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The Beau Alman and Armand: 
Simplicissimus and Felix Krull in Paris 

Christina L. Bonner 

II hom as Mann's Bekel1nlnisse des Hochslaplers Felix KrulL is tradi­
tionally approached as a Pikaro- or Scheimenroman. 1 While genre 

srudiesl cont ribute to the understanding of Fehx Krull and i(s place in 
literary tradition, an investigation beyond the genre framework can 
yield new insights conce rning the relation between Felix Krull and 
Der abentellerliche Simplicisismlls Teutsch. This study first examines 
Mann's connection to Simpficissimlls during the conception of Krull, 
which makes apparent hi s fam iliarity with Grimmelshausen's text and 
irs central character. I mcn extual references in KTJ//J to Simplicissimlls 
and simibrities between {he prolagonists and their exploits in the Pari s 
episodes of these two works then provide a basis for analysis in a 
comparative framework. The Paris episode in Sunphcissimus and its 
main characte r served as inspiration and in part model for Mann's 
Paris episode: Krull as Armand is the Beal/AIII/an Simplicissimus trans­
fo rmed and imegrated into Mann 's text. 

let us briefly sketch the conception and development of Kmli 
apropos Simpiicissimus. J The first section of Kruli, which ends with 
t he Rozsa chapter, was completed "his zur Erstfassung H in 1913 
(Wysl ing, U Archivalisches Gewi.ihle" 246). Admittedly, there are no 
"eindeUligen H inweise auf eine direkte Ausei n:mderserzu ng mit dem 
baroc ken Text" CW immcr, Jahrbuch 15). Howeve r, as Wimmer ob­
serves, Man n was quite famil iar with SimplicissimllS-especiall y while 
work ing on the lattel' portion of Kmi/: 

Jcrz[ kennt Thomas Mann den Simplicissiml/s von der Arbeit 
am Doktor Faustus her und slelh den Kruii, was Fabel und 
Stl'uktur betrifft, ausdri.ick lich und wiederholt in desse n 
Nachfolge. Diese Bezugnahme auf den harocken Roman-der 
problemlos als pikaresker Text verSlande n wird-berei tet sich 
seit langerem vo r. Thomas Mann dellkt sicher bereits an den 
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Simpiici5Simlis als mogliches Muster. al s er bald n3ch der 
VoUendun g des Fauslus zu uberlegen beginnt, ob er nicht das 
Krull-Fragm ent wrn "mod ernen , in de r Equipagenz.eit 
spielenden Schelmen-Roi1lan"t ausbauen 5011. Und er denkt 
andere rseits wahl an den Krull, als er urn die gleiche Zeit sich 
und anderen die Frage stellt , vo n wo "die nai ve und ga llzli ch 
unreflek tierte Epopoe, der Abenteuerliche Simpli cissimus 
djeser Epoche kommen"S k6 nnte Uahrbllch 36-37). 

Mann wrot e the preface to the fir st Swedish editi o n o f 
Grimmelshausen's work in 1944 (Hesselmann 187). In addi tion to the 
twO 1947 letters which Wimmer cites in the above passage , in 1947 
Mann also asked Hermann H esse his opinion of turning the fragment 
into "cioem richtigen Schelmenroman" (qtd. in Wimmer, QueUen 296). 
In 195 1, Mann co ntinued wo rkin g on Krull (Wysling, "Archivali.sches 
Gewiihle" 252) and began to write the material which fo llows the 
Rozsa chapter, including the Paris episode. In " Ri.ickkehr" (1954) Mann 
referred to his o ngo ing work on Krull with specific refe rence to 
Grimmelshausen's work: "1m ubrigen geh6n es zum T yp lind zm 
Tradition des pikaresken, des Abenteure r+Romans, dessen deutsches 
Urbild der Simplicius Simplicisjimus ist" (XI: 530-53 1).' 

Mann pooled several sources while writing Krull; but it is his 
work Oil the second half th al is significant to this study-where 
Simplicissimuja5 a source has been copiously documented. As Wimmer 
acknowledges, all we have as evidence of "A nregungen durch den 
SimplicissimltS'" Uahrbllch 37) is lim.ited primarily (Q those few pas­
sages in Mann's len ers and essays, some diary notations, and m arked 
passages in Mann' s own Simplicissimlls edition. Nonetheless, Hans 
Wysling considers the three major sources fo r the latter part of Knill 
to be the H ermes mythology, Goethe's Fausl, and Simplicissimus (374). 
Furthermore, Wimmer remarks that the cominuatian of Krull"steht 

nun auch im Zeichen des 'Schelmenro mans,' und zwar des 
Grimmelshause nschen Simplicissimus, der ja fur den Fal/stlts bereits 
griindlich gelesen und exzerpiert worden war" (Quellen 295). Evidence 
also demonstrates that Mann 's Simp/icissimtts edition , edited by H egaur 
in 1909, was in Mann's possession prior to and during the continua­
tion of Kmll (\Xlysling, Narzijlm us 277; Wimmer, Jahrbuch 39).7 
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It is apparent that Mann not only refe rred 10, but was acti vely 
in volved with Simplici55imlls as a source before' and during his work 
on the latter ha lf o f Kmll. H ence it is no surprise that m,lIlY parallels 
exist throughout Simplici55imllS and Krull, and by no m eans limited 
to picaresque elements. B01h Simplicissimus and Krull are variations 
of the Schelm-Narr and Hochstapler. Both characters arc recognized 
concurrenLi y as "Narren" and as talented and intelli gem individuals. 
G uido Stein lists a few familiar common characterist ics: "Reise- und 
A bem eue rlust , haufige r Berufs- und Ortswechsel, Unstet igkei t , 
Ungebundenheit, Ausgeliefen se in an Fortuna usw." (63) .~ 

It is in the Paris episode of Felix Krul! where KnI ll bears the 
closest. resemblance to Simplicissimus. Both are "representative Ger­
mans" in France: each identifies himself by his nationality and is the 
only German present in the Paris episode. In Paris each wishes to be 
recognized as nobility or of noble "Natu r," to lise Knill 's term , in 
o rder to gain the advantages associated with this cl ass. \,(!hile assum­
ing various roles during the Paris episode, each is endowed with a 
mythological association- Orpheus and Hermes- and a ne w name­
Beau Alman and Armand. 

T he Paris episodes reveal the mOSt striking si milarities not 
onl y between characters, but also Flat structu re. The fi rst six chapters 
of Book IV depict Simplicissimus' stay in Paris. Shonl y befo re his 
alTival he introduces himself as "einen armen T eutschen Edelmann" 
(:J54). O nce there he earns money as a music tulO r. His t;tlents lead 
him [ 0 perform as singer and lutenist in a play at the royal court 
po rtraying Orpheus. Renamed Beall A lman by the audience (360), he 
attracts th e attemion of a ce rtain female admirer and, although re­
cently married, enjoys eight days and nights in the compan y of four 
women. The seventh chapte r recounts the catastrophic resul ts o f h is 
stay in Paris; venereal disease and poverty. 

Roughly eight chapt ers (VII: 385-529) are devored to Krull's 
Pari s escapades. His arrival in Pari s is also marked by sm ooth-talking, 
and in addition by the theft of a soon-to- be female admi rer 's jewel s. 
!-]e tOO begins earning money in the service sector for lhe afnuenr-as 
an elevator au endant at a hotel, under h.is predecessor's name Amltlnd, 
later as a wai ler. Rather than claiming to be a dow n-on-his luck noble­
man, Krull actually succeeds in leading a second life as an afnuent 
ge mleman himself. Instead of performing in a play, Krull visits a cir-
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eus while in Paris. Aher love affairs and intrigues with guests at the 
hotel, Kru!l's stay culminates in an exchange of identities with the 
Marquis de Vosta. 

The circus passage appears to be one pan of the Paris episode 
not based on Simplicissimm; only the trait of Kunstlertum-or, (Q quote 
Stein, "Komodiamenrum" (63)-seems to connect the two events. 
Perhaps this is so because a staged performance has already occurred 
in the first section of Krull . Krull also seems beyond this at thi s point 
in the narrative: rather thao on stage, he "acts" only in his interacting 
with real life. Moreover, by having Krull go to the circus, a "literarische 
Verwandte des Schelms," namely the clown (D iederichs 33), can be 
refe rred to in the text: 

Was fur Menscben, diese Artisten! Sind es denn welche? Die 
Clowns ... mit ihren m ehlweiBen und zur auBersten Narretei 
au fgeschminkten Gesichtern ... Masken also, ... sind sie, 
sage ich, Menschen, Manner, vorstellungsweise irgendwie im 
Bi.irgerlichen und Natiirlichen unterzubringende Perso nen? 
(VII 457). 

Krull answers his own question: "kh erweise ihnen Eh re, ich verteidige 
sie gegen humane Abgeschmackthe it, indem ich sage: nein, sie sind es 
nieht, sie sind ... dem Leben nicht angehorige Monche der 
U ngereimtheit, kobolzende Zwitter aus Mensch und narrischer Kunst" 
(457-58). One might, however, pe rceive references to Simplicissimus 
here, too: "aufgeschminkten Gesichtern," as his on stage; the masks 
of his coat of arms, to be discussed later in lhis article; and "Ma nche . 
.. oarrischer Kunst," perhaps a reference to Simplicius' final role as 
hermit. 

Why would Grimmelshausen's Paris episode be of interest to 
Mann? Among o ther reasons is the city itself: its beauty, its place in 
cultural history, and its Status as the capital of a nation w ith which 
Mann was most intrigued. In 1950 Mann wrote of his love for Paris' 
"unglaubliche Sch6nheit" in "Pariser Eindri.icke" (Xl: 51 5). His de­
scription in this short essay reminds one of the atmosphere in the 
novel Krull: "diese vom Oxygen der Li teratur durchtrankte 
Atmosphare von Leichtigkeir, lachlust, skeptischer Erfahrung, von 
immer noch die auBerste Sp itze haltender Zivilisation" (XI: 515). This 
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passage also provides another clue in its reference to literature: the 
signi ficance of Paris historically as KuJwrstt:tdz (a more positive view­
point than that of Grimmelshausen). Mann's life-long imerest in and 
changing opinion of German-French relat ions are expressed in works 
such as the Belrt:fchumgen ei~res Unpolitischen,10 Mann's letters to friends 
in France, essays about France, and articles written in (German and) 
French journals. In uPa riser Eindriicke," as he ponders rhe success of 
DoklOr Faustus in Fran ce, one hears echoes perhaps o f the author's 
thoughts while writing o f Krull in Paris: "Es gibt ein franz6sisches 
Interesse am Deutschtum unend lich geistvoller als aller deutscher 
Nationalimus, dem ich so abgeneigt bin, wie jenes Interesse mich freut" 
(XI: 5 16). Albeit presented in different narrative outcomes and by 
different authorial perspectives, Simpicissi mus and Krull are repre­
sentative Germans in P aris. 

It is pertinent that the Kmll episode which bears closest re­
semblance to a Simpticissimus episode is arguably one of the most 
important in th e protagon ist's development. In the Paris epi sode Krull 
makes hi s fortune and actually switches ident ities with anoth er, aristo­
cratic person. lr is the cl imax before the downfall. In this city be plays 
three roles before assuming the Marquis' identity. Lastly, here he re­
ceives his new name-Armand. 

In the narrative, Krull inherits hi s new name from his prede­
cessOr: " lch bi n nam lich jetzt Armand . Ich tret in lhre Fu(hapfen. Ich 
bin Ihr Nachfolger" (VII: 420).11 Thomas Mann , 1 would argue, took 
the name Annand fro m Simplicissimus-the Beau Alman (short for 
allemmrd), the "beauti fu l German." Fi rst, rhe visual and aural similar­
ity in the names Armand and A/man is undeniably app:lrent. Second , 
there appears to be no other identi fi able wo rd associat ion with the 
common French name A nnt:tnd so typical for Ma.nn. T hird , one must 
keep in mind the definition of allemand, which is an expression o f the 
characters' ro les as Ge rmans; their identity as defined by national ity 
remains a part of their role names, though Krull's is more hidden and 
subtle. 

It is logical LO co nclude that rather than keep ing Alman Mann 
consciously altered the name to endow his character wilh both the 
legilimation of a connection to an impo nam character in the Ge rman 
literary tradition and independence as Mann's own creation. Man n is 
wel l known for t hi s kind of "spielerische Abwandlu ng des 
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Obernommenen" (\Ylimmer,fahrbuch 25).11 Wi th regard to the narra­
tive, Krull des ires to blend in; so Mann provides him with a French 
na rne. 

The techn ique o f using names to refer to other "Words, COIl ­

cepts. objects, and to literary figures is commonplace in Mann's reuvre. 
J will mention a few examples. ll Lotte in Weimar and Doktor Faustus 
are obvious examples where Mann uses the names of historical and 
lilerary characters in his works. In Der Zallberberg, the title a refer­
ence itself to Goethe's FailS! (\'\falpurgisnacht), the name of the main 
protagonist H ans Castorp is slightly altered from but clearly a refer­
ence to the myth ical character Castor. Mann reveals th is secret to th e 
reader when anothercltaracter says of Castorp and his brother Joach im: 
"Das sind ja unsere Dioskuren! Castorp und Pollux" all: 301). 

The physical att ractiveness expressed in Simpl icius' new 
name-the beau in Beau Alman-is a significant aspect of both his and 
Krull's identity, and not limited to physical appearance. Simplicius' 
beauty is associated specifically with his appearance, his voice, and his 
artistic talent : He has "ei ll so seltene Sch6nheitl ei n so klare Stimm" 
and is "ein so kiinstliche{r] Lautenist" (V1l: 358). For his fole as Orpheus 
his attractiveness is enhanced by make-up and clothing: "Mons. G­
naTd gab mir etwas einl meine Stimm desto khirer zu machenl und 
da er meme Sch6nheir mit Oleo Talci erh6hern ... ich wurde mit 
ein em Lorbeer-Krantz bekr6netl und in ein Anliquisch Meergriin 
Kleid angelhan" (359). H is beautiful appearance and performance play 
such a role that they are the cause for his new name: "Von d ieser 
Comcedia bekam ich neben dem LobI das mir manniglich gab/ nid\{ 
al lein eine trefniche Verehrungl sondern ich kriegte allch einen andern 
Nahmenl in dem mich fonh in die Frantzosen nicht anders als Beau 
Alman nenneten" (360). 

In Felix Kmll the Beau Alman is now the beau Armand, whom 
Diane describes at one point thus: "Die heilige [:Hermes!] Bnm, die 
Schultern, der stine Arm!" (442). Krull's beauty is identified not only 
by his appearance, but also by his voice and his talents: Diane, whose 
jewels he stole, desires him "wegen Ihrer angenehmen Srimme loben," 
she says (VII: 437). H is physical attractiveness is not, however, en­
hanced by his clothing; his clothing becomes an extension of his beauty, 
even his waiter uniform: "Das Habit war au~erordentlich hiibsch, 
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wenn man es zu tragen wuGte" (209). 
To Man n, th is distincli on is one of aesthetics and of character 

complexity; Man n conside red Simplicius a "simplex" ("die naive und 
ganzl ich unrcOektierte Epopoe, der Abe nreuerl iche Simplicissimus")li 
and apparemly desired to go beyond (his sim plicity. Krull') self-praise 
attributes to this character both sophistication anJ a more active role: 
it is nOt the clothing that makes the person, but -[d]er M,lIln macht 
das Kleid" (Vll: 503). fn addition, Kmll's obsession with n1.1lerial beauty 
is more pronounced- hence a seco ndary residence sim ply for another 
set of clothing, wh ich he wears for his other life-the life of the afflu-

ent. 
Whe n either protagonist assumes a role, his assumed identity 

is expressed by his clothing. Changing clothing is equivalent to chang­
ing roles. Yet again, an imponant distinct ion lies in the passivity of 
Simpli cius and the act ivi ty, and suave complexity, o f Felix. 
Simplicissimus is given his new name, and his clothes are given to 
him.ls In Paris, and throughout the work, he is mostly a p.lssive par­
licipam and his role-changing an integral part o f the struggle to sur­
vive an d make the best of it as a victim in.1 war-torn and sinf1l1 soci­
ety. Once in a role, he becomes as active as possible, like Krull-yet 
within the boundaries of thar role-and his actions are often quite 
calcul:lled. His roles and his situations are forced lipan him by others: 
he is led, for example, to the "Borde1" (370) by deception and repri­
Illands himself later fo r being a fool. Once there, however, he enjoys 
himself and even feigns not know ing the French language in order to 
d iscover what the women are say ing about him. 

T o Krull , changing roles, or identities, is as easy as changing 
clot hes. It is a form of anistic play Mann allows his artist-characters, 
which provides an ambiguous picture of society. His society does not 
hinder Felix, but actuall y promotes a situation conducive to Krull's 
desire to change roles; and he takes advantage of the opponllnity avail­
able to an ind ividual who wishes to better his quality of living and 
have fun at the same ti me. For example, not satisfied wi th being an 
elevawr attendant, he chooses to change roles: "Ku[-l., ich W.lf unruhig, 
es verlangre mich nach Auswei tcru ng meines Daseins, nach re icheren 
M6gl ich keiren des Austausches mit der \'(felt " (VII : 466). This too is 
nOl enough; he must lead tWO li ves co ncurrent!} I as :l servant to the 
upper class and assuming the life style of the upper class himself. Knill 
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exceeds the boundaries of his class, the rules of society, even [he bound­
aries of the various roles he assumes. The end of Krull's suy in Paris is 
marked by the climactic point of the work-where he goes beyond 
the boundary of role-playing by assuming not juSt a role, but another 
person's idemity.16 

The physical anractiveness expressed in Simplicius' new name 
is also a significant aspect of both characters' adventures, panicularly 
in Paris, and make them "vor aHem ... begehrte Liebhaber, urn die 
sich hochgestellte Damen reit1en" (Stein 63). Moreover , both Paris 
episodes include simi lar love scenes. Karl Ludwig Schneider points to 

this parallelism as he examines Krull 's escapade with Diane Philibenl 
Houpfle as a scene "nach clem Muster einer entsprechenden Szene in 
den Pariser Parrien vo n Grimmelshausens Simplicissimus gearbeitel" 
(7) . He in fact argues that "Thomas Mann hat die Paralleltitat 
keineswegs verschleiert, und sie ist wahrscheinlich als ein im Werk 
versteckter Hinweis auf das Vorbild des Simpficissimus" (8). Schneider 
panicularly underscores similarities in the female char3crers' word­
choice: Simplicius writes, "Hierauff sagte die Dame/ so 1m Ben lag/ 
Aile Mons. Beau Alman, gee schlaff mein Hertz/ gom/ rick su mir!" 
(369; also qtd. in Schneider 7); and Diane calls to Krull , "Zu mir denn, 
bien-aime! zu mir, zu mir ... " (VII: 441; qtd. in Schneider 8). More­
over, both women are portr3yed by the first-person narrators as the 
instigators-manifestations of the temptress. Simplicissimus retells his 
tale thus: 

Ieh begab mich zum Bett/ zu sehen/ wie dann dem Ding zou 
thun seyn mochte llnd so bald ich hinzll kam / fiel sie mir 
umb den H als/ bewillkompte mich mit vielem kiissen/ und 
bisse ffii r vo rhitziger Begierde schier die ume r Lefft ze n herab/ 
ja sie fieng an meinen Schlaffbeltz auffzukn opffeln l lind das 
Hemd gleichsam zu zerreissenl zog mich also zu ih rl und 
steHte sich vor lInsinniger Liebe also ani daG nicht aufizusagen 
(369). " 

Simplicius would seem at this point to be an innocent pursued-if not 
for the beginning of the passage, which humorously dispels such a 
notion. Krull writes even more so as if he were passively responding 
to Diane's overrures: 
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Damit nahm sie mich bei der H and und zag mich auf den 
Rand ihres Belles nieder zu schriigem Kantensitz ... Damit 
begann sie, mit beiden H anden an dem Kragenverschluf! 
meiner Jacke zu nesteln. ihn aufzuhaken und mit unglaublicher 
Geschwindigkeit ihre Knopfe zu offnen (VII: 441). 

Also significant is the similar word-choice of "Knopfe offnen" and 
"aufzuknopfeln. " 

It has been proposed that in COntrast to Simplicissimus, 
"[e]rotische Abenteuer stoBen ihm [Krull) nicht einfach zu," that Krull 
is "ein erotisches Genie" {Wysl ing, Narzismus 28 4} . This is true to a 
certain extent: Krull prides himself on his "Bildung" received from 
Rozsa; Simplicissimus sees himself falling victim to the temptation of 
sin. Simplicissimus, however, is quite willing, and to a degree even sly 
about his actions; and at the same ti me Krull portrays himself as a 
young lad led literally by the hand of Diane. It is here that "Felix finds 
himself for once on 1 he receiving end" (Swales 108), as Sim pl icissimus 
so often does elsewhere in Grimmelshausen's novel. 

T heir promiscuous escapades share additional elements. First, 
bot h women identi fy the men by their new names: "Beau Alman" 
(369) and "[d}er neue Armand" {V II : 437}. Second , the lovely vo ice­
one of the reasons Simplicius was invited to the lady's house-is, as 
previously mentioned, also one of Felix's attraccive qualities to Diane: 
"'Ieh mOchte Sie', sprach sie, 'wegen Ihrer angenehmen Srimme loben'" 
{437}. Third, both men oddly profit financially from their ventures: 
Simplicissimus receives a "Yerehrung" of "200. Pistolet" (370); before 
departing, Krull steals fro m Diane-at her request-his "Liebes­
D,eb'gut" (VII , 450). 

The results o f their fo lli es are quite different, however-obvi­
ously due [Q the centuri es which separate the works and different 
philosophies of life. Krull emerges unscathed; Simplicissimus' adven­
tures, however, leave him with disease, poverty, and ugliness in th e 
fo llowing chapter. The rel igious implication of this seventeenth-cen­
tury didactic work is clear: he has been punished for his vanity and 
sexual abandon. In the ope nin g sentence of t he seventh chapter 
Simplicissimus himself warns the reader: "WOrmit einer sundigetl 
darmit pflegt einer auch gestrafft zu we rden/. . ja ieh wurde so 
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het1lich" (373).18 
In each of the Paris episodes the protagonist is also given a 

mythological association: Krull as Hermes, Simplicissimus as Orpheus . 
Physical attractiveness and artistic talent are part of the identity of 
SimpliciusIOrpheus;!9 and his role serves as commentary on the dan ­
gerously seductive nature of music, art, and HofkuLtur,1° as well as a 
warning against sin.ll This emphasis is evidenced by the fact that rather 
than performing heroic feats with his voice like Orpheus during the 
voyage of t he ArgonaU[s (Larousse 198) Simplicissimus, the attractive 
singer and lutenist at the royal court, attracts an anonymous mist ress. 
Nonetheless, their adventures in love have similar results: Orpheus 
ve.otllres into the underworld to find his love, but loses her agai n; 
Sirnplicissimus goes to the "underworld," that is the "Hmen-H aus" in 
Paris (392), and returns to his homeland physically and emotionally 
devastated_ 

Krull/ H ermes is both physically attractive and talented- as 
an actor of many roles, i.ncluding servant, nobleman, lover, and Th ieL 
H ermes is not just "der geschmeidige Gott der Diebe" (VIT: 444), but 
also messenger (and servant in that sense) of Zeus, and a god with 
many roles himself. He is a god of travellers and a god of profit (!). He 
is also a god of eloquence, "the god Logios" (Larousse 123)2l-"ein 
eleganter Gott" (VII: 540) . One is reminded of Krull's eloquent man­
ner of speaking and his musings upo n arrival in Paris, a city wh ich 
would welcome Hermes: "Die Franzosen namlich lieben und ehren 
die Rede-durchaus mit Recht!" (VII: 388). 2} Hermes is also known as 
an "athlete-god," "with lithe and graceful body" (Larousse 123), to 

wh ich Diane alludes with the phrase "H ermes-Beinen" (V Il : 444) . 
A direct link between Hermes and Orpheus is their presence 

in the underworld: Hermes lS also conductor of the dead to the un­
derworld. The difference here is the same difference bet ween the re­
sults of Felix's and Simplicius' journeys to the underworld: Simplicius/ 
Orpheus returns devastated, punished for his sins; by the end of his 
Story, he is a hermit from society and servant of God and so must be 
separated from such an underworld. H ermes as a god, however, can 
return unscathed, as Fel ix does at this point in the narrative. In addi­
tion, Krull's Kunstlerlllm and Hochslaplerei contai n no religious im­
plications; he is quite at home in this underworld . Another shared 
trait between Simplicissimus and H ermes is the lute: Hermes fash-
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ioned a lute as a gift for Apollo, who thereafter was considered god of 
music. One perceives the reasons for Mann's choice of Hermes over 
Orpheus, and simultaneously the choice of Hennes for the sake of 
comparison with Orpheus/Simplicius. 

It has been argued that Fel ix, in contraStlO Simplicius, "erfahrt 
die Welt n icht als gemein u nd bose, sondern, bel all ihrer 
Fragwiirdigkeit, als Schlaraffenland" (Wysling, NarziJ?mus 284). Nev­
ertheless, Mann wrote that Krull is "eine An von Ki.instlernatur, ein 
Traumer, Phantast und biirgerlicher Nichtsnut:t, del' das llIusionare 
von Welt und Leben tief empfindet und von An fang an darauf aus ist, 
sich selbst zur lllusion, zu einem Lebensreiz ZlI machen" (XI: 704). 
The other side of Simplicius' role changing, artistic talent, and illu­
sion is that of sin; for Felix it is a degree of criminality, for which he 
feels no pangs of conscience whatsoever. 1{ Kru ll believes that society 
enjoys being deceived, and he enjoys thus serving society: "Verliebt 
in die Welt, ohne ih r auf biirgerliche Weise dienen zu konnen[!], 
trachtet er darrlch, sie wiederum verlicbt zu machen in sieh selbst, 
was ihm kraft seiner Gaben auch wahl gelingt. . durch eine seiner 
Anmut sehr leichtfallende Tiuschung, durch Illusion" (XI: 704). Yet 
here, too, is a significant similarity: this echoes Simplicissimus' own 
justification that "die narrische Welt will berrogen sein" (142). 

The final point of comparison in this study is each protagonist's 
primary designation, Narr and Hochstapfer, as it pertains to the Paris 
episodes. Although he does not play the role of the fool nor is he 
dressed like one in the Paris episode, Simplicius reminds thc reader of 
his primary identity when he calls himself "Narr" at the end of the 
seventh chapter (376) . Wysling's dismissal of him as a "topelhafter 
simplex" (perhaps influenced by Mann's own view) and the opposite 
of Krull, who in contrast "kalkuliert seine Erfo lge und niitzt sie au~ . 

verdankt . seiner lntelligenz und seiner Agilitat" (NarzijSmlls 
284), is not as simple or clear as it seems. Although Simplicius is most 
often forced into different roles by others, he makes use of his intelli­
gence and slyness to survive and avail himself of the opportunities 
provided, even to exploit others. Felix is more complex, more devel­
oped, more "slick"- but this is a character from a twclll ieth-cenrury 
work and the creation of Mann. Furthermore, although Simplicissimus 
is often foo lishly duped by others, he also quite consciously plays the 
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fool. 
Krull is identified as Nan, too, especially within the P aris 

episode. Diane calls him "Narrchen" (VII: 450); and the hotel director's 
suspicion of Krull's glib manner of speaking is an unmisrakable refer­
ence to $implicissimus: "'Sie scheinen', ftigre er hinzu, 'entweder ein 
Narr oderein wenig gar zu intelligent zu seill" (396). One is reminded 
of several similar utterances in Simpitcissimu5, as in Book 1: "Entweder 
ist diese, ein Ertz-Schelm, oder gar ein Narrl" (74). 

Both characters (and by extension authors) are criticizing (one 
sharply, the other playfully) the deceptive, illusionary life of the 
HofkuLtur, the aristocracy. They poke fun at society's willingness to 

be deceived and the ease with which this can be accomplished by 
playing the role of the naive, the innocent, the fool. Neither charac­
ter is a gentleman, but each easily fools others into rhinking he is . 
Each plays on the expectations of others, who react according to ap­
pearances and are often unable to discern what is real. 

The term/ool is not only lIsed for a COlirt jester or an idiot , 
but also carries a biblical connotation of one who turns away from 
God and sins;n and Simplicius' primary identity is a constant reminder 
of the main thrust of Grimmelshausen's Simplicissimus: religious di­
dacticism. Simplicissimus judges himself to be of sinful nature in a 
sinful world. Mann does not operate in a religious framework, but 
focuses rather on the problematic of aesthetics, of art, of "Spiel." Krull 
is not bothered by his criminality; as HochslapLer he is, however, a 
reminder that fictionalizing has to do "both with th e sublimity of 
man and his capacity for degradation and self-betrayal" (Swales 107-
8). 

The characters' relation to their primary labels is revealed by 
another commonality: both characters at one point in the novels de­
scribe their family crest-a symbol alluding to their many role changes 
and the importance of prestige, whether it is real or fash ioned. Since 
Simplicissimus is not a member of the nobility and thereby has no 
family crest, he uses his talents to fashion his own coat of arms-the 
mask, or face, of the fool, as described in Book III: 

das waren drey rothe larven in einem weissen FeldJ und auff 
dem H elm ein Brustbjld eines jungen Narrnl in Kalbernem 
H abit, mit einem paar Hasen-Ohrenl vornen mit Schellen 
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geziert; denn ich dachtel diB schicke sich am besten zu meinem 
Nahmen, weil ich Simpliciu5 hiesse ... (286-87). 

As he continues one perceives his choice of the role of fool, his crafti­
ness, and a humorous undertone similar to that in Krull: 

so waite ieh mlch auch deB Narrn gebrauchenl mich in 
meinem kunftigen hohen Stand darbey zu erinnernl was ich 
zu Hanau vor ein Gesell gewesenl damit ich nicht gar zu 
hoffartig wiirdel weil ich mich schon jerzt keine Sau zu seyn 
beduncken liesse: Also wurde ich erst rechtschaffen der ersre 
meines Nahmensl Stammens und Wappens ... (287). 

Kmll docs not have a family crest either, bUl receives one-a false 
one-in the Paris episode. He takes the Marquis' family crest, one of 
nobili ty and prestige, situated on a copy of the Marquis' signet ring: 

so erhob sich zu einer gewissen Feierlichkeit der Augenblick, 
ais er [der Marquis] mir eine genaue Kapie seines Siegelringes, 
die er sinnigerweise harte anfenigen lassen, mit dem in Malachit 
gepragten Familienwappen, einem von Tiirmen flankierten 
und von Greifen16 bewachtcn Burgtor an den Finger steckte 
(VII, 525) . 

The coat of arms, such a traditional emblem of idelllily and lineage, is 
a final testament to the importance Mann placed on the literary tradi­
tion of and the inspiration he found in Simplicissimus. 

Felix Krull is not merely a Scheimenroman, Krull is not merely 
a Schehn in the t radition of Der abentellerfiche Simpiicissimus Telllsch. 
The Paris episode in Mann's work draws upon elements of the Paris 
episode in Grimmelshausen's novel on several levels; and it is here 
Mann found a model in Simplicissimus for Krull. Paris thus analyzed 
reveals Mann's reworking of the &auAlman Simplicissimus-the Fool, 
the Anist, the Lover, the Beautiful German in Paris-into Felix Krull 
as Armand- the Swindler, the Artist, the Lover, (he Beauti ful Ger· 
man in Paris. 

University of Cincinnati 
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Notes 

I Very helpful for this .article and recommended for further reading: 
Peter Hesselmann, ~Zum Grimmelshausen-Bild bei Schriftsellern des 20. 
Jahrhunderts; Simplicuma. Schrifcen deT CmnmeI5h.au~en-Gese"schafi 4/ 5 
(1983): 173-98, offers an eight-page overview of what his title indicates, with 
twelve pages of notes, which function primarily as an annOtated bibliogra­
phy. 

: For a list of representative authors and works, see Ruprecht 
Wimmer, "Der Herr Facis et (non) Dids. Thomas Manns Ubernahmen :lUS 

Grimmelshausen,» Thomas Mann Jahrbuch 3 (frankfurt: Vinorio Kloster­
mann, 1990) ]7. 

) For an overview of the innuenceof Simp/lCClssimltSOn other works 
of Thomas Mann, particularly Doktor FauslIIs, consult Wimmer's article ~Der 
Herr Facis ~t (non) Dicls. Thomas Manns Ubernahmen aus Grimmelsh3:lsen.~ 

~ Citation from a leHer to Agnes E. Meyer, December 10, 1947. 
J Citation from a letter to Erich von Kahler. December 15, 1947. 
, 'fhe first part of this quote also appears, practically verbatim, in 

Mann's (1953) ~Einfijhrung in ein Kapitcl cler Bekenntnmedes Hochstaplers 
Felix Kmll" (Xl: 704). 

1 In NarziJ?mlls IIlId illilsionare Exiscenz/orm. 21/ den Bekenntnissen 
des Hochstaplers Felix Krull, Hans Wysling deals with marked passages in 
Mann's H~g3ur. edition ~nd comparative MotlVkomplexe, including reference 
to the Par~s.eplsode. Wimmer addresses additional marked passages of th~ 
~~aur ~dl.tlOn ljahrbllch 39-40) and rightly acknowledges the difficulty of 
dIStl~gU1Shl~g "w:u :homas Mann als bestehenden Bezug in nachtraglicher 
Zufnedenhell reglstnerte und was er fur die nahere llnd fernere Zukunft des 
eigenen Romans festhielt~ (41). Lastly, Gerald Gillespie also refers to the 
Hegauer edition and links Kmli to SimpliCl5simlls through "manifest He rmes 
traits~ and the phonemic similarity of SImplex and felix (164-65). 

. ' Mann wrote in "LebensabriW (1930) that even Der Tod in Vmedig 
~u~l lshed 1?12) "warals rasch Zll erledigende Improvisation und Einschahung 
10 die Arbelt an dem Betliigerroman gedacht, als eine Geschichte, die sich 
naeh Stoff und Umfang ungefahr fur den Simplicinimm eignen wurde" (XI: 
123). 

~ In Narziflmll$ lind illilsiondre Exmenz/orm, \Xfysling enumerates 
several dlfferences between the two characters (284). These dissimilarities do 
not, however, invalidate a comparison, but rather promote a better under­

standing of the transformation the Beall Alman underwent during assimila. 

,---
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t ion iOlO Mann's work. 
10 Consult Roger Baller, ~Zllm Frankreichbild Thomas Manns in 

den BetrachlUlIgen des Nochst.aplers Febx Krull," Thomas Maml 1875-1975. 
Vortrage In Milnchen - Zllrich· Llibeck, eds. Beatrix Bludau, Eckhard Heftrich 
and Helmut Koopmann (Frankfurt: Fischer, 1977) 107- 119. 

II Furthermore, he intends to be an improvement on the earlier 
model: "und ich gedenke eine weniger ungehobelte Figur ab:wgeben als Sie" 

(VIl ' 420). 
Ll Wimmer refers to FallStils material from Simpitcimmlls and other 

SOllrces, but this phrase is just as applicable to Krull. 
]) See also Tyroff Seigmar, Namen bel Thomas Mann w den 

Erziihlilngerl Iwd ROllltl.llcn Buddenbrooks, Konigliche Iloheit, Der 
Zauberberg, Europaische H ochschulschriften: Reihe I, Deu tsche Literatur 
in Germanistik 102 (Frankfurt: Lang, 1975). 

H See note 5. 
IS For further reading: Bianca Maria Neri, ~Das typologische 

Verhaltnis zwischen Simplicissimus und dem Einsiedler. Zllr .lllegorischen 
Funklion des Kleiderwechse l-Motivs in Grimmelshausens Roman," 
Simplici:ma 18 (1987): 65-78. 

16 This is even foreshadowed by the character's clothing: ~Ganz 
anderes und fur mein Leben Bedeutenderes behielt an diesem Abend das 
Sehicksal mir vor als meine Augen einem anderen Augenpaar 
begegneten, einem lustig anschlagigell, - den Augen des jungcn Marquis de 
Venosta, . gekleidet wie ich" (VII 499-500). The M3rqui~ is clo thed 3S 
Krull is in h is assumed role as a gendeman; Krull will soon become the Mar­
qUIs. 

11 Schneider quoted from this passage as well (7), but not to the 
extent it appears here. 

I' Note also the character's vanity revealed in Ihis st3tement. 
19 As Orpheus in the play, his "schone Manier~ (359) is used in the 

attempt to gain Eurydice; and in the bordell "it is his 'Schonheit' which 
drives the events" (Schade 32). 

~ See Richard E. Schade, "Simplicius in Paris: The Allegory of lhe 
Beautiful Lutenist," J,·lonacshefie fi'irdelltschen Unterrichl, deuLSche Sprache lind 
Llleral/lr88. 1 (Spring 1996): 31-42. 

II Orpheus is also "very different in character form the olher Greek 
heroes. H e was not distinguished for his warlike exploits" (lJ.rousse 198). 
Thus he is even more suitable for Grimmelshausen's arlllkYlegeTlScher R~ 
"'an. 

!l The following observat ion reminds us of Krull: "In spite of his 
malicious pranks Hermes won the sympathy of all the gods ... H ermes was 
always willing to be helpful, and his ingenuity made him a valuable ally" 
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(LarOllsse 124). 

U As this passage continues Knill equates the status of the French 
language to the former status of Greek ilS ud"s Feinste" (388), and Mann thus 
foreshadows the later reference to Hermes. 

l~ To quote Thomas Mann, "[Krull] fiihrt wahl seine Grundidee 
von einst, dietravestierende Obt:rtngung des Kunstlenums ins Betriigerisch­
Knminelle getreuhch durch- (Xl 531). 

D It is panicularly common In the Psalms (14, 29. 53) and Proverbs 
(to, 13, 14, 16, 17,24, 26). 

~ ~ ,The griffin has a tradition as l'(/appentlcr in German history: as 
Wappentler gegen Ende des 12. Jh. in Mecklenburg und Pommern ~ and 

~ u~ 1500 als Schild halt er des dt. u nd spaler des ka iserlich Osterr. 
Re lchswappens~ (Brockhaus 90). Perhaps more significant is that the griffin 
was sacred to Apollo (Brockhaus 90; Bell 107), broLher and rival of H ermes. 
BOLh Apollo and Hermes were "handsome~ sons of Zeus; moreover, Hermes 
~Iole from Apollo ~nd through Hermes' reconciliatory gift of a lyre he fOlSh­
lone<! from a tonOlse shell, Apollo became the god of music (brousse 124). 
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