary, was seated and had publicly declared to an
exhilarated audience that he (Bloom) was his (the clown's)
papa. The imprevidibility of the future: once in the summer
of 1898 he (Bloom) had marked a florin (2s.) with three notches
. on the milled edge and tendered it in payment of an account

due to and received by J. and T. Davy, family grocers, 1
Charlemont Mall, Grand Canal, for circulation on the waters of
civic finance, for possible, circuitous or direct, return.

Was the clown Bloom's sap?

Q~No.
Had Bloom's coin returned? : o :
Never (p. 696). o

Tenuous at best and non-existent at their worst, Bloom's domestic

1
ties can hardly be called ones that bond him either substantially or

t

k‘satisféctofily to any bf the human beings in his immediate sphere.

Isolated from the broader human environment around him as well, he is
. . 1 /‘

as self-contained as §pephén is.” In essence, the only real connecting
links we can §ssign Bioém aré.those which mark him as a member of the
human species. Consequently, he presents an alterpate form of th;t
‘disengagement which involves Stephen's self-conscious but also aeter-
-ministically unique responsé to a negative miiieu.
Choice ar, more accurately, fhe lack of it heightens the ‘
problématic natufe of Bloom's representativeness. Neither history nor
society offers the‘promise of positive options in Ulysses. As a result,
Bloom's ndn-aggressioh and pacificism seem inevitable and deéirable.
But wﬁat reveals itself as non—violence‘in one light appears as
permanent sterility and paralysis in another. Asmvarious readers of
Ulysses have observed; a charactér whose life is predominantly interiof

and whose mind appears -to be in a state of constant flux is himself

really static and unchanging. .Furthermore, his inner life is mostly



passive reflection.82 Its activity arises.from the intefplay of
impressions and associétions. Incapable of action with iééue, Bloom's
moments of unproductive or ambiguous self-assertion are minimal and .
trivialized. Outside the request for breqkfast in bed, the other major
example appears in his confrontation with the Citizen.‘ In a chapter
that depends heavily on mock-heroic, however, Bloom's:self-defense is
comically deflated. Moreover, the retaliation to the Citizen's bigotry
is not unlike the grosser.forms of inaccuracy to which it responds.
Depending on whether Mendelssohn refers fo the eighteenth-century
German philosopher or his Christian grandson, Bloom's list of Judaism's
illustrious pillars is composed excluéivelj of Catholiés (Mercadente
and Felix Mendelssohn), the éxcommunicated (Spinoza), the heretic (Chfist);
and the atheist {Marx). Thusva vein of humor is injJected which comically
diminishes and deflates Blooﬁ's defensiveAcampaign.

Undeniably’, the humor extended toward Bloom }s cdmpassionate.
Yet neither it nor the verbal virtuosity that go intb the character's
;reation mask the overwhelmingly negative implications of a Bloom
exisfence. In his artist figure Joyce presents thét evolution of the
problematic herp_whose assertions of auténomy and freedom in the face
of a»hos@ile environment are confined to a life of self-enclosed art.
In his common man, ﬁowever, Joyce has limited the possibility of the.
rejection of milieu to the denial of cruelties énd patent absurdities.
It is summarized by Bloom's "Flapdoodle t? feed fools on" (p. 161) and
- by the vague articulatiodvthat "Lovér. . [ the'opposite;of hatred"
constitutes what "is really life" (p. 333>., On the whole it cannot be

said that Bloom's own non serviam holds any promise of creative issue.



It certainly offers little evidence of human control over the conditions

of human existence or any alteration of their nature.&3

What we encounter in Ulysses has equally and perhaps more

TN .~

troublesome counterparts in Manhattan Transfer and Alexanderplatz.— The

tension created between design and outcome is chiefly prqgﬁééd by
method and composition in leéses'rather than by inconsi;teﬁcies in its
informing outlook. In attempting to embark on roﬁtes running counter
& Lo
~to the Joycean one, Dos Passos and DSblin produce a number of serious
contradictions and gmbiguities that do not neatly resolve themselves
with a Ulyssean admission of paradox. To both the American and the
German, histofy had shown itself to be traumatic, violent, and
disillusioning, and contemporary society only too reagily demonstrated

! e

that fact. Manhattan Transfer's explicit criticism of the perversion

of the American vision is seconded.by Doblin's Alexanderplatz demon-

’_stration of another failed revolﬁ£ion and the dangerous persistance
of the Wilhelmine era's false valﬁes. Indeed, the condition of Germany,
as D8blin perceived it, is epitomized by a Berlin of the unemployed,
the disenfranchiﬁed, the impoverished, and the maimed. 1In spéh an
arena the dangers 6f sociaily refrograd?‘tendenCies are ev;fbresent
snares.8h ‘But indictménts.like these do not furnish the Rigd_of

. ) N
severance from history that marks Ulysseq. %loom's-retort to

V£he
Citizen "Force, hatred, history, all that" (U, p. 333) can be rearranged
‘as the nerl's underlying thesis that "History = force + hatred." It
excludes belief in‘any change in the conditioﬁs of human life, particu-~

larly as manifested in collectivity. Unlike Joyce, from .the lessons

of contemporéry history Dos Passos and DSblin conceded the potential



for new purpose, for transformed human existence, and even for a new

| collective destiny. Such cﬁncessions necessarily‘admitted progress and
khe ability of human beings to assert their will for effecting change.
Iﬁ:what measure and inn-r these premises, which were integraped into
both writers' artistic rationale, materialize in theif novels can best

be observed by once more juxtaposing design and outcome. The comparison

reveals how far Manhattan Transfer and Alex :nderplatz progress beyond

the piéture of experience provided by Ulysses.

N N - j
Translating humanity's norm as a domestic Everyman who is

"neither fish nor flesh" (U, p. 321), Ulysses actually‘deests man of

specific societal attachments.and‘places him outside history as part of

generalized humanity. In Manhattan Transfer g@d Alexanderplatz the
‘procedure is reversed. Geﬁéralizing aspects throw light on the‘meaning
of the new reglities instead of old ones. ,Doing so, however, they algo
rely on representative figures who are alienated.from their environment.
or exist in. a problemati relationship with it.

i For the German novel social égirangement ié“di;ectly related
to the work's did?gtic function. - As he expla&ned when Alexandérplatz

{

was in its early stages of preparation, the book found D&blin concerned

with the social problem of people bewteen classes and with'qhe lesson

of one who learns that his security in life derives not fro% being
, » 1

"respectable” but. from finding the proper fellow-creatures (VGg, p. 97).

l ) .
Exploring a multilayered real%ty that establishes the interconnectedness

of the natural and social spheres, Alexandefglatz depicts a passage

from isclation to_integration.' Literally cut off from society by the
. . o
years in Tegel prison, Franz Biberkepf approaches it agaﬁn under the



“assumption that Qe can be "Anstﬁ&dig" (BA, p. 6T). This petit bourgeois
value85 which dominates his apprehension of social\existencc is allied
with an individualism expressed b& thf additional advice Franz offgrs
to Gottlieb Meck:' "lass dich nicht mit die Menschen ein, geh deiner
eigenen Wege. Hinde weg von die Menschen" (IQEE:)r En route toward

hié eventual transformation Franz engages in activities and aligns
himself withlindividuals opposed to‘the desired "respectabilityQ

which is equally unconntcted with what is_reélly required of him.
Resporisible for the heavy blows -he suffers: the blindly unre%leétive
character of his behavior and activity shows itself in his assuming-the
roles of pornography peddlar, Nazi, fence, and pimp, in his relatiqn;hips
with Reinﬁdld and Mieze, and in the fatalisfic withdrawal forming his
response when actions and outldok produce results contr;ry to Franz's

set expectations. 1In thé symbolic translation of his catatonic gtupor,
where he is not only between classes and outside society but removed

from time, space, and his own body, Franz's errors ané tHeir links with
Lﬁders'_débeption, his own mutilation, and Mieze's murder are revealed

to him. .Instruction from a Death who speaks in Berlin dialect communi-
cates lifé's contradictory aspect as "Zucker und Dreck" (p. 479) and -
the social imperative of reflection upon the consequences of one's
actions. With the conquest of thethore Babylon, a complex incérnation
of the life-denying, non-integréting ?or;es in Franz's mi}ieu and |
experience  which have both intimidateg and attractéd him, reconciliation

[

can proceed. -

As he coﬁvalesces, Franz Karl Biberkopf is equippéd with far

more than the rnew expression in his eyes detected by Eva. He now bears

o

)



Q transformed outlook. Aware of the dangers of unthinking isolation,
Franz is also cognizant of the perils of uéquestioniﬁﬁ affiliation,
either as part of a wartime military machine or its civilian analogues.
Rfusqn is prerequisite to action; choicé and responsibility replace
hiind fatalism. In addition, one who formerly cautioned Meck against
in;olvément with people now knows "es ist‘auch schdner und besser, mit
andern éq gein. Da fiihle ich und weiss ich alles noch einmal so gut.
~Ein Schiffvliegt,nicht fest ohne grossen Anker, und ein Mensch kann
nicht sein ohne viele andere Menschen" (p. 500). Tkus, as he is
ul;imately designated "ein kleiner Arbeiter" (p. 501), Franz finally
expresses solidarity with his fellows.
\

The potentiality of that new consciousness and unity isvpresenf
_in ﬁhéﬁ&nterpolﬂted lyrics of the military ;nthems which end the novel.
Embodying two new antitheses, the call to arms is a reminder of the
dangerous alliances of the past. It is simultaneously a hopeful
anticipation of ;)new world and a route toward ﬁreeéom. The open-ended
aspect éf Déblin's CODJluSiOU86 is consistent with both the structural
pfocedufés enunciated in "Der Bau des epischen Werks" and the character
of the evolving naturism and non-materialist socialism. Apropos of an
- ending tﬂqt ﬁas:proVen problematic for all of D8blin's commentators,
Hans-Peter Bayerdéffe£ (pp. 163-173) has rightly offered that the
novel's finale can be explicated in terms of its formal necessityz its
didactic app?al to the reader's consciousness, and the same."to be
continued" aspectiéf Déblin's thinking which enébled him to end Unser

Dasein with the epigram "Endé und Kein Ende" (UD, p. u4T78).
L% . N

While Alexanderplatz specifically projects “a broad reconciliation

/ -
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at its conclusion, Manhattan Transfer does not. InStead it poses a

rejection of an American variant of the Whore Babylon which reduces

human activity t« mposelessness or subordinates it to economic -
exigencies. Do: Passo ' novel offers its own City of ».‘ruction from
which Jimmy Her: Jd-part . Its corruption of a revolu:.. - ry aspiration‘
is symbolized by t:. semblance between Liberfy and the mechnical

Ellen Thatcher and by the diminution of Jefferson to Jefferson Merivale,
an affluent bigot with visions of steﬁming the immigrant tide. Despite

such features, Manhattan Transfer still conveys the possibility of

3

something better. Quite early in the novel it is disclosed by the old
waiter Marco, a character far closer to Dou Passos' actual sympathies
of the period than the platitudinizing liberals represented by Jimmy
Herf and Martin Schiff, or even the preletarian class-conscious Elmer
Duskin. If he perceives that he may not, witness the collective
transformation during his own lifetime, Marco still persists in
believing that the time "will come when the working people aweke from
slavery" (p. 39). The Italian anarchist‘s "I never see the dewe

" that T dont say to myself perhaps . . : perhaps today".(zggg.) offers
something of the much younger American's expectatiohs even in the face
of contradietory‘contemporary evidence. Given the admiseion of that
future po;sibility, tHe novel's conclusion is a denial of estrangement.
It appears as something more than a mere counterpart for the suicide
escape of a Bud Korpennlgg or the transatlantic flight of a Densch.

The Jimmy Herf who experiences a sudden gaiety and freedom upon leaving
'the city at dawn takes "pleasure in breathing,,in the beat of his bloed,

in the tread of his feet on the.pavement between rows of otherworldly

ES



frame houses" (p. 404). With only three cents for good luck, or bad

for that matter" (Idem.), he hitches a ride in a l&rée furniture truck
uncertain of his destination but nevertheless aware that he will be
going "Pretty far." 'Resulting from consciogs deliberation, this
departure is an act of personal liberatiéﬁ and self-assertion. It

contains no hints that an individual action paralleling Franz's
= { . .

LY

awareness will necessafily produce or merge with fhe kind of "new dawn"
envisioned by Marco. But from all the non-fictional evidence of Dos‘“
Passos' tenuous. gropings for coherence at the timg, the American's

open conclusion appears to signify something more positive than defeat

Furthermore, no less than D3blin's finale, it is also an appeal for:

LN Rl

the reader's reflection.

| Similar in purpose, Manhattan Transfer and.Alexanderplatz are

[
|
i

likewise distinguished by features that contradict their pgsitive
potentiality or emphasize its pur;ly specglative nature. Doing so,
these;textual traits revéal what might be called the Modernist»imﬁasse
that is sq marked in'Dos Passos' and I'Sblin's work. Novels not divested
of belief in collective destiny a;d a éeftainty that.human beings
"possess capabili?ies for transforming the condifions of their existence -
are novels whichvdo not view‘hisfory as inevitably a cause Qpr despair

" and denial. Yet they proceed no further-than their respective
generalizing affirmations. Thdgjﬁﬁile they, seek to o;ercpme some of
Modernism's classic‘symptoms,87 they‘a}e unable tg offset them with

any real alternatives. In additﬁon,vthfough their own character-

milieu relationships the American and German novels counteract the

affirmations they contain. It is here that the works assume additional

P



Ulyssean qualities.
Scant issue proceeds from existence in Ulysses, where repre-
sentative man is an autonomous entity composed of successive subjective

reactions to stimuli. However, neither Alexanderplatz nor Manhattan

Transfer succeed in advancing avpicture that is much different. Just

as in Ulysses, characters that are formed from éssociative complexes
function as aggregates of stimulus-response operations. With Franz
Biberkopf, for example, existence is dominated by a series of uncontrolled

1

a§§ociations that emerge from the very depths of his beingl' This 1is
eviden. from the outset as we witness the initial stages of the first
Berlin re—entry} After seeing the display posters for Elternlos outsi@e
a cinema, Franz enters the theatre and viewé-a film centering around

a series of amorohs”adventures. In turn, the film so affects him thét

" he becomes acutely aware of his need for a woman. A series of encounters

begins with & prostitute on Kaiser-Wilhelm-Strasse. Two days-later

2

. Franz finds himself with Minna, the sister of his deceased mistress.

Past and present merge as Minna becomes identified in Franz's perception

with Ida. Franz further reveals the elementary associationaltprocesses

of his mind in those moments of self-representation through dialogue

ané interior monologue. Followiné the early experierice of fear and

isolation in Berlin, dd}ing which the ex-convict inwardly expresses

the hope that the roofs don't slide from the housetops, his self-confi-

dence, whether ihcreasing or decreasing, is measuréd in these terms.?el
Slightly more sophisticated than Franz in their mental operatioms,

Dos Passos' New Yorkers are none the less not far removed from the kind

. . 89 . g
of processes that account for the Berliner's behavior. 9 Ip the world
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of Manhattan Transfer, however, basic drives confront us less frequently

than do 'responses cultivated by the society for its self-perpetuation.

The difference can be viewed im Manhattan Transfer's own depiction of

publicity's impact. A prime example is found in the immigraht Jew's
‘encounter with the drugstoré window's Giilette razo; advertisement
featuring the cleanshaven "face of a man who had money in the bank"
(p. 11). It triggers off a clandestine shaving session during the
temporarj absence of wife and daughters. More advanced stages of
development show this kind of cause-and-effect reaction in something
like George Baldwin's newspaper scanning.. It imgediately associafes
a milkman's injury with a pfofitable damage suit (p. 50).
Admittediy, the associatiye character of these behavior patterns

1s integral to the projeéted portrayal of negative modes of existence

i Manhattan Transfer. The novel's ﬁrocedures therefore 'underscore

' | 3 . . . .
individual experience which is the automatic consequence of being acted

upon rather than the product of freedom and choice. For human mass

production Gillette smoothness and Arrow collars are both appropriaté

metaphors and stimuli. VIn Alexanderplatz Franz Biberkopf functions
unthinkingly and fatalistipally under a false orientation toward lifé

and the world. Lack of cohesion and purposiveness are alsq'appropriately
expressive here of.the early disorientation in'é newly freed prisoner.
They anticipate as well ﬁhe.psychic disintegration that climaxes in
Franz's symbolic dismemberment. Yet as a battiefield and playground of
s‘ensza.tions,gO Franz is also a passive,self—co:jzzned unit throughout

most of the novel. >The question arising from his transformation is

4 o .
whether or not the newly¥ born Franz Karl Biberkopf is, in fact, less



iy

isolated and more purposeful than his former self. A humble worker,
: 3

a

specifically, an assistant porter in a medium-sized factéry, he now has
an awareness of the desirability of human solidarity and of the necessity

for reason and reflection. But nothing in Alexanderplatz suggests the

- evolution to the kind of creature who acts productively in a collectivity

advancing toward the finale's freedom and new world. The being who

so much desire% Ordnung and Ruhe (pp. 85, 98, 99; 211, 213), all the
| .

. . \ L. . . .
while pursuing an individualism as unnatural as it was asocial, was
Al

. . |
once able to -find order and tranquility in Nazi propaganda and in

criminal activities. It is true that he has finally fourd something
else by accepting his subordination to the inevitability of death, his
position within a living spectrum of multiple phenomena, and the

existence of life's contradictory nature.. However, the, newyknowledge'

leaves him a largely passive entity.

Something of this predicament was eventually conceded by D3blin
himself. In that same 1931 letter which criticized Julius Petersen's
seminar for treating the Joyce connection in the usual way, DSblin °

admitted that he had been unable to repeal the active-passive dualism

of his thinking in Alexanderplatz. His hopes to bring Franz Biberkopf

) . N
to the active stage (that is, "das Ich iiber der Natur") instead of merely

- the passive "Ich in der Natur" had not materialized in the course of
R

writihg the novel.‘ The conclusion, as he put it, was a bridge in need
of that other shore which a coﬁplementary volume might provide (En DP.
165-166). The problem of providing conSCiousness‘Qith the impetus.for
acfion, as eérlier discussion has'revealed, is inherent in D&blin's

thinking of the entire period. It is especially evident in the work



that finally materialized as the novel's "second volume." Since it

illuminates the problematic nature of Alexanderplatz, some consideration

of Die Ehe is appropriate for inclusion here.

" As a sequel to a Berlin novel bearing the prescription "Erkennen
und Verstehen" on its Jacket, an equally experimental Berlin drama
incorporatiné the motto of Dé&lih's sociali;m, "Wissen und Verdndern!"
(E, p. 39), most likely seemed a more direct and publicly accessible
vehicle of expression. It was undeniably engéndered by D&blin's long-
staﬁding attention to marriage as an inst;tution perpetuatibg the evils
of class society. Yet Die Ehe réceived immediate stimulus from
aiscussions with Fritz Sterﬁ%erg and Brecht about the writer's function
inﬂcoﬁtemporar& Germ;n society and from an affiliation with a dramatic
collective which also included Piscator, Brecht, Lania, Mehring and
Miihsam. The trio concerned'itself with discovering the particular
Jrevolutionafy‘principles for the isolated middle class in order to
analytically expose the Naii Program's untruthfulness; the larger
group turned its attention to suggestions, proposal;i.and experiments
for an engaged theatre. Although D&blin's project did not live up‘to>
the political standards of his associates; the Munich police found it

.

sufficiently provocative to ban as Communist propéganda two weeks after
its opening at the Minchener Kammerspiele on Novemﬁer 29, 1930.91

The prohibition,'whiéh drew protests from even a former non-
ally like Thomas Mann, is a gauge of hdw the play's overall impression
actually contradicts D&blin's design. As he indicated in ﬁhe production
suggéstibns_prefacing the publiéhed version, Die Ehe dealt with the

destruction of the old marital and familial institutions by an ecggomic



system which simultaneously prevented a new ordering of human relation-
ships. What might be best grasped as a "Volksstiick" (E, p. 11) depicted

wo scenes of proletarian marriage revealing the devastating effects

of the housing shortage and the notorious penal code prohibition of

aborticii. v bourgeois episode dfamatized how wedlock in that class,
treating o ittle more than commodities and assets in commercial
transacti. s, ’ispensable to the survival of capitalism.; bie Ehe
also includy! a ne rejecting the kind of.culinary art D5blin had
long censued i: - wobre _clticiom and an interlude exposing social
abuses through _icow. __ _.. . ”.flrlo.commentary *
Wichin the & ». Nblin, «ho s ‘quently explained that Die

Ehe concretized asjects <1 "= evol ring non-materialist eocialism,

clearly sought to transcend .:teria. ‘-eality. Consequently;the Lehrstiick's
specific economic an@g political phenomena are presented from a partlcular

generalizing vantage point. As in Alexanderplatz, it incorporates them
iy

in revelations about natureleexistence. In Die Ehe, however,‘the effects
are more strikingly incongruous. When, for example, the unemployed
husband of a desperate woman. recently killed by an 1llegal unsafe
-abortionrasks "Und was soll ick machen" to a chorus which includes
fellow workers, a spokesman advises notHing more than "Da musst du
marschieren,‘mein Junge, mit aiien, vom Himmel ist keinem was runter-.
gefallen, da heisst es erst mal, die Fduste ballen, und dann heissts,
mit dle Sohlen knallen" (EJ p. 39). In the scene devoted to marriage
'among the bourgeoisie we are shown its commodity value within the
existing economie order. During most of this sequence capitalism is

represented by a large background projection w1th a smokestack emerging



from its head, typewriter and telephone wires from its hands, a factory
front as its chest, and square bright windows'as eyes (p. 68). Toward
the end of the scene the human being hidden beﬂind the mon;trous
structure emerges (p. 88). An elderly, f%eble, stooped creature, he
manifests a vincibility corroborated by the finale that is obviously

a furthc; évolution of the novel's ending. In Die Ehe the chorus cites
the inevitable destrﬁction of capitalism's'hegemony. Tﬁe same chorus
concludes with the hopeful, "Freunde, liebe Freuhde, seid unvérzégt,
einmal fir uns dér Morgen tagt, einmal kommt Brot und Freiheit und Licht
fuir uns und fir Jjedes Menschepgesicht" (p. 107). But it does, so only
after the naturistic principle of eternal change is reiterated,
presumably to establish the relatiénship between the natural and social
spheres and to emphasize that inevitable change in nature's scheme must
have its countérparf in the realm<of.human ;elations. Regardiess of
its underlying_naturist perspective, however, }t is precisely a parti-
cular materialist viewpoint discredited by D&blin that is stfengfheﬁed
by the evidence of Die Ehe. As Ernst Ribbat has observed in his lucid I
and informative study of the dramatic experiment, the Lehrstiick actually
substantiates a Marxistbanalysis. Die Ehe demonstrates that capitalism
socializes all human‘relationships andﬁimplies that only collective
action rather than individual truth is meaningful for .ie purpose of
bringing about change.9

Die Fhe's duality is but a further symptom of the kind of

conflict between design and outcome that materializes in Alexanderplatz.

Far more rudimentary in its development, Dos Passos' perspective cannot

' .
be described in terms of the same degree of tension. Nevertheless, the



implications of his novel's text are heavily weightedvagainst the
potential implicit in Marco's "perhaps" and Jimmy Herf's "Pretty far."
Indeed, the only alternative offered as response to the societal scheme

depicted in Manhattan Transfer is provided by Jimmy Herf's concluding

©

agt of self-assertion. Early in the novel he has relected the
mechanizat ion aﬁd alienétion indispensable to the survival of the
prefailing system. Both, are contained within his mental image of "Jimmy
fed in a tape in and out the revolving doors, noon aﬁd night and
“morning, the revolving doors grinding éuﬁ his years like sausage meat"
f(p. 120). His resolution that "Uncle Jeff and his office can go plumb
to hell" (Idem.) has its counterpart in the ending's farewell to the
City Qf Destruction. Taken by a character who has tended to withdraw |
to childhood poses and self-pity and to indulge in "mooning over things
that are past" (p. 322), the move is understandably a positive sign.

' Soméwhat like Stephen Dedalus' refusal, however, it is an inevitable
choice for one who, in the words of his prosperous cousin, has been

"a misfitd}rom way back" ( p. 386): Jimmy's own opinion of himself is
harsher: "a parasite on the drama of 1ife" who "Never mixes in" (p. 320).
Although this assessment occurs within the context of reflec£ionsvon

hié reportorial status and the excitement of bootlegging, Jimy's self-

judgment has broader significance. It goes without saying that "mixing

in" the kind of atomized collective life Manhattan Transfer exposes 1is
impossible and undesirable. Yet thé novel holds no clues that Jimmy
might be éapable of engagement, were experience fundamentally different.

‘Neither does it intimate that he might proceed to transform that

experience. Consequently, all that really emerges from this act of



’

liberation is the view of an individual poised on a threshhold with
even less collective consciousness than the variety artificially
attributed to Franz Karl Biberkopf.

Jimmy's .individualistic option hardly materializes for the

remaining population of Manhattan Transfer. The mechanization he
envisaged in the ticker tape-revolving door translation of himself
transforms Ellen Thatcher into a marionettelike creature .aware of
imprisonment in her .- metallic shell. Elsewhéfe it paralyzes a

Al

derelict alcoholic shouting in an "inhuman" voice, "I cant, dont you
] 2

see I cant" (p. 376)?7 Instead of the humanizing of machine culture,

| Manhattan Transfer presents us with the maching}ike_ metamorphosis of
humen beings. Their impotence is captured by the aspiration of an
inebriated and suicidal Stan Emery, "Kerist I wish I was a skyscraper"
(p;(252). The only immediately realizable possibilities in the novel
are the two routes permissable in a rigidly.cﬁrcumscribed sphere:
either the accommodation and adaptabiliﬁy of‘the Congo Jgkes or the
passive victimization of the Bud Korpennings and Anna Cohens. Insofar
as ﬁhey'are allowed, of course, action ana non-action are determined
by the imbalance and disintegration éreated by industrialism and
technology under capitalism. .

As a sphere and condition of existence New York is, to para-
‘phrase Volker Klotz (p. 3&2), the cause of complaints and @urses from
almost all of it;‘inhabitantg. But “"a goddaﬁ town" (p, 24T), we might
add, is also run by "A bunch of goddam crooks" (p. 110). In his survey
of the narrated city Klotz (p. 41l) has established DSblin's Berlin as

a battleground antagonistic to Biberkopf in his struggle for life. Like



\

the American critic¢ Charles Child Walcutt, the German scholar elsewhere
posits Dos Passos' metropolis as a succession of waves and tides that
carries along with it inhabitants whose positions are fixed within a
narrow zone.93 Actually, there is a close resemblance between the
Berlin antagonistic to Fraqz as long as he“érrs and that New York 'so
inimical to communal traﬁslation into Dos Passos' "sentient Qhoie."
Néither arena of counterproductive activity and passivity permi£s more
than fragmented existence, and both are characterized largely py
criminality.

In D6blin's novel the underworld through which Franz passes is
littﬂe'more phan‘aﬁ extension of bourgeois society at large.9Ll ‘Franz
himself expresses the gapitalist entrepreneur's credo to the anarchist.
While he agrees that "Deine ansténdige A;Beit.ist Ja Sklaverei" (p. 297),
he also decléres "ich lass andererfﬁr mich ar. -en" (p. 296). Else-
whére the swindle by Otto L?ders and the approprl;tibq\by‘Gusta and
Paul Gerner of already stolen goodé that entraps - -m rather “than the ’
\original‘thieves offer nofhing more than variants of the schemes énd
values of the dominaht class. Such aiaptations are even more apparent . |
in the transactions of the Pums gang and in the independent trio of
.the tinsmith and the two wﬁeelwright§ who establish - a profitable
paftnership prepared to expand its opérations outside Berlin. Needless
ﬁo say, the human trafficking that forms the pimp—prostituie feiétionship
is an ;éditional'expression of what has more respectable coubterparts

\ ' ‘ .
in business and in the kind of marriage DSblin explored in pjrt of his

3

Lehrstick. Beyond its mirror image of the broad society, thé stratum

presented in Alexanderplatz reveals tenuous human ties that barely hide




.

the lack of solidarity and cohesion marking the links between Franz and
Liders, Franz and Reinhold, and Pums and his men.

Manhattan Transfer underscores the connection between criminality

and the prevailing social order even more emphatically. As parallels

for the kind of episodes that occur in Alexanderplatz, the American

novel offers messenger-boy robbers like Nicky Schatz and female fences

who deal in stolen goods. It presents a Dutch Robertson who, thanks

to his exploits as part of a holdup team, briefly enjoys ° hiatus from
unemployment and hunger. During Francie's hospitalization that reprieve
~very briefly brings with it the luxury of respeEtability. However, as

ip the case of Gusta and Paul Gerner, the.profits from small-scale
enterprises are minimal. ‘Schatz pockets an impreesivé'wad of biiis that
turns out to be only stage money and a watcﬁ that has little commercial
value. Once apprehended, both Dutch and Francie receive maximim sentences
of twenty years' imprisonment from a Judge seeking to demonstrate that

it is not possible "to buck the 1a¥sof God and man, and private property"
and "wrench by force from peaceful citizens-what they have earned by
hard work and brains" (p. 391). Like‘the Gerners and Otto Lﬁdefa; the
Robertsons and the Schatzes can oniy achieve by "forceful wrenching" |

what is acceSSib' -0 z dominant class proteeted by its legal authority.

4

Greater business acumen dlstlngulshes the fraudulent operations of a
Prudence Promotlon Company. ¢Of necessity then, when Jake Silverman ie
finally arrested by the poliee, he-is accorded a degree of courtesy that
hardly caﬁouflages a eertain respect.b But the Silvefmans with strings

of aliases whose fortunes are on the wane and the Congo Jake-Armand -

Duvals who are first gaining ascendancy along with Park Avenue respecta~

o



biliﬁy are relatively low ;n the hierarchy established by Manhattan
Transfer. Above them rank bigamists freec i.nom prosecution (James
Cunningham) who outfit themselves at Brc k- ' Brothers and dine with

bank presidents at the Salmagundi Club (p. 336). In close proximity,

but exerting more immediate and pervasive influence, can be found the
trio 6f Tammany boss McNiel, uptown lawyer and budding politician Baldwin,
‘and éorboration executive Densch (pp.'288, 316). This active and overt
collusion of gbvernment and business supersedes the more genteel
coingidence of interests formerly peculiar to ‘a Blackhead and the city

politicians (p.¢327). Manhattan Transfer does not, of course, stop at

the municipal level. The nati;nal and international implications are
contained within as brief an acknowledgment as Densch's irate complaint
about his wife's dress buying: "She must think the war's still on"
" (p. 363). |
| For the far-reaching disintegration and alienation it éxposes
to the reader, Manhattén Trénsfer suggests no antidote. By;comparison,

. i)
Alexanderplatz purports to reveal something different through the new

+ consciousness of its own norm for humanity, the type D&blin elsewhere
“designated the "creature of the age." 1In reality, however, there
is only a slight difference between the German novel's utopian fellow

feeling and individual truth and the affirmation of progress, change,

and solidarity that the voices of Marco and Elmer -Duskin manage to.

express in Manhattan Transfer. All that Alexanderplatz offers is the

_ . o iy i
existence of a broad reconciliation counterpoised to its opposite

tendency. Moreoéér, as in Manbattan Trahsfer where thgt'potential is

~

most succinctly communicated in the exhortations of anarchists or soapbox
’ E ’

. ) /



orators, Alexanderplats translates that reconcili tLion more specifically
r';» ‘

and lucidly in the orations of its own anacchist (. 291-299) than in a

its conclusion. Hans-Peter BayerdSrfer (p. 177) has convincingly argued

EN w ’
that the open conclusion of Alexanderplatz conforms to D&blin's interest

in stimulating his readers to reflection upon their own. existence.

Nevertheless, like D5blin's Wissen und Verandern!, the novel fails to

answer any questions about a course of action and signals the contra-
dictions and ambiguities that are German equivdlents for the American

uncertainties in Manhattan Transfer. Any integration is only hypo-

95 - °
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Works which leave us with_hypotheticél potentiality.and furnish,

thetical and tenuous.

more than anything else, evidence of unresolved disintegration obviously
do not succeed in providing the kind of coherent translation of
individual and totality that can rightly claim epic dimensions appro-

priate to a new age. Individual and community mérge no more in either

novel than they do in Ulysses, a work Joyce once described as an "epic
96

of two races"”” but -~ - actually displays a humanity with ties to
41ts species alone. 1 Transfer and Alexanderplatz confront us

" "with more developed sy...: .18 of the nineteenth-century conflict of man
with bourgeois ideology and society that is inherited by an aggravated

under Modernism. Yet neither the new collective myth of mass man

-

suggested at the end of Alexaﬁ&érplatz nor thé kind of mass existence

x

reconciled with inclviduality intimated by Manhattan Transfer is

sufficiently ex: .2d to order disordered contemporaneity in the novels.
That contemporaneity“is ultimately arranged and interpreted by no

coheren@ future-oriented myths. Organization is provided by the support

0
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of antiquity instead.

‘



Problematic Parallels and the

Ordering of Experience

By now T. S. Eliot's particular perception of Ulysses' majbr
achicvement has become one of the more frequently cited tributes paid
Joyce by a contemporaiy. The somber Dial view of Ulysses' c i inuous
and systematically manipulated parallel between contemporaneity and

antiquity as nothing less than "a way of controllihg, of ordering, of
giving a shape. and a.significance to the immense panorama of futility

and anarchy which is contemporary history" (p. 483) is undeniably an

indirect commentary upon Eliot's. own efforts in‘Thé Wasteland. Properly '

speaking, the kind of balanced techhique he describes here is more in
keeping with Anglo-American procedures than Irish ones. But despite
this qualification and the decidedly Eliotesque overtones of apocalypse,
/the interpretation of the "ﬁythical method" of Ulysses is a good gauge
of its real significance. As we know, Joyce depended far less on
VHomér than on his'intermediéries, either in the form of adapt~tions

like Char:>s Lamb's The Adventures of Ulysses or commentarie .ike

Victor Bérard's Les Phéniciens et 1'Odyssée, which advanced Semitic

origins for the Odyssey and furnished Ulysses ‘with its "Jewgreek is
greekjew"” (QJ p. 50k4) equation.97

. - J‘
Initially communicated by his confidants, Joyce's expansion,

. reversal, and reconstruction of Homeric models has elicited varied
\

" opinions regaf&ing the extent of its importance for a reading of

98

the work. No dc . some of the controvefsy surrounding the issue

would have been avoided if Joyce had retained the Homeric chapter

-
Cear

AL,



headings of his manuscript. Instead; he left their restoration to his
interpreters. Amid the plethora of correspondences in Ulysses' vast
analogy system fhe Homerie ones are hardly the most visible. Hence,
without the author's post—publication elucidation that his work's

gitle was no mere caprice, hints ﬁroviged, for example, by Buck

Mulligan's propoéals to Hellenize Ireland (p. 7) or by the Cyclopean
designatioﬁ of Bloom as "Noman" (p. T727) eesilj went unnoticed. It

is true enough, as Harry Levin (p. 76) has remarked,lthat awareness of
many of the more esoteriec intricacies involved in the old‘fable's
retelling is not a prere@uisite for ‘the work's appreciatién ana enjoyment.
Indeed, the kind of updating that~metamorphoses Nestor's heifer sacri-
fice to Mr. Deasy's. absorption with foot-and-mouth disease was certainly
more momejfous to Joyce.than it could ever be to his reader, even one

as astute as Levin. Nevertheless, to dismiss the pera;lels as mefe
architecture, to classify them exclusively:under the headings of mock

epic or ironic commentary, or to value theﬁ as no mere signifieant
than the novel's other correspondences and analegies is to 'ignore
ﬁrecisely wvhat Eliot gfasped, albeit in his owﬂﬁtefms. Contemporizing
Homer.in Ulysses is equivalent to providing order and cohesion for
experience perceived as otherwise lacking both. There is, to be sure,
nothing;new in the literary creatien of past-present analogie§. Under
Modernism their novelty resides in their exploitation to impert form
to an allegedly formless present now inimical to the old myths' and-
fables' integrating‘yision. In this, Ulysses is a major inhovator.

Despite their authors' non-Joycean orientation toward the

integrative potential of medern life, Manhattan Transfer and Alexander-

\ -
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platz also rely on a flexible util%zdtion and reworking of non-contem-

porary supporis for structuring and interpreting their naturalistic
narratives. Necessarily missing from either novel is that element of
obseurity distinctive to Ulysses. Although their links are only fully
comprehended at the books' conclusions, the present—past analogies in

Manhattan Transfer and Alexanderplatz are never veiled. Moreover, they

are set within easily recogniiable frames demarcating éhe coilectiVe
voyages undertaken in Dos Paseos' New York and DSblin's Berlin. Far
from arbitrary, the fusion of biblical reverberations and journey.
adaptations presents evolutionary patterns with implications for the
novels' new.experientiai realities. In their own ways the total
fabricatidns are as important and as carefully designed as their Irish
counterparts. They certainly meeit closer attention than is cuetdmarily
devoted to them in individual treatments of either novel and in non-
influence studies of the works' affinities w1th elther each other or
w1th lesses.99 For both this reason and the fact that they dramatically
translate the effects of the Modernist condition,'their problematic
Aparallels offer the clearest evidence of their kindship with lesses.
Thelr complementary relatlonshlp is most readily apprehended by drawing
upon .Joyce's example as the basis for comparison.

Innovative by twentieth-eentury‘etandards, Joyce's appropria-
tion of the Homeric examele as a paradigm of human experience has age-
old antecedents.” The ancient Greeks themselves perceived in‘fthe complex
and contradictory character of Odysseus a pattern of their lives and
aspirations."loo ‘Transmitted largely through his Triestine language

pupils of Hellenic origins and Italian names and a small number of



expatriate Tinrich Greeks caéually known from restaurant and tavern
socializing,lOL Joyce's limited personal acquaintance wiﬁh Greece
appears to have inspired him with a particular brand of philhellenic
tendencies. However, in the words of FraA:‘Biberkopf, modern man is
not Greek (BA, p. 57). Neither, we might add, was Jo§ée, despite his
idiosyncratﬁc formulations-of ethnic equivalences. Wanting in the
communal coﬁerence and cohesion that pervades the ancient epic on
almost every level, Ulysses hardly reinstates any kind of Homeric
integration. But a work which uses a non;contemporary background as
an expression of human ljife's unchanging cénfigurations does, in
effecf, reintroduce rudimentary vestiges of an anéient ordering.

Against the Ithacan's ten years:‘;Endering.and domestic -
reconciliation, the efidence of an adverti;ing canvasser-cuckold's
one-day odyssey through Dublin weighs héavily in favor of their paro~
-qistic relationship. .Within‘individual episodes this is easily demon=
strated in the irony, satire, and burlesque,;sed to modernize the
Homeric éntecedents. The latter-day defense against a Fenian Poly-
phemus rendered in naturalistic dialogue, colloquial expos&tion, and
mock neroic strongly implies the'non-equation of Greek and Dubliner;

» Humqfous aiscrepancy is increased by fhe concluding pursuit and the
terminal s;mmary of Bloom}s Elijah-like ascension as "a shot off a
shovel" accomplished "at an angle of fortyfive degrees over Donohoe's
in Liftle Green Street" (U, p. 345). Homer's innocent‘beach encounter
between Odysseus and Nauéicaaﬁis Pransformed into the juxtaéosition

of separate fantasies, one set excessively sentimental, the other

considerably less mawkish. The most easily identifiable effects
, . S
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of the total analogy, these examples are also its least problematic.
Richly comic reductions like the ones cited, however do actually form
equatlons with their prototypes if we recognize that tﬁe correspondences
established in Ulysses are those of general situations rather than of
specific incidenfs. Joyce's various Homers transcribed the permanent ¢
mode of existeoce; he himself recorded the possible variations within
that norm.102 ih the register of lesses they comprehend apparent
comic contradiction and esseotial e;periential conformity. When contra-
diction and conformity are accompanied by ambiguity, as in the Blooms'
concluding domestie reunion, variations increase and lend thehSelves
to multfple interpretatioﬁs.

The equivocal impression created by Joyce's correspondences of
past and present is, in fact, his analogy system's chief feature. It
is also a more elaborate erpansion of the interconnected myriad
disparities, likenesses, denials, and affirmations produced literally
and symbolically througﬁout tﬁe,novel.v Paralleling Bloom's Buddha-
like slumber position (pl 771), Molly s listening attitude is that of

"Gea-Tellus, fulfilled, recumbant, blg with seed" (p. T37). Despite

her day's liaison with Boylan, Joyce's Dublin variant of the maternal

principle is, as we know, neither "big with seed" nor "fulfilled."

In this sense, Molly the fertility symbol isfan’appropriate partnerv’
for her mate., Gazing upon his anatomy in the bath, Bloom may con31der
"the limp father of thousands, a languid floating flower" (p. 66)

however, Bloom the abstainer hardly qualifies as a prolifie fertilizing

. agent. Joyce, of course, is not content to. let this opposition rest

here. Descending from the heights of the bath to the depths of the bed,

™



he offsets Bloomé' hymn to male éenitalia with Molly's convictions
abbut the aesthetic superiority of the female over the male form: "of
course cémparedzﬁith what a man 1qoks 1ike with his two bags full and
his other thing hanging down out of him or sticking up at you like a
hatrack no wonder they hide it with a cabbageleaf the woman is beauty
of coufse" (p. 753).

Ultimately, the dominant aspect qf Joyce's use of analogy 1is
that duplicity effectively summarized by the Ithaca section's identi-
7H§£E§Eion of Bloom as "Everyman or Noman" (p. 727); In Ulysses the

actual effect of the paralléls, one which allows for continuous

elaboration, deriVe§ from the complex interplay of equation and negation.

Simultaneously, it offers a varisnt of this doublesidedness of

expefience trrough which 1904 Dublin encompasses both change and

continuity within an endless cycle of reéetitions reflecting "that each
~one who enters imagines himself to be the first to enter whereas he

is always the last term of a preceding series even if the first term

of a succeedlng one, each imaginihg himself to be first, last, only

and alone, whereas he is neither first nor last nor only nor alone in

a series: orlglnatlng in ‘and repeated to 1nf1;1ty" (p. 731).

Given its particular corroboration that there is "Nothing new
under the sun," lessegédisplays a world whére change is more surface
than fundamental and contrarletles are resolved within a scheme

balancing them paradbxically as 0ld verities. Proceedlng along

glferhaﬁ% routes, Manhattan Transfer and Alexanderplatz reveal the use
i (/. " ' .

of past-present'cpnfrontations for the expression of changing patterns.

Interpretive repositories of newly emerging designs, however, only
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heighten the unresolved character of American and German encounters
with specific non-Ulyssean realities. Taken together, Manhattan

Transfer and Alexanderplatz represent two branchings, so to speak,

from the same initial course. The German work responds, in a very

particular sense, to what the American novel poses. It does so,

however, in a way that ultimately shifts Alexanderplatz back into the

r
vieinity of Ulysses. Thus the questions raised by Manhattan Transfer

remain largely unanswered.

7

Because Dos Passos saw the imperative of unmasking inadequate

secular symbols invested with destructive potency, Manhattan Transfer

embloys its temporal Juxtapositions for specific'demythicizing pufposes.
These are achieved by the popularizing adaptation of familiar elementé
of biblical lore as a structural underpinning and interpretive pattern
fdr the novel's collective experience. Formed from a network of phrases
containing angient allusions, inclusions and alterations of scriptural
verses and metaphors, and humorous updatings of preaching and prophets,

Manhattan Transfer's non-contemporary reverberations appear in its

narrated, dialogue, and interior monologue sections as well as in its

‘prose poem inserts and chapter headings. While its carefully fabricated

merging of past and present gives Ulysses ﬁhe amplitude by which to
2 VI
' 3
playfully explore paradox, Manhattan Transfer's sometimes comic effects

expose a different and predominaqtly serious duality. The double-
faceted character derives from the reversal and secularization of the
progression compressed into the Bunyanesque Cit& of Destruction/Celestial
City anfitheéiS. As a result, Ninevah-on-the Hudson evolves from a

hopeful Genesis to that complex of corruption whose "burden" is unfolded



in the final chaptér.
Most obviously recorded in the opposition of success and

failure describing the lives and careers of Manhattan Transfer's

humanity, the dualism itself is pervasive throughout the novel. TIts
broader implications have been workgd into the fabric of the opening
section. They can be detected in the éarly dinner parties which,
unlike Virginia Woolf's, are transmuted inﬁo"no new forms of dommunion.
The one‘that occurs at the Merivales during Jimmy Herf's childhood,
for example, ié‘marked by chatter incorporating biblical metaphors .
'fbr promise, Jefferson Merivale's complaints about the visible changes
in thé city's human composition are prefaced by the dating of his and
Emily's move to their present West 72nd Street address "about the time
the Ark landed" (p. 101). Uttered in Jest apropos of Lhe more recent
immigrants who inspire her husband's lamentations, Emily Merivale's
"It's the New Jerusalem" (Idem.) sustains the play upon expectations
and arrivals with an interjection combining popular, historical, and
sacred (Rev. 2;:2) associations. Intimatiops of salvation have their
counterbalance in the.same episode when Maisie Me}ivale ret aliates
against Jimmy's childish name-calling with wafnings about the "dénger
of hellfire" (p. 107). Even earlie% there has been dihner table

talk of blaspheny, lightning flashes, and fireballs in the vapid
conversation of tge restaurant scene presided over by affluent and
‘coarse middle-aged males and their more elEgang and yoﬁthful female.
companions (pp. 30—31)“

In conjunction with the city as extended metaphor for contem-

porary life, the opposition of extremes is already contained in the
. |



prose poeﬁ "Metropolis" (p. 12). TIts New York, whose‘"millionwindowed
Buildings will jut glittering, pyramid on pyramid like fhe white
cloudﬁead above a thunderstorm," is linked up with long-vanished Greek
-and Roman imperial capitals and g Constantinople whose former glory is
now merely mirrored in the play of light upon its minarets. Through
the series! incluéion of the splendid centers of Babylonia and Assyria
Dos Passos compresses additional resonances into the portrait that
re-enforces the ominousness of the gaéhering thunderheads. Despite
its ev{gence of assorted vices and even suicidal destruction, however,
this seé;ion's New York seems rathef remote from the Babylon inveighed
ggainst by Isaiah and Jeremiah. Tt appears equally distant from the

Ninewvah denounced by Jonah. Toward the end of Manhattan Transfer,

ﬂowever, New York has joined its forerunner on the Euphrates and, éore
particularly, its ancestor on the Tigris.

The 01d Testament Ninevah undergoes a transformation from the
great city of Genésis (10:11) founded by Ashur to. that place which the
Book of Nahum prophefically envisages laid waste by the god of the
Hebrews. Only two books earlier the Assyrian capital is spared from
destruction by a deity impres;ed with the repentepce of citizens who

Y

have heeded the preaching of Jonah. Manhattan Transfer hardly lays

physical waste to New York. Instead, it shows the ravages brought on
by a dream's metallice metamorphosis. By the last chapter, headed by

a fragment of the Book of Nahum's opening verse, the citf has attracted
not oniy tﬁe curses of its more respectable residents but aléo the
condemnatioﬁ of a deranged and derelict Jonah. Mi;ing‘his Teétaﬁents,

Dos Passos makes the latter-day prophet the self-proclaimed confidant



of the Archangel Gabriel and provides him with a doomsday sermon
delivered before twé young New Jersey Medit?rraneans. In this
appearance the contemporary seer is far less placid than in his earlier
manifestation as "the old man with the hempen beard who sleeps where
nobody knows'" and sits in the miqst of his picklestand offerings "like
Jongh under his gourd" (p. 129). There is, of course, obvious good
humor in the modernization of the biblical prophet's se%f-relegatioh

to a booth on the city's east side while waiting to see what would
become of the Ninevah"spared from divine wrath (Jonah 4:5). At the

same time, the updatiné expresses what 1is presently in progress in

the novel's development: the exhibition of the city's further evolution
in the second transitional section. When "Jonah" re-emerges in the
novel's thirq formal division, reversing as it were the biblical order
of his affiliation with Ninevah as preacher and passive observer, it

is only after interrelated themes and illustrations of sterility,
destruction, and purposelessness haﬁe come to dominate the text. The
news that Ninevah's destruction is once again postponed, if onil;

because Jonah has convinced his angelic companion to delay "foreclosure"
for "a week or so" (p. 381), has moré tﬁan comic coloration. Within

Manhattan Transfer itself there is\iittle evidence of what might reverse

thé course mapped out; however, as’ we know, Dos Passos himself did not

exclude the possibility of a truly communal translation of the metro-

polis. }
The city's welding into a "sSentient whole" and the extended fusion
of the collective experiences it embraced required those new "myths"

. about which Dos Passos speculated‘in his non-fiction. They were not



yet apparent to him; nevertheless, the American could at least e%pose
the hollowness of what servgd in their stead, whether as the success
myth promulgated under industrialist capitalism or as its numerous new
idols and the sham dehﬁm&nizing values they epitomized. Thus Manhattan
Transfer exploits and develops a syste; of urban symbolé interpreting,
among other things, conformity ("Affowcollars"), materialism ("Dollars"),
tawdriness‘("Great Ladj on a White Horse")y\and short-lived pleasures
("Nine Days' Wonder," "Rollercoaster"). It heightens their impact by
interconnecting them”with other multiply sighificant images of varieties
of destruction (for example, "Steamroller," "Fire Engine," "Revolving
‘ Doors").103 | /-
Noted by G.-A. Astre &nd taken up in E; D. Lowry's amplificatioﬁ
¢

. . It . .
of the French critic's suggestlons,lo the themes and imagery associated

with Manhattan Transfer's center of modern 1it. frequently resemble

their counterparts in Eliot's Wésteland. Dos Pass0s, who had himself

read Fraier on the 0ld Testament (l&g, . 295), howevef, develops his:
own "mjthical method" for purely secular purposes. They are based on -
an un@erstanding of reality which seeks new and man-centered means for

balance and order. Consequently, the demythification apparent‘in

Manhattan Transfer extends to Dos Passos' modernization of biblical lore.

In many of its books and chapters the Old Testament reads like
a serigs of victorious caﬁpaigns over rivals, some of them fertilipy
symbols affiliated with agrarian cultures, py a jeélous deity of desert
origins seeking ﬁo retain his supreme authority. Portions réveal as
well. that the threats to. hegemony were not always divine and sometimes

‘as urban as they were rural. Semitic equivalents for Promethean

I
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affirmations of humanity can be observed in the Tower of Babel and even
in the man-centered cities which also attracted the god's wrath.loS
Unconcerned with the resurrection of sacred altars, Dos Passos con31dered
contemporary prioritieg which included a ney Supremacy of man. There-
fore, the destructive evolutlon of Ninevah is no consequence of denials

of divinity. Tt originates in the perversion of a man-centered’vision
néw in need of rearrangement and expansion In the world Presented by

Manhattan Transfer redemptive form and balance can be provided only by

a true secularization of the New Jerusalem Moreover an existence
yet to be fused into coherence awaits no 1nterpretatlon neatly pos1t1ng

the coexistence of extremes in an equation of past with present

According to Manhattan Transfer, the past, reinterpreted so that it \

contains and emphasizes the essentlal qualities of the Present, can do,
’nothlng but corroborate the present!' 'S need for a future-oriented A

ordering.

Manhattan Transfer leaves us with only an. 1mperat1ve Alexander—

platz attempts to carry it out through the disposition of New realities
' O

within its author's evolving naturist-socialist scheme, ”Not exclusively
marked by the passive‘aocommodation of the ipfividual within. g cosmic:
arrangement, D&blin's thinking in the 1920s envisaged parallels-- y

<

subsequently to be re—elaboratéd as resonances in Unser Dasein (pp.

165—175)-~for natural relationships in the social sphere. 1In addltlon,

it admitted g direct progre551on from ideal to activity without’ managlng “

to reallze the transformation evenwtheoretlcally. The steadily



aspects of Alexanderplatz which concerned us earlier. It also has a

2]

direct correlation with the ordering of the novel's "realis£ic" base

by that "ﬁﬁérrealé Sphdre" so highly valued by D3blin for its trans&ﬂ
cendental and interpretive importance. That level distinguished by

the adaptation and manipulation of non-contemporary parallels {parallels

as obvious,.popularized, and modernized as those in Manhattan Transfer)

contributes to an expanded narrative. In this way a totdl context is
established for the depicted contemporary situation. ‘

From the technical standpoint, the German novel's analogy

_systems can’be considered the kind which locate Alexanderplatz midway’

beﬁween a lesses‘of detailed point—by-pbint adaptations and a Manhattan
Transfer of much looser procedures. Lacking the apparent invisibility
of Joyce's temporal links, D&blin's ties,befween past and present aré,
nevertheiess, completely apprehended only when the narrative has run

’

ité course, Inside ﬁhe didactic frage emphasizing the exemplary nature
of D&blin's Lumpen-everyman, thét narrative assumes the pr;portions.df
Jedermann which neither the novel's detractors.ﬁor its partisans have
failed to recognize. Complete elaboration of the modern morality,

- ‘ .
which retains the principal progression from ignorance to insight in
a heedléss life culminating in death's summons, is revealed in the
Buch Insane Asylum sequence. "Circe"flike, the madhouse provides an
Expressionistic recabitulation of the en£ire novel. Within this .
< .

fMlexible structure, however, D&blin further transforms and orders tpe

con%emporary situstion. Through the biblicél interpolations which

reinterpfet the present, a progressive development fusing Stationdrama

and Scripture 18 outlined. It simultaneously pyovidés Franz Biberkopf



with additional aliases. . They include Adam, Abraham, Isaac, and Jdb.
D&blin's utilfzation‘of biblical material, rarely quoted

~directly and usually reinterpreted, .is consistent with the technical
procedurés'he applies to £he ndvel's otﬁer textual components. Inter-
polatgd &s'sepa}ate chapters, paraéraphs, or else bracketed, these
éﬁaloéies are close fo those cgeaﬁgd‘by Dos Passos, They regemble
Joycé;é Homeric refefenées only when ébbreviated as recurrent images
and phra;es in apparentiy unrelated contexts., Much like their American
cdunterparts, the derman pa;allels function diversely and specifically
as commentary, foreshado;ing,'and leitmofif, and are variously rendered.
Generally adapged rather than quoted Lutﬁér, they glso appéﬁr as
complete DSblinesque inventions. The novel's feﬁdering dffthe curse
upon the serpent in Eden; for example, ranks it "mit" (BA, p. 1ubk)
rather than "vor‘ailem Vieh" (1..Mose 3:14). A-first appearance of
the Whore Babylon in ﬁook VI (p. 260) condenses and divides some of the
verses of Offenbarung‘lT;l—G and heightens[the effects of the text by
the present tense gdaptation.of Qhat is preteri%e in Lutger.los

" The stylistic, formal, aqd interpretive transformations which
accompany Dﬁblin's‘exploitatioﬁ of the Bible{achieveoa double effect.
R ’ . : . |
Such alterations in form and content intensify the identification of
Franz as a generalized typ% éngendéred by the didactic frame.
Simultaneously, their mode of p;esentatidn creates an implicit comic
'éontrast‘bétween the actual biblical antecedent and D&blin's updated
:vafiant.r Colloquial verbs and diaieét, for examplé;ﬁare frequently
inf?ogﬁéed into Qﬁasi—biblicgl language; the dramatiéed dialogue between

an unidentified Voice and a despondent Job in Book IV now assigns the



Armenian merchant to a cabbage patch-dog kennel location. The Paradise

3

narrative of Genesis which opens Book II begins as a typical folk tale,
soon ‘followed by strains of folk songs and Humperdinck. It \iigkns its
naive quality in the compreséed direct address which later af. 1hLy)
measures éut_punishment to serpent, Adam, and Eve. Any discrepancy
between past.and present is, in this way, contained Yithiﬁ the inter-
polations themselves. Thus D&blin éreates a limitﬁ& if less subtlé,
counterpart for the most obvious effects of the pa%ﬁ—present Juxta-

\
position in Ulysses and a variant of the burlesque uﬁdgting represented

by the evolution of Jonah in Manhattan Transfer. As in Dos Passos'

hovel, where comic opposition is essentially a sﬁrface feature, howe#er,
D&blin's analogies are predominantly projections of a serious nature.
The klnd of humor affiliated wlth playful paradox whigh is* so frequently
augmented by mult1p1e non-Homeric resonances in Ulysses has no real
equivalent here. _Resgmbllng Dos Passos'! symbolic network of urban.
patterns which establish the contours of modern life, D6blin's parallels

present a design for existence with implications for his reader, To

achieve this end, Alexanderplatz relies upon the support of subordinate
narratives and analogies, such as the parableé of Zannovich, the -
celluloid ball, and Bornemann. Whether introduced abruptly into the

text or provided by character-narrators like the Galician Jews serving

>

as Berlin's benevolent Jonahs, this additional underpinning is didactic
. \ .

in function.
| .
. An analogy system that is more developed than the one in Manhattan

’

 Transfer also proves to be more troublesome. This other Ulyssean

feature ultimately arises from the representation of experiential



totality. The route mapped out for Franz Biberkqpf'is no less compiete
than its near reversal in Dos Passos! metropolipan trajJectory or in the
odyssey described for Joyce's domestic Everyman. From a free adaptation
of elements from Genesis, Job, Ecclesiastes, Jeremiah, and Revelation
within the Jedermann pattern, D8blin reconstructg a movement from
Creation to Last Judgment, from First Eall to Redemption. It is

appropriately prefaced by a prophetic counterpart to the narrator's

prologue summary. Specifically referring to Babylon's pride,

destruction by the sword, and necessary repentence, the opening
section's verses from Jeremiah (51:9, 50:35) éutline the novel's
complete presentation (EA, p. 19). Both sequential and cumulative, its
development is realized through a temporal Juxtaposition which provides

the past with the essential qualities of the present in a jgmanner

reminiscent of Manhattan Transfer. Consequently, Franz's Berlin re-

entry, his rudimentary level of understanding, and his nafve antici-
pation of a self-reliant, respectable life amid old haunts are preceded

by the aforementioned folkloric adaptation of Genesis. '"Das war eine
N . ' C

"~ einzige Freude den génzen‘Tag im Paradies" (p. 49), we are told. As

he mgst, however, tﬁe serpent inevitably enters Eden, this time in the
guise of the false friend Otto Liiders who betrays Franz's trust and
ruins his new commefcial and amorous adventures. Consequences of the
Fall manifest themselves for franz as acute disgust with the world and
withdrawal to his room. Loss of innocence, such as it is, is soon
transmuted into pther afflictions for the Berliner. Prominent among
these are his Abraham-like sacrifice of Miezée, his mistress, to her

future murderer, aﬁd ensnarement in the nets of the Whore Babyldn

s



once he takes up the roles of fence, pimp, and burglar. . In the catatonic
stupor induced by Mieze's death and the abortive attempt to avenge her
murder, Franz vows not to rise again, even ifpthe Doomsday trumpets
sound. Rise he does, however, when Death calls him to Judgment. From
double confrontation with the bétraying he mistakenly trusted and the
trusting he mistakenly betrayed, his repentence initiates rebirth, morel
specifically, a restoration to health.and a radical change in outlook.
Within this series of correspondences, the most dominant and -
comprehensive is that of Job. First intfoduced as Book IV's obtﬁse,
suffering outcast, he must, like Franz, be reintegrated in a broad
scheme. At first the connections between the Berliner and the Man of
Uz seem fairly limited: an apparent association between Job's
despondency over his catastfophes and his weakness and Franz's Book IV
morosene;s following the'setback-from Liiders’ betrayal. Biberkopf's
trials only bégin to assume Job-like proportiQnsﬂfhrough subsequent
hardships'of physical mutilation auu personal grief. Whén these‘are
|
iﬁtroduced, the loss of limb and mistress are consequences of his own
behavior rather than externally imposed afflictions. Apprehension of
them changes; however, within Buch Asylum. There, re-echoing Job, Franz
screams long into the hight before the next day's healing. When Death‘
finally dismisses the vanquished Babylon, now more hag than visionary )
“harlot, with his "Wir haben hier beide nichts mehr zu sagen" (p. h88);
the entire presentation is thrown against a backgréund confirming
- _Franz’as tﬁe testing ground of opposing forces, Implicit in the
gparallels:estéblished earlier, it is only illuminated in this section

- ‘ |
when almost all the earlier analogies are reworked. As it finally |

|13



emerges, the full development assumes the proportions of an ongoing
conflict of contradictory principles.
It is precisely from this accumulation of eternal resonances

that the parallels in Alexanderplatz become troublesome for an oréﬁ&ing

and interpretation of its present—daj realities. What D&blin's
disposition of experience really reveals is an embrace of contrarieties
‘that forms a more serious analogue for the scheme in Ulysses. Their
mos§ telling effects.can be seen in the final meta;orphosis‘of Franz
Karl Biberkopf. The resolution to assess situations and people before
undertaking any course of action presents no difficulties within the
confines of D&blin's Everyman frame. Indeéd, as Albrecht Schéne (pp.
300-301) has explained, D&blin's modernization of the oid parable's
emergence from darkness to light easily substiputegyan updated
purification thrbugh decisions about insightful beﬁaviour for the old
conversion to belief and the par;icipation4in grace and salvation.
Ostensibly, that new outlook will offset the fatalisg and passivity
which were associated with the previously erroneous individualism and
"the manifestations of disastrous selffassertion. But by broadening
the narrative's dimensions to show that the events.of Pranz's life
have not beeﬁ under/his control at all, D5blin only substitutes an
~ancient coexistence of extremes that meet in man as well as in the
natural scheme' containing him. Like Job between Jehovah and Satan,
%iike Faust between God aﬂd Mephistopheles, Franz has been the
battlefield for Death and Babylon. The dualism implicit here extends
to. the "Zucker’und Dreck" acceptance of life as neither exclusively -

Adamic Eden nor Apocalyptic Babyloh and comprehends the dangers and

i



promise in a finale of diverse military anthems. It is also present

! o
"in Franz's decomposition to his cons?ituent plant and animal elements
(p. 473) which is soon followed by reconstitution when he calls

together "alles . . ., was zu ihm gehdrt" (p. 480). In other words,

as shape and coherence for a formless present Alexanderplatz offers

only the coexistence of universal antitheses. It ultimately suggests

the kinds of Oriental myths which went iﬁto the making of Die drei
107

Spriinge des Wang-lun and Manas.
By 1932 D&blin's Lesezirkel afterthouglits on the novel noted
this dualism in his stress on the portrayal of the dissolution'and
order’ forming the world (BA, p. 506); by 1948, focusing on the Abraham—
Isaac and abattoir interpolations, his "Epilog" proposed "Opfer" as
the novel's pfincipal theme (ggg, p. 391); In light of D8blin's
constantly changing specific emphasis, his 1928 "Zukunftspléne"
remarks, the self-criticism of the aforementioned 1931 letter té )
éetersen, and all the related cqnflicting and complementary evidence
of the period, neither of the retrospective interpretatiéns is adeéuate
by itself. Furthermore, both corroborate the fragmentation in D&blin's
thinking and even %n hi's personality. Be‘that as it may, the ahistori-
cal, quasifmystical accents of the later comments are not.incongruous
with the kind of arrangement of experience imparted by Déblin's

parallels. As a response to the imperative recognized by Manhattan

Transfer,'Alexanderplatz furnishes no new future-oriented secular
vision. On the contrary, it reinterprets old truths in a very parti- ,
cular variation of that reconciling embrace of contrarieties and

equivalences to be found in Ulysses.



CHAPTER VI
CONCLUSION

The Ambiguities of Non-Resolution

\
,

As defined in the present study, Modernism, a particular cultural,
historical, and class phenomenon, comprehends the self-conscious
creation of artistié form app%opriate_to the expression of perceptibly
changed subJect matter and a yet non—integ;ating apprehension of
reality. An‘éxtﬁgsion and reflection of_the larger social fragmentafipn
responsible for a crisis in collecti;e and indi§idual consciousness,
its most telling effects are to be noted in the problematié inter-
relationsﬁips it poses between man ahd milieu, apd,by ex}ension, artist
and society. By no means its exclu#ive translations, both Ulysses
and the two névels for which it served as:a special catalyst typify
méjgr aspects of the general condition in prose fiction. Outgrowths
of their authors' respective dissatisfactions with artistic and social
traditions and with prevailing literary tendencies, all three works
project feactions to contemporary history,qeither as incomplete
accommodations or as outright<ﬁsengagement. At the same time the& are

" ,
interpretations of the physiognomy of the age which outline general

patterns in an existence lacking apparent cohesion.

This recognition of Ulysses, Manhattan Transfer, and Berlin

Alexanderplatz as compkementary,revelations of Modernism facilitates

the kind of broad grasp of their common_charactef’which has been

341
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customarily lacking throughout‘the historyusf their troublesome
association. American and German works which have all too frequently
been considered imitative and derivative are found to have legitimate
ancestries in their creators' earlier work, to derive impetus from a
confluence of.interartistic sources, and to be inspired by closely
related artistic rationales tﬁat are markedly un-Joycean in nature.

The isolation of Modernist symptoms in the synthetic drive toward a

new expansiveness and expressiveness exposes areas of overlap wider
than the mere sharing of similar techniques. Not the least significant
of these is thé endowment of the né&el with a protean.aspect that
-obliterates its.traditionai generic contours and the outlines of both.
its experience and its characters. Finally, admis;ion of the problemaﬁic
interpretive gonéequences of’Modeypism, whether allied with a Mallarmé-
like movement toward autonomous art or an unsucceséful Apollinairean
-reconciliatiop of artistic priorities and social necessity, permits an

‘assessment of the kindred ambiguities and paradoxes present in Ulysses,

Manhattan Transfer, and Alexanderplatz.

Beyond the shared attributes and distinctive différencés which

have received attention here, additional facets of the Ulysses-Manhattan

-Transfer-Alexanderplatz relationship provide a convenient summary of
their Modernist affiliation. Common symptoms differ in their intensity

among the three works. Strictly speaking, Ulysses 'and Alexanderplatz
/ .

iy

represent Modernism as a dilemma.

In one we are offered an inward and
backward-looking art created entirely from a private universe and
detached from contemporary exigencies; in the other we are confronted

with only the choice of quasi-religion, Without slipping away into



!
metaphysics, Manhattan Transfer successfully achieves its §pecific-

+ satiric purposes. It does so despite its disregard for the link
between the contemporary imbalance it poftrays and that earlier
national history it tends to ide;alize,l Simultaneously, however, Dos
Passos' novel exhibits Modernism as a predicament based on an over-
simplified dichotomy between individual freedom and mass subjugation.
That Joyce, Dos‘Passos, and D&blin continued their pursuit of

N

appropriate form is only too apparent from Finnegéhs Wake and from the

heterogeneous novels subsequently produced by the American and German

writers. Like their predecessors, these latter works were inextricably
{

bound up with the contemporary non-literary production of Dos Passos

and D6blin. The later efforts of all three writers also furnish proof

of accommodations not yet achieved in Ulysses, Manhattan Transfer, and

Al exanderplatz. They materialize as an embrace of cyclical patterns

in the permutations of hum%n exper@ence, a spiritual conversion which
réplaced resolutions about insightful behavior with participatioﬁ in
grace and salvation, and a sometimes retrograde pdpulism which looked
toward an agrarian democ;atic past as the méans for restoring balance

and freedom. Bearing these Viconflan,: Christian, and Jeffersonian

epilogues in mind, we can view Ulyéses, Manhattan Transfer, and

Alexanderplatz as thresholds where the ambiguities of non-resolution
[ 8

are only temporary.

’

Important landmarks in the routes embarked upon by their authors,
- ’ N b
the three works are no less significant as indicators of the general

tendency in which they participate. However, in viewing them as

répresentative examples of Modernism, it is important to avoid’



extravagant conclusions. Considerations of Modernégm, either in its
purest forms or its imminent mutations, too often interpret a specific
phenomenon as an irreparable universal condition, much like the First
Fall, and endow it with the permanent features of human eﬁistence;

In short, criticism takes on the perspective inherent in some of the
literaturé it déscribés, analyzes, and evaluates. Commentéry frequently
offers apocalyptic generalizations about an entire world's spiritual
impoverishment and valuelessness. It even advances normative assump-
tions about solitary and marginal creators, themselves reflective of
humahkind's predicament, which extend far beyond the geographical and
cultural boundaries actually confining sucii ju.~ments. Several
decades after ghe apogee of Modernism, for ~xample, we find one of its
eminent heirsuobserving that "Joyce's purpose is to bring us through

the hell of modern conscioushess, to master the schizophrenia it

induces, to purge us, to redeem us"2 [emphasis added]. Elsewhere we

are told by a scholarly observer that Bloom "may be one of the few

remaining paths to the Promised Land in our time."'3
Insofar as such claims are applied to Ulysses and not to the ),

understanding of those who advance them, they seem to require Joyce's

own cofréctive. It might be wise to recall ﬁere deée's response to

the crities' prevaiiing and almost exclusive post-publication concern

with his né#el's motifs and symbolism: "If only someone, if only one

reviewer would say the book was funny."h Were more emphasis given to

its comic character, Ulysses might provoke fewer extravagant genefali-

zations and inspire more of the laughter desired for the work by its

creator. If that were so, posterity's major interpretation of Ulysses



might well resemble the kind desired for his own work by one of Joyce's
most recent aficionados. Speaking of his own philological comedy,

Guillermo Cabrera Infante has claimed, "I would prefer everyone to
\
consider the book solely as a jJoke lasting for about five hundred

pages."5 Only time will tell, of course, if there are implications

for Ulysses in this appraisal the expatriate Cuban writer, another

advocate of disengagement, has offered for Tres tristes tigres. Fdr

the presenﬁ, however, we can observe with some accuracy that the
enduring character of Ulysses resides in its richness of humor and
language rather than in i%s paucity of vision.

Precisely 5ecause their authors attempted to grapple with what
Joyce deliberately avoided in Ulysses, a very special ldéngevity is

established for Manhattan Transfer and Alexanderplatz. The later

testimony of their individual and shared literary-tradition; verifies
that the problemaﬁic éondition at once confronted and epitomized by the
two novels is still much in evidence. Extended lineage of this kind
even reaches outside the novel to film. A blindly unreflective and

still socially isolated Franz Biberkopf has recently reappeared as the

homosexual protagonist in Rainer Werner Fassbinder's Faustrecht der
Fréiheit, a wor . displaying many of the difficulties posed by both

Alexanderplatz and Manhattan Transfer. Indeed, more of the troublesome

legacy of Dos Passos and DSblin can be séen in all coptemporany Western
cinema which seeks engagement while becoming mired in formalism aﬁd
appealing largely to the bourgeoisie. .

| . No lessvapparent than Modernism's protracted effects is the

need to reword what a leading g&ponént once called‘'its major imperative,



namely, "making the modern world possible for art."6 In this the legacy
of Dos Passos and DSblin feveals itself again. Breaking through phe
Modernist impasse continues to reéuire "making art possible for the
modern world." Moreover, overcoming the Modernist paralysis still
demands new translations of the closely allied "How can one write

today?" and "What is to be done?"
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Several are reproduced in Ingrid Schuster and Ingrid Bode, Alfred - .
DSblin im Spiegel der zeitgendssischen Kritik (Bern: Francke,

1973), pp.-267-29L; DSblin's defense of his work is reprinted in.
Schriften, pp. 262-291. [P - v
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Ty TITTT  tweswss usommrxasm, o Lite, 24 (19 Jan. 1948),
96-98. As D .1, IT, 565-566, accurately claims, in’the late 19L0s
and 1950s Do sos tended to see that the diminution of individual
liverties was une present in capitalist,usocialist, and fascist
countries as well. ‘

! 58

N !

|
i’

Landsberg, Fp. 105, 150. "

/

59Dos Passos, "Building Lots," 36-37.

_ 60For varyiné interpratations of this development, one rarely
elaborated upon in(histories of the U.S., see Robert K. Murray, Red
Scare, A Study in National Hysteria, 1919-1920 (Minneapolis: University

~of Minnesota Press, 1955); Julian F. Jaffe, Crusade Against Radicalism. .

v

'EQEUSt‘!%Per: Antlit%;gg; Zeit. Sechzig Aufnahmen deutscher Menschen

3, No. 2895 (29 Dec. 1920), TT7-78. : ce

180 (16 April 1922) 7 rpt. in Zeitlupe, p. 59; "Das mérkische Nineve," < e
Der Sturm, 1, No. 2 (10 March 19105, 13; Linke Poot, "Ostlich um den L e
Alexanderplatz,” Berliner Tageblatt, 52, ‘No. 458 (29 Sept. 1923), T

New York During the Red Scare 1914-192k4, National University Publications,
Series in American Studies (Port Washington, New York: Kennikat Press,
1972); WilliaﬁwPreston, Jr., Aliens and Dissenters. Fedcral Suppression
of Raditals. 1903-1933 {Cambridge, Mass.: ,Harvard'University{Press,
1963); Murray B, Levin, Political Hysteria in America: The Democratic

b

Capacity for Repression (New York: Basic Books, 19T1); Cedric Belfrage,

"Part One:. Foundations, 1900-45," in The American Inquisition 1945-60
(Indianapolis: Bobbs-Merrill, 1973), Pp. 9-14; Sidney Lens, The Labor
Wars. From the Molly Maguires to the Sitdowns (Garden City, New York:
Doubleday & Co., 1973), pp.. 187-23G. B!

) 61Do§{?éssos3 "America and the Pursuit of Happiness," Natidn, .

Il

6ZSee DoglPassos, Best Times, pp. 97-101, 144-157; Fourteenth he

Chronicle, pp. 69-75, 299-307, 350-356, 360; Landsberg, pp. 51-107.

63Dos Passos, "What Makes a Noveliét," 31.

b4 . L
: v6hSee Dos Passos, "Is the 'Realistic!' Theatre 'Qj
Vanity Fair, 24 (May.3925), £45 On the possible influed™® of Durkheim,
Romains, and the "m&‘ﬁ_cal monism" of Waldo Frank, see Donnell, I,
130-131, and II, 833-835 n. 29. S SR .

65

-

y . . » . e >
D&blin, "Berlin'und_die Kinstler," §§ssische Zeitung, No. )

Evening Edition,72;?Linke Poot, ‘"Worstoss nach dem Westen," Berliner
Tageblatt, 53, No. 101 (28 Feb. 192k),, Evening Edition, 2. '

66D6bliq, "Geleiﬁwort," in Mario von Bucovich, Berlin, "Das
Gesicht der Stddte," (Berlin: Albertus, 1928), p. vii.

6z§3blin, "Von Géschichtéfn, Bildern u@d ihrer Wahrheit," in.

i
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>

S Mnderts (Berlin: Transmare, 1929), p. 15.
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8See Linke. Poot, "An die Geistljchkeit," Die neue Rundschau,
30 (Oct. 1919), II, rpt. .in'Der deutschy Maskenball, p. u8; D&blin,
"Der Geist 'des naturalistischen Zeitalters," Die neue Rundschau 35
(Dec. 1924), II, rpt. in Aufsdtze, p. TT. .-

e ‘b

69D6blin, "Bermerkungen zv. Berge Mee¥m. und Giganten,
Runlschau, 35 (June 192k4), I, rpt. in Aufsétze, p- 348,

" Die neue

ToDos Passos, "The American Theatre: 1930-31. Is the Whole
Show on the Skids," New Republic, 66 (1 April 1931), 171-175; "Sur
1'inquiétude contemporaine,” Cahiers de 1l'Etoile, 4, No. 18 (Nov.-
Dec. 1930), 845-1040. Dos Passos' and D8blin's responses to the
questions (845) appear respectively, 878-879 and~1096-1097.

71See D5blin, "Der Schatten ohne Esel,” Prager Tagblatt, 48,

No. 60 (1b March 1923), 2. Among the periodical literature which either
develops or refers in some way to the evolving naturism, see "Bekenntnis
zum Naturalismus," Das Tagebuch, 1, No. 50 (24 Dec. 1920), II, 1599-
1601; "Buddho und die Natur," Die neue Rundschay, 32 (1921), II, 1192~
1200; "Das Wasser," Die neue Rundschau, 22 (1922), II, 853-858; "Die
Natur und ihre Seelen," Der neue Merkur, 6, No. 1 (April 1922), 5-1bk;
"Von lebendigen Pflanzen," Berliner Tageblatt, 52, No. 495 (21 Oct. ;
1923), 5-6; "Die abscheuliche Relativitdtstheorie," Berliner Tageblatt
52, No. 5h3 (24 Nov. 1923), 3; "Naturkenntnis, nicht Naturwissenschaft,"
ﬁerllner Tageblatt, 52, -No. 575 (13 Dee. 1923); "Blick -auf die Natur-
wissenschaft," Die neue Rundschau, 34 (1923), Ii,:1132-1138; "Die Natur
und das Kunstwerk," Berliner Tageblatt, 53, No‘€£89 (13 June 1924);
"Aussenselter der Naturwissenschaft," Vossische Zeitung,.No. 306 (31
Dec. 1927) ’ ] C o

7gbBblin and others, "Wie kamen Sie zu Ihrem Pseudonym?,"
Berliner BSrsen-Courier, 29, TNo. 574 (9 Dec. 1926), 2. , .

k7

t

: 73Walter Muschg, ed. "Nachwért des Herausgebers,' in Dd&blin,
Unser Daseln (Olten: Walter l96h), pp. L81-u82, ‘

qh N

Kreutzer, p. 82.

. TSqu discussion of this vxtallsm in the early wrltlngs, see
Rlbﬁat, pp 10-57 o » .

76See Doblln “Reise in Polen (Olten:, Walter, 1968) D&blin's:
1nterest in' the main currents of Burofean Jewish experience during the
1920s_has receiyed some attention from Prangel, Alfred D&blin, pp.
53-54, and Weyembergh-Broussart, pp. 191-20k. For consideration of
“the diverse 1nf1uences on D&blin's naturism, see Beyer, "Die '
EntstehungsgeSChlchte," Lr2-413; Miller-Salget, Alfred D8blin, pp.
232-265, Weyeﬁgergh—Broussart, pp Th-212. . . ﬁ@ T

77Pra.ngel pp. 58-59. - ‘ : " ‘ o
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CHAPTER IV

<

1Dos Passos, "Is the 'Realistic' Theatre Obsolete?," 6k,

2Excep_t for the terminological distinctions I have outlined
earlier (Chapter II, pp. 61-62), my present discussion draws upon the
major features of the Apollinairean tendency outlined by Szabolesi,
21-53. -

3See D8blin, "Schriftstellerei und Dichtung," in Aufsdtze,
P. 95; Unser Dasein, pp. 262-263; "Regie in Berlin," Prager Tagblatt,
L6, Jo. 275 (24 Nov. 1921), 3; "oller: Die Maschinenstiirmer," Prager
Tagblatt, 47, No. 153 (4 July 1922), 3; "Die beiden Capeks,” Prager
Tagblatt, L8, No. U3 (22 Feb. 1923), 5; "Kolumbus," Prager Tagblatt,

» No. 52 (1 March 192L4), 33 "Kunst ist nicht frei, sondern wirksam:

ars militans," Jahrbuch der Preussischen Akademie der Kiinste, Sektion
fir Dichtkunst, 1 (1929), rpt. in Aufshtze, pp. 98-100.

uDﬁblin, "Staat und Schriffgtelier (T May 1921)," rpt. in
Aufsdtee, p. 52; "Kunst, Ddmon -und C~meinschaft," Das Kunstblatt, 10,
No. 5 (1926), rpt. in Zeitlupe, p. 93. For D3blin's subsequent
reflections on the topic, see Die deutsche Literatur, p. 12,

5D6blin, "Die reprsentative und die aktive Akademie," Berliner
Bérsen-Courier, 60, No. 603 (25 Dec. 1927), rpt. in Die Ve:! ~~ibung,
p. 388. See also his "Kunst ist nicht frei," pp. 97-103.

. 6This is one of the drawbacks, for example, in Blenche Gelfant's’
pioneerimg study when a Jeffersonian connection is ascrihed to works
prédab&%@i@os Passos! post-1937 study of Jeffersonian tt ht;jahd
when Manfiattan Transfer is described'in terms of the mature poetic

- achievement -with U.S.A. See Gelfant, "The Synoptic Novel," The
American City Novel (Norman: UniVersity of Oklahoma Press, 1954), pp.
137-138. Landsberg's politice. biography, which ig chreful in its
-chfonology, serves as a more accurate gauge of intelfectual andg |
artistic influences. o '

TDos Passos, "Towards awRevolutionary_Theatre;" New Masses, =~ -
3, No. 8 (Dec. 1927), 20. o '

.

o~
X 8Dos Passos, "Statement of Belief," Bookman, 68 _(%ept. 1928),
263 "The Making of a Writer," rev. of 120 Million,-by_Michael Gold,
New Masses, 4, No. 10.(March 1929), 23; "The Writer as Technician,"
American Writer#' Congress, First American Writers' Gongress, ed.
Henry Hart (New York: Tnternational Publishers, 1935), pp. 79, 81.
For som: background on the paper, which was submitted by mail and.
arrivec too late to be read at theNew York Congress, see Dos Passos,
"To E¢-und Wilson (March 27, .1% fand "To Robert. Captwell, (May 1935),"
~ Four =enth Chronicle, pp."&GS;j 6#&On Dos Passos' evident “disaccord
Wi~ re Communist Party andits ‘polptical and' literary programs, see °
Dc  © ssos, "Whither the American Writer?," Modern Quarterly, 6 (Summer

1€, 11-12; Landsberg, ppl 163-175. . ,,

-~
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, vos rassos, wparoja Muzzled,” 1Y9. The correspondence between
Dos Passos' own attitudes and his assessment of BaroJa is acknowledged
by John H. Wrenn, John Dos Passos, *Twayne's United States Authors'

Series, 9 (New York: Twayne Publishers, 1961), pp. 91-92. . Wrenn's

reference to a similar acknowledgment. from Edmund Wilson, however, is
without any\hpctual basis. Neither the 19LL New Yorker review cited

by Wrenn (p. /194 n. 7) nor any of Wilson's Dos Passos commentary poses
the problem'pf the.correspondence between the statements about Baroja

" and Dos Passos' own art. For consideration of the Baroja-Dos Passos

pei

"

relationship in terms of thematic similarities between the Basque's
portrait of Madrid and the American's picture of New York, see ‘Walter

‘Borenstein, "The Failure of Nerve. The Impact of Pfo Baroja's Spain

on John Dos Passos," in 'Nine Essays in Modern ‘Literature, ed., ‘Donald
E. Stafford (Baton Rouge: Louisiana State University Press, 1965),
pp. 63-87.

19§endsberg, pp. 101-102.
. 4 —_

[ '

1"

llDéblip, "Literatur und Rundfunk (30 Sept. 1929)," in Hans

' Brezow, ed., Au%fqeihem Archiv. Probleme des Rundfunks (Heidelberg:

Kurt Winckel, 1950), p. 31h.

’ l'ESee Linkes R3t, "Der Knabe bldst.-ins Wunderhorn," in Schriften,

‘,pp. lh3~lhh; D&blin, (Beitrag zu) Arno Holz und sein Werk. Deutsche

Stimmen zu seinem 60. Geburtstag, ed. Ferdinand Avenarius, Max Liebermann
and Max von Schillings (Berlin: Werk-Verlag, 1923), p. 33; "Von alten
zum neuen Nationalismus. Akademie-Rede iiber Arno Holz," Das Tagebuch,

11, No. 3 (18 Jan. 1930),. rpt. in Aufsétze, pp. 138-145.

13See DSblin, "Anweisung," Die Ehe. Drei -Szenen und ein Vorspiel.
(Berlin: S. Fischer, 1931), p. 10. '

lPDos Pa%sés; "Is the 'Realistic' Theatre Obsolete?," 6k,

lsSee Dos Passoé, Rosinante, pp. 182-195; "The Misadventures
of Deburau," Freeman, 2 .(2 Feb. 1912), 498; "Foreword," in Roger
Bloomer, p. vi;’Fourteenth Chronicle, pp. 301, 30U,

2,
s

'lgﬁféDos Passos, "The Making of a Writer," 23.
B¢ w;,.ll - . ) L
' ' i7Dos Passos, "Is the 'Realistic' Theatre Obsolete?," 64; DSblin,
"Griffe ins Leben," Prager Tagblatt, LT, No. 301 (11 Apr%l-l923), 10.

s 18Db'blin, "Griffe ins Leben," 10. See also D6blin,"Die»Nibe1
lungen und Hinkemann," Prager @ggblatt, b9, No. 103 (1 May 192%), 6,
"Literatur und Rundfunk,” p. 31L. : ’ '

- . J’y ' ‘ ) i

l9In this connection, see Lowry, "The Lively Art of ‘Manhattan,
Transfer,” PMLA, 84 (1969), 1628-1638; Muschg, "Zwei Romane Alfred
DSblins," pp. 219-243, = ' g
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20Dos Passos, "Is the 'Rggfistic' Theatre Obsolete?," 64; Trust,
"Metropolerinnerung," Das Theatéff 1, No. 3 (Oct. 1909), 66. D&blin,
"Das Theater der kleinen Leute," Das Theater, 1, No..8 (Dec. 1909),
191-192; Linke Poot, "Dionysos," Die neue Rundschau, 30 (Jul. 1919),
IT, rpt." in Dey deutsche Maskenball, pp. 25-2T; Linke Poot, "Himmlisches
und irdisches Theater," Die neue Rundschau, 30 (Dec. 1919), II, rpt.
in Der deutsche Maskenball, p. 65; Linke Poot, "Die Moral der 'Schlager',"
. Berliner Tageblatt, 53, No. 73 (12 Feb. 192L4), Evening Edition, 2;
Seigfried Kracauer, From €alifari to Hitler: A Psychological History
of the German Film, hth ed. (Princeton: Princeton University Press,

1971), pp. 15-115. |

21Dos‘Passos, The Garbage Man, in Three Plays (New York: ' i
Harcourt, Brace and Co., 193L), pp. 66-70; "Is the 'Realistic' Theatre
Obsolete?," 6L; D&blin, "Der Segen des Radio," Weser Zeitung, 92,

No. 337 (5 July 1925), Morning Edition, Supplement 1.

) egsee D&blin, "Literatur und Rundfunk," p. 31k4; "Das HSrspiel
Berlin Alexanderplatz," in Prangel, Materialien, pp. 199-236; Heinz .
Schwitzke, Das H8rspiel. Dramaturgie und Geschichte (Cologne: Kiepenheuer
- & Witsch, 1963), 'pp.,33-3L, 76, 145-150, et passim. ‘ .

23Dos Péssos, "Satire as a Way of Seeing," in George Grosz,
Interregnum (New York: Black Sun Press, 1936), p. 12.

: euDos Passos; "Is the 'Realistic' Theatre Obsolete?," 11k; <~
D&blin, "Europ#ische Krise, Gesang, Film," Prager Tagblatt, 47, No. 99
(28 April 1922); 3. ‘ i

25D6blin, "Berliner Theater," Den Sturm, .1910, No. 36 {3 Nov.
1910), 287-288; "Pantomime und Die vier Toten der Fiametta von William
© Wauer und Herwarth Walden," Der Sturm, 1911, No. 67 (8 July 1911),
531-532; ‘"Ténzerinnen," Der Sturm, 3, No. 129 (Oct. 1912),%162; Lydia
und Mixchen,in Die Gef#hrten, 3, No..k (1920), 12-28. For discussion
of the play as a programmatic precursor of Expressionist drama and as
theatrical parody, see Horst Denkler, Drama des Expressionismus.
Programm. Spieltext. Theater (Munich: Wilhelm Fink, 1967)} pp. 27-52,
especially 38-42, and Joris Duytschaever, "Alfred D8blins Lydia und Mix-
chen als Theaterparodie,” in " Texte und Kontexte: Studien zur deutschen -
" und vergleichenden Literaturwissenschaft. Festschrift f{ir Norbert |
-Fuerst zum 65. Geburtstag, ed. Manfred Durzak (Bern: Francke, 1973),

pp. 49-5T, B

) 26See the following Prager Tagblatt reviews authored by D&blin:
"Grossstreik in Berlin," 47, No. 38 (1k Feb. 1922), 1-2; "Robert  Musil: L
“.Vinzenz," 48, No. 288 (11 Dec. 1923), 6-7; "Russisches Theater und S
Reinhardt," L6, No. 297 (20 Dec. 1921), 3; "Kreislers Eckfenster. Zur. - R

‘Uberwindung des Dramas," 48, No. 83 (18 July 1923), 8; "Der halbent- R
- fesselte Tairoff," 48, No. 218 (19 Sept. 1923), 3; "Regisseur,, Theater- ="'y &
-Stlck, Schaiispielerth," 47, No. 296 (19 Dec. 1922), 3-U4; "Ring neue . - e

Psychologie Vvon Mann und Weib," U7, No. 305 (31 Dec. 1922), '9: "Kubismus
. i ) : .
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auf der Bithne," 48, No. 1 (8 Jan. 1923), 3; "Revolution oder Dekadenz?,"
48, No. 92 (21 April 1923), 3; "Uberteufel und Tumultuanten,” L8, No.
229 (2 Oct.. 1923), 3.

27D6blin, "Kreislers Eckfenster," 6.

A

\

28Db'blin, "Paquet: Fahnen," 3.

29Idem. See also D&blin, "Antikritisé%es," Der Sturm, 1910,
No. 35 (7 Ocuv. 1910), 279-280; "Kreislers Eckfenster,” 6; "Grossstreik
in Berlin," 1-2; "Musil: Vinzenz," 6-7; "Der Schatten ohne Esel," 2;
"Literatur und Rundfunk," p. 312, ’ o

30

D&blin, "Europ#ische Krise," 3,

)
.

31D6blin,»VFilm. Deutsche Diichter iiber den Film," Berliner
BOrsen-Courier, 54, No. 43°(1k Sept. 1922), Morning Edition.

" 32DBblin, "Nur der verlnderte Autor kann den Filmvverandern,"'
Film-Kurier, 12, Special Issue (16 Aug. 1930).

33por critical reviews and discussions of the film, see Rudolf
- Arnheim, "Zwei Filme," Die Weltbithne, 27, No. 41 (13 Oct. 1931), 572~
>T3; Herbert Ihering, "Der AMlexanderplatz-Fil' " Berliner Bd&rsen-.
Courier, 64 (9 Oct. 1931); Alfred Kantorowicz, "Der Film vom Franz
Biberkopf," Die literarische Welt, 7, No. 42 (16 Oct.’ 1931), T;
Seigfried Kracauer, "Berlin Alexanderplatz als Film," Frankfurter
Zeitung, 75, No. T61/62 (13 Oct. 1931), 3; Kracauer, "Literarische
Filme," Die neue Rundschau, 43 (1931), II, 859-861, esp. 859-60;

Hermann Sinsheimer, "Berlin Alexanderplatz. Capitol," Berliner Tageblatt,
' 60, No. LTT (9 Oct. 1931), Evening Edition, 2; Mordaunt Hall, "A-German .
Language Film Version of “Alfred D&blin's Novel Alexanderplatz," New L
York Times, 11 May 1933, rpt. in New York Times Film Reviews 1913-68, ,
~ 6 vols. (New York: New York Times/Arno Press, 1970), II, 560; Kracauer, . TES,
From Caligari to Hitler, pp. 223-22k, , : AN ;

3hPa.ul Rotha, The Film Till Now. A Survey of World Cinema, bth ~. % :
ed., rev. (London: Spring Books, 1967), p. 99. ' ' e

: : 35Kracauer, From Caligari to Hitler, p. 96. For D&blin's own A
brief commentary between 1910-27 on the abortive "Komtesse Mizzi" play. S
and its subsequent transformations, see Briefe, pp. 52, 101, and "Stille "Z?
Bewohner des Rollschrankes. Meine Werke, von denen neimand weiss,” = ' 3

"7 7 Berliner Tagblatt, 56, No 286 (19 June 1927), rpt. in Zeitlupe, p.
".119. . The 37 pp. MS (w1 n pPreliminary rough drafts) of Die geweihten
T8chter. Film in fir ° A<ten forms part of D&blin's literary legacy
-deposited in-the Deu s.nes T .cerarchiv im Schiller-Nationalmuseum in

. Marbach am Neckar. /2 g¢ .act and partial reproduction appears as
"Die geweihten T3chter. Fiim," Das Dreieck, 1; No. 1 (Sept. 192k4), 22-
2Ly a résumé and extract of the alternate-version appear as "Aus dem
Kuriositdtenkabinett der Literarischen Welt. Szenén eines Film-
manuskripts. Voo Alfred Doeblim," Die literarische Welt, 6, No. 39 ©
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(26 Sept. 1930), 4. Compare Die Nonnen von Kemnade. Schauspiel 1in
‘vier Akten (Berlin: §S. Fischer, 1923).

S 36

D&blin, "Der Schatten ohne Esel,” 2. N

37For details about the probLiematic film studio employment
during the difficult California exile and information concerning D8blin's
contribution to Mrs. Miniver and Random Harvest, see Briefe, pp. 2u42-
260, and Georg Fr@schel, ''D8blin in Hollywood," Die Zeit, No. 2k (15
June 1962),- 1k, :

38On the interest in Griffith and in montage stimulated by Dos
Passos' meeting with the Sov1et‘f11mmakers, see Dos Passos, Fourteenth
Chronicle, p. 386; Best Times, pp. 199-200; Theme is Freedom, pp. L1-
52, 66. TFor Eisenstein's filmograplty, see Jacques Charriére, ed.
S. M. Eisenstin., Tous ses films--250 photogrammes (Paris: Soc1eté
Nouvelle des Editions du Chéne, Editions de L'Avant-Scé&ne Cinéma, 1972).
Given the chronological evidence, G.-A. Astre's (I, 166) unqualified
acceptance of Dos Passos' recollection of interest in Eisenstein-
Griffith montage as a major influence on Manhattan Transfer is open to
question. This does not, of course, rule out reference to montage or
to its many- analogués in considering the composition of the novel,
Astre's claim for the "near certainty'" that the novel was deeply
inspired by Eisenstein's Prdletcult experiments is less problematic (I,
170). However, Manhattan Transfer is directly related to Dos Passos'
own attempt at theatrical reform, to the 1918-23 Moon is a Gong /Garbage
Man and to the stimulus his interest received from his friendship with
John Howard Lawson. The 1921 contact with "Proletcult" during his
trip to the Caucasus (See Journeys Between Wars, p. 86) appears to
have impressed Dos Passos far more for its involvement of participants
and audience traditionally allenated from theatre than for any of its
technical innovations. ® :

39See Dos Passos, Best Times, p. "166; Fourteenth Chronicle,
pp. 336-337; Manhattan Transfer, 2nd Sentry Edition (Boston: - Houghton
Mifflin Co., 1953), p. 33 Paul Strand and Charles Sheeler, Manhatta,
available through the Museum of Modern Art (New York), Department of
JF:le, Film Study Center; Lewis Jacobs," Avant-Garde Production in
America," Experiment in the Film, ed. Roge? Manvell, The Literature of
Cinema (1949; rpt. New York: »-Arno. Press, 1970), pp.' 114-116. Richard
Meran Barsam, Nonflctlonkﬁllm A:Critical Hfstory (New York: E. P.
‘Dutton & Co., 1973), p. 19; Michel Sanouillet, Dada & Paris (Parls
Jean-Jacques Pauvert, 1965), pp. 381, 627, . , j“

hoSee lg:f'blm "An Romanautoren und ihre Kritiker," Aufsétze,
ppP. 15-19; "Bemfrkungen zum Roman," Die neue RundSChau 28 (1971), I,
rpt. in Aufsétze, pp. 19-23; "Uber Roman und Prosa," Marsyas, 1, No. A
3 (Nov./Dec. 191T7), 213-218; 'Walter Muschg, ed., "Nachwort des Heraus— .
gebers," in Aufsédtze, p. h03; Erhardt, "Alfred D&blin's Roman—Theorien;%
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ror varylng considerations OI LODLIN'S novel commentary, s.
Walter Muschg, ed., "Nachwort des Herausgebers," in Aufsétze, pp.
LOL-405; Viktor Zmegad, "Alfred D&blins Poetik des Romans," in Deutsche
Romantheorien. Beitrdge zu einer historischen Poetik des Romans in
Deutschland, ed. Reinhold Grimm (Frankfurt am Main: Athendum, 1968),
pp. 297-320; Erhardt, 36; Ribbat, Die Wahrheit des Lebens, pp. 88- 116
especlally pp. 96- 109 llh 116; Karl Herbert Blessing, D1e Problematik
des "modernen Epos" im Friihwerk Alfred D8blins, Deutsche Studien, 19
(Meisenheim am Glan: Anton Hain, 1972), p. 19; Bruno Hlllebrand
"Alfred D&blin," in Theorie des Romans (Munich: Winkler, 1972), II, 179-
192; Miller-Salget, Alfred. D&blin, pp. 265-285, espec1ally PD. 275-
285. ‘ :

quee Pp. 75-81 above.

h3See, for example, Dos Passos, "Book Reviews," rev. of The War
in Eastern Europe, by John Reed, Harvard Monthly, 62 (July 1916), 149;
D&blin, "Paquet: Fahnen,"; Denkler Drama des Expressionismus, p. 39.

uhSee Dos Passos, "Contemporary Chronicles," Carleton Miscellany,
2 (Spring 1961), 25; "What Makes a Novelist," 29.
n FSDos Passos, "What Makes a Novelist," 31. .

16 ' )

The Contemporary Chronicles include the District of Columbia
trilogy (1952; Adventures of a Young Man, 1939; Number One, 190i3; The
Grand Design, -19L49),, Chosen Country (1951), Most Likely to Succeed
(1954), The Great Days (1958), and Mid-century (1961). Three Soldiers
and Manhattan Transfer are the two pre-U.S.A. novels customarlly
included under the same heading.

h'TSee, for example, Blessing, pp. 7-8, 19; Erhardt 36; Zmegac,
p. 306 n. 25; Miller-Salget; Alfred D&blin, p. 275.

u8See Hoffmeister, 301-302; D&blin, "DSblin. {iber DSblin," in
Aufsfitze, p. 360; "Zukunftspl#ne," in Die Vertreibung, p. 97; "Die
Arbeit am Roman. Diskussionsbemerkungen (1928)," Eckart-Jahrbuch,
1961/62, ed. Kurt Ihlenfeld (Witten- Eckart, 1961), p. 100.

thGblin "Reform des Romans," Der neue Merkur 3, No. 3 (June
1919), rpt. in Aufsatze, pp. 32-L48, :

5OFo_r brief con51derat10n of a number of points of convergence T
between DSblin's "epic work" and Brecht's "epic theatre," and their
almost certain mutual lnfluence upon each other, see Zmegad, pp. 304-
305.

SlFor attentlgn to the absence of certain common denominators
among DSblin's "models" and the presence in their work of features that -
stand in sharp opposition to some of the technical innovations he
proposed, see Blessing, p. 18./@9 C
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S2Db’blin, "lber Roman und Prosa," 215.

53
in Aufsitze, pp. 138-1Ll; "Literatur und Rundfunk."

L "
2 Dos Passos, Wawards a Revolutionary Theatre," 20; DSblin,
"Mehrfaches Kopfschutteln," 6.

55Dos Passos, "Of: .e Shoals," 99.

56Déblin, "Die Arbeit am Roman," p. 100.

57Dos Passos, "A Lost Generation," rev. of The Sun Also Rises,
by Ernest Hemingway, New Masses, 2, No. 3 (Dec. 1926), 26.

58

Dos Passos, "Barojg;Muzzled,"v200. .

S9D<’5blin, "Starke Schauspieler, dlinne Stiicke," 3,

7

6OSee\pp. 48-50 above.

, "6$§z§%y, "The Lively Art of Manhattan Transfer," 1629; Dos
Passos, orld We Live in," rev., of The World of Plenty, by Robert

Cantwell, New Republic, 79, No. 1015 (16 May 193k4), 25
6

"

“Dos Passos, "Homer of the Tran351berlgn " 202; "Satire as a

Way of Seeing," p. 12 &nd pp. 157-158 above; %ﬁp- Dos Passos on 'Him',

New York Times, 22 April 1927, Section 9, p. 2.

63D6blin, "Welche stilistische Phrase hassen Sie am meisten?,"
Die literarische Welt, 2, No. 21/22 (21 May 1926), 8

Doblin, "Feierliche Abdankung der Literatur. Beitrag zur
Rundfrage: Dichtung der 'Tatsachen'?," Berliner Tageblatt, 57, No.
519 (2 Nov. 1928), Morning Edition, Supplement 1; "Gespréche mit
Kalypso lber die Musik. Drittes Gespriich: Auf purpurnen Decken/
Von der Frage der Musik," Der Sturm, 1, No. 7 (14 April 1910),

65¢or brief consideration of D&blin's Epos as totale Dichtung
within the context of a German twentieth-century” development, most of
whose participants ha& a rather dﬁﬁbrenf orientation from that of
Doblln, see Bibbat, Die Wahrheit, Bp. 162-103

- 668ee Dobl a, "D1e abscheulic ”r?élat1v1tatslehre," Berliner

Tageblatt 52, Na,. 543 (24 Nov, l923)ﬁ ”"Naturkenntnlsp nicht
Naturw1ssenschaft " Berliner Tageblatt, 52 No. 575 (13 Dec. 1923), 2

* 6'-(Dos Passos, "What Makes a Novellst ' 32.

See, for example, D&blin, "Vom alten zum neuen Naturalismus,"

"
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lFor consideration of his first two novelistic efforts
within the context of D&blin's early work and development, see, for
example, Kort, Alfred D8blin, pp. 23-26; Links, pp. 14-21; Ribbat, pp.
8-87; Weyembergh-Broussart, Alfred DSblin, pp. 23-29.

R

A 2See Dos Passos,‘Fourteenth Chronicle, pp. 85-332, especially
pp. 177-178 and 259; Ludington, ed., "One Man's Initiation: 1917-1918,"
in Fourteenth Chronicle, p. 80; Donnell, I, 165; Landsberg, p. 98.

3For discussion of Dos Passos' undergraduate prose and poetry,
see Donnell, I, 52-63; Landsberg, pp. 24-31. Evidence of Dos Passos'
exploration of contemporary life in "Werichd' can be. found in Fourteenth
Chronicle, pp. 177-178, 209-211. The relationship between Three
Soldiers and Manhattan Transfer receives more detailed treatment in
W. K. Holditch, "Literary Technique in the Novels of John Dos Passos,"
Diss. Mississippi 1961, pp. 48, 5483, L

hSee-Beyer, "Die Entstehungsgeschichte," 411.

. 5Compare, for example, the June 20, 1917 diary entries about
Dos Passos! New York departure for ambulance corps service in -
Fourteenth Chronicle (pp. 85-86) and their fictional development in
One Man's Initiation (pp. 4b, 46). See also the episodic encounter of
American ambulance driters with F¥énch whores as it first appears in
the straightforward narrative exposition and dialogue of One Man's
Initiation (pp. 96-101) and then subsequently re-emerges in one
compressed paragraph through the "Camera Eye" in 1919 (p. 86). The
raided int®rpretive dance performance in Manhattan Transfer (pp. 341-

"¢ 343) and its "Camera Eye" versionm in 1919 (pp. 113-11k) offer additional

 examples of Dos Pagsos' procedures.

: Osee Landsberg, pp. 108, 243 nn. 37, 38, 39, who also suggests
1916 as the earliest date of origin for the project; Dos Passos,
"Pdepction Note: The Garbage Man," in Three Plays, p. 75. Regarding
the cbmpatibility of  Dos Passos% and Lawson's theatrical interests,

. see Landsberg, p. 108; George A. Knox and Herbert M. Stahl, Dos Passos

and "The Revolting Playwrights," Essays and Studies in American Language
.and Literature, 15 (Upsals: A.-B. Lundequistska Bokhandeln, 1964), pp.

99-101; "Interview with John Howard .kawson," New York Herald Tribune,

fl iMdrch 1926, Section 5, p. b, e

rg ‘ :

Ry 7Regéi:rding the connection between "Von der himmlischen Gnade® -
apd Alexanderplatz, see Klotz, "Agon Stadt. Alfred D6bllns Berlin
- Alexanderplatz,” Die-erzdhlte Stadt, p. 372; Miller-Salget, "Zur

Entstehung,” pp. 118-119, See also pp. 118-123 above for general

commentary on D&blin's early Berlin portraits. L |

8Dos Passos, A Pushcart at the Curb (New\York: George H. Doran
Co., 1922), pp. 189-193. T - .
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_Expressionism, see, for example, Charles Wilhelm Bernardin, "The-

9The different versions receive attention from Charles.T. ]

Ludington; "An Individual's Focus on Existerice: The Novels of John L
Dos Passos,'" Diss. Duke 1968, p. 7. _ -

. |

i

\

OIn particular, a connection is suggested w1th a chapter
opening insert of a Lower East Side soapbox harangue, Martin Schiff's ’
early discourse on capitalism, and some of the Anna Cohen sections 1n .
Manhattan Transfer (pp. 255, 263-264, 330-331, 357-358, 397-398) an
the Ben Compton sequence in 1919 (U. S A., pp. 376-394),

Dos Passos to Arthur McComb, Sprlng 1923, quoted in Landsberg,‘
p. 98. For Dos Passos' New York re31dence and reactions, see pp. 115-
116 above and also Dos Passos, Fourteenth Chronicle, pp. T3-T5, '
299-308; Landsberg, pp. 51~ 52‘ '

12Ludingtoh, "The Great Days: 1922-1927," Fourteenth Chronicle, |
p. 337. ' ‘

13See Waldo Frank, City Block (1922; rpt. New York: Charles//’—’///f//

Scribner's Sons, 1932), p. 165. On Dos Passog!' early acquaintance with
Frank and his soc1al criticism, see Landsberg, pp. 45-46, 84, 122, 2u7
n. 63. Dos Passos' recollection, of City Block as well as a tentatlve
suggestion of influence (unsubstantlated by any textual evidence) is
offered by Donnell, II 835 n. 29. - o

. : lhFor dlscu551on of such multiple suggested and acknowledged
sources as Whitman, Crane, Dreiser, Sandburg, Cummings, Eliot, Flaubert,
Zola Verhaeren, Romains, Candrars, Baroja, Futurism, and Abstract.
De' lopment of John Dos Passos," Digs. Wiscog 1949, pp..221-222;
Donnell, I, 130, 187-188, and II, 763, 848] ;
Lively Art," 1621; Ben Stoltzfus, "Dos Pa Mthe French," in®
Belkind, pp. 198-199% George Knox, "Dos P{JNENENMY Painting," in
Belkind, p. 257; La.ndsberg, pp. 33, 63, 67NN :
nn. 45 and L6, - :

lSAmong these Futurism in llterature-and palntlng, the
theatre, film, and’ Surrealism have attracted some attention fro
readers of-Alexanderplatz. See, for example. Roland Links, Al
DSblin. Leben und Werk, Schriftsteller der Gegenwart, 16 ' T
(Berlin: Volk und Wissen, 1965), pp. Ti-T5; Mugchg, "Zwei Ropane
Alfred DSblins,"” pp. 220-223 Herman Meyer, "Raumgestaltung und Raum- -

.symbolik in moderner Erzdhlkunst und Malerei," in Wolfdietrich Rasch, Lo
‘ed., Bildende Kunst und Literatur, Beitrige zum Problem ihrer Wéchsel-

be21ehungen im neunzehnten . Jahrhundert (Frankfurt am Main: V. Kloster— 7
man, 1970), pp. 16-18; Ingeborg McCoy, "Realism and Surrealism in the - .
Works of Alfred Ddblin: The Aspect of the Demonic," Diss. Texas 1972; ) -t

Ekkehard Kaemmerling, "Die filmische Schrelbwelse," in Prangel,

Materialien, pp. 185-198. .See also Ch. IT n. 50 above.

‘\\ ' o \ . ,», ) ) - . .
. ) \ 3 . . . ’ ;

\



16Miillér—~Salget "Zur Entstehung von DSblins Berlin Alexanderplatz,"
in Prangel, Materialien, pp 120, 122; Beyer, "Die Entstehungsgeschichte,"

397-Lko6,. . .

lTKrécauer From Caligari, p. 185, Walter Ruttmann, Berlin.
Die Symphonie einer Grossstadt, available through the Canadian Film

- Institute (Ottawa), National Film Library.

1

18See, for example, D5blin, "Herr Schmidtbonn und Frau Massary,"

‘Prager Tagblatt, 47, No. 220 (20 Sept. 1922), ; "Der Geist," in Aufsitze,

pp. T8-T9.

19See, for example, Jacques Aubert, Introduction & 1'é&sthetique
de James Joyce, Etudes angslises, 46 (Paris: Didier, 1973); Maurice
Beebe, "Joyce and Aquinas: The Theory bf Aesthetics," Philnlogical
ggarterlx, 36 (Jan. 1957), 20-35: Haskell M. Block, "The Critical
Theory of James Joyce," Journal. of Aesthetics and Art Criticism, 8
(March 1950), 172-184; S. L. Goldberg, The Classical Temper. A Study
of James Joyce's'Ulysseé'(London: Chatto & Windums,, 1961); A. D. Hope,

. ™Mhe Esthetic Theory of James Joyce," Australasian Journal of Psychology
and Philosophy, 21 (June 1943), 93-11k; David E. Jones, "The Essence

of Beauty in James Joyce's Aesthetlcs," James Joyce Quarterly, L0,
No. 3 (Spring 1973), 291-311; Hugh Kenner, Dublin's Joyce (Bloomington:

‘Indiana University Press, 1956) pp. 135<157; Levin, James Joyce, Dpp.

28-31; Frederick M. Link, "The Aesthetics of‘Stephen Dedalus,' Papers

on Language and Literature, 2, No. 2 (Sprlng 1966), 140-149; Geddes
MacGregor, "Artistic- Theory in James Joyce,'" Lifel and Letters,. Sh

(July 19h47), 18-2T7; J. Mitchell Morse, "AugustzﬁnAS Theodicy and Joyce's

. Aesthetics,” Journal of Erglish Literary Historyy' 2l (March]l957)
, 30-43; William T. Noon, S.J., Joyce and Agquinas, Yale Unlvegslty Studies

in Englishy 133 (New Haven:'fYale University Press, 195T); Robert
Scholes, "Joyce and the Epiphany: The Key to the Labyrinth?,”" Sewanee
Review, 72 (Winter 1964), 65-177; William York Tindall, The therary o
Symbol, 3rd-ed. (Blodmingtom. Indiana University Press, 1962), pp. [
239-2k5, and A Reader's Guide to James Joyce, L4th ed. (Ned York: I
Farrar Straus & Cudsahy, 1962) pp. 94-100. : o o /e
20For spe01f1c attentlon to the Joyce-Mallarme relatlonshlp, /
see Herbert M. McLuhan, "Joyce, Mallarmé, and the Press,” Sewanee’
Review, 62 (Winter 195k}, 30~55; David Hayman, Joyce et Mallarmé, 2

vols.,”Des Cahiers de Lettres. Modernes, Colleétidn‘ﬁanfrontations," /

No. 2 (Parls- Esttres Modernes 1956) _ - a - /

See Rlchard £llmann - Tames Joxce (New York: Oxford. Unlverﬁkxy
Press, 1965), pp. 391-718;-Frank Budgen, James Joyce and the Making, of

... Ulysses, Wtk ed. (Bloomington: Indiana University Press, 19603 /;

Straumann p.(llS o

22See James Joyce, " The Crltlcal ertlng_, ed Ellsworth Mason
and Richard Ellmann, Uth ed. (New York: Viking Press, 1968), p. 69.:
My assessment of Joyce's aesthetic orientation generally corresponds
with and draws upon its interpretation by Block, "The Critieal Theory

w
—_ \
o ' [

[$7) .- ]



\
ATy

2 : .
3See also Joyce, Letters, II, 172 174; Ellmann, "Preface,"

Letters, 1T, xxxix-x1l, and James Joyce . . 7, 204-205.

“"For Joyce's own account of * ..o uatic history of
Dubliners, see Letters, II, 291-292, 30 Jee also Ellmann, James
dadR LA R N Cares

Joyce, pp. 329-3k9, ' ¢

258ee Ellmann, James Joyce for discussion B?\quce's attitude
toward the war (p. 39&), his Zurich neutrality (p. 1410), and his ' ;
responses to the 1916 Easter Uprising (pp. 411-L12). . - o

2 . . - ! . .
6Joyce, A Portrait af the Artist as a Young Man, Tth ed. (New
York: Viking Press, 1966), p. 20T.

27Joycé, quoted in Stanislaus Joyce, My ,Brother's Keeper, ed.
Richard Ellmann (New York: Viking Press, 1958), pp. 103-10h.

28 S
180-181.

See, for example, Joyce, Letters, II, 186, 199; Budgen, pp.

¢

29 Dos Passos, "What Makes a Novelist," 30.

3OMcLuhan\;‘"Technique vs. Sensibility," p. 234.

31See Dos Passos, "Contemporary Chronicles," 26; Dos Passos to -
Landsberg (23 Sept. 1957), Landsberg, p. 253 n. 3.

32See pp. 51-54 above.

33Joyce, quoted from Interview with Jacob Schwartz, 1956 in
Ellmann, James Joyce, p. T716. :

31‘Ian Watt; The Rise of the Novel. Studies in Defoe, Richardson
and Fielding, 5th ed. (Berkeley Unlver51ty of California Press, 1965),
p. 30; Georg Wilhelm Frledrlch,ﬂegel Asthetik, ed. Friedrich Bassenge
.(Frankfurt am Main: Europdische Verlagsanstalt, 1955), IIL, 452; Georg
Luk&cs, Die Theorie des Romans. Ein geschichtsphilosophischer Versuch
iivkr die Formen der grossen Epik, 2nd ed., rev. (Neuwied am Rhein:
Luchterhand4 1963), pp.. 53, 57-58, T9. '

3 FOY a related assessment with a somewhat different fccus on
the Biberkopf) action as a variation of the "Deutscher Michel" narrative
of the Gern héro, see Robert Minder, "Alfred D&blin," in Deutsche
Literatur im zwanzigsten Jahrhundert. Strukturen und Gestalten, ed.
Hermann Friedmann and .Otto Mann, 4th ed., rev. _(Heidelberg: Wolfgang
. Rothe, 1967), p. 152.

“

3.6Joyce to Samuel Beckett, quoted in Richard Elihann, "Ulysses"
on the Liffey (London: Ful.:r and Faber, 1972), p. 57. ° . ‘

3TSamuel Beckett juoted in Ellmann, James Jézcé, p. 562;

Ellmann, James Joyce, pp. 562-563.




38Kenner, Du-lin's Joyce, PD. 166—167.

39Joy.ce Ulzsses (19613 rpt New York: Vintage Books/Random
House, 1966), p. T27. '

»

hOJean—Paul Sartre, Réflexions sur la question Juive, Collection
Idées (Paris: Gallimard, 195h), p. 83. For more detailed considera-
tions of the "authenticity" of Bloom's Jewishness, see Joseph Prescott,
"Notes of Joyce's Ulysses," Modern Language Quarterly, 13, No. 2 (June
1952), 150-152, 156, 160, and "The Characterization of Leopold Blodm,'

Literature and Psychology. 0. No. 1 (Winter 1959), 3-4; Erwin R. Ty
Steinberg, The Stream of . ~o ~usness and Beyond 1n'U1ysses"(P1ttsburgh
University of Pittsburgh _973), pp. 209-212.
‘ |
L1

For attention to Buck Mulligan's succe531ve transformations,

" see Fritz Senn, "Book of Many Turns," James: Joyce Quarterly, 10, No. 1

(Fall 1972), 32-33. Joyce's own commentary on his treatment of the
gypsies' dog can be found in Budgen, pp. 53- Sh .

h2Senn, "Book of Many Turns,” 31. The Swiss Joycean's entire
essay (29-46) is particularly valuable for its focus on Ulysses'
polytropic character and its specific manifestations.

h3Lowry, "The Lively Art of Manhattan Transfer," 1629-1630.

-

’

lmBudgen p. 68. ) - S //

hSBudgen pp. 67-68; Bernard Benstock, "Ulysses w1thout
Dublin," James Joyce Quarterly, 10, No. 1 (Fall 1972), 113; Straumann,
p. 113. For attention to the specific Dublin background of Ulysses,
see, for example, R. M. Adams, Surface and Symbol: The Consistency of
James Joyce's'Ulysses' (New York: Oxford University Press, 1967);
Richard Kain, Dublin in the Age of William Butler Yeats and James Joyce
Centers of ClVlllzatlon Serles (Norman: University of Oklahoma Press,

1962) -

X .
6In this connectlon see Dos Passos,\FaCQng the Chalr. Story
of the Americanization® ‘of Two Foreignborn Workmen (Boston: Sacco-

Vanzetti Defense Committee, 1927) |

h'{Howe, p. 29.,
48 . . s . . \
For varied considerations of specific manifestations of *the
heightened form-subject matter fusion in each of the three novels, see,
for example, Beach, pp. 408-410, 4ll; Geoffrey Exrlich, "Der kaleido-
skopische Stil von Ddblins Berlin Alexanderplat Monatshefte fir
Deutschen Unterricht, 26, No. 8 (Dec. 193h4), 253, Walcutt, p. 283;

Hilse, p. 583 A. Walton thz, The Art of James Joyce: Method and Design

.in "Ulysses" and ‘"Finnegans Wake" (New York: Oxford University Press,

1964k ), pp. Lu-52.



149F‘or the earliest evidencg, of Joyce's emphatic recognitian

of style as ‘the expression of subject matter, see his 1903 praise for
the rurrative and stylistic effects of Marcelle Tinayre's The House of
Sln in Joyce, "A French Rellglous Novel," in Critical Writings, p. 122.
His own attention to the change that occur§ in Ulysses can be found 1n
Letters, I, 149. 1In this connection see also A. Walton thz, "Ithaca,'
in Clive Hart and David Hayman, eds., James Joyce's "Ulysses Critical
Essays (Rerkeley: University of Callfornla Press, 197L4), p. 38@.

5O'I‘his assessment of a present tense aspect in Ulysses by
Levin, p. 87, is equally applicable to Manhattan Transfer and Alexander-

platz.

o1 Montage is applleé to the dlverse narrative elements in
Alexanderplatz by Erich Hiikse, "Alfred D&blin. Berlin Alexanderplatz,"
in M8glichkeiten des modernen- deutschen Romans, ed. Rolf Geissler
(Frankfurt am Main: Diesterweg, 1962), pp. 59-60; Lide, pp. 235- 2&&,
draws on both painting and film for his "montage of. Juxtaposition"
and "montage ‘of foreign material” in Alexanderplatz; Kaemmerling, pp.
191-196, relies on certain features of montage as developed by Pudovkin
an "-enstein for listing distinctive features of DSblin's cinematic
W . style; Astre, I, 168-171, sees parallels for Griffith's cross-
cu ig and thematic montage in Manhattan Transfer; Lowry, "The Lively
," 1635-1636, exploits Eisenstein's genéral interpretation of' montage
in hlS discussion of Maphattan Transfer; Levin, p. 88, appears to equate
montage in Ulysses with the editing procedures of Western film; posing
an eclectic .general definiticn of montage as a series of narrative
Juxtapositions from different points of view to generate ideas and
densations in the reader and to create comic, ironic, and symbolic
relationships, Barrow's doctoral dissertation adapts film structure
as a way of simultaneously engaging in synthesis and analysis while

readlng Ulysses. R

52 The fact that the obsessions with female undérgarments were
those of Bloom's creator does n%t, of course, diminish ‘the effects of
such transposed fetishes in the text itself. Biographical data can
be found in Ellmann, James Joyce, p. L52; Joyce, Letters, II, 271;

"Selected Letters of James Joyce, ed. Rlchara Ellmann (New York: Viking
Press, 1975), pp. 185, 190. ‘
53

Thering, "'DESblin's Heimkehr," 280.

. ShFor discussion of the production of Fahnen,.see C. D. Innes,
Erwin Piscator's Political Theatre: The Development of Modern et
Drame (Tondon: -Cambridge University Press, 1972), pp. 102, 320.

55George Knox, "Dos Passos and Painting," Texas Sgndles in
Literature and Language, 6 (1964), rpt. -in Belkind, p. 2&8,goes so
~ far as to suggest that the "jagged rhythms and agitated lines" of
"Manhattan Transfer's prose as a whole are similar to the effects of
Grosz's line dnrawings. Knox furthe: Lugge-'s that such prose may
draw some impetus from Dos Passos' early =cquaintance with Grosz's
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work during World War I (p. 247).

S6See, for example, Dos Passos' illustrations accompanying .
Orieat Express and Panama, the volume of: translations from Cendrars.
A few early sketches and two of his water “olor set\ proposals 'for the
New Tlaywrights, for whom Dos Passos designed Constructivist sets,
are poorly reproduced in The Fourteenth Chronicle. Generally tending
toward Expressionism in their use of color and Primitivism in style,
Dos Passos' watercolors were exhibited on seVCra1§;ccasions in New

o

York and Washington, D.C. galleries. No study ha3 yet examined the
relationship between his own painting and his writing.

57Some of these considerations must be brought to bear, for
example, on Astre's and Lowry's treatment of film's relationship to
Manhattan Transfer. Both show some ambiguity in the disc:ssion of
what must necessarily be considered analogues of film -echnique rather
than its direct approximations. See Astre, I, 166-172; Lowry, "The
Lively Art," 1630-1633.

58I have deliberately not resorted here to the "montage"” that
igs often overused in literary discussions. Pronounced dlfferences
between Western and Revolutionary Soviet approaches to film exist,
and their existence necessitates greater precision in the use of the
term. Moreover, distinctions that further refine the Russian terminology--
as developed by Kuleshov, Elsensteln Pudovkln, and Timoshenko-must
also be taken into account when montage is employed. In such a
cursory treatment of the analogies between film and literature as this
mist necessarily be, it seems preferable to substitute more precise
and 51multaneous1y less technical equlvalents for the purpose of avoiding
ambiguity.

’ P5ee Mitchell, "Joyce and DSblin," 179; Jiirgen Stenzel, "Mit
Kleister und Schere. Zur Haendschrift von Berlin Alexanderplatz," Text
und Kritik, No. 13/14 (June 1966), u4l-Ukh; Dos Passos, "Contemporary
Chronicles,”" 27. o

, 60See Ellmann, James Joyce, pp. 123-426, 473; Budgen, p. 183;
Richard M. Kain, ed., "An Interview with Carola Giedion-Welcker and
Maria Jolas," James Joyce Quarterly, 11, No. 2 (Winter 19Th), 121.

61

See M, J. c. Hodgart, "Aeolus,” in Hart and Hayman, p. 129.

! 2F‘or expansion of these illuminating proposals, see Francis
Phelan, "A Source for the Headlines of 'Aeolus'?," James Joxce
Quarterly, 9, No. 1 (Fall 1971), 146-151.

633ee Stuart Gilbert, James Joyce's'Ulysses'. A Study (1930
rpt. Harmondsworth: Penguln 1969), pp. 172-176.

6hJoyce's schema of Ulysses is reproduced in Gilpért, p. 38,
Kenner, Dublin's Joyce, pp. 226-227, and numerous oth r critical
treatments of the novel. A comparison and briefi history of the
slightly different versions Joyce provided Carlo Linati and Valéry
Larbaud can be found in Ellmann, Ulysses on the Liffey, pp. 187-188:




®5see Elimann, James Joyce, pp. 310, 311-313, 321.

66Ibid., p. 666. ‘ o

L. 67Frltz Senn, Nau31caa,' in Hart and Hayman, p. 309; Hayman,
Mechanics of Mean1_g) ppP. 15- 16 ’ :
6
é? 8Kenner Dublln s Joyce, p. 19
69For a hlstory Of the affair see ‘Ellmann, James Joyce, pp. h39-
hhl bsk-Ls5s5, Ls8- h61 : .
7 "

in Alexanderplatz,

- Muschg, ed., "Nachwort des Herausgebers,
p. 526. e
TlRega:rding B&nkelsang itself and its relationship to Alexarder-
platz, see Muschg, "Nachwort," in Alexanderplatz, p. 519; Schdne, p.
297; .Hilse, p. 58; Theodore Zlolkowski, Dimensions of the Modern Novel.
German Texts and European Contexts (Princeton: Princeton University
Press, 1969), p. 290. More detailed treatment of the relationship, is
furnlshed by Lide; pp. 162-169; Drago Grah, "Bankelséngerlsche Elemente
in D&blins Berlin Alexanderplgtz " Acta’ Nethllologlca 5 (1972), 45-

59.

1

TzKaemmerling, P 197, suggests a filmscript as well,

73Ca.leuda.rs and mystery, plays_are,added to these folk tradition
likenesses by Muschgs "Nachwort," in Alexanderplatz, ﬁbp- 519, 526.

‘? . YhJorls Duytschaever "Eine Hebgelsatlre in Dobllns ‘Berlin
Alexanderplatz," Etudes Germaniques,; 2k, No. b4 (Oct,/Dec. 1963),
536-5L3; Ziolkowski, pp. 128-129.

75The Allen Street reference, like all the other street and
neighborhood references in Manhattan Transfer, is non-fictitious. For
this reason a printers' error suggests itself in'the.substitution of
"Riverton" for the well-known Rivington Street running perpendicular
to Pelancey on Manhattan's Lover East Side.

7§See, for’ example, Goldberg, p. 97; Sultan, PP. 106 10Ty

Leslie Fiedler, 'Bloom on Joyce; Or, Jokey for Jacob," Journal of Modern
Literature, 1, No. 1 (1970), 2bk; Morton P. Levitt, " A Hero for Our
Time: Leopold Bloom and the Myth of Ulysses," James' Joyce Quarterly,
10, N&. 1 (Fall 1972), 1u3 Steinberg, pp. 217-218; Levin, p. TL.

77See Arnold Kettle, An Introduction to the English Novel.
Defoe to the Present, rev. ed. (1951; rpt. New York: Harper & Row,
1968), pp. 315- 316 Stelnberg, pp. 217-218; Senn, "Book of Many Turns
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yii1ian York Tindall, James Joyce: His Way of Interpreting
the Modern Woglg_(ﬂew York: Charles Scribner's Sons, 1950), p. 102.
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“For =1 untraditional approach to the Blooms' intimate 1ife
that interprets the abstinence from "complete" sexual intercourse as
Booom's non serviam to fertility, see Adaline Glasﬁpen, "Calypso," in
Hart and Haygan, Pp. "1-60. )

381

8OSee Louis Gillet, Claybook for James Joyce (New York: Abelar i-

Schuman, 1958), p. 111, quoted in Steinberg, p. 227.
: . v

'81The argument used here is developed in detail by Vivienge
Koch, "An Approach to the Homeric Content of Joyce's Ulysses,"
Maryland Quarterly, 1 (19hk), 123-125. An interesting complement to
Koch, who also considers Stephen's ambivalence toward sonship, 1is
provided by Steinberg's content analysis, pp. 233-236. It demonstrates
that 'Stephen is not looking or a father but for himself,

v ,
82See, for example, Leon Edel, The Modern Psychological Novel °
(1955; rpt. New York: Grosser & Dunlop, 196k4), p. 177; Levin, pp.
113-135; Beach, Twentieth Céntury Novel, pp. LO4-LOT.
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. 83For a curious "racial" interpretapion of Bloom's fatalism,
see Budgen, pp. 145-146, '

1

Lo ' : . . ,
This important aspect of Alexanderplatz and 1its interpretation :

of German sz io-politiral realities have received attention from James
H. Reid, "Be=lin  ~yw- ievplatz. A Political Novel," German Life and

 Letters, N§ oI, flo. 5 Arris 1068), 214-223.

8SIbia., 219.

—
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6 . . . .
For consideration of the more "closed" conclusion of an earli
er

draft version which had a bright and sharp-eyed, reflective and aware
Franz employed as a newsdealer on the Alex, see Beckeyr, pp. T6-78;
Kreutzer, pp. 122-123; Hans-Peter Bayerddrfer, '"Der Wissend® und die
Gewalt. Alfred D&blins Theorie des epischen Werkes. und der Schluss von
Berlin Alexanderplatz," in Prangel, Materialien, p. 153.: :

7See Howe, p. 3k,
88 . .
See Links, pp. 91-92; Hiilse, p. T76.

9For commentary on the stimulus-response composition of ‘Dos
Passos' characters, see Astre, I, 173-1Th; Joseph Warren Beach, °
American Fiction: 1920-1940 (New York: Macmillan, 1941), p. L4. Dos
Passos himself applied a "behaviorist" designation to his method of
characterization. In his usage, however, "behaviorism" described a
method of generating & character's insides by external description.
Dos Passos considered it a centirieg-old method. See Fourteenth
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90Anders, p. h23,

91The single detailed study of Die Fhe to date is furnish Yy
Ernst Ribbat, "Ein Lehrstiick ohne Lehre. Alfred D&blins Szenenreih%3/
~ Die Ehe," Zeitschrift fur deutsche Philologie, 91 No. 4 (Dec. 1972),
540-557. I am largely in agreement here with its particular analysis.
of the play's problematic aspects and summarize Ribbat's argument in
my discussion. ’

92fbid., 555—5%6. Ribbat, 553, also.distinguishes between
'Die Ehe and Breght's dialectical theatre.

c»93Compare Klatz, pp. 342 et passim and Walcutt, p. 281.
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of the work as a "negative bourgeois novel," see Anders, pp. L25-426.
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and with neither. harmony nor. srlidarity are expressed, for example,
by Ernst Nef, "Die Zuf#lle der 'Geschichte . om Franz Biberkopf'," .
Wirkendes Wort, 18, No. L (July Ang. 1968), 758; Anders, p. L23;
e attempt to explain tae dual s» in A’ xarderplatz and two of D&blin's
. .her novels as the dialectic between ‘elig.ous and soeialist-activist
views of man is offered by Mark Goldbe =, "The Individual and Society
-1 the Novels of Alfred D&blin," Diss. New York 1969. :

96Joyce to Carlo Linati, 21 September 1920, quoted in Ellmann,
James Joyce, p. 535. -

97For one Of the most recent and .thorough explorations of the
numerous Homeric sources for Ulysses, see Gene Arnold Rister, "The
Odyssean Backgrounds of Ulysses. Joyce's Source and His Developmentg
of the Homeric Motif," Diss. Wisconsin 1972. ' :
~98A concise summary of the main tendencies in Joyce criticism
on the subject can be found in Levitt, 133-13L.

99For.the single study dealing in length and detail with the
use of biblical material in Alexanderplatz, see Eugene Patrick Finnegan,
S.J., "Biblical Themes in the Novels of Alfred D&blin," Diss. North-
western 1967, pp. 65-137. In Dos Passos scholarship only Georges-
Albert Astre's work (I, 151-155 et passim) focuses on the broader
implications of biblical ;symbSls and themes. Seeing no symbolic

pattern in-Mgnhattan Transfer, Leon Titche (127-128) mentions only that
"Berlin is edquated with the 'Hure Babylon' . . .., and Manhattan with
Ninevah." McLean (106-107) limits his comparison of past-present
analogies in Alexanderplatz and Ulysses to the biblical counterpoint

for Franz's situation and the Elijah-Christ characterizations of Bloom.

© >lOOKimon Friar, trans., "Introduction," in Nikos Kazantzakis,
The Odyssey. A Modern Sequel (New York: Simon and Schuster, 1958),
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lOlSee Budgen, pp. 1:9-171; Ellmann, James Joyce, pp. 397, noo-|

L2y, h

1
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2Kenner, Dublin's Joyce, pp. 181-182.

n
1Q3Detailed consideration of the network of urban symbols can
be found in Gelfant, pp. 151-159. ’
lphAstre, I, 152-153; E. D. Lowry, "Manhattan Transfer: Dos
Passos' Wasteland," Mo University Review, 30, No. 1 (Oct. 1963), u7-
52. o :

lOSFor & somewhat different interpretive view attri uting
quasi-metaphysical significance to Manhattan Transfer's use of the
Old Testament, see Astre, I, 151-155.

o 106Comparison of Alexanderplatz with its English-language
iranslation reveals significant differences in parallel, portions of
the text. 1In a number of cases Jolas hgs/incorporated the equiyalents
‘rom the King James. version of the Bible without attempting to modify
the verses in any approximation of D&blin's original.. Book VI's
interpolation from Revelation, for example, (Jolas, p. 322) is pure
King James; in the same book, part of Jeremiah 9:10 included in the
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33, see Weyembergh-Broussart, pp. 93-118, 181-212.
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CHAPTER VI

lSuch limitations are even more evident in the trilogy which
followed Manhattan Transfer. The U.S.A. presented by Dos®Passos seems
divorced from the inherited tradition given attention as early as 1T7L8,
In its reflections on black slavery, Montesquieu's De l'esprit des lois
("Livre quinziéme") already perceived that the New World was created

dependent on the*importation of enslaved black Africans for the purpose
of cultivating its land. See Charles Louis de Secondat gde Montesquieu,

De 1'esprit des lois, ed. J. Ehrard, Les Classiques du Peuple (Paris:
Editions Sociales, 1969), p. 159.

2Saul Bellow, Lecture at Franklin "and Marshall College, quoted
in Levitt, 143, '

3Levitt, 1h1.
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’Guillermo Cabrera Infante, "Guillermo «Cabrera Infante, London
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