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PUBLISHER'S NOTE

T HE earlier history of theuessays included in this volume, in Ger-
man and in English, has been as follows:

"Goethe's Faust" was delivered in English as a public lecture at
Princeton University on two evenings in 1938. The English ver-
sion is here first published. The German text appeared in 1939 in
Mass und Wert.

"Goethe's Career as a Man of Letters" ("Goethes Laufbahn als
Shriftsteller) was delivered as an address in the Stadthalle at
Weimar on March 21, 1932, and was subsequently published in the
volume of essays entitled Leiden und Grosse der Meister (Berlin:
S. Fischer Verlag; 1935). It was delivered in somewhat abridged
form, in English, as alecture at the New School for Social Research
in New York City on April 22, 1937, and published in English
translation by Rita Matthias-Reil (New York: Alfred A. Knopf;
1937) in Freud, Goethe, Wagner.

"Goethe as Representative of the Bourgeois Age" was first de-
livered as a lecture at the Berlin Academy of Artsin 1932 on the
occasion of the hundredth anniversary of Goethe's death, and sub-
sequently published as a pamphlet as Goethe als Reprdsentant des
biirgerlichen Zeitalters (Berlin: S. Fischer Verlag; 1932). Later
the original text was given as an address at Yale University, and
published, in an English translation by Professor Hermann Wei -
gand, in the Summer 1932 issue of the Yale Review under the title
"Goethe."

"Goethe and Tolstoy" ("Goethe und Tolstoi") was first pub-
lished in Bemuhungen (Berlin: S. Fischer Verlag; 1922), and in the
present English translation in Three Essays (New York: Alfred A.
Knopf; 1929. London: Martin Seeker; 1932).

"Anna Karenina" was written as a preface to the edition of the
novel published by Random House, New Y ork, 1939, in which it
appeared in atranslation by Mrs. M. H. Welsh. It was published
in German in the same year in Mass und Wert.
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"Lessing" is a speech delivered at the Lessing celebration of the
Prussian Academy of Art, Berlin, January 22, 1929. It was pub-
lished in German in Die Forderung des Tages (Berlin: S. Fischer
Verlag; 1930) and in English translation in Past Masters and Other
Papers (London: Martin Seeker & Warburg; .1933. New Y ork:
Alfred A. Knopf; 1933).

"Kleist's Amphitryon" was written in 1926 and first published
in the same year in the Neue Rundschau. It was later included in
the volume Die Forderung des Tages (Berlin: S. Fischer Verlag;
1930).

"Chamisso" (1911) was first published in the volume Rede und
Antwort (Berlin: S. Fischer Verlag; 1922).

"Platen” (1930) was written as a lecture for a meeting of the
Platen Society at Platen's birthplace, Ansbach in Franconia, and
was published in the Neue Rundschau in 1930.

"Theodor Storm™" (1930) was written as a preface to a German
edition of Storm's collected works.

"The Old Fontane” (1910) was first published in the weekly
Die Zukunft, founded and edited by Maximilian Harden.

"Sufferings and Greatness of Richard Wagner" was written for
the fiftieth anniversary of Wagner's death, and was delivered as an
address at the University of Munich, February 10, 1933, and later
in the same year in Amsterdam, Brussels, and Paris. As "Leiden
und Grosse Richard Wagners' it was published in the April 1933
number of Neue Rundschau; it was included in the volume Leiden
und Grosse der Meister (Berlin: S. Fischer Verlag; 1935), and, in
English translation, in Past Masters and Other Papers (London:
Martin Seeker & Warburg; 1933. New York: Alfred A. Knopf;
1933), and Freud, Goethe, Wagiier (New York: Alfred A. Knopf;
1937). In somewhat abridged form it was delivered as a lecture,
in German, at the New School for Social Research, New Y ork
City, April 19, 1937.

"Richard Wagner and the Ring" (1937) was given as a lecture
at the University of Zurich on the occasion of a performance of
the entire Ring des Nibelungs cycle at the Zurich Stadttheater.

"Schopenhauer” (1938) was written as an introduction to Liv-
ing Thoughts of Schopenhauer, in the "Living Thoughts Library,"
originally published by Longmans, Green & Company, New Y ork,
1939.

"Freud and the Future," delivered at a celebration in honour of
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the eightieth birthday of Freud, in Vienna, on May 8, 1936, was
published separately as Freud und die Zukunft (Vienna: Bermann-
Fischer Verlag; 1936). It was delivered in somewhat abridged
form, in German, as a lecture at the New School for Socia Re-
searchinNew York City on April 19, 1937, and published in Eng-
lish translation in Freud, Goethe, Wagner (New York: Alfred A.
Knopf; 1937).

"Voyage with Don Quixote" ("Meerfahrt mit Don Quixote")
was written immediately after the Manns' return from their first
trip to America, in June 1934, and was first published in the sum-
mer of 1934 in Neue Zilrcher Zeitung. Later it was included in
the volume Leiden und Grosse der Meister (Berlin: S. Fischer
Verlag; 1935).






TRANSLATOR'S NOTE

THE TREATMENT of the verse and poetry quoted in this
volume must seem to the reader somewhat capricious;
a word of explanation may be in place. Some of the
essays here presented have already appeared with the
German quotations and an English version of them
side by side in the text. This plan has been followed as
far as possible in the remaining essays, but in a few
casss it has seemed better to give the original German
in the text and a literal English version in an appendix.
This is notably true, though for not quite the same
reasons, of the verse quoted in the essays on August
von Platen and Theodor Storm. In Storm's case the sim-
ple, highly evocative charm does not — so to speak —
stand export well. Like certain fine wines its aroma
evaporates. On the other hand the inclusion of the orig-
inals enables the reader of the verses with very little
German to evoke their peculiar music by reading them
aloud; the prose version at the back will give him their
content. As for Platen, it seemed forced to embark
upon atechnical imitation of a technical imitation; so
the same plan was followed aswith Storm.
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ESSAYS OF THREE DECADES






GOETHE'SFAUST
1938

[Delivered in English as a public lecture at Princeton
University in 1938]

IN the notes and drafts for his autobiography, Dichtung und Wabr-
heit, Goethe recalls to mind a "secret archive of strange produc-
tions" which he had begun to accumulate when he was twenty-
five years old. It was the period in his life when he was thinking
of breaking his engagement with Lili Schonemann; the time of his
first acquaintance with Baron Stolberg, who would later be the
means of his going to Weimar; the time of his first journey to
Switzerland.

We need not be surprised by the mention of this archive—
which was, in fact, nothing more than a bundle of various scrib-
blings. Goethe had a tendency to make mysteries; and one of his
traits, on the personal as well as the artist side of his character, was
a cautious reserve on the subject of his creative activities. It had
more than one ground. In the first place, he held on principle that
awriter should talk to no one about what he purposed to write;
this because the confidant would quite likely not grasp his idea,
and would be prone to discourage it. The artist himself, and only
he, knew the charms of the material and the effects he could pro-
duce with it. —In the second place, Goethe's conception of art
and of the intellectual life in general was somewhat esoteric in its
nature. It was a conception that became only more rigid and ex-
plicit with the years; and it led him, shrewdly enough, to make a
clear distinction between the social and the intellectual sphere.
All lofty themes, even to the loftiest, even truth and absolute sin-
cerity, were, he held, for the very few. The average man must be
spared the knowledge of them. The conviction sprang less from
aristocratic feeling than from benevolence. He reasoned some-
thing like this: if art could always be perfectly sincere it would
be a great good fortune for the artist; he could speak regardiess
and give free vent to the boldness innate in his creative gift. But
he had to keep in mind that his works would fall into the hands
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of a very mixed audience; he must take care lest by lack of re-
straint he confuse the minds of what Goethe called "the majority
of good men." The phrase was characteristic.

We should do wrong to read into such utterances any spirit of
temporizing or any attitude of "the middle of the road.' To tem-
porize suggests slyness, whereas what we have here is a deep and
radical benevolence. It is the expression of a complex humanity:
daemonic yet urbane, positive yet polite, informed both by genius
and by a sense of propriety, and on the whole a vastly pleasing,
broad-minded, and unique combination. No one could feel less
pleasure than Goethe in giving offence — to any human being, and
how much less to his own countrymen! He said that a superior
man made enough enemies even when he kept still, for how should
they not hate you,

denen das Wesen, das du hist
Im Grunde ein ewiger Vorwurf ist.

to whom the nature that you are
I's the worst reproach by far.

The natural consequence of such an attitude as this was a tend-
ency to be secretive. Even in his old age Goethe had literary "se-
crets." He kept, for instance, what he called a Walpurgissack, con-
taining, among other naive audacities, the poem in rhymed lines
called "TheDiary," amixture of eroticism and moralizing, whose
southern abandon made him judge it unfit for publication in his
lifetime. Then there were various epigrams and diatribes, his pri-
vate revenge upon the follies and vices of the time, in literary,
artistic, political, and religiousfields. If these were ever to be pub-
lished, it could be only after his death. One is reminded of Tol-
stoy's remark to Gorky: "The truth about women | will speak
when | have one leginthe coffin; thenl will quickly pull the other
onein and clap downthelid."

But to return to the secret archive of the young author of Wer-
ther. It contained some strange and daring compositions, ingen-
ious, spirited, and fantastic in their kind, diatribes and "documenta-
tions of inward strife," asit pleased him to call them; and certain
crude performances that could at most be shown to very intimate
and trustworthy friends. All these had common characteristics:
they were partly comic, partly high-flown, partly amixture of the
two, with athread of the all-embracingly human running through
the whole. Matters of the most personal nature were dealt with in
the most lively, free-and-easy way, along with the cosmic and di-
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vine. Among the rest were some longer pieces, fragments of am-
bitious compositionsin epic and dramatic form. They were "Hans
Wursts Hochzeit” ("Hans Wurst's Wedding"), "The Wandering
Jew," and Faust.

And Faust. Strange indeed it isto think of this poem, destined
as it was to become a national, nay, aworld possession; to absorb
into itself the whole content of a long life of successful striving;
and to befinished in the fullness of time by the eighty-year-old
man, finished perforce, because of its own nature it might have
gone on forever: to think of it, asit werein its cocoon, in a paste-
board cover, tied round with a string, and lying among other
chrysalises to which no such happy metamorphosis was to be
vouchsafed. No, they would remain in the chrysalis stage, and
only as curiosities occupy the after-attention of alearned world,
whiletheir luckier fellow would enjoy the fabulous popularity of
Don Quixote and the Divina Commedia. And yet these intellec-
tual stepchildren of fortune were welcomed at birth by Goethe
with quite as much ambitious and extravagant enthusiasm as their
famous fellow occupant of the pasteboard cover. The first frag-
ment of "The Wandering Jew," the first rags and tags of him, as
theirreverent young author callsit, begins with the lines:

Um Mitternacht tvohl fang ich an.
Soring aus dem Bette ivie ein Toller:
Nie war mein Busen seelenvoller,
Zu singen den gereisten Mann.

| first begin at dead of night,

Leap like a madman out of bed,
Never so thrilled my heart and head
To sing of that much-travelled wight.

That much-travelled wight was of course the cobbler of Jerusa-
lem, whose story the young would-be singer of it had read in the
chapbooks. He had rebuffed — albeit not too ill-naturedly —the
Saviour as He staggered under the weight of the Cross; and for that
he was condemned to wander through the ages. Goethe thought
to treat the legend epically and "to deal, by means of this connect-
ingthread, with the salient points of church and religioushistory."
Certainly quite a big enough idea to make a man jump out of
bed at midnight! The vast material offered infinite possibilities of
imagery and symbolism; while aside from that, it gave scope for
the treatment of areligious problem which, more than any other,
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lay at that moment close to our poet's heart. | mean the problem
of original sin: the theological and more than theological contro-
versy as to whether the human heart is given over to utter and
hopeless corruption and must address itself to grace as its only
means of salvation; or whether, as the Pelagian sect would have
it, so much virtue still abidesin man that by good deeds and hon-
est effort he can at least labour forwards towards grace, if not
finally make it dispensable. Young Goethe, in fact, inclined to
this second view, so much more honourable to human kind and
particularly to himself. The late-written lines (Faust, Part 11,
Scene vi):

Wer immer strebend sich bemiiht,
Den konnen wir erlosen.

The man who labours, strives, and seeks
Will ever find salvation,

embody the same idea which, much earlier, he put into the mouth
of the Lord God Himself (Part I, Prologue in Heaven):

Ein guter Mensch in seinem dunklen Drange
Ist sich des rechten Weges ivohl beimtsst.

The good man, howsoever dark his striving,
I's ever mindful of the better way.

It takes some boldness, some confidence in one's own relation to
the everlasting goodness, to put God into a play and utter one's
views through His mouth! And not only in Faust but in the Wan-
dering Jew fragment Goethe makes God appear in person and con-
verse with the Son in the starry fields of heaven. An ingenuous
humour heightens and gives point to the piece on its earthly side
—in short, the whole thing has about it something distinctly Faus-
tian; it leaves no doubt that the same brain conceived both poems.
But a man writes only one Faust. In his autobiography the poet
says that he lacked time and composure to make the necessary
studies for the treatment he had designed. The "Wandering Jew"
remained a few disconnected segments of verse.

Lack of time and composure can scarcely have been the grounds
on which Goethe abandoned the second fragment in the archive,
the farce called "Hans Wurst's Wedding." Certainly no great
study was needed for this singular extravaganza. It was based on
the model of the old German puppet-play; and if it aso did not
get beyond its beginnings, we must assume that its crude though
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popular attractions did not hold the poet long enough to compel
him to carry it through. "A crazy piece of business': that was
how Goethe later referred to it; and we may recall that the crea-
tor of Helena used the same words or something very near them
to describe the first part of the Faust tragedy, to which they are
certainly far less applicable. For the farce is, truly, a crazy piece
of business, an enterprise risky in the extreme, and like "The Wan-
dering Jew" containing passages only fit for private circulation.
Who is Hans Wurst? He is, of course, the Jack Pudding of the
old German comedy. But who is he here? The fragment contains
allusionswhich justify the question; or rather they actually answer
it. Ostensibly, Hans Wurst is a well-to-do orphaned peasant lad.
Having attained his majority, he straightway decides to marry
thedamsel Ursel Blandine. Hisguardian, Kilian Brustfleck, is satis-
fiedwiththematch; soisthegirl'smother, aso called Ursel. There
is no obstacle out of which a plot might grow, save that the prep-
arations and arrangements for the wedding laughably linger out
the suspense of the young couple, who are all on fire to possess
each other. The actual dramatic motive is thus simply the bride-
groom's impatience, which he expresses in round, unvarnished
terms. Again, who is Hans Wurst? He calls himself "ayouth from
Sdz to Petersburg renowned, of parts so grand, what sort of bride
should he demand?" In short, this Hans Wurst talks as though
he were the author of Werther, and incensed because society is
troubling itself about the kind of bride he may worthily espouse.
Hisguardian tellshim: "Theworld hangs on thy lips; then be not
coarse, as genius often is!" It is news to us that the stout Hans
Wurst of the county fair was ever a genius. But in the farce he is,
and he takes up an attitude both refractory and indecorous in the
extreme. He will hear nothing of the preparations for the celebra-
tion of the nuptials; nor of the guests, among whom are "all the
great names of the German world." No, what he wants is just to
be off with his Ursel to the hayloft. But what sort of "great names"
are these? They are simply a list of the vulgarest folk-epithets in
the language, with which Goethe displays an astonishing, well-
nigh exhaustive conversance. | will not attempt to translate these
for you. The list includes not only such common terms as V etter
Schuft, Herr Schurk, and Hans Hasenfuss, but other such gems
as Schnuckfozgen, Peter Sauschwanz, Scheismaz, Schweinpelz,
Lauszippel, Rotzloffel, Jungfer Rabenas, Herren Hosenscheiser
and Heularsch — and so on and on, in endless number. Such is the
society that admires Hans Wurst's genius and expects so much
of him. He loses very much, they tell him, by his coarseness. "To
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how much greatness thou wast born, to how much more thou yet
shalt come!" And they warn him to behave with alittle ordinary
decency, because the world will stand no light improper word,
though caring no whit when one in private does the basest things.
But Hans Wurst has no ears for the advice, whatever fine things
the world expects of him. "I do not care, just let me go my way."
In short, this singular production is governed by a sort of farcical
titanism, which is only another and loutish phase and expression
of the endless dissatisfaction that feeds the genius of the Faust.

| have given you a brief account of these almost unknown lit-
erary curiosities, in order to display their family likeness with the
poetic composition so highly favoured by fate, which grew up
between them, in the same soil and possessing originally the same
traits. They share the same origin, that of the chapbook and the
puppet-play; they have the same fundamental quality, a sort of
folk-simplicity which, historically speaking, wasaliterary fashion
of the day, though at the same time it was profoundly and person-
ally characteristic of our young author. There are qualities which,
in the lower stages of their development, do not betray that with
increased power they will mount to greatness, to genius. Sim-
plicity (Treuherzigkeit) —that is elevated to greatness: that may
be the best definition we shall find for Goethe's peculiar great-
ness. No wonder that he early knew how to spesk its language
with more conviction and melody than his contemporaries! In
the earliest version of Faust occur the lines:

Dock iverdet ihr nie Herz zu Herzen schaffen
Wenn es euch nicht von Herzen geht. .
Was Vortragf Das ist gut furs Puppenspiel.
Mein Herr Magister, hab er Kraft!

Sey er kein Schellenlauter Thor!

Und Freundschaft, Liebe, Briiderschafft,
Tragt die sich nicht von selber vor?

Und wemfs euch Ernst ist, was zu sagen,

Isfs nothigy Worten nachzujagen?

But you will never reach the people's hearts
Unless you spesk to them straight from your own.
Diction! That's rubbish, fit for puppet-plays.

My good Magister, force is what we need!

Don't be a cymbal-tinkling ad

Won't friendship, love, and brotherhood
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Express themselves without a rhetoric dass?
And when you've something real to say,
Do you have to hunt for words all day?

That was spoken straight from the heart, to a whole breed of
young poets. "Having early and repeatedly addressed ourselves to
nature,” says Goethe, "we would thus let naught avail save truth
and sincerity of feeling and the swift, stark expression of the
same." It was Hans Sachs, then, who served as the honoured model
for these young folk: his simple mastery, his didactic realism, his
easy rhyme. Goethe was never untrue to that love and allegiance.
A part of his nature was in permanent contact with the Nurem-
berger's spirit and form — not the classic-minded, European part,
but all that was solidly German, protestant and of the people.
The Proverbs in rhyme still bear withess to it. Its infectious ca-
dence dwelt in the blood and bones of the twenty-five-year-old
Goethe, betraying itself in many an almost childishly close resem-
blance in the pages of Faust and the two contemporaneous poems.
Take for instance Frau Marthe's little soliloquy: "Gott verzeih's
meinem lieben Mann — Er hat an mir nicht ivohlgethan!" (" God
forgive my husband dear — he did not well by me, | fear") and
compareitwiththewords of the "Pewrin" (peasant woman) in the
"Fahrendt Schiller im Paradeiss® by Hans Sachs. "Ach, we man-
chen seuffzer ich senk, Wenn ich vergangener Zeit gedenk, da
noch lebet mein erster Mann, den ich je lenger lieb getvann"
("Many asigh | dolet fall, When the past | do recall, Ere my first
man passed away, That more | loved every day").

But the stylistic criticsin my audiencewill enjoy even more an-
other soliloquy: that spoken by Kilian Brustfleck as prelude to
"Hans Wurst's Wedding." It begins:

Hah ich endlich mit vielem Fleiss,

Manchem moralisch-politischen  Schiveiss,
Meinen Mundel Hans Wurst erzogen —

Now at last by toil and fret,
Moral-political trouble and sweat,
I've made my Hans Wurst into aman —

that isthe beginning of Faust:

Habe nun ach die Philosophey,
Medizin und Juristerey,

Und leider auch die Theologie
Durchaus studiert mit heisser Muh —
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Ah, | have studied philosophy,
Medicine, jurisprudence too,

And for my sins theology,

Over and over, through and through —

How strange, to hear the early-abandoned piece of horseplay be-
ginning in the well-remembered accents of the world-renowned
poem! In "The Wandering Jew" are the lines:

Es waren die den Vater ouch gekannt —
Wo sind denn die? "Eh man sie hat verbrannt”

And some there were that did my father know —
Where are they al? "They burnt them long ago.”

Those who know their Faust think at once of:

Die ivenigen, die was davon erkannt,

Die thoricht gnug ihr voiles Herz nicht ivahrten,
Dem Pobel ihr Gefiihl, ihr Schauen offenbarten,
Hat man von je gekreuzigt und verbrannt

The few who knew, and did not hold their peace,
But to the crowd their thoughts and feelings cried,
These ever have been burnt and crucified.

The first sounds like a practice effort for the second. Or take
these lines from "The Wandering Jew":

Genug, er war ein Original,
Und aus Originalitat
Er anderen Narren gleichen tat.

Enough, that he was an original —
And being one,
Did just as other fools have done.

The epigram might well come from Faust. And in passing, it dis-
plays the independence and satirical spirit of the young writer.
His Gotz and Werther had placed him in the forefront of the
"genius movement"; and here he makes as much fun of the boasted
originality of the school as, in the figure of Wagner, he makesfun
of the Enlightenment.

I might give many more examples of verbal affinities. But of
course the higher destiny of the Faust, as against his less favoured
companions in the archive, reveas itself most of all in its language.
What remained pen trials and practice work in the other two frag-
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ments experienced in the Faust amarvellousclarification, evolution,
and fulfilment, which made of it, when at last it saw the light, as
a whole in two parts, the greatest and most many-sided piece of
writing in the German language. The verse is often dependent,
like doggerel, ontherhythm; oftenit movesin more evenrhythms,
iambics, of various lengths, three to six feet, with varying rhyme.
It is unforced but telling, easy yet elegant, witty and sensitive;
it is indescribably happy, fluid, clear; it shgpes itself easily on
the lips. To hear it is to recall Goethe's own words: "The final
effect of true art is the feeling of charm.” With its melodious, lyri-
cal periods, so easily and ardently, so humanly expressive, with
the stamp of finality upon all that it coins — this Faustian verse it-
self played a great part in the vast popularity of the piece wher-
ever the German language was spoken. Before long our German
bourgeoisie knew Faust by heart. Scenes and images stamped
themselves on the imagination of the people — one might almost
say on the imagination of mankind; native and foreign artists were
at once spurred on to illustrate the poem. The text, for German
ears, seems to consist of quotations. | myself once heard, from a
benighted soul in atheatre, the words: "He makes it easy for him-
self; he just strings gquotations together.”

The Faust is a conception dating from Goethe's Strassburg pe-
riod. Under Herder's influence, he had freed himself from the
Anacreontic style, from French influence and the dry, pedantic
spirit of the Enlightenment; he emerged as first and foremost a
lyric poet, singing in accents never before heard the glorious,
youthful "Willkomm und Abschied":

Es schlug mein Herz, geschnjoind zu Pferde,
Und fort, "wild ivie ein Held zur Schlacht!
Der Abend wiegte schon die Erde,

Und an den Bergen king die Nacht.

My heart beat high; to horse, away,
Wild as a hero to the fight!

The eve was cradling earth to deep,
And on the mountains hung the night.

We can hardly realize today the enormous sensation, the mental
exhilaration evoked by these revolutionary rhythms in the breasts
of an audience thirsting for nature and the release of feeling. The
Faust had the like reception when, a little later, about the year
1775, Goethe began gradually to show it to intimate friends.
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Merck wrote to Nicolai: "I am amazed, when | get to see a new
piece of the Faust, to see how the fellow grows in strength, and
accomplishes things that would be sheer impossibility without
his great belief in himself, and the high spirits that go along with
it." That waswell and rightly seen and said. The self-confidence
and the high spirits were natural results of the fame that the Wer-
ther reaped overnight for its author when still so young. But both
were purely artistic reactions. On the human side, the youth's
breast was full of confusion; he was guilty, depressed, weighed
down with self-accusations. There was a festering wound in his
conscience, inflicted by the unforgettable unfaithfulness to Frie-
derike Brion, the Alsatian pastor's daughter; and the Faust is the
product of a boldly burgeoning talent and the knowledge of his
own very bad behaviour.

Weislingen in Gotz von Berlichingen, Clavigo, and Faust are
the three characters through whom Goethe does poetic penance
for hisbetrayal of love. At the same time he uses the dramatic form
to defend himself. Remember the masterly and in their way in-
controvertible speeches in which Carlos convinces Clavigo of the
necessity of deserting Marie Beaumarchais. Clavigo and Carlos are
one and the same person in a division of roles for the purposes of
theplay. Solikewiseare Tasso and Antonio, Faust and M ephistoph-
eles. a dialectic separation into two parts of the poet's person-
ality. And alwaysit isthe same picture: feeling submitsto be dis-
ciplined by ripe understanding, and genius bows to worldly com-
mon sense. On the other hand this sober and worldly sense is
represented as the friend who lovingly protects genius from itself,
for the sake of its ambitions; as the shrewd mentor who takes care
that mere loyalty shall not lead the genius to make a disastrous mar-
riage. It is atilling fact that Friederike's unfaithful lover was first
attracted to the Faust material by the stipulation in the fable that
marriage was forbidden to Faust by his pact with the Devil.
Goethe's mind, searching at once for self-flagellation and self-glo-
rification, seized on this point; he took the superficial motive of
the legend and created out of it the titanism of his "fugitive and
homeless one,” the "hated of God," the "monster without repose
or rest," whose daemonic power can only destroy as it rages to-
wards the abyss.

Se, ihren Frieden musst ich untergraben,
Du, Holle, nnolltest dieses Opfer habenf

Alas, her peace | had to undermine,
Thou, Hell, wouldst have this sacrifice!
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Ecce poetal Goethe was never either a destroyer or hated of
God; that is certainly a pretty strong stylization of his own char-
acter, which his own bad conscience makes him put forward here.
Clavigo represents much more sincerely than Faust Goethe's char-
acter as alover and his own sentence upon it. But indeed the rela-
tion of self-deception to truth is far less opposed in the poet's mind
than in an ordinary human being's. What a poet can give himself,
what he can make of himself, that is his, that is himself; and in the
Homeric "poets ever were liars,” the last word has a different and
stronger sense than it has in common life.

In the sixteenth century, after the coming of the printing-press,
there was a great need for matter to feed the presses and exploit
the popular possibilities of the new invention. Almost any sort of
material would do; and the printer, in order to be able to keep on
turning it out, often became his own author. Thus the oldest
Faust-book, of the year 1587, was probably compiled in Frankfurt
by the printer, Spies. It was a collection of popular legends of the
black art, up to then circulated by word of mouth; they grouped
themselves round the figure of a Dr. Johannes Faustus, a charla-
tan who had lived some fifty years before and now embodied in
the popular fancy the conception of the invoker of evil spirits. His
name, it seems, was Georg Helmstetter, but he assumed the high-
sounding cognomen of Sabellicus, and later, for a definite reason,
the name of Faustus. On the Easter Sunday walk, Goethe makes
Faust discourse to Wagner in brilliant verse, disclosing various
characteristic and probable-sounding things about his anteced-
ents and origins and about his father, the alchemist and quack
physician, that "dunkler Ehrenmann"

I mention this old book because it has a chapter, copied down
by the printer from some source or other, in which Helena appears.
Dr. Faustus summons up the most beautiful woman in the world
before the eyes of his fortunate students; but then he fals in love
with her himself and demands her as bedfellow from the devil who
serves him, whose name is already Mephistopheles. The descrip-
tion of Helena's famous or infamous person is amorous, though
somewhat conventional. It has elements from the Trojan tales of
various literatures; and all the epithets used by Byzantine, medi-
aevd and troubadour poets to characterize the European ideal of
female beauty are lavished with somewhat mechanical enthusiasm
uponit.

The idea of a love-affair between the sixteenth-century charla-
tan and the regal hetaera of classical antiquity is in itself rather
striking. But the combination was not new, its roots strike deep
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down in time. The Faust-Helena combination is one of those preg-
nant inventions which can make a period of two thousand years
seem like a single span of human life. The end of the classic age,
the period of struggle between the classic and the Christian world,
must have had elements of similarity with the age of the Reforma-
tion. Both were times of fanaticism and mental confusion, and in
the earlier as in the later there flourished a host of charlatans, re-
ligious impostors, illusionists and self-delusionists. One of these,
called Simon, came from Samaria and figures in apostolic history
as having scandalously offered money to Peter to buy himself the
gift of the Holy Ghost. This Simonwasin fact altogether ascandal:
he was held in abhorrence by the Fathers of the church because
he founded a heretical sect, the Simonians, and shamelessly gave
himself out asdivine. Also because hetook about with himafemale,
a former prostitute, now acclaimed by her master and his accom-
plices as the second highest godhead in the universe, the female
deity forwhom theworld had been waiting. He called her Helena.

All that was true mythological hocus-pocus. The adventurer
Simon confused the name of Helenawith that of Selene, the moon-
and mother-goddess and paramour, Astarte. It was an intentional
conflation of the erotic and the idea of redemption — today, when
we are entering upon another epoch of legend-building quack-
ery, we can gauge its popular appeal better than could some of our
ancestors who lived in intervening centuries more firmly an-
chored to the rational. Well, then, Simon and his Helenawere one
of those pairs of impostors such as early Christianity knew all too
well. We learn from Suetonius that Simon gave an exhibition of
flying before the Emperor Nero—the first in history —and
crashed. Here, in the flight motif, we have a theme beloved of all
the legends of necromancy and witchcraft. Flying is one of man's
earliest wish-dreams; and since its fullfilment in actuality lay in
the dim future, he transferred it to the realm of magic. The mag-
nificent passage from the Easter Sunday walk, where Faust talks to
Wagner about the joys of flying, bears witness to the inward mar-
riage of the poet with his supernatural material.

Ach, zu des Geistes Flilgel imrd so leicht
Kein korperlicher Flilgel sich gesellen.

Dock ist es jedem eingeborefi,

Dass sein Gefiihl hinauf und vorivarts drdngt,
Wenn iiber uns, im blauen Raum verloren,
Ihr schmetternd Lied die Lerche singt;
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Wenn uber schroffen Fichtenhohen
Der Adler ausgebreitet schwebt,
Und uber Fldchen, uber Seen

Der Kranich nach der Heimat strebt.

Alas, our bodies have no wings to vie

With the swift pinions of the lofty spirit!

And yet 'tis nature to aspire

Upward to heights of our desire,

Whenas above, in the blue ether soaring,

We hear the lark her warbling song outpouring,
Above the rugged fir-clad steep

The outspread eagle floats and sways,

And high above o'er plains and lakes

The crane his swift way homeward takes.

The dream has been fulfilled. As the dreams of men usually are.
Thewhirring plane hasmadeit adisillusioningreality. Flyingisa
neutral, mechanical experience; you read the paper as you soar
godlike in the air. And when the incendiary bombs fall from im-
mense heights upon cities and towns, then we sympathize with
Wagner, the timid pedant, who disclaims any sympathy with
Faust's ideas, saying:

Wie anders tragen wis die Geistesjreuden
Von Buch zu Buck, von Blatt zu Blattf

'Tis otherwise when intellectual pleasures
Bear us from book to book, from page to page!

To return to Simon, the Samaritan: he survived in anovel of the
early Christian age. It was called Recognitiones (Recognitions),
and in it, under the name of Magus, he and his disreputable com-
panion play a thrilling role, performing all the conjuring tricks
(including flying) which have become the permanent stock-in-
trade in the literature of magic and diabolism. However, it says in
this novel that Simon, when he and Helena made their flight, took
the name of Faust.

Fifty generations later it was Georg Helmstatter's turn to prac-
tise humbuggery upon this earth. He came to Basel, and left his
quack visiting-cards upon humanists and theologians. It was the
year 1526, and the old Recognitiones was in a new edition. The
taste of the time is sufficiently revealed by the fact that the anti-
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quated trash became the fashion and went through many impres-
sions. Helmstatter read it and straightway gave himself out as the
successor to Magus, calling himself Magus |l and Faustus Junior
on his visiting-cards. Also, he conformed with the pattern by get-
ting himself a travelling-companion named Helena. Obviously it
was an age of great sympathetic understanding of the myth, even
though the myth had long since become a species of charlatanry.
Helmstatter was not merely the successor of Faustus; there was
something esein play, and that was the principle of identification,
the abrogation of the individual in the type. Helmstatter-Faustus
continued for eleven years to practise his sense-deluding mystery.
Then he died; and fifty years later, in Frankfurt, the popular
Faust-book was compiled in memory of him.

Thus it came about that the name of Helena, the legendary
queen of antiquity, remained bound up with that of the sixteenth-
century witch-doctor. Nor had Goethe, in the beginning, any
other intention than to bring his Helena at once on the stage with
his Faustus. But the autobiographical triumphed temporarily over
the legend. In Frankfurt there had been an early-loved Gretchen,
in Alsace there was a Friederike, basely left; and these two flesh-
and-blood memories put the classic shade so far in the background
that the sweet and sorrowful Gretchen dominates the whole first
part of Faust. Gretchen put Helena in the shade — yet not quite,
and not even altogether in the Faust Erster Tell. Thanks to the
folk-character of Goethe's genius, Faust and Gretchen rank among
the famous lovers of literature. They are as secure a possession of
our imagination as are Romeo and Juliet, Hero and Leander, Pe-
trarch and Laura, Paolo and Francesca, Abelard and Heloise —
or Goethe's own Werther and Lotte. But in Goethe's masterpiece
the pair of lovers has an interchangeable female half. Faust-Gret-
chen, Faust-Helena— there is an extraordinary combination in-
deed! Not aone because the magnificent Helena episode in the
second part is, initshighly developed, highly literary way, asfull
of genius as are the priceless Gretchen scenes in the first part. No;
| mean that in the first part itself there are dreamlike transferences.
In the scene in the witcnes' kitchen, written in Rome, Faust, before
he drinks the magic draught, beholds in the magic mirror Woman
in all the splendour of her supreme loveliness, and enraptured sees
in that recumbent form the summary and brief abstract of heaven
itself. Whom does he there ss? Obviously no individual woman,
rather a wish-picture of sensual loveliness— the pattern of the fe-
male kind, as Mephistopheles says, while promising Faust that he
shall soon see that pattern before him in the flesh. But she whom
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hewill actually sse—that is not Helena, it is sweet Gretchen, for
whom "the pattern of the female kind" is certainly rather a high-
flown description. If Faust finds her that, then the only explana-
tion is that given in Mephisto's words:

Du siehst mit diesem Trunk im Leibe
Bald Helenen in jedem Weibe

Wi ith this drink inside you, presently
Helen in ever