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ABSTRACT

This thesis will discuss the influence of music on

selected German Romantic writers as is manifested in their

enthusiasm for music, the portrayal of the musician type in

Romantic literature, and in those works of literature with

musical passages or near-musical interludes. combined with

these investigations there wjll be a discussion in particular

of the attempts by some Romantics to merge the arts of music

and literature, their efforts to translate into words the

intellectual and emotional impact of music, to create as it were

a sort of 'verbal music'. All jn all, the presentation of

music and its accompanying 'impact in words will be described.

The introduction considers music from the point of

view of a non-representational art and expression of spirit and

feeling, and it is made clear how fundamental a role non-

representationalism, the 'Expressive Theoryof poetrJ', ând the

concept of synthesis play in the German Romantics' '[^Jeltanschauung'

chapter one examines hlackenroder's ideas on music in his essays

as well as the figure of Joseph Bergìinger, the first Romantic

musician hero. chapter two looks at the musical aspects of

Hoffmann's essays, 'Nove'l ì en' and novel s, wi th especiaì emphasì s

on the character of Johannes Kreisler as developed in the

Kreisleriana and Kater lriurr. Eichendorff 's simpler, more 'idyì l.ic

conception of music forms the focus for chapter three, wjth an

appraisa'l of his poems and'Novellenrsuch as Taugenichts, where

the. interspersion of lyricaì interludes within the text create an,



operatic effect. The begìnning of chapter four deals with

Tieck's outlook on music as manifested in his essays, and then

moves to his practicaì efforts at creating musical atmospheres

in his dramas and novels. Chapter five scrutinizes Brentano's

attempts to reproduce verba'l'ly sensations evoked by music through

musicalizing his whole language. His interest jn a union of

the arts as shown in Godwi and Gustav þJasa is also examined.

The conclusion looks briefìy at the influence of music on post-

Romant'ic German writers and, while mentioning that some of

these artists regarded music negat'iveìy, the argumentation never

loses sight of the positive meaning music holds for German

Romantics as the most Romant'ic of all the arts.
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i NTRODUCTI ON



INTRODUCTION

Die Musik ist die romantjschste aller Künste,
beinahe möchte man sagen, allein echt romanf/sch,
denn nur das Unendliche ist ihr Vorwurf t...1
Die Musik schlieBt dem Menschen ein unbekanntes
Reich auf, eine lrlelt, die nichts gemein hat mit
der äußern Sinnenwelt, die ihn umgibt, und in
der er alle bestimmte Gefijhle zurückläßt, um
si ch ei ner unausspre chl i chen Sehnsucht
hi nzugeben . I

This quotation from E.T.A. Hoffmann's Beethovens Instrumentalmusik

is a summary of the effects that musjc can have on the creative

artist, indeed on any receptive listener. It is a summary of the

feelings that are provoked when coming 'into contact with music,

the expression of a transcendental world according to some Romantics.

When we ask ourselves which elements of musjc appea'l most to

Romantìc writers and why, we shouid consider the basic character-

istics of Romantic'ism: ìndividuality, creative subject'ivity,

self-expression, a sense of the transcendental, the mystical and

the supernatural.2 The Romantics deliberately shunned everyday

life and prefered a world of illusions and dreams. Thìs often

resulted in a dichotomy between Romantic aspirations and mundane

reaìity: Hölderlin, Schumann and Lenau all eventual'ly became

insane, Kleist and Nerval committed suicide, Brentano, Zacharias

l,lerner, and Wackenroder sought solace in the Roman Catholic church.

Mittenzwei interprets the relationship between music and German

Romanticism in terms of "Die Sehnsucht des Romantikers nach
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Erìösung durch Musik,"3 but there are more pos'it'ive aspects of the

relationship. Music was regarded as capable of lead'ing to a

rebjrth and reawakening of the soul, and although the church

served as a refuge from the slings and arrows of everyday life,
its influence on the reìigious concept'ion of music is not to be

underestimated. One of these more pos'it'ive aspects is the pantheism

of Nature . The omni present di v'i ne sp'i ri t i s descri bed acousti cal 'ly,

the descriptive prose of Romantics being aìive with natural sounds

and musical instruments, which capture the acoustic spirit of

Nature. In fact, Nature starts to resemble an orchestral score:

"In dem unvermerkten Entstehen, Anschwellen und Verschweben jener

Naturlaute liegt etwas, das unser Gemüt unwjderstehlich ergrejft,

und das Instrument, dem dies zu Gebote steht, wird in eben dem

Grade auf uns wirken müssen."a The union of Nature with music

becomes explicit by the linguistic use of visual and aural imagery.

The abstract, invisible essence of music makes it an ideal

metaphor for the mysterious spirit of Nature, the elernent of the

divine which is alì pervasive. Music is a non-representative

express'ion of spirit and feelirg, a non-representational art. This

idea is closeìy linked to what Abrams calls the 'Expressive Theory

of Poetry'.s The term 'non-representational art' as appìied to

music means that music has no definite, distinct representation or

meaning. It is in fact indefinìte, with no references to the

outside world, and tends to be suggestive in an imprecise and

inexact way. A comparison with the written word is iìluminating.

A sequence of words conveys a thought which exists in its own

right after the words have been read or spoken. In thjs sense



-)-

music does not actual'ly convey anythìng apart from sounds: even

though musìc can have just as'inventive and ingenious a power as

words, this power cannot be properly discussed apart from the

music itself. This power evokes feeling rather than states some-

thing.6 As an art form, music is a long way removed from the

ìogic of rational experience, a logic which could be demonstrated

and proved, and it has the quality of not being representational

of objects or ideas. This is especially true of instrumental

music. The world of music is governed and conditioned by non-

representati onal i sm:

t...1 being free of the pressures of association, and
unrestricted by urges to qua'lification or relativity,
it [musicl possesses a unique immediacy as a medium
of human understanding and offers an experience of
true, timeless reality which the representational arts,
bound by the finjteness of human sense-perception, can
never offer. T

t'lhat is being formu'lated here is a non-rational philosophy

inspired by the mystery of aesthetic communication:

And if music leads us into the presence of 'real'
rea'lity, it js but a step to the claim that the
world is susceptible to ultimate explanation in
aesthetic terms, and that music 'is at the core
of this metaphysic.s

This ph'i'losophy was somethìng very dear to the hearts of nineteenth

century philosophers. Because of its remoteness from the

representat'ional world of forms and ideas, its absoluteness and

immediacy music conveys most purely what Schopenhauer saw as the

real nature of the world, for music expresses "nie die Erscheinung,

sondern allein das innere I'lesen, das Ansìch al ler Erscheinung, den

l,liïlen selbst... Hieraus ents.pringt es, daß unsere Phantasie so

leicht durch sie emegt wird [emphasis is added]".' Schopenhauer's
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conception of the world is as one of "verkörperte Musik", a

universe ordered by and to be understood by music:

Da unsere l,lelt nichts Anderes ist als die Erscheinung
der Ideen in der Vielheit ... so ist die Musik,
da sie die ldeen übergeht, auch von der erscheinenden
Ì^lelt ganz unabhängig, 'ignoriert sie schlechthin, könnte
gewissermaßen, auch wenn die Welt gar nicht wäre, doch
bestehen: was von den anderen Künsten sich nicht sagen
läßt Die Musik ist aber keineswegs, gleich den
anderen Künsten, das Abbjld der Ideen; sondern Abbild
des l,lillens selbst, dessen Objektivität auch die-iãe-en
sìïA:-TesEãTE-iît eben die l*lirkung der Musik so sehr
viel mächtiger und eindrjnglicher, als die der
anderen Künste: denn diese reden nur vom Schatten, sie
aber vom Wesen. s

Hoffmann equates music with Man's inner :spiritualization, it is the

expression of the highest and hol'iest spiritual power kindling

all Nature. In its deepest, most characteristic sense, music is

therefore a religious cult and its sole origin is to be found in

religion.

Keine Kunst t...1 geht so ganz und gar aus der
inneren Vergeistigung des Menschen hervor, keine
Kunst bedarf nur einzig rein geistiger ätherischer
Mittel, als die Musik. Die Ahnung des Höchsten
und Hei'ligsten, der ge'istigen Macht, die den Lebens-
funken in der ganzen Natur entzündet, spricht sich
hörbar aus 'im Ton, und so wird Musik, Gesang,
der Ausdruck der höchsten Fülle des Daseins --
Schöpfer lobi -- Ihrem innern eigentüm'lichen Wesen
nach ist daher die N'lusik religiöser Kultus und ihr
Ursprung einzig und allein in der Re'ligion, in der
Kirche zu suchen und zu finden.lo

Novalis, whose mind was attracted by the relationship between

music and mathematics as well as by the problems of the "Akustik

der Seele", wrote: "Die musikalischen Verhältnisse scheinen mir

recht ei gentì i ch di e Grundverh[äl tni sse] de.r Natur zu sei n. tt I I

The symbolist movement assigned an equally important and fundamental

role to music: wítness Verlaine's "De la musique avant toute
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chose", the remark by Walter Pater that "All art continua'l'ly

asp'ires towards the condition of music", and MalIarmé's

"Je fais de la musique".12

Music penetrates into the perception of infinite ideas,

the full comprehension of which is not vouchsafed to mere reason.

Music of all the arts alone offerlmore than an image of

concepti ons :

Es ist die hinter der wirklichen l^lelt verborgene
wahre l,lel t, das Absol ute, das Rei ch des Unendl i chen,
das in der Musik zum Ausdruck kommt und sich durch
die Musik dem Empfängìichen erschließt. So hat die
Tonkunst metaphysische Bedeutung sowohl im
künstìerischen Schaffensprozeß wie in ihrer t.lirkung.I3

Taylor believes that the origin of the Romantics' pìacing of mus'ic

in a supreme posit'ion above all other arts is to be found in their

"aversion from'precise'emotion". This would also explain music's

appeaì to the ordinary man:

By the very fact of its [music's] 'unreality', of its
independence of values derived from empirical
experìences and thoughts, it enters man's consciousness
on its own, necessarily general, terms. And because of
their independence of processes of reason and habits of
thought, these terms represented to the Romantjcs the
ethos of nature with an absoluteness and an intensity
denied to other media of creative expression.ra

The expressive theory of poetry is closeìy related to the attempts

of sorne Romantics to pìace music in the centre of the arts, to
give 'it a universal significance. This theory sees the artist
himself as the most'important element in the creation of a work of

art and the main standard by which it should be judged. The

artist hìmself is pìaced firmly at the centre, and the primary

inspiration and subject matter of a work of art are the individual



characteristics and actions of the mind of the art'ist himself.

This of course reminds us of the Romant'ics'belief in the

supremacy of the artistic individual. Beethoven saw himself

primarily as an artist, and music as herioc, a means of self-

expression. ts

The lyric was seen as being at the centre of poetry just

as music was considered by Romantics to be at the centre of the

arts:

The movement of ideas in German criticism 'in the
late eighteenth century cannot be understood without
some reference to the discussions of music, forin
the genera'l transition to an expressive theory of
aesthetics, music, in Germany, bore the relation to
the genera of art that the lyrìc bore to the species
of poetry. r6

The essence of music was.considered to be its expression, and in

Germany music started to be seen as the most purely expressive of

arts, obscure in ìts sìgnificance and therefore al'l the more suited

to the expression of feelings. lT

The Romantics envisioned poetry as something highly persona'l

and individual, and they had a consequent sympathetic appreciation

for it in all its manifestations. Romanticism came to stand for

the i dea of synthesì s . Re'l i gi on, phi'l osophy, sci ence, the arts

and the conduct of social and individual life all had their share

in the new poetry, and in turn were suffused by that poetry.rt

Such a synthesis manifested itself in three major ways. First of

all there was the call by Friedrich Schìegeì, one of the chief

representatives of Romanticism in its theoretical aspects, for a

'progressive universal poetry'. In the one hundred and sixteenth
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fragment in the Athenaeum he writes:

Die romantische Poesie ist eine progressive
Universalpoesie. Ihre Bestimmung ist nicht bloß,
a.lle getrennte Gattungen der Poesie wieder zu vereinigen,
und die Poesie mit der Philosophie und Rhetorik in
Berührung zu setzen. Sie will, und soll auch Poes'ie
und Prosa, Genialität und Kritik, Kunstpoesie' und
Naturpoesie bald mischen, bald verschmelzen, die Poesie
lebendig und gesellig, und das Leben und die Gesellschaft
poetisch machen, den t^litz poetisiren, und die Formen der
Kunst mit gediegnem Biidungsstoff jeder Art anfüllen und
sättigerì, urd durch die Schwingungen des Humors beseelen.
Sie umfaßt alles, was nur poetisch ist, vom größten
wieder mehre Systeme in sich enthaltenden Systeme der
Kunst, bis zu dem Seufzer, dem Kuß, den das dichtende
Kind aushaucht in kunstlosen Gesang.'e

In this tendency towards synthesis the frequent use of synaesthesia

found its motivation. This is not to say that the whole influence

of music on German Romanticism

rather, it is one of the major

poets express their synthetical

Two definitions of this

to synaesthesia;

by wh'ich the Romantic

can be reduced

styl istic means

concepti on .

term should be

examining individual poets. S.P. Scher refers

born i n mi nd when

to synaesthesia

as "the metaphorica'l verbalization of real or ìmaginary experiences

perceived by one sense and employing expressions and concepts

semanticaìly related to another.tt20 Finally, there is the ultimate

Romantic dream of a synthesis of the arts, the "'rGesamtkunstwerk" or

''total work of art'. This dream of amongst others Tieck, Wackenroder,

Novalis, Brentano, Hoffmann, Runge and Schelling was partly

fulfilled in the union of poetry and music in the German "Lied". The

"Lieder" of Schubert and Schumann make up:

t...1 a genuine and successful fusion of poetry and
music ìnto a 'larger unit, which, a'long with Beethoven's
Ninth, must be considered the immediate forerunners
of the synthesis of Richard Wagner.

It was l,lagner who channeled the two major streams of
experimentation, the musical-practicaì on the one hand,
and the literary-theoretical on the other, into one.2l



ô-Õ-

To recapitulate: the German Romantics enthused for the

art of music because it was the best non-representative expression

of fee'ling, being able simultaneously to investigate the depths

of human emotion. hlackenroder wrote in his Phantasien über die

Kunst that music was able to teach Man to feel his own fee'lings.

Most importantly, the typical Romantic quest for infinitude could

be gratified with the help of music. Romantics found the key to

the world's fundamental meaning and harmony'in music, to which they

gave a cosmic significance, regarding it as a form of revelation.

Yet they were never completely clear on the relationship between

music's ability to reveal this fundamental meaning, and 'its

quality as the best non-representative expression of feef ing. They

are perhaps united in Novalis' Blütenstaub-fragment. in the

following quotation there is a world both inr^¡ard and transcendental

at the same time:

l^lir träumen von Reisen durch das Weltalt.--ist
denn das llJeltall nicht in uns? Die Tiefen unsers
Geistes kennen wir nicht-nach innen geht der
geheimnisvolle Weg. In uns, oder nirgends ist
die Ewigkeit mit ihren Inlelten -- die Vergangenheit
und Zukun ft.z2

If a combination is possible, then this could be perceived in the

immediate effect of music on the listener, which bypasses the world

of empirical experience, appeaì'ing to the emotions but simultaneously

opening up to him a realm of pure spirit in a union of the emotional

and the spiritual.

The chapters discuss and demonstrate hol this Romantic

enthusiasm for music was reflected ìn the works of selected German

Romantics. l,Je first deal with Wackenroder, one of the Romantjcs
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who regarded music as the very essence of religion, and who

used extreme emotional subjectivity in his vision of art as a

re'l i gi on.



CHAPTIR I

Wil helm Heinrich t^lackenroder (l 773-1798)



CHAPTER I: Wilhelm Heinrich l,.lackenroder (1773-1798)

Mittenzwei deals with Jean Jacques Rousseau's 'conception

of music as a'language of Nature and Man's emotions'r agaìnst a

background of rebellion directed towards a decay'ing feudal state:

Jean Jacques Rousseau wurde zum mitreißendsten
Fürsprecher der bürgerlichen Belange im achtzehnten
Jahrhundert. Mit aufbrausendem Ungestürm drückte
er die Empfindungen des sich im Feudalstaat
unterdrückt fühlenden Bürgers aus und kämpfte um
dessen Befreiung von den herrschenden staatlichen
Machtorganen. Der Dekadenz des Feudaladels, die
er al s Unnatur und Entartung auffaßte, stel I te er
mit dem Ruf 'Zurück zur Natur' das Ideal einer
noch naturverbundeneren und weitgehend mit der
bürgerl i chen Kl asse i denti schen Gesel I schaftsform
gegenüber, die frei war von der Verdorbenhe'it und
Korrupti on der Feudal kl asse .2

Rousseau's desire to change human society and to develop its

sense of humanity through this 'return to Nature' was taken

up by the writers of the German "Sturm und Drang", who interpreted

Rousseau's ideas along the lines of the emerging middìe-class

demands for freedom and equality. it is in a sharp contrast to

these ideals of changing the established system of power that

Mittenzwei interprets l,lackenroder's "Fl ucht in den musi kal i schen

Elfenbeinturm". Some of Wackenroder's generation saw no hope of

making society more humane and became full of "Lebensangst",

melancho'ly, uncertainty, loneliness and an unwillìngness to take

any form of positive action to alter this situation. It s disbelief

in humanity, the freedom of the will, and reason represented the

triumph of a new pessimism over the optimism of the Enlightenment.

This pessimism manifested itself in an escape from everyday
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reality, and it is'in these terms that M'ittenzwei interprets

the 'interest shown by the Romantics 'in the Midd'ìe-Ages, a period

which in their view held less contradictions than the present one

of emergi ng capi tal 'ist enterprise :

Sie g'laubten, daß sich zu dieser Zeit dje
Aufspaltung der Gesellschaft und die Kìassengegensätze
für den einzelnen noch nicht so ausgewirkt hätten wie
etwa am Ende des achtzehnten Jahrhunderts. Die
geseìlschaftlichen l,lidersprüche hielten sje in den
vergangenen Jahrhunderten für geringer, vergl ichen mit
denen zur Teit der Romantik.3

I,Jhether or not the Romantics' v'is'ion of the Middle-Ages 'is

accurate leaves itself open to debate. They were perhaps 'less

concerned with an exact examination of its class system (which was

by no means less rigid than that of the late eighteenth century)

than with an idealised fantasy-image of this period into which

they couìd retreat. l,Je have here the typica'l Romantic trait of

an imprecise yearning, full of subjectivity rather than critical
analyses. Along wìth this flight from reality there was an

accompanying search for consolation in relig'ion (the Catholic

Church) and, especially in hlackenroder's case, in mus'ic.

The two works which show most clearly the re'ligious

influence of music upon Wackenroder are the Herzensergießungen

eines kunstliebenden Klosterbruders and his contributions to the

Phantasien über die Kunst für Freunde der Kunst. The

Herzensergießungen were pubìished in 1797.q Material for the

musical sections was provìded by Wackenroder's study 'in particular

of two works on music.s Johann Philjpp Kirnberger (1721-1783),

composer and writer on the theory of music,s composed his "Die

Kunst des reinen Satzes in der Musik" in 1771. Johann Nikolaus
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Forkel Olqg-1818), a writer on the history and theory of music

and famous as the first biographer of J.S. Bach,7 had his

"Allgemeine Geschichteder Musik" published in Leipzig 'in two

volumes (1788 and 1801). Forkel favoured the union of music and

religion, and realised the serious and dignified nature of music;

these views found favour with wackenroder,s and he was influenced

by Forkel's conception of music as a means of evoking reì'igious

feeling and Christian reverance for God. Forkel writes in ,'Von

dem Beytrag der Musik zur Verschönerung und Erhöhung der

chri stl i chen Gottesverehrung, 5 14 " :

So wie die Rel igion überhaupt die moral ische Besserung
der Menschen beabsichtigt, so sind auch die eingefühiten
Kirchengebräuche dazu bestimmt und eingerichtet, jenen
Zweck zu befördçrn und zu unterstützen. Das Gebet ist
nichts als die Ausserung des innigen lnlunsches-, dass Gott
uns in unserm Bestreben nach Besserung des Herzens
unterstützen und stärken möge. Der Gesang der Gemeinde
ist als ein Belebungsmittel soìc@
betrachten, die auf den Willen des Menschen wjrken, und
ihn zu jenen Bestrebungen, sich durch reine Herzensges'innung
der Gottheit wohlgefäì'lig zu machen, anfeuern ... Die
heilige Musik ... berejtet zu jenen Gefühlen vor, versetzt
das Gemüth in diejen'ige Stimmung, die es vorzüglich zu
einem fruchtbaren Boden für die Re'lig'ionslehren macht, und
unterhält es endlich darin. So, und nur so wirkt alles
vereint, jedes nach seiner Art, auf den Hauptzweck aller
Religion, auf die vollkommenste moralische Besserung des
Menschen, und so ergiebt sichs, dass die Musik als ejnes
9er lriftissten Be nnerffi
Vorstellunggn, 

=auch eines d
nser ganzer

Gottesd'ienst kalt, troCken, ohne Feierl ichkeit, ohne
Erbauung und ohne Leben, folglich auch ohne Nutzen
seyn würde, der damit beabsichtigt wird ùnd werden muss.s

Forkel is here convinced of the superior power of expression

that music possesses regarding human emotions, and especially

regarding emotions of a relig'ious nature. Music assumes a moral

purpose, that of developing and perfecting man's emotional
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response towards God.

After Wackenroder's death Tieck incorporated his friend's

other writings in Phantasien über die Kunst fijr Freunde der Kunst

(tlgg), wjth additional essays by himself based on conversations

with Wackenroder. Finaìly in 1814 there appeared Phantasien über

die'Kunst von einem kunstliebenden Klosterbruder, with all l^lackenroder's

essays that had appeared before in the Herzensergießungen and

Phantasien along with the "Brief eines jungen deutschen Malers in

Rom" and "Die Bildnisse der Maler," because Tieck said that these

were in part l,lackenroder's work. Tieck left out his own contri-

butions. I o

Wackenroder's joint excursion with Tieck in the summer of

1793 through Southern Germany was a decisive influence on the

Herzensergießungen and Phantasien. At Bamberg they experienced

a Roman Catholic ceremonial procession, and in the cathedral at

High Mass, lrJackenroder was able to realize the great l'ink between

music and rel i gion. l^lackenroder's d jaries record the impact which

High Mass made upon him (the "Reisebriefe" addressed to hjs parents

during the Erlangen summer semester of 1793). In hìs "Reise nach

Bamberg" he wrote:

Als ich in diese ehrwürdige Kirche hineintrat, fand
ich sie schon ziemlich angefüllt; ich drängte mich
bis vor den Hochalter und erwartete nun die
feierl'iche Szene. 0h: und wahrlich, ich hatte nicht
zuviel erwartet. Alles war mir neu, und die Zeremonìen,
die in jeder Minute immer bestimmt wechselten, machten,je geheìmnisvoller und unverständl icher sie mir waren,
einen desto stärkern und wunderbareren Eindruck auf m'ich.
ich stand unter lauter Katholiken, Männern, l^leibern und
Kindern [....]11
Wackenroder's ecstatic

in the Herzensergießungen and

'l anguage , whi ch

Phantasien and

reaches its fruition

is heavily indebted
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to the vocabulary of Pietism, creeps into this letter to his parents:

"zum Himmel emporf 'lammt, " " jenes Bekreuzen i n hei'l ì gem Ei fer;
jene inbrünstiqen, festen Sch'läge auf die Brust."r2 Music plays

an'important andjntegral part in compìementing the whole ceremony:

Baid sang o der las dieser oder jener Geistliche
t...1 bald unterbrachen sie die 0rge1 bei jeden
zwei drei Wörtern, und unterstützteIn] ihren
Gesang t...1 bald wurden mit der Begle'itung von
Vi ol i nen usw. i n ei nem andern Tei I der Ki rche ,
Arien und Chöre gesungen t...1 schmetternde
Trompeten erschalltenl und verloren sich in
ìanggezogenen Hörnertöne [...]r3

Benz stresses Wackenroder's Franconjan experience as in large

measure a revelation of the Catholic Baroque culture of Southern

Germany for which he showed a rare understanding. He sums up

Wackenroder's encounter as: "Ein Norddeutscher erlebt die süddeutsch

Katholische Kultur, erkennt ihren unzerbrochnen Zusammenhang mit

der gemeinsamen älteren vorwelt der Kunst t...1"14 and wackenroder

indeed admits: "l'lan wird hier ganz in den katholischen Geist

eingeweiht t...1 Hier erfuhr jch an mir selbst den re]igiösen Eifer

eines Katholiken."rs He was also able to feel the bond between

South German culture and that of the Middle Ages, and to feel the

unbreakable connection between art, mus'ic and relig'ion. It was no

mere accìdent that Wackenroder's ideal musical form, the symphony,

had developed in the Catholic south of Germany. At the same time

the opera had also reached new heights there.r6

The form of the Herzensergießungen is that of sixteen

theoretical essays upon art and paintjng, put into the mouth of the

one connectìng link the 'art-loving' frìar. The sources for these

biographicaì sketches are "Le Vjte de' più eccelenti architetti,
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pittori, et scultori i talìani" (1SSO) by Giorgì Vasari (1511-

I574), J. Sandrart's "Teutsche Academie der Edlen Bau--, Bild--,

und ltlahl erey-Künste " und "Des vortref I i chen Fl orenti ni schen Mahl ers

Lionardo da Vinci höchstnützlicher Tractat von der ['lah'lerey" by

Johann Georg Böhm Sen. r7 The art'ists discussed are Rafae'l , Leonardo

da Vinc'i, Micheìangelo and Albrecht Dürer.18 The whole work

culminates in the fictionalized autob'iography called Das merkwürdige

musikalische Leben des Tonkünstlers Joseph Berglinger.

These sketches equate art with rejigion and demonstrate a

unity of the arts which is so important in the author's ultimate

re'ligious veneration and placing of music on a pedestal . l,,lackenroder

attacks the contemporary rationalistic art criticism and favours

instead the use of feeling and an emphasis on creative genius.

Throughout the work his approach is not one of unbiased ana'lysis but

of subjective, uncritical empathy. "Aberglaube besser als

Systemglaube,ttls ¡" says in Einige Worte überAllgemeinheit, Toleranz

und Menschenl iebe in der Kunst. Wackenroder transfers the emotions

which had had their traditional roots in the realm of organized

re'ligion over to the realm of art. The creation and experience of

art becomes a unique, highly individual experience centred on the

emotions and the idea of feeling one's way into art and the world

of the artist. Wackenroder moves from this attack on Rationalism

to gìorify the Renaissance as the heroic age of art, when the

works of Raphael and Leonardo were ful'l of joy and enthusiasm. By

Renaissance he not on'ly means the italian Renaissance but the German

one as well, whose leader Wackenroder considers to be Dlirer, .
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the archetype of the p'ious, industrious German paìnter. Art then

is not the monopoly of a particular tjme or place; l,J.D. Robson-

Scott is of the opìnion that, contrary to common belief, essays

such as Einige Worte über Allgemeinheit, Toleranz und lvlenschenl iebe

'in der Kunst do not constitute a specific plea for medieval art

but rather a general plea for universal tolerance jn matters per-

taining to art.20 Wackenroder's ma'in point is that in the age of

Dürer and Hans Sachs art was more the object of love and veneration

than in the late eighteenth century.

Wackenroder expounds his philosophy of art in Von zwei

wunderbaren Sprachen und deren geheimnisvoller Kraft. Art is to
Man what Nature is to God, a means of self-expression, and whiie

Nature is a direct manifestation of God, art is an indirect

manifestation. Words are too earthly and 'imperfect to express God:

Ich kenne aber zwei wunderbare Sprachen [...]
Sie konmen durch ganz andere Wege zu unserem
Inneren als durch die Hülfe der Worte t...1
Die eine dieser wundervollen Sprachen redet
nur Gott, die andere reden nur wenige
Auserwählte unter den Menschen, dje er zu seinen
Liebl'ingen gesal bt hat. Ich meine: die Natur
und die Kunst. " (52)

Three paragraphs later Wackenroder writes: "Die Kunst ist

eine Sprache ganz anderer Art als die Natur; aber auch ihr ist

durch ähnliche dunkle und geheime Wege eine wunderbare Kraft auf

das Herz des Menschen eigen" (53). Art can stir our inner life and

show us the nobility and divinìty of human existence. Wackenroder's

intention here is to persuade German artists of the late eighteenth

century to return to the piety of earlier ages. In the essay

Ehrengedächtnis unsers ehrwürdigen Ahnherrn Albrecht Dürers he

remarks:
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Wehe muß ich rufen über unser Teitalter, daß es
die Kunst so bloß als ein leichtsinniges Spielwerk
der'Sìnneübt, da sie doch wahrlich etwas sehr
Ernsthaftes und Erhabenes ist. Achtet man den
Menschen nicht mehr, daß man ihn in der Kunst
vernachJässigt und artige Farben und allerhand
Künstlichkeit mit Lichtern der Betrachtung
würdiger findet? (45)

Wachenroder then credits Martin Luther with an idea central to his

own phiìosophy, an idea which demonstrates that Wackenroder in

latter essays is gradualìy movìng away from pa'int'ing, especiaily as

pract'ised in his own day: "[...] daß nächst der Theologie, unter

allen Wissenschaften und Künsten des menschlichen Geistes, die Musik

den ersten Platzeinnehme,'(46). He launches into an attack on the

modern German and Ital ian painter. l^lackenroder thinks that the

musician has the simplic'ity of heart which the painter no ìonger

has, able to devote his life to his art in a relig'ious manner, and

he regards music as an even more direct channel of communication

w'ith the divine. From this it is but an easy step to Joseph

Bergl inger.

In Das merkwürdige musikalische Leben des Tonkünstlers

Joseph Berglinger, l,,lackenroder relates a story intended as a

parallel to those of the artists derived from Vasarj and elsewhere.

In the first few paragraphs of this story there are indications of

the narrowness and poverty of Berg'linger's background: "Joseph

Berglinger ward in einem kleinen Städtchen im südlichen Deutschland

geboren,' (89). His father lives in "dürftigen Vermögensumständen"

without wife and housekeeper (89). Berglinger's sjster "uJaren

teils kränktich, teils von schwachem Geiste" and led "ein kläg'lich

einsames Leben in ihrer dunklen kleinen Stube" (90). Berg'linger's

love of music increases as the contradiction between his "schöne
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Einbi'ldungen und himmlische Träume" (90) and his poverty-stricken

background becomes ever-more apparent.2l The lack of parenta'l

love and domestic security drives Berglinger into lonely isolation:22

"In diese Familie konnte n'iemand weniger passen als Joseph t...1
Er war stets ejnsam undstill für sich" (90). He takes refuge in a

replacement fantasy world of music, and by seeking redemption in

music there is the secular counterpart to the idea of reìig'ion as

the saviour of Man.23

The striving of the soul after union with God is equated

with Man's aspirations towards music and art expressed in a manner

strongly influenced by the vocabulary of Pietism:24

t...1 aber ihn hatte der Himmel nun einmal so
eingerichtet, daß er immer nach etwas noch
Höherem trrachtete; es genligte 'ihm nicht die bloße
Gesundheit der Seele t...1 er wollte, daß sie
auch in üppigem Ubermute dahertanzen und zum Himme'|,
als zu ihrem Ursprunge, hinaufjauchzen sollte. (Bg)tu

The Pietistic concept of "Innerlichkeit'ðis reflected in Berlinger's

rejection of everyday affairs and decision to devote his energies

entirely to:

t...1 seinen inneren Phantaseien [...] sein Inneres
schätzte er über alles und hi,eltes vor andern heimlich
und verborgen. So hält man eìn Schatzkästlein
verborgent. . . l

Nach und nach bildete er sich durch den oft
wiederholten Genuß auf eine so eigene [^leise aus,
daß sein Inneres ganz und gar zu Musik ward und
sein Gemüt, von djeser Kunst gelockt, immer in
den dämmernden Irrgängen poetischer Empfindung
umherschweifte. (90-91 )

So this son,'of a poor physician born into an unhappy home

finds his first love and form of consolation in concert and church

music. Many of the descriptions of the psychological effect of

music upon Bergìinger have strong reìigious overtones, stress'ing

the link between music and re]igion. The enjoyment of music is
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aki n to re'l i g'ious experi ence :

Wenn Joseph in einem großen Konzerte war, so setzte
er sich, ohne auf die 91änzende Versammlung der
Zuhörer zu bl icken, in einen l,linkel und hörte mit
eben der Andacht zu, a1s wenn er in der Kirche wäre
i...1 Seine ewig bewegliche Seele war ganz ein Spiel
der Töne; -- es war, als wenn sie losgebunden vom
Körper wäre und freier umherzitterte, oder auch, als
wäre sein Körper mit zur Seele geworden. (92 93)

In the depiction of the psychological states of mind produced

by listening to music there is less of the rationalistic musical

criticism trying to explain the causes behind such fervent

enjoyment but rather a recognition that the very power of musìc

to stir man's soul rests in some mysterious and inexp'licable

realm outside of much human cognition. Music itself is quite

often the onìy means by which sucha power can be defined:

l4anche Stellen in der Musik waren ihmso klar und
eindringìich, daß die Töne ihm Worte zu sein schienen
t...1 eine wunderbare Gabe der Musik, -- weìche Kunst
wohl überhaupt um so mächtjger auf uns wirkt und alle
Kräfte unseres Wesens umso allgemeiner ín Aufruhr
setzt, je dunkler und geheimnisvoller ihre Sprache
ist --. (e3)

Everyday life depresses Berglinger, he fee'ls uneasy and is

torn between the contrast of ideal and life: "Diese bittere

Mi8hel'ligkeit t...1 quälte ihn sein ganzes Leben hindurch --"(92).

He becomes ill whenever music is denied him, and during concerts

he becomes "ganz schlaff und ermüdet"(93) due to the intense

exertions demanded by listening to music. He runs away and becomes

a Kapellmeister, but realizes that his audiences have lost their

reverence for art, that even music is not free from worldliness.

Berglinger decides that the artist must create for himself and

not for others: "Er geriet auf die Idee, ein Künstler müsse nur
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für sich allein, zu sejner eignen Herzenserhebung und für einen

oder ein paar lënsclen,di,e jhn verstehen, Künstler sein" (i04). He

pours forth his soul jn his "Passionsmusik" (tOS¡, completes it
after his father's death, and dies short'ly afterwards from the

effects of "Eine Nervenschwäche t...1 in der Blüte sejner Jahre"

(iOe¡. His traqedy lay in his inability to combine life and art,

and perhaps onìy when this dichotomy is reconciled can such a

fi gure even hope to become a true arti st: "Und muß der

Immerbegeisterte seine hohen Phantasien doch auch viellejcht als

einen festen tinschlag kühn und stark in dieses irdische Leben

einweben, wenn er ein echter Künstlssein will ?" (106-07)27

Joseph Bergl'inger emerges here as the first important

musical figure in German Romanticism. To some extent he represents

Wackenroder's own desire to become a composer. From the figure

and activities of Kapellmeister Bergìinger as composer and

practic'ing musician there developed a new literary'type',
especia'lìy in German Romantic lìterature, and various concepts of

the role of music in life and art. Such musician figures emerged

as Franz Sternbald (Tieck), blalt in Jean-Paul's "Flegeìjahre",

Ritter Gluck and Kreisler (E.T.A. Hoffmann), Taugenichts (Eichendorff),

through Poetic Real'ism (Mörike's "Mozart auf der Reise nach Prag',,

Grillparzer's "Der arme Spieìmannrr) upto the twentieth century,

with Thomas Mann's Tristan and Adrian Leverkühn ("Doktor Faustus").

Yet Berglinger also carries on various traditions from the

eighteenth century. The subjectivity of his emotions lies in the

same tradition as that of Goethe's "Die Leiden des jungen l{erthers."
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The pietistic concept of'Innerlichkeit"2s is applicable here,

for Bergf inger experiences the effects of music most deeply 'in

quiet moments of self-involvement and self-jnsulation from

distracting external factors: "Die Innerlichke'it, die Berglinger

auszeichnet und die als der ihm einzig gemäBe Lebensraum erscheint,

hat er mit Helden empfindsamer Romane gemein.tr2e Hertrich draws

a paralìe'l between Werther and Berglinger in the fact that both

experience a total breakdown because they cannot fit themselves

into a firmly founded relatjonshjp to reality, especially to social

real ity. to Bergl inger al so continues the theme of the al ìenated

artist estranged from his surrounding world, such as Werther,

Goethe's Torquato Tasso, and the main figures of all three novels

by Karì -Phi f i pp Mori tz : "Anton Rei ser l' "Andreas Hartknopf', and

"Die neue Cecilia."3l Berg'linger's nature is one of self-

involvement and subjectivity, concerned with those sensations which

affect his own be'ing, and evidence of this subjective self-involvement

is provided by the effect of music upon him: "[...] die Musik

durchdrang seine Nerven mit leisen Schauern und liego so wie sie

wechselte, mannigfache Bilder vor ihm aufsteiqen" (91). Berglinger's

response to music is a private and personal one, and Kielholz

refers to the use of comparat'ive forms, 'introduced by such words

as twiet, tals', 'aìs obt, 'wie wennt, tes war ihmt, 'es sch'i en',

which heighten the impression of uncerta'inty and relativity..t
The folìowing quotation from the Bergìinger-Novelle attests to

this observation:
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Ehe die Musik anbrach, war es ihm t...1 als wenn
er das qewöhnl iche und gemeìne Leben der Menschen
als einen großen Jahrmarkt unnelodisch durcheinander
und um sich herum summen hörte i...1 da wa.r es ihm,
als wenn auf einmal seiner Seele große F'lügeì
ausgespannt, als wenn er von einer dürren Heide
aufgehoben würde t...1 die Musik durchdrang seine
Nerven mit leisen Schauern und lieÉ, so wie sje
wechselte, mannigfache Bilder vor ihm aufsteigen.
So kam es ihm t...1 ganz deutlich vor, als wenn er
den Köni g David t. . .1 hertanzen sähe t. . .1 Ja, bei
manchen Stellen der Musik endlich schien ein besonderer
Lichtstrahl in seine Seele zu fallen; es war ihm, als
wenn er dabei auf einmal we'it klüger würde und mit
helleren Augen und einer gewissen erhabenen und
ruhigen Wehmut auf die ganze wimmelnde Welt herabsähe.
(eL-e2)

In addition, the use of pietistic religious terminoìogy links

Berg'linger to the other important figures of earlier eighteenth

century novels of 'Empfindsamkeit'. Hertrich stresses particularly

J.M. lliller's "Siegwart. Eine Klostergeschichte", where Threse's

response to the reading of Kiopstock's odes c'losely resembles the

effect of music upon Berglinger.33

The most important influence on Bergìinger's conception

of music is religion, and religious enthusiasm plays just as

'important a part in his life as it did in the lives of his

predecessors, Bach and Handel. He regards music as the ultimate

divine ìanguage and aesthetic experience. ldackenroder's conception

of art has been summed up in ìiterary history as one of

'Kunstfrömmigkeit', and Haym refers to the "keusche, demütige

Kunstverehrung des Klosterbruders [...-"] diese Kunstfrömmigkeit,

von der er selbst voll ist t....1"3'* More stress is put on this

reìigious piety than on technical ability as a foundation for

good musicianship, and artistic inspiration is regarded as a kind

of divine intervention. Kielholz makes the link between music and
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muss die Musjk auf den empfindsamen Besucher [,Jackenroder] einen

bl ei benden Ei ndruck gemacht haben . Musi k-Rel i g'ion -Empfi ndung war

also für l^Jackenroder e'ine Einheit von seiner Jugend an. "3s This I ink

becomes even clearer when we realize that Wackenroder's encounter

with Catholic liturgy, the resounding Latin texts of Mass, and the

catholic hymns of that period brought him to regard the catholic

church of southern Germany as a strongho'ld of relig'ion, art, music

and feeling, thereby becoming the object of Berg'l.inger's ardent

desire.36 so although he grew up in the strongly rationalistic

and orthodox lutheran background of northern Germâfly,37

Wackenroder emerges as an emotional Cathol ic rather than an

intellectual Protestant.

Berg'linger turns his back on the pubìic, his isolation from

1îfe possibìy contributing to his father's death, and l,lackenroder

contrasts Joseph with the earlier artists such as Dürer who were

able to combjne life and art to a greater degree than his musician

hero. According to Mittenzwei the meaning of music for Berglinger

lies in its capacity to save hjm from the torment of the everyday

worl d:

Schon in Wackenroders Bericht wird deutl ich, wje mit dem
weltanschaul ichen Pessimismus ein gleichzeitiges
Bedürfnis nach Musik einhergeht, das in dem Máße wächst,
wie sich der Pessimismus bis zum Nihilismus steigert und
immer heftigere Formen anninmt. sE

The sufferings endured by Bergl'inger in his domestic environment

cause him to withdraw into a phantasy dream-worìd, when "das im

Refugìum der Phantasie isolierte Erlebnis der Kunst t"..1 in
gesteigerter weise sinn-- und All--Erlebnis fern von der l.lelt und

ihrer quaìvollen Nichtigkeit [wird]"av Leaving oneself open to the .
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power of such fancies, in which art and life become two completeìy

separate entities, is putt'ing onesel f in the pos'ition where "d je

künstlerische Kraft ohne Beziehung zur Welt gegenstandslos werden

und si ch i ns We] t'l ose , i ns N'ichts verströmen könnte . "a 
0 Later on ,

in the essay Die Wunder der Tonkunst, music itself is actually

described as "ein Bjld unsers Lebens: -- eine rührend kurze Freude,

die aus dem Nichts entsteht und ins Nichts vergeht (131),

and Arendt concludes his chapter on the Berglinger-Novelle."

Der Dichter Wackenroder [...1 spiegeìt mit seiner wie
auch immer künstlerisch schwachen Novelle das
entscheidende Problem der Romantik: Losge'löst von der
'Schöpfungskraft' von der wirkl ichkeitsgebundenen Kraft
der Verwandì ung und nur vertrauend. einer I eichtbeweg'l'ichen
und weltfremden 'Phantasie', treibt die Kunst als Musik
wie a'ls Poesie ab ins Nichts. "q 

I

Music has the power to consume man, and Kielholz regards Berglinger's

love of music as an unhealthy passion which damages him phys'ically.a2

Kielholz quotes the following passage from the Bergìinger-Novelle:

Seine heftige L'iebe zur Musik nahm in der Stille immer
mehr überhand. l^lar in einigen Wochen kein Ton an sein
Ohr gekommen, so ward er ordentlich am Gemüte krank
t...1 Und so oft in den benachbarten Städten eine schöne
große Musik zu hören war, so lief er mit heißer Begierde
Ím heftigsten Schnee, Sturm und Regen hinaus. (94-95)

The question then arises as to how far Berglinger's passion for

music plays a part in his early demise. However, Wackenroder

remains sympathetic towards Berglinger, and with his depiction

at the conclusion of the Herzensergießungen we witness the birth

of a new type of artist, the Romantic artist.
In the Phantasien Bergììnger expresses further his views on

music, not in a methodical, objective, and scholarly fashion, but

in one full of generalizations, impressionistic and enthusiastic.

A beautiful, almost naive admiration for the superiority of music
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'is expressed, and rather than pa'inting, music can g'ive a better

expression to a deep and pious faith. The key to artistic pleasure

is faith and feeling.

In Ein wunderbares morgenländisches Märchen von ejnem nackten

Heiligenu the redeeming power of music soothes 'den veirrten Genius'

(I?9) of a tormented saint. The 'oriental tale' recalls the fairy-

tale motif of the hermit in his remote, isolated cave, a motif

occuring in other ear'ly Romantic works such as Novalis'

"Heinrich von Ofterdingen". But in this tale there is a negative

and nihilistic tone. The'nackter HeiligêF', despite his with-

drawaì from the world, is still possessed by the compulsive idea

that he must constantly turn "das Rad der Zeit" (126). Kohlschmidt

interprets this tale purely and solely in nihilistic terms: "Hier

ist die totale Teitangst Grundstimmung einer dichterischen Gestalt

geworden. Dieser sonderbare Heilige ist ihr Opfer."a3 Such a

view does not take account of the fact that this 'sonderbare Heiìige'

is also saved from the eternal 'wheel of time' by the softly gìiding

stream of music represented by the poem beginning: "Süße

Ahndungsschauer t...1" (129). Rather, the tale ends not on a note of

despair but on one of ecstasy at the religious power of music to

redeem Man's soul and to fill him with a sense of rebirth; a

knowledge of the genius- "der Liebe und der Musik" (130):

Die Gestalt des Heiligen war verschwunden, eine
enge'lschöne Geisterbildung, aus leichtem Dufte gewebt,
schwebte aus der Höhle, streckte die schlanken Arme
sehnsuchtsvoll zum Himmel empor, und hob sich nach
den ïjnen der Musik in tanzender Bewegung von dem
Boden in die Höhe. Immer höher und höher in die
Lüfte schwebte die hel ì e Luftgestal t von den
sanftschwellenden Tönen der Hörner und des Gesanges
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emporgehoben; -- m'it himmlischer Fröhlichkeit
tanztedie Gestalt hier und dort, hin und wjeder
auf den weißen Gewöiken, die im Luftraume schwammen,
immer höher schwang er sich mit tanzenden Füßen in
den Himmel hi nauf , und f'l og end'l i ch i n geschl ängeì ten
l,.Jindungen zwischen den Sternen umher; da klangen alie
Sterne, und dröhnten einen hellstrahlenden himmlischen
Ton durch die Lüfte, bis der Genius sjch in das
unendl iche Firmament verlor. (129-30)

Music therefore appears as a guiding star in etern'ity.

In the second essay, Die l^lunder der Tonkunst, Berglinger

gives us "das herrlichste und das wunderbarste Bild, so ich mir

von der Tonkunst entwerfen kann" (132), and he concerns hjmself

with various miracles performed by mus'ic. Music still remains

as part of that innocence which was the origina'l state of Man.

Bergl'inger once more reminds us of music's ability to speak a

unique language, and its capab'ility of providing us with unequalled

emotional experiences:

Die Musik aber halte ich für d'ie wunderbarste dieser
Erfindungen, weil sie menschliche Gefühle auf eine
übermenschliche Art schilderto weil sie uns alle
Bewegungen unsers Gemüts unkörperlich, 'in goldne Wolken
luftiger Harmonieen eingekleidet, über unserm Haupte
zeigt, -- wei'l sie eine Sprache redet, die wir im
ordentlichen Leben nicht kennen, die wir gelernt haben,
wir wissen nicht wo und wie, und die man allein für die
Sprache der Engel halten möchte. (133-34)

One could not hope to find a clearer expression of l^lackenroder's

conception of music as a form of consolat'ion and wherewithal to

escape from the world than in the passage where he pìunges his

head:

t...1 in dem heiligen kühlenden Queil der Töne unter,
und die heilende Göttin flößt mir die Unschuld der
Kindheit wieder eiin, daß ich die Welt mit frischen
Augen erbì'icke, und in allgemeine, freudige Versöhnung
zerfließe [...] so schließ ich mein Auge zu vor all dem
Kriege der Welt -- und ziehe mich still in das Land des
Glaubens, zurück, wo alle unsre Zweifelund unsre féiîen
sich in ein tönendes Meer verlieren t...1 (131)
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It is Mittenzwei's opinion that Wackenroder rejects the bourgeo'is

world wjth its utilitarian mode of thinking,its materialism, its

alienation of true values and emphas'is on the respectable house-

owner who can afford a coach, horse, and servant.aa Such a

bourgeois society has little time for art and the 'empty dreaming'

of its originators. In contrast to this philistinism it is music

"[...] die uns die echte Heiterkeit der Seele einflößt, welche das

schöne Kleinod ist, das der Mensch erlangen kann (tS+¡" But

music's relationship with religion is given just as adequate

expression when Berglinger suggests that those emotions associated

with music derive from the power of a higher creator:

Es scheinen uns diese Gefühle, die in unserm Herzen
aufsteigen, manchmal so herrlich and groß, daß wir
sie wie Reliquien in kostbare Monstranzen einschließen,
freudig davor niederkn.ieen,. und im Taumel nicht wissen,
ob wir unser eignes menschliches Herz, oder ob wir den
Schöpfer, von dem alles Große und Herrliche herabkommt,
verehren. (133)

In describing music as "ein Vogel Phönix" (130), Wackenroder avails

himself of various synaesthetic effects to try to reproduce verba'lìy,

through colours and images, his musical experiences.þs Kjelholz

should, however, have gone further to expìain how, in the fo]ìowing

passage, Wackenroder expresses his understanding of music, an

understanding not solely based on synaesthesia but composed of many

diverse elements. Here we have once more the idea of re-birth

through the redeeming power of music, expressed by metaphor and

heavenly images:

Bald dünkt es mich, Musik sei wie ein Kind, das tot
im Grabe 'lag--ein rötlicher Sonnenstrahl vom Himmel
entnimmt ihm die Seele sanft, und es genießt, in himmlischen
Ather versetzt,goìdne Tropfen der Ewigkeit, und umarmt die
Urbilder der allerschönsten menschlichen Träume. -- Und
bald [...] ist die Tonkunst t...1 eine kìeine fröhliche
grüne Insel, mit Sonnenschein, mit Sang und Kjang--die auf
dem dunke'ln, unergründlichen 0zean schwimmt. (130-31)
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Another piece in which Wackenroder employs synaesthetic imagery

to describe a musical experience is the fragmentary letter by

Berglinger in which art, "die über alles hinweg bis in díe Ewigkeit

hinaustreicht" (143), is considered to be the one constant factor

in a chaotic world, uniting peop'le of all different classes (t+t¡.

Bergìinger speaks of the musical sounds as if they had a loveìy

fragrance:

Auf grünem Rasen saßen die Spieìer, and zogen aus
ihren Blasinstrumenten die muntersten, lustigsten
Frühlingstöne hervor, so frisch wie das junge Laub,
das sich aus den Zweigen der Bäume hervordrängt.
Sie füllten die ganze Luft mit den liebjichen
Düften ihres Kìanges an, und alle Blutstropfen
jauchzten in meinen Adern. (141)

Kielholz notes how Wackenroder increases the emotional intensity

of his language by use of "gefühlshaft ausschmückende Adjektive":

"so zeigt sich, dag es ihm t...1 um'intensive, unmittelbar ansprechende

emotìonale lrfÍrkung[geht]. n' As exampìes of such expressjve and

emotional adjectives Kíelholz lists "unschuldig", "rührend", "rein",

"kindlich", "unruhig", "verlvirrt", "fremd;'o "böse", "ohnmächtig",

"heilig", "kühlend", "heiland", "frisch", "aììgemeine", "freudig",

"sel bsterfunden", "verzweif'l ungsvolI ", "missgestal tet". a6

The third essay, Von den verschiedenen Gattungen in jeder

Kunst und insbesondere von verschiedenen Arten der Kjrchenmusik,

discusses the varying genres of church music and again believes

music to be a religion, with its creator a priest:

Nach dem Gegenstande zu urteilen, ist die geistliche
Musik freilich die edelste und höchste, sowie auch in
den Künsten der Malerei und Poesie der heiìige,
Gottgeweihete Bezirk dem Menschen in dieser Hinsicht
der ehrwürdigste sein muß. (137-38)
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This type of church mus'ic resembles those chosen spirits whose

minds are filled by the almighty thought of God and who thereby

forget the frailty of the human race:

Die Musik ist jenen Geistern ähnlicho welche von dem
allmächtigen Gedanken an Gott so ganz über alle Maße
erfüllt sind, daß sje die Schwäche des sterbljchen
Geschlechtes dariiber ganz vergessen, und dreist genug
sind, mit lauter, stolzer Trompetenstimme die Größe
des Höchsten der Erde zu verkündigen. (tee¡

The final piece, Ein Brief Joseph Berglingers, mentions

the dangerous and unknown powers of art and music as already

anticipated in the Berglinger-Novelle. Art is a 'tödliches Gjft'
(tSS¡. It is "f...1 eine verführerische, vorbotene Frucht; wer

einmal ihren innersten, süßesten S-aft geschmeckt hat, der ist
unwieder:bringlich.verloren für die tätige, lebendige l,leìt " (tSf 1.

The penultimate essay is entitled Das eigentümliche innere

l,Jesen der Tonkunst und die Seêlenlehre der heutigen Instrumentalmusik.

Wackenroder interests himself in the psycho'logy of music through an

examination of the effects of music upon the listener's psyche.

Along with the Berglinger essays Das Wesen der Tonkunst demonstrates

that, in the late eighteenth century: "In pìace of painting, music

becones the art frequently pointed to as having a profound affinity
with poetry."47 Gillies believes that the content of the essay

derives from the lectures given by Forkeì, especialty those delivered

at Göttingen, and from the first volume of his "Al'lgemeine Geschichte

der Musik." Although the second volume was not pub'lished until 1801.,

l.Jackenroder probably acquired much of its content in lecture form.aB

The first half of the essay attacks musicians who see art as a

matter of mathematics rather than of feeling. In the second half

there is a discussion of the emotions which can be aroused on
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listening to musjc and of the various types of musical enjoyment.

Towards the end of Das Wesen der Tonkunst Wackenroder

presents a symbolic representation of the effect of listening to

music. He extols the latest triumph of musical instruments, the

symphony, "worin nicht eine einzelne Empfindung gezeichnet, sondern

eine ganze l^lelt, ein ganzes Drama menschlicher Affekten ausgeströmt

ist" (tso-st). It is no accident that the growing interest shown

by the early Romantics coincides with the culmination of the

classical symphony. Beethoven composed his nine symphonies between

1799 and 1823, although Wackenroder's symphonic description was

completed before the composition of Beethoven's First symphony (1799).

wackenroder 'lived during an age of expanding secular music (Mozart,

Haydn, Gluck, J.s. Bach), and the first st'irrings of early Romantic

literature and the development of the symphonic form express a

common process, the independent development of secular and purely

instrumental music.as One can specu'late as to whether l,lackenroder's

description of the symphony actuajìy influenced Beethoven. Taylor's

comment (perhaps a rhetorical question?) provides a partiaì answer:

"Did Wackenroder t...1 sense the in-dwe'lìing power which was to

turn the nineteenth century into the century of music, the century

of the Romantìc ascendency?"s0 Kielholz interprets wackenroder's

description of his musical experiences in terms of the notation of

various tempi. One particu]ar passage contajning six paragraphs

(t+e-so¡ lends itself to such an analysis: "die hüpfende, tanzende

kurzatnende Fröhl ichkeit" (A'l'legretto piacevole); "Die s-a¡fte, fel senfeste

Zufriedenheit" (Andante; Moderato); "Die männliche, jauchzende Freude',

(Alìegro con spirito); "Das süße, sehnsüchtige Schmachten der Liebe"

[Largo dolce, con espressione)'; "Der tiefe Schmerz" (Grave); "Die
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mutwillige, entbundene fröhl'iche Laune" (Vivace).sl

Throughout the essay Wackenroder is aware of the problem

as to whether one can actualìy reproduce music through words. He

recogn'izes the tensÍon between linguistic and musical expression.

At the essay's end he admits hjmself: "Aber, was streb' ich

Törichter, die Worte zu Tönen zu zerschme'lzen? Es ist immer nicht

wie ich's fühÏe" (152). The writing down in words of his responses

to music cannot amply express his true feeìings, and the.artist.-demands

release from the prison of words: "Kommt, ihr Töne, ziehet daher

und errettet mich aus diesem schmerz]ichen irdischen Streben nach

Worten, wickelt mich ein mit Euren tausendfachen Strahlen in Eure

g1änzende blolken, und hebt mich hinauf in die alte Umarmung des

alliebenden Himmelsl" (152) Such metaphorical 'language is also

used by l,lackenroder to express his rel ig'ious enthusiasm:

Ja, jeden Augenblick schwankt unser Herz bei denselben.
Tönen, ob die tönende Seele kühn alle EitelkeîTên-ter
l^lelt verachtet, und mit edlem Stolz zvm Himmel hinaufstrebt
--oder, ob sie alle Himmel und Götter verachtet, und mit
frechem Streben nur einer einzigen irdischen Seligke'it
entgegendringt. (tSZ)

Music is spoken of as a "Gottheit für menschliche Herzen" (152),

capabìe of expressing our most intense emotions and feelings. The

image of a flowing stream is used: "[...] die Tonkunst strömt

ihn uns selber vor [...] alle die tönenden Affekten t...1 Keine Kunst

schildert die Empfindungen auf eine so künstliche, kühne, so

dichterische [...] l^leise [...] in diesen Weìlen strömt recht eigent'lich

nur das reine, formlose llesen (t+g-+g)..

It should also be noted that in Wackenroder's depiction of

the symphony he uses more frightening terms, with overtones of

fear, than can be found in the @. There is a



-12-

development and metamorphosis from the Herzensergießungen, with'its

relatively idyllic picture of music as a saviour, to the Phantasien,

where we encounter the ambivalent power of music to offer both a

serene and a demonic experience of 1iving:

"[...] mit einem Trompetenstoße brechen alle furchtbaren
Schrecken der bJelt, alle die Kriegsscharen des Ung'lücks
von allen Seiten mächtig wje ein Wolkenbruch herein, und
wälzen sich in verzerrten Gestaìten fürchterlich,
schauerlich wie ein lebendig gewordenes Gebirge
übereinander. " (151)

Still, many characteristics already noted in the Herzensergießungen

occur once more in the Phantasien. We have uncritical empathy and

religious enthusiasm: the key to artistic pleasure lies in the

realm of sUbjective feeling and reìigious faith. Self-devotion to art

arises through religious commitment and worship, art is a religious

love with music as its God. The nature of Berglinger's compositions

is unknown, but it is clear that Wackenroder sees the whole concept

of artistic inspiration as resting upon devjne intervention. 0skar

l,lalzel regards Wackenroder's concept of creativity as depend'ing upon

a divinely inspired emotional experience,s2 and Robson-Scott writes:

To l,lackenroder aesthetic experience -- whether of art
or music -- is in the nature of a sacrament. The work
of art and the life of the artist call for a response
akin to re'ligious awe. It is this Kunstfrömmigkeit,
this attitude of humble ardent devoffiork of
art and its creator, whích was the truly revolutionary
element in his work. This and the allied conception of
artistic inspiration as a kind of divine intervention
(cf. Eglfaels Erscheinung) cut at the root of the
inteìffii approach of the classicist
schooì. 'Wer ein System gìaubt, h?t die allgemeine
Liebe aus seinem Herzen verdrängtl trträgìioher ist
Intoìeranz des Gefühls, als Intoleranz des Verstandes; --
Aberglaube besser als Systemgìaube' L42l This !{as indeed
a startling doctrine for those who were accustomed to
contempìate art through the eyes of 0eser or lbngs, a
doctrine which led djrectly to the whole Romantic conception
of art. s3
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Zipes also stresses l,Jackenroder's conviction that artistic inspìrat'ion

and the nerits of works of art are beyond rationaì comprehension.

The creation of art is an enigma, and it is futile to use one's

intellect in the assessnent of artists' productions. Empathy is

what is needed.sa The premise of the Herzensergießungen is that

"one must cherish the talents of artists though they may strike,us

as strange. The intellect cannot help us fathom the creative

powers of these artists because they have holy natures. In fact,

they are saints."ss Yet the question arises as to how far

Berglinger is a creative artist or whether he has merely the capacity

to feel and enjoy art. It is true that he created an Easter oratorio,

but his emotional disturbances and constant questioning of the value

of art associated with his creativity raise the question posed by

the friar: "Soll ich sagen, daß er vielleicht mehr dazu geschaffen

war, Kunst zu genieSen als auszuüben?" (tO6¡ Is he perhaps another

inactive and passive hero like Werther, who pours out l.ris whole

melanchoìy'esprit' to a friend in letters without in any way acting

to improve his situation? Rather than trying to 'improve their

current state of affairs they both take refuge behind tears, and

with Berglinger: "Helle Ströme von Tränen brachen ihm aber hervor,

so oft er sich zur Arbeit niedersetzen wollteìi(tOS).

Nahrebecky names six characteristic traÍts of Berg'linger:

1) he is an emotional character who always prefers feelings rather

than reason;2) he is so dedicated to the world of music that he

hardly has time for the other artistic modes of expression;3) it is

impossible for Bergìinger to resist the magic power of art;4) the

problem of isolation is closely related to alienation from family

and the rest of society: Berglinger is an isolated artist mis-
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understood by both h'is emp'loyers and by his audience; 5) Berglinger

takes refuge in the world of his phantasies, a transfigured realm

of music; 6) Wackenroder's musician figure is an artist by vocation:

because art is of divine origin, the inner power which gu'ides the

artist whíle he practices his art must also be of divine origin.u'

As for Wackenroder himself, his jnfluence on later Romantics

is also not to be ovérlooked, and he "said almost everything that was

later said, at greater length and with more comprehensiveness, by

Schopenhauer and Nietzsche [...]"t7 Benz believes that in certain

sections of the 'Hgrzensergießungen and Phantasien "l^li r gì auben

Sätze aus Schopenhauers I''letaphysik der Musik zu lesen [.. .]"s8

Wackenroder's emphasis on the primacy of music among the arts, and

his preference for the symphony among a'lì musica.l forms stimulated

Tieck and Brentano's interest in the musical aspect of poetry. Most

importantly, he created the Romantic artist jn the form of a

musician and this influenced Hoffmann's own creation, Johannes

Kreisler. Hoffmann's tortured hero was aìso painfully aware of

the tragic incompatibility of life and art, and he is destroyed by

his uncompromising devotion to his art, loosing control over the

powers of music and over himself.



CHAPTER II
Ernst Theodor Amadäus Hoffmann(1776-1822)



CHAPTER I I : Ernst Theodor Amadäus Hoffmann ( 1776-1822 )

The epitaph on the gravestone in Berlin of Ernst Theodor

Amadäus Hoffmannmentions that he was distinguished in the fields

of law, literature, music, and painting.l "Throughout the first part

of his life, music stood uncontradicted as his foremost interest,

and he confessed on numerous occasions that he wished to make his

mark only as a composer."2 Hoffmann produced a fair quantìty of

musical compositions. Hans Ehinger lists a total of eight operas

and 'Singspiele', a good deaì of music for ballet and the stage, a

Mass in D major, the 'Miserere' in B-flat minor, "Sechs geistliche

Chöre" for a cape'lla chorus, 'canzonettas' and other vocal works,

a symphony in E-flat, four piano sonatas, a piano trio with.strings,

a quintet for harp and strings, and much incidental music for chamber

and orchestra.' The work which was most well received and highìy

regarded was his opera "Undine". First performed at the Roya'l Theatre,

Berlin, on 3 August 1816,u its libretto was written by Friedrich de la

Motte Fouqué (1777-L843) based upon his own story concerning the

marriage between a watersprite without a soul and a mortal:

One interesting feature of the opera t...1 was the use
of the recurring themes to identify characters or
situations, a principle Weber was later to employ
himself, and one which was to be fully developed into
the leitmotif principle by another Hoffmann admirer,
Richard Wagner.

If not a perfect expression of romanticism in opera,
Undine certainly played no small part in 'inspiring
ilê5er-to exploit fulìy the themes it suggested.s

As far as the relationship between music and literature is concerned,

it is music which influences and leaves its mark upon Hoffmann's

literature rather than the reverse being the case. One can specuìate
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as to why Hoffmann did not live up to his own expectations of

himself as a composer, never achieving the success in the musical

realm itself that came his way in the sphere of music criticism and

creative writing. Perhaps he could not meet his own demands of music

as the highest form of art, a transcendental conception that his

own musical abilities could never do justjce to: "the discrepancy

between the ideal and his actual achievement became progressive'ly

more blatant during his years as a conductor."6 His musical pieces

were in fact classical in styìe, influenced by Haydn, Mozart, Cherubinj,

and the Gluck school (Spontini).t

Hoffmann certain'ly contributed much to the genre of musical

criticism. In Friedrich Schnapp's edition of his Schriften zur Musik

there are as many as fifty-eight "Aufsätze und Rezensionen," in

which Hoffmann the music critic deals wjth works by composers from

Beethoven and Mozart to Spohr and Spontini.s In Bamberg during the

year 1809 Hoffmann successfully applied to become a regular contributor

to the "A'l'lgemeine musikalísche Zeitung". The editor was Dr. F.

Rochlitz, the generaì musical director for the publishìng house of

Breitkopf and Härtel to whom Hoffmann had already sent from Berlin

a few of his musical compositions. Enclosed with his letter of

app'lication to Rochìitz was the manuscript of Ritter Gluck, which

appeared in the March issue of the "Allgemeine musikalische, Zeitunþ"

for 1809, and with its publication Hoffmann's career as a writer

of fiction had started in the field of music criticism.s

As is the case with many of his stories, Ritter Gluck:

Eine Erinnerung aus dem Jahre 1809 borders on the Novel'le genre, and

in this proximity of the genres of music criticism and fiction is



-37-

revealed the typical Romantic distate for distinct boundaries

between genres and the arts. Ritter Gluck'is a musical essay which

sti'll manages to include criticism of Gluck's music, in particular

the overture to Gluck's "Iphigenia in Aulis".r0 Scherinterprets

the account of the overture and its effect upon the old musician

and upon the narrator in terms of the evocation of music through

musical vocabularyrLr

Hoffmann's approximation of the Iphigenia overture
is essentially a verbal pantomimel-Tombining various
narrative techniques, it conveys vague outlines of
musjc by relying on Ritter Gluck's gestures, on the
narrator's metaphorical characterization of the
overture';s' [ìðin motifs, and on extensive use of a

controlled musical vocabulary. r2

The subjective descriptions of the effect of listen'ing to music,

which was first encountered in l^lackenroder's essays and Berglinger-

Novelle, is used as a concìuding summary of the overture:

Ich härte die sanfte, schmelzende Klage, womit die
Flöte emporsteigt, wenn der Stunm der Violinen und
Bässe ausgetobt hat und der Donner der Pauken schweigt;
ich hörte die'leise anschlagenden Ïdne der Violoncelle,
des Fagotts, die das Herz mit unnennbarer Wehmut
erfüllen; das Tutti kehrt wieder, wie ein Riese hehr
und groß schreitet das UnisonolÏort,, die dumpfe Klage
erstirbt unter seinen zermalmenden Tritten. (I, 14)

This metaphoricaì description of musical impressions is typical

of Hoffmann's style and recurs often in his works. Another

dominant theme in his works as well as his life is the attack on

those philistines who cannot appreciate and have no time for music.

This is manifested in Ritter Gluck through an attack on the

contemporary musical scene in Berlin, a city described as an

"öden Raum" (I, tB). Even artists and composers are dammed

by the mysterious stranger:
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Sie kritteln und kritteln - verfeinern alles bis zur
feinsten Meßlichkeit; wühlen alles durch, um nur
einen armseligen Gedanken zu finden; über dem
Schwatzen von Kunst, von Kunsts'inn, und was weiß ich --
können sie nicht zum Schaffen kommen. (I, 18)

At the end of the story, the stranger reveals: "ich b'in der

Rltter Gluckl" (I,24). Is he a musician who has so complete'ly

devoted himself to Gluck's music that he deludes himself that he

is Gluck, or is he really Gluck, perhaps a reincarnation of the

composer's spirit? Some of the images evoked - particularly the

personification of musical chords -- anticipate some of the

more frighten'ing visions experienced by Kreisler: "Als ich im

Reich der TÈäume war, folterten michtauserrd Schmerzen und Angstei

t...1 mich schreckten die grinsenden Larven der Ungeheuer" (I, 17).

But there are also metaphorical 'images of a more soothing and serene

nature, describing a desire for complete immersion in music.

Da fuhren Lichtstrahlen durch die Nacht, und dje
Lichtstrahlen waren Töne, welche mich umfingen mit
I iebì icher Klarheit i. . .l gingen Töne hervor und
schimmerten und umschlangen sich in herrlichen
Akkorden, wie ich sie nie gedacht hatte. Melodien
strömten auf und nieder, und ich schwamm in diesem
Strom und wol I te untergehen. ( I , 77) .

The public doubts the sanity of Hoffmann's Gluck, but this is only due

to the neurotìc intensity with which he describes his dreams. The

musical components of the 'Gluck'-Novelle should not be considered

soleìy in terms of insanity, as Hoffmann's Gluck was at least able

to produce originaì and beautiful compositions.

0n 27 January 1813, Hoffmann sent the manuscript of a new

story to Härtel, hoping that it wouìd be published in the

"AIìgemeine Musikalische Zeitung," where it duly appeared on

31 March 1813 under the title Don Juan. Elne.fabelhafte Begebenheit,
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die sich mit einem reisenden Enthusiasten zugetragen.I3 The

major aspect of this story is the first appearance of the Julia

Marc figure, a figure of immense'importance when one considers the

personaì 'influences on Hoffmann's works.ra She gave characteristics

of her personality to many of his heroines. Aìready married to a

Pole since 1802, Hoffmann also 'idolized a fifteen-year-old Jewish

g'irl in Bamberg" whose singing voice kept him speìlbound. Juiia

was eventua'l'ly married to a wealthy Hamburg busìnessman, though he

later died after an unhappy marriage.lt The many references to

Julia in his diary, where he referred to her as Kätchen ('Ktch.')

after the model of Kleist's "Kätchen von HeiIbronn", are a

testament to the influence she exerted over Hoffmann. The fact that

she was sacrificed to wealth helps to exp'lain Hoffmann's hatred of

the material istic bourgeoisie.16

It was during the composit'ion of Don Juan that Julia Marc

was married, and it may be possible to assume that Donna Anna

represents Julia Marc, Don Giovanni Hoffmann himself, and Don Oltavio

Julia's husband. Donna Anna sacrifices her life for art, and like

all of thne Julia Marc figures she becomes the ideal woman, "ein

göttìiches l^leib" (I,85) representing the very spirit of music:

'iSie sagte, ihr ganzes Leben sei Musik, und oft gìaube sie manches

im Innern geheimnisvoll Verschlossene, was keine Worte aussprächen,

singend zu begreifen" (I, 79). Korff wonders if it was the case

"daß Hoffmann durch sein Julia -- Erlebnis plötzlich den Schlüssel

zu Mozarts Don Juan gefunden hat,"r7 and as a result of the

attention devoted to Donna Anna she becomes the heroine of the opera.
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Hoffmann certainly thinks he has discovered the key to the meaning

of Don Gjovanni, but by so do'ing he has given a romant'ic g'loss to

what is essentially a rococo 'dramma giocoso'. Don Juan becomes

a sort of romantic hero searching for the'ideal and full of

Romantic 'sehnsucht' for the infinite, "immer hoffend, das Ideal

endlicher Befriedigung zu ftnden" (I, 84). Hoffmann breaks with the

tradition of the Don Juan theme by assuming that the Don has seduced

Donna Anna before their stage appearance, but maintains it by

turning her into the ideal woman for whom Don Juan is'looking.

Donna Anna's hatred is in turn a form of love for Don Juan: "Nur

Er, nur Don Juan konnte den woTlüstigen Wahnsinn in ihr entzünden,

mit dem sie ihn umfing" (I, 85). She feels that on'ly Don Juan's

death can bring peace to her soul:

aber diese Ruhe ist ihr eigener irdischer Untergang. --
Sie fordert daher unablässig ihren eiskalten Bräutigam
zur Rache auf; sie verfolgt seìbst den Verräter, und
erst als ihn die unterirdischen Mächte in den Orkus
hinabgezogen haben, wird sie ruhiger." (I, 86)

l,Je are faced here with an imaginative piece of musical criticism

and the first ìnterpretation of Mozart's "Don Giovanni": Hoffmann,

reflecting the Romantic trends of his day, tries to mould the Don

Juan Ì.egend into a Romantic framework.ls Mozart's Don. Juan is

not a Faustian figure but a seducer of women who satisfies his

physica'l wants and vanity, while Donna Elvira's role is as least

as ìmportant, if not more so, as Donna Anna's. Hoffmann's inter-

pretation pìaces the emphasis upon sensua'lity: when Donna Anna

visi:ts 'den reisenden Enthusiasten', Hoffmann, at night, is this

not an expressìon of wish]tulfillment? Onìy a musical review by
L

Hoffmann could include a metaphorical description of an overture



-41 -

in terms of metaphorjcal demons and monstrous powers:

In dem Andante ergriffen mich die Schauer des
furchtbaren, unterirdischen regno all pianto;
grausenerregende Ahnungen des Entsetzlichen
erfüllten mein Gemüt t...1 ich sah aus tiefer
Nacht feurige Dämonen, i hre 91 ühenden Kral len
ausstrecken [. . . ] Der Konfl i kt der menschl ichen
Natur mit den unbekannten, gräSlichen Mächten
t...1 trat klar vor meines Geistes Augen.
(t,74-75)

Hoffmann compiled the essay Beethovens Instrumentalmusik

from two reviews written for both the "Aìlgemeine Musikaljsche

Zeitung" and the'Zeitung für die elegante l,lel¡.ttre The first review

is of Beethoven's Fifth symphony (July 1810) and the second one

deals with the two piano trios in D Major and E Major, opus 70

(March 1813). He reworked these two reviews into the above essay

in the first cycìe of the Kreisleriana sequence of the Fantasiestücke

in callots Maniel.'0 Oiiiy one other review by Hoffmann was revised

in essay formn that of Beethoven's Mass in C Major, which became

part of hi s Al te und Neue Ki rchenmusi k.2 t

In Beethovens Instrumentalmusik Hoffman demonstrates an

emotional response towards his subject matter (which is after all

something ure would expect from a Romantic artist). He tries to
demonstrate that music affects man's very souì and inner. bei,ng

and these evocative visionary images gain the sympathy of the reader

in sucha way that he can experience and 'feel' music. Music is

the most Romantic of the arts because, be'ing the only purely

spiritua'l form of artistic expression, it is transcendental.

Romanticism represents the best in serious ìnstrumentaì music,

and instrumental music expresses "das ejgentümliche,nur in ihr zu

erkennende Wesen'l (I, 44) of music:
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Sie ist die romantischste aller Künste, beinahe
möchte man sagen, allein echt romantisch,
denn nur das Unendliche ist ihr Vorwurf.
Orpheus' Lyra öffnete die Tore des Orkus. Die Musik
schließt dem Menschen ein unbekanntes Reich auf,
eine Welt, die nichts gemein hat mit der äußern
Sinnenwelt, die ihn umgibt, und in der er alle bestimmten
Gefühle zurückläßt, um sich einer unaussprech'li:chen
Sehnsucht hinzugeben. (I, 44)

In opera and song, definite emotions are conveyed by words, whereas

instrumental music leads us "hinaus aus dem Leben in das Reich des

Unendì ichen", and the tru'ly g'ifted composer of i nstrumental music

has the insight into 'das e'igentümliche l^Jesen der Musik' (I, 45).

Mozart and Haydn, normally considered members of the classical

school, are seen by Hoffmann as precursors of Beethoven's Romanticism,

aiI three "atmen einen gleichen romantischen Geist, we'lches jn dem

gleichen innigen Ergreifen des eìgentlimlichen l^lesens der Kunst

liegt" (I,45). Haydn's music conveys serene and childlike'images,

Mozart leads us "In die Tiefen des Geisterreichs", but Beethoven's

instrumental music opens to us "das Reich des Unqeheuern und

Unermeßl ichen":

Beethovens Musik bewegt die Hebel der Furcht, des
Schauers, des Entsetzens, des Schmerzes und erweckt
eben jene unendliche Sehnsucht, welche das Wesen
der Romantik ist. (I, 46).

Emotional and vivid images are used to describe Beethoven's

music, and there is contjnual emphasis pìaced upon his striv'ing

towards the infinite and upon ineffable yearning: the word

"Geisterreich" occurs frequently: "l^lie führt diese wundervolle

Komposition [...] den Zuhörer unwiderstehlich fort in das

Geister reich des Unendlichen" (I, 47): "Ergreift Euch nicht

jene unruhvolle, unnennbare Sehnsucht, jene Ahnung des wunderbaren

Geisterreichs,in welchem der Meister herrscht?.' (I,48) Beethoven
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evokes enchanting pictures and shapes so that they may surround

the listener and "seine Phantasie, sein innerstes Gemüt entzündend,

ihn raschen Fluges in das ferne Gejsterrejch der Töne tragen" (I,52).
In 0mbra adoratai Hoffman describes Beethoven's music as

'brazen'--'metalln' (i, 35), and in Beethovens Instrumentalmusik

he regards the master's music as reflecting the struggle between

nature and the human will. Man is seeking to control wild, natural

forces, to exercise an almost dÍvine authority, and Hoffmann inter-

prets Beethoven's music in terms of an infinite ìonging and wi'l'l

to rise upwards and control these forces of nature. Even though

this interpretation may be a correct one, it is scarcely backed up by

supporting evidence or theoretical anaìysis. Hoffmann's major

objective is to capture his reader's sympathy through the s'incerity

and depth of his own emotional reactions to music; only then would

he make any critical assessment of Beethoven's works. However,

Hoffmann's place in the formative years of musical criticism cannot

be denied: "[...] with E.T.A. Hoffmann [...] we reach the beginnjng

of an era which produced the most en'l'ightened and truly 'professional'

musical criticism [..JoÙ His instinctive appreciation of

composers such as Paìestrina, Bach, Gluck, Haydn, Mozart, and

Beethoven led to their recognition as great, rather than just

talented, composers:

t...1 Hoffmann is an epoch-making critic, one of the
greatest in the history of music. He is this because
he was able to distinguish truly great musical
achievements from mere triviajities; because he placed
music above the other arts, thereby estabìishing the
aesthetic order for the future; because he attempted to
understand the new music of his ouJn time and procìaimed
ìtsmerits with vigour and e'loquence; and because despite an
inadequate knowledge of the past he sensed that which
was great there and that which deserved revival.23
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In the area of creative writing, Hoffmann is chiefly noted

for h'is musician figure Johannes Kreisler, through whom it is possible

to giean Hoffmann's broader philosophical attitude towards music

because to a large degree the creation of Kreisler was the result

of a search for an approprjate medium through which Hoffmann could

express himself and his ideas. l^lhat is known about Kreisler has

been pieced together through various fragments collectively called

the Kreisleriana, the two cycles of which were published'in the

first and second volumes of the Fantasiestücke in Callots Manier.

Blätter aus dem Tagebuche eines reisenden Enthusiasten, which

were composed between 1809-1814.24 The first cycle contains

six pieces: 1) Johannes Kreisler, des Kapellmeisters, musikal ische

Leideni 2) Ombra adorata: 3) Geçlanke¡ ïber @
Musik; 4) Beethovens Instrume ntalmusik; 5) Höchst zerstreute

Gedanken; 6) Der vollkommene MaschinÍst. The second cycle contains

seven pieces: 1) Brief des Barons l,lallborn an den Kapellmeister

Kreisler;2) Brief des Kapellmeisters Kreisler an den Baron l.lallborn;

3) Kreislers musikalisch-poetischer Klub; 4) Nachricht von einem

gebildeten jungen Mann; 5) Der Musikfeind; 6) Über einen Ausspruch

Sacchinis, und über den sogenannten Effekt in der Musik;7) Johannes

Kreislers Lehrbrief. Only a selection from the abundance of musical

aspects to be found in the Kreisleriana can possibly be considered

here.

Johannes Kreisler !{as 'born' in the ìiterary sense in the

piece entitled Johannes Kreislers, des Kapellmeisters, musikâlische

Leiden, printed in the "A'llgemeine Musikalische Zeitung" on 26

September 1810.2s A brief synopsis of the story will indicate

its most musical aspects. At a parlyin the home of the'Geheimen Rat'
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Röderìe'in, Kreisler accompanies on piano the young ladies of the

house who have been 'instructed to sing by their mother. The

mjstakes they make and the ridiculous comments passed by the guests

on the musical abilities of the Röderlein daughters, who are

actual 'ly qui te tal entl ess , make Krei sl er despa'ir. When he pl ays

Bach's "Goldberg Variations", these same guests find it too much

of a mental strain, and eventualìy leave Kreisler alone with Gottlieb,

the faithful servant, at the end of "Ein hundsföttischer, nichtswürdig

vergeudeter Abendl" (T, 28) Kreisler only toìerates these

humiliations because of his empìoyer Röderlein's niece, Amal ia.

Hoffmann's search for the (musi'cal ) ideal reveals itself in the

figure of Amalia, who signífjcantly has sung Donna Anna's major

scene in Don G'iovanni. She represents everything he respects in

music, and "eine Stunde mit ihr am P'iano Himmelsbalsam in die

Wunden gießt, weìche alle Mißtöne des ganzen Tages mir gequä'ltem

musjkalischen Schulmeister schìugen"(I, 33). Yet she only becomes

accessible to Kreisler when they actualìy share their music together.

Apart from her, Kreisler's social environment despises genu'ine

music, and so a dichotomy between his musical ideals and h'is actual

roie in society as a musjc teacher, performer and composer starts

to appear.

0n

his diary,

The piece

25 August 1812 Hoffmann first wrote 'Ombra

when his idolization of Julia Marc was at

adorata' in

its peak.

memory as it wasOmbra adoratàllis intended to preserve her

clear to Hoffmann that he was soon to loose her.25 Here" music
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and the beloved are fused together, with music itself becoming an

erotic experience. The singer's voice is neveridentifjed or ljnked

to human form, she represents the qu'intessentjal which saves Man

from "der niederdr[ickenden Qual des Irdjschen" (I, 34):

[das Ritornell] war sehr zart geha'lten und schien in
einfachen, aber tief in das Innerstedringenden Töne

von der Sehnsucht zu reden, in der sich rdas fromme
Gemüt zum Himmel aufschwingt und alles Geliebte wiederfindet,
was ihm hienieden entrissen [...] t^lje löste sich der Schmerz,
der in meinem Innern nagte, auf in wehmütige sehnsucht, die
himmlischen Balsam in alle Wunden goß -- Alles war verges.sen'
und ich horchte nur entzückt auf die Töne, die, wie aus
einer andern |ltelt niedersteigend, mich tröstend umfingen.
(I, 35-36)

Hoffmann then turns to the sìnger, and writes of heaven's blessing

which enables her soul to express "das im Innersten Empfundene

i...1 t^lie hotde Geister .haben. mich deine Töne umfangerf' (I, 37).

The song and the singer merge into one unit, and even though the

singer may disappear, the song wiì1 still remain and continue to

represent the toved-one in a vision ¡'[...] das dejnen Gesang --

dich--verklärt and verherrl icht" (I, 37).

Gedanken über den hohen Wert der Musik represents Hoffmann's

irony at its sharpest as he satirizes those ph'i'listines who belìeve:

"Der Zv,Jeck der Kunst überhaupt jst doch keìn anderer, als dem

Menschen eìne angenehme Unterhaltung zu verschaffen" (I, 38).

Music has become part of a decent education for children, and after

adults have devoted some of their time to it they should return to

the real purpose of their existence, to become "ein tüchtiges

Kammrad in der l¡Ialkmühle des Staats." Hoffmann comments

bitterly upon the social conditions of the artist which he hjmself

underwent when he notes:



-t,i-TI

daß beinahe ke'in Kiinstler es aus re'iner,
freier Wahl wurde, sondern sie entstanden und
entstehen noch irffner aus der ärmeren Klasse.
Von unbegüterten, obskuren Eltern, oder wieder
von Künstlern geboren, machte sie die Not, die
Geìegenheito der Mange'l an Aussicht auf ein Glück
in den eigentlichen nützlichen Klassen, zu dem,
was sie wurden " (I, 43)

An artist's position is. "ohne allen Rang, Titeì und Reichtum",

and Hoffmann speaks from personal experience when he ironically

recommends poor artists "irgendein leichtes Handwerk zu erlernen:

sie werden gewiß dann schon als nützliche Mitgìieder des Staats

etwas geìten" (I, 43). Music is ultimate'ly regarded by philistines

as an art-form contributing "zur Unterhaìtung und Zerstreuung"

[I, 41), whereas Hoffmann (echoing h'is essay Beethovens Instrumenta]musik)

sees it as:

t...1 die romantischste aller Künste, da ihr Vorwurf
nur das Unendl iche sei ; die geheimni svol I e , in Tönen
ausgesprochene Sanskritta der Natur, die die Brust
des Menschen mit unendljcher Sehnsucht erfülìe, und
nur in ihr verstehe er das hohe Lied der-- Bäume,
der Blumen, der Tiere, der Steine, der Gewässerl(r, 42)

An element of the bizarre and the supernaturaì is to be

encountered in the Höchst zerstreute Gedanken, where Kreisler

delivers various aphorisms concerning music and art. There are

fourteen of them, ranging from anecdotes about Mozart and Rameau

to a satirical account of a performance of Kotzebue's "Johanna

von Montfaucon" by a troupe of strolling actors. 0n1y one of

the aphorisms is 'longer than one paragraph. The one concerning

Mozart deals once more wíth his opera "Don Giovanni". 0n the

day before its first performance Mozart, havìng finished the

score but not the overture, was calmly riding aìong in his coach,
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and he left the writing of the overture unt1l the morn'ing of

the fjrst performance, thereby demonstrating an overall v'iew of the

completed work that had long been jn his m'ind. Kreisler asks:

Gl aubt 'i hr denn n ì cht , daß di e 0uvertüre al I er
Ouvertüren, in der alle Motive der Oper schon so
herrl ich und lebendig angedeutet s'ind, nicht
ebensogut fert'ig war als das ganze Werk, ehe der
große Mejster die Feder zum Aufschreiben ansetzte?
(r, 55)

In another paragraph there is a descrìption of the strange

synthesis of colours, tones, odours -- "Úbereinkunft der Farben,

Töne und Düfte" -- (I,54) encountered on falling asleep after

listening to music.

The eleventh paragraph demonstrates Hoffmann's djsinterest

in poì'itics. Hewett-Thayer has noted the lack of emotion and

casualness with which Hoffmann personal'ly witnessed the battles

between the French and the Russians over Dresden in 1814,27 and

in the Höchst zerstreute Gedanken Hoffmann writes: "Welcher

Künstler hat sich sonst um die politischen Ere'ignjsse des Tages

bekümmert -- er lebte nur in seiner Kunst, und nur in ihr schritt

er durch das Leben" (I,60). Paragraph twelve goes some of the

way towards d'ispe'l1ing the popular notion that as a result of

any heavy drinking Hoffmann may have undertaken he believed wjthout

quaì ification that alcohol ic stimulants could aid artistic

creati on:

Man spricht so viel von der Begeisterung, dìe d'ie
Künstler durch den Genuß starker Getränke erzwingen--
man nennt Musiker und Dichter, die nur so arbejten
können t...1 ich glaube nicht daran. (I-,60)
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He admits that "das gejstiqe Getr?lnk den regeren Umschwung

der Ideen befördert" (I,60) but adds a warning which also shows

Hoffmann's views in a more sober and less eccentric lìght:

t...1 daß der Geist, der von Licht und unterirdischem
Feuer geboren, so keck den l4enschen beherrschtr gôF
gefährlich ist, und man seiner Freundlichkeit nicht
trauen darf, da er schnell dje Miene ändert und statt
des wohltuenden behag'l'ichen Freundes, zum furchtbaren
Tyrannen wi rd. ( I , 61 )

The third piece in the second Kreislerjana cycle is called

Kreislers musikal isch-poetischer Klub.2B It djd not appear unt'il

the Fantasiestücke collection of 1815, where, aìong with the other

pieces , i t made up part of the Krei sl eri ana.2 s Hoffmann ' s 'i nterest

in synaesthesia can be seen in Kreisler's designation of certain

connotations to various chords. The members of this club, character-

ized by their qualitjes such as "der Bedächt'ige", "der treue FreLlnd",

"der Gleichgü1tige", "der Unzufriedene", have alI gathered together

for a musical evening, but unfortunately some candle grease has

ruined certain strings in the upper register of the p'iano, so that

Kreisler, dressed in his famjliar garb of red cap and Chjnese

dress'ing-gown, is forced to'improvise on the bass, thereby emphasiz'ing

the dark tones. As he plays in the dark, he describes h'is emotional

responses to these ìong series of chords, each chord given a particular

picture, emotion, figure, co'lour: The "As-dur-Akkord" conjures

forth metaphorical spirits described by one of Hoffmann's favourjte

phrases: "Holde Geister sind es, die die goldnen Fìügel regen ìn

überschwengl ich herrl iihen K'l ängen und Akkorden". The chord of

A flat minor (Mezzoforte) carries Kreisler "ins Land der ewigen

Sehnsucht"" A minor causes a beautiful girl to appear, embraced by
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Kreisler now starts to indicate those instruments best suited to

the particular chord. The mood darkens, and Kreisler's emotions

become gradua'lìy uncontrollable. C major evokes the devil danc'ing

in a graveyard accompanied by "Pauken und Trompeten", and he cries

out in ecstasy "Aber in toller wilder Lust laßt uns über den offnen

Gräbern tanzen". Repeated chords of C minor (fortissimo) drive

him to the point "von dem er s'ich gewöhnlich in ejnem düstern

Abgrund hoffnungsloser^ Kìagen stürzte". He is plagued by v'isions,

and at one point surrenders himself: "Laß ab von mirl ich will

artÍg seinl jch will slauben, der Teufel se'i ein Galanthuomo von

den feinsten Sittenl" Hoffmann shows us what happens when a

musician works himself up through musical insp'iration and is faced

with a musical abyss: "Kreisler--Kreislerl raffe dich aufi

Siehst du- es lauern, das b'leiche Gespenst mit den rot funkelnden

Augen t...1 Es ist der Wahnsinn". "Der treue Freund" l'ights the

candles and breaks the spelì, but the chords and words of Kreisler

resound in a far-off echo, the mood induced by them stjll remains.

Schafer writes of the 'musjkalisch-poetischer Klub':

t...1 we see the composer inspired. In a few powerfu'l
and suspenseful flashes he will run the full gamut of
musical experience from reverence to eroticism, from
tranqu'i 'l i ty to fear, from heró i sm to madness , seeki ng
to embrace the absolute, while his friends and
discipìes with their limited range of emotional
responses can understand little of these fìamboyant
displays and nothing of the total ecstasy.30

Music itself is so uncontrollable and dynamic that ìt quite often

transcends man's comprehension, and the only way jts effects can be

translated in writing is by use of equaììy flamboyant synaesthetic

and metaphorical imagery.
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After the completion of the 'musikalisch-poetischer Klub',

Kreisler disappeared from Hoffmann's writings for five years, until

the continuation of the Kreisler story in Kater Murr. It was almost

as if he were frightened of the Ímpìications of this figure he had

created, losing faith temporarily in the 'other world' of music,

"die höherelprache des Geisterreichs", (i,389) accordìng to

Johannes Kreislers Lehrbrief. Hoffmann final'ly returned to Kreisler

i n the ear'ly 1820' s wi th Kater Murr. Earl i er, i n the Krei sl eri ana ,

he had started to express his views on the ph'i'lìstine probì em, one

which Ís inextricably ìinked to music (as is the case with other

Romantics e.g. Brentano). Der Musikfeind describes the musical

evenings Hoffmann experienced as a smalì boy in his parents'home in

Königsberg, where he started to hate music-making as a means of

escaping boredom whilst simultaneously becoming so moved by the more

noble aspects of music that he is forced to find solitude, thereby

finding himseìf paradoxica'l'ly an 'enemy of music'. In Die

Lebensschicksale des Hundes Berganza Cacilie (the Julia Marc figure)

is married off to the rich yet vu'lgar l4onsieur George, who disrupts

the tea parties of Cacilie's artistic friends with trivial iokes

and obscenities. The Nachricht von einem gebildeten iungen Mann

attacks the snobbishness of high society salons: the monkey Mi'lo

receives lessons in social graces from a professor in aesthetics so

that he can then pose as an artistic genìus.

All of these attacks upon the philìstine who hates art,

particu'larìy music, culminate in Kater l4urr. Possib'ly feeì ing that

his treatment of Kreisler had been hitherto a fragmentary one,
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Hoffmann composed a more complete account of the musician, though

this too, is a "fragmentarische Biographie". The plan arose i.n the

spring of 1819, and the first volume was published later that year.

Volume two was issued towards the end of 1821.31 The full title
is Lebensansichten des Katers Murr nebst fr"agmentarischer

B'iographie des Kapellmeisters Johannes Kreisler in zufiill igen

Ì'4akuilaturblättern. The tomcat Murr, who has learnt to read and

write, records hís life story, using as a rest on which to write

some printed sheets taken from a book which he has found lying on

his master's desk. The book is a biography of Kreísler, incomplete

and lacking in contjnuity because Murr has torn the leaves out

haphazardìy, so that pages of Murr's autobiography alternate with

episodes from Kreisler's biography. Hoffmann has a dual purpose

in this novel. Through Murr he unmasks the self-satisfactjon and

pretentiousness of those semi-educated, pseudo-cultural members

of contemporary philistine society, summed up by Murr's smug state-

ment: "Gibt es einen behaglicheren Zustand, als wenn man mit sich

selbst ganz zufrieden ist?"32 Through Kreisler he contjnues the

theme of the (musical) artist in conflict with others almost

attaining the true ideal of art in and through love. The jncon-

clusive nature of thisstill partiaiìy incornplete account only

reflects more intensely Kreisler's struggìes with probìems evading

permanent sol ution.

In Kater Murr, Hoffmann deals with the "B'i1 dungsphiì ister":

tastes but cl aims to be

Bettina Brentano in

"A person who is commonplace in ideas

highìy cul tured. The word': was coined

and

by
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Illjus Pamphiljus und die Ambrosia, 1848. "33 The tomcat Murr is

one such "Bi'ldungsphilister", and he represents one aspect of

Hoffmann's conception of life, that of negative mediocrjty. The

positive aspect 'is represented by the sensitive sufferings of the

lonely genius. Although Murr signs h'imself "Etudiant en belles

lettres" and "Homme de lettres très renommé" he is more concerned

with his stomach, and by writing he can satisfy his appetite. He

leads a leisurely life apart from his association with the

revolutionary "Katzburschentum" which leads him into duels and heavy

drinkìng of herring pickìe juice. Hoffmann criticizes both the

members of the "Katzburschentum", who are no better than the

philistines, and the "spitzphilister" who carry out a reactionary

witch hunt. Meister Abraham and Professor Lothario d'iscuss the

Proposition: "[...] ob es besser sie, dem oftmals wirren ungezügeìten

Treiben exaltierter Jugend mit offner Gewalt entgegenzutreten"

(IX,287). One of the ironies of Murr's situation is his realization

that in his striving for the blessings of high cuìture he must accept

limitations on his freedom set by sociaì norms: "Je mehr Kultur,

desto weniger Freiheit, das ist ein wahres Wort" (IX, 29).

Kreisler's character comes to assume elements of tragedy.

He is forced to live in a society in which true art has become

an anachroni sm, a society wh'ich does not understand the si gn'ifi cance

of music but onìy listens to it to be diverted and entertained.

Kreisler is put into Prince Irenäus' court at Sieghartsweiìer,

where al1 the empty ceremonies have the intention of preserving

"den falschen Glanz dieses träumerischen Hofes" (IX, 36). The

court feignsaninterest in art but this is just as much a sham as

are the musical evenings of the 'musiklischen Lejden'. The court
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ìs an extensjon of the bourgeois, philistine world of the Murr-

Autobjography, and does not share Kreisler's v'iew of art as something

absolute whjch g'ives him "das rege Gefühl höheren Seins". Kre'isler

feels jsolated from the everyday world and arouses its hostility,

finding no satisfaction in its life style. He belongs to those:

die Fremdlinge in der Welt sjnd und bleiben,
weil sie einem höheren Sejn angehören und die
Ansprüche dieses höheren Seins für die
Bedingung des Lebens halten, so aber rastlos
das verfolgend, was hienieden n'icht zu finden,
ewig dürstend in nie zu befriedigen^der. Sehnsucht,
hin undher schwanken und vergebl ich Ruhe suchen
und Frieden. (LX,274)

Krei sl er has onì y "höhni sche Verachtung " for thi s hosti'l e wor'l d , a

world which allows h'im "keine Freistatt, kein Plätzchen" (IX, 229)

and which appears to him as 'bin ewiges rätselhaftes Mißverständnis"

(IX, 275). Mejster Abraham defends Kreisler's attitude towards his

environment and attacks those who regard h'im as 'ein fremdartiges

exotisches Prinz'ip' (IX, 231):

t...1 der Kreisler, trägt njcht eure Farben, er versteht
nicht eure Redensarten, der Stuhl, den ihr ihm hinsteì'lt,
damit er Platz nehme unter euch, ist ihm zu kleinrzu
enge; ihr könnt ihn gar nicht für euresgìeichen achten,
und das ärgert euch. Er will die Ewigkeit der Verträge,
die ihr über die Gestaltung des Lebens geschlossen, nicht
anerkennen [...] Ihr möget den Kreisler nicht,[...]
weil ihr ihn, der Verkehr trejbt mit höheren Dingen, aìs
die gerade in euern engen Kreis passen, fürchtet. (IX, 229)

There is a contrast between the world of the musical artist and

that of the non-artist. The non-artist Murr seeks society's

acclaim and blessing; the musician artist Kreisler, since his

'frühe Jugendjahrenr, has been ruled by an "unbeschreibliche

Unruhe" that has driven him on'tosearch:
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t...1 nach einem Etwas, das ich in rastlosem Treiben
außer mir selbst suche, da es doch in meinem eignen
Innern verborgen, e'in dunkles Geheimnis, ein wirrer
rätselhafter Traum von einem Paradies der höchsten
Befriedigung. " (IX,68)

It is music which has the power to reveal "in mächtigen Tönen

das herrliche Wunder der Erkenntn'is des ewigen klarsten Lichts"

(IX, 327), and under its influence Kreisler is able "sjch auf

den Seraphsfittichen des Gesanges hinwegzuschw'ingen über alles

Irdische und in frommer Sehnsucht und Liebe hinaufzustreben nach

dem Höchsten". (IX, 397)

The Julia Marc-figure in the novel is the daughter of Rät'in

Benzon, former mistress to the Prince Irenäus. Though representing

music itself, she is almost certainly destined to be sacrificed to

the aristocra-cy through marriage to Prince ignatius. During the

conversation with Princess Hedwiga (IX, i50-52) Kreisìer exp'lains

the unique and true love of u g.nrine artist, and emphasizes its
renunciatory aspect. "Ewìg dürsterü', the artist may reach out

"in brünstigem Ver'langen" to his ideal Iove:

nichts t. ..1 a'l s geistige Fühl hörner, an denen
weder Hand noch Finger befindlich, die mit
konvenabl er Tierl ichkeit einen Trauring erfassen
und anstecken könnten an den klejnen Finger der
Angebeteten.

His love can only exist in infinite'longing, its fulfillment in

this world is prevented by the conflict between the sensual and

the spiritual, so "die Liebe des Künstlers" must a'lways remain

"ein schöner herrlicher Traum des Hìmmels -- nur ein Traum, ein

leerer Traum--." In the 'Zweiten Abschnitt' Julia dreams she is
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in a beautiful garden becoming aware of a shjmmering which js

actually sound. She is associated with music and with its source

to the extent of identify'ing herself with it: "Da gewahrte ich

aber, daß ich selbst der Gesang sei, der durch den Garten ziehe,

doch so wie der Glanz der Töne verbleiche, müsse ich auch vergehen

in schmerzlicher Wehmut:"(IX, 189) She becomes the embodiment of

Kreisler's sonq("in deinem Wesen ruht mein Gesang, der ist aberJ'

ewig wie die Sehnsuchtl") and therefore the object of his love,

and it is significant that he mentions her sufferings more often

than he does his own. Just as Julia cries "Kreis'ler, mein lieber

Kreisler [...] und geriet in träumerisches Sinnen" (IX, 190),

Kreîsler finds it imposs'ible to renounce hjs desire to possess her:

i...1 he cannot view her so'lely as an artistic
ideal because his emotions are too strong. Hav'ing
fl ed the cabal s of the court for the apparent
safety of a monastery, he languishes for Julia and
longs to be with her. He has developed a bond with
the world outside, which he cannot break. Thus the
dichotomy which any artist must feel , name'ly, the
rival cl aims of art and l'ife, i s hei ghtened for
Kreisler into an intense'ly personal issue that
threatens to rend him in two: he owes it to his
art to renounce Julia; he owes it to himself to
make her his.3a

Herbert Singer comes to the conclusion: "Julia ist eins

mit der Musik, die sie verkörpert, sie inspiriert Kreisler zu

musikaìischen Schöpfungen, doch von seinem Dämon kann sie ihn.nicht

befreien. "3s Kreisler's jmpossible love for Julia, his love of

music, and his conflict with philistine society all contribute

to his being plagued by internal contradictions and "entsetzliche

furchtbare Angst". He tends to alternate between totaì'ly

opposite moods of despair and ecstasy, shaken by dark shadows and
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a mysterious "Doppe'lgänger". He is obsessed by the idea "daß

der l,lahnsinn auf ihn lauere, wie ein nach Beute lechzendes Raubtìer,

und ihn einmal p'lötz'lich zerfleischen werde" (IX , 1,49) . He

rages against himself and against others because he js increasingìy

less able to express his vision; his creativity'is now not on'ry

threatened by society's inability to understand his aims, but

also by his own failure to give permanent form to his visions, and

to express his mystic view of a harmonious relationship between

man, nature and universe.. He becomes distraught and eccentric,

and fs caught in a web:

t...1 Kreise t...1 in denen sich unser ganzes Sein
bewegt, und aus denen wir nicht herauskommen können
t...1 In diesen Kreisen kreiselt sich der Kreisler,
und wohl mag es sein, daß er oft [...] sich [...]
hinaussehnt ins Freie. (IX, 64-65)

But there is no need to be unduly pessimistic as to Kreisler's

fate. In the Kreisleriana, he had his music destroyed to prevent

its being abused by others, whereas in Kater Murr he wrote his

compositions down and performed them to an audience. in the

Kreisleriana, Kreisler rejects the world and devotes himself to

the "überirdisches Reich" of art; in Kater Murr, he stands against

the world and refuses to run away from it by staying in the

sanctuary offered by the cloister at Kanzheim. He realizes that

in the cloister may be given just a one-sided serv'ice to music,

and music (conjuring up a vision of Julia) drives Kreisler back

into life, where he must save it from those who would abuse it.
According to the Kreisleriana:
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t...1 die Natur habe bei seiner IKreisler'sJ
Organisation ejn neues Rezept versucht und der
Ver.such sei mi ßl ungen, 'in dem sei nem überrei zbaren
Gemüte, seiner bis"zui zerstörenden Flamme
aufglühenden Phantasie zu wenig Ph'legma
beigemischt und so das G'le'ichger,richt zerstört worden,
das dem Künstler durchaus nötjg sej , um mit der
l^lelt zu leben und ihr Werke zu dichten . (I, 25)

Alchemy plays a not inconsiderable part in Kater Murr, and here

"Phlegma" is the resjdue which remains when phlogiston

has evaporated into the invisible. Phlegm leaves behind the

"Flamme der Fantasie", it is earthly, reality. Kreisler's

disposition also lacks enough phlegm in Kater Murr, but he no

longer completely negates reality. It is Murr who has an excess

of phìegm. He confesses to the "Gewohnheiten des Daseins" and

is too tied down to the trivia and boredom of everyday life, he

Iacks this imaginative "Flamme der Phantasie".

It would also be too simp'le to talk of Kreisler as

being 'insane'. Although he signs his letter to Baron hJallborn

"Kapellmeister, w'ie auch verrückter Musikus par excellence,"

the references to possible madness are subject'ive rather than

objective. From the Kreisleriana we find: "Viele behaupteten,

Spuren des Wahnsinns an ihm bemerkt zu haben" (I,26), and

"Schon ìange galt der arme Johannes aligemein für wahnsinnig"

(I, 342). Before the 'Namenstagsfest' in Kater Murr Kreisler

had "fortgerannt t...I wie ein Wahnsinniger" (IX, 15) and further

on he is described as someone who "oft dem ruh'igen Beobachter

beinahe wie ein l¡lahnsinniger erscheint" (IX, I27). The conclusion

can be drawn that he only appears mad to the ordinary world, whose

narrow-mindedness cannot understand the extravagances of an artist
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and his different standards. In

Schicksalen des Hundes Berganza,

the Nachricht von den neuesten

the author comments upon Kreisler:

"er habe schon sein ganzes Leben hindurch zuzeiten etwas weniger

übergeschnappt, bis denn endlich der helle Wahnsinn ausgebrochen sei",

to which the dog Berganza rep'lies:

t...1 als er im Gefühl der qöttlichen Übermacht,
die ihm der Geist verliehen, sich frei regen und
bewegen wollte, da mußte er wahnsinnig sein [...]
In gewissem Sinn ist jeder nur irgend exzentrische Kopf
wahnsinnig und scheint es desto mehr zu sein, je
eifriger er sich bemüht, das äußere matte, tote Leben
durch seine inneren g1ühenden Erscheinungen zu entzünden.
(I, 114)

The artist who is wil f ing to sacrifice "Glück, Wohl stand, ja sel bst

das Leben" for his art must needs seem insane to those "dessen

höchste Bemühungen im Leben sich endlich dahin konzentrieren,

besser zu essen und zu trinken und. keine Schulden zu haben" (I, 114).

However mad he may seem to the everyday vrorld, Meister Abraham gives

a more sensible appraisa'l when he comments: "0 mein würdigster

Geheìmer Rat, der Herr Kapellmeister ìst auch jetzt, wie 'immer,

ein vernünftiger, ruhiger Mann und kein Phantast oder Haselant,

wofür ihn gern viele ausgeben möchten" (IX, 89). It is, therefore,

high'ly unlikely that Hoffmann intended Kreisler to go mad in the

third volume of Kater Murr. Talking to Princess Hedwiga about the

nature of a genuine artist's Iove, Kreisler saysi' "Besagte

Musikanten schaffen, sind sie in Liebe gekommen, mit der Bege'isterung

des Himmels herrliche Werke und sterben weder elendig'lich dahin an

der Schwindsucht, noch werden sie wahnsinnig" (IX, 151). Singer

believes that a really ìnsane Kreisler:
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t...1 würde den ganzen Roman zu einer Groteske
entwerten, zu ejner psychopatho'logischen Studie
oder gar zu einer moralischen Erzählung von den
verderblichen Wirkungen des irrsinns auch in seinen
Frühstadien. Das hieße aber den gesamten Sinn
des Romans auf den Kopf stellen; Eenade dadurch,
daß Kreisler, so absonderlich er sich gebärdet, der
Repräsentant einer höheren Vernunft ist, wird der
Roman, so wie er angeiegt ist, erst mögìich.35

Critics have poìnted out various sjmilarities and

differences between Wackenroder's Bergf inger and Hoffmann's

Kreisler, as weì1 as between W'ackenroder and Hoffmann's interpretation

of music.37 Only a fevr of the more important similarities and

differences will be pointed out here; it is in any case sometimes

difficult to tell whether they differ or agree on specif-ic points.

As concerns the personaìities of Wackenroder and Hoffmann,

Johst refers to "Wackenroders l^leichheit gegenüber Hoffmanns

l',liderstandswillen".3s The former had t íttle idea of how to master

iife, experiencìng his musician hero inwardly, introspectively,

whereas Hoffmann experiences Kreisler more in accord with external

reality. Bergì'inger d'igresses in pious enthusiasm as far as is

possible, to the most imprec'ise and undefinable limits of his

art. He does not endeavour to rule art by understanding it but

rather to praise it with loya'l humil ity. He tends towards the

universal rather than the individual, which exp'lains the lack of

historical references. Instead of a narrative of events we have

a depiction of particular experiences which then develops into

universal observations and fanciful specuìation. In contrast

the essays dealing with Kreisler have a firmer historical basis:

Ombra adoratal is a definite aria by Crescent'ini, the C minor

symphony in Beethovens Instrumentalmusik is the focus of attention
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and we have an essay Uber einen Ausspruch Sacchinis. Kreisler

speaks as an expert whose speculative visions maintain soljd out-

ljnes because of hjs positive knowledge and perception: "Die

Erfahrung, das reale Erlebnis hat Hoffmann vor Wackenroder

[ibera]l:voraus."3s

The character and nature of both Berglinger and Kreisler

is determined main'ly by music. Both experience and are drawn

to music's emotional fervour, its de'liberate lack of form and

infinituden 'its subjective spirituality and its unearthìy quality.

These concept'ions of music contain differences as well as perhaps

unexpected similarities. Berglinger's chijdlike, pious religiosity

is transposed with Kreisler into a more phiìosoph'icaì approach.

In Berglinger's case, music leads through longing towards belief,

love, and the proximity of divine bliss; in Kreis'ler's, it leads

through longing towards infinitude. Music for Bergl'inger is the

language of angêls, for Kreisler the'language of an unknown romantic

realm of spirits. However, Wackenroder's "Kunstfrömmigkeit" also

appears in the essay iiber einen Ausspruch Seqchinis

Die wahre Kirchenmusik, nämlich diejenige, die
den Kultus begleitet oder vielmehr selbst Kultus
ist, erscheint als überirdische -- als Sprache
des Himmels. Die Ahnungen des höchsten Wesens,
welche die heiligen Töne in des Menschen Brust
entzünden, sind das höchste Wesen selbst, welches
in der Musik verständlich von überschwengìich
herrlichen Reiche' des Glaubens und der Liebe
redet. (I, 377)

Both Berglinger and Kreisler realize that music is their

highest aim, the most eternal form of fulfillment. Berg'linger's

devotion to his art is akin to a divine service, but because his

father sees it as idolatry Bergìinger flees the parenta'l home to
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take up the position of conductor" where he experiences the

dichotomy between the ideal and real'ity to an even greater degree.

Similarly, court intri,gue drives Kreisler away from his position of

conductor, but whereas Berglinger can only complain "Von allen dem

ekelhaften Neid und hämischen Wesen, von allen den wirdrig

kieinlichen Sitten und Begegnungen, von aller der Subordination

der Kunst unter den l,lillen des Hofes" (102), Kreisler decides to

fight. He is supposed to trrrn into an opera a work by the highly

regarded court poet, but he tenaciously opposes this unreasonable

demand. Kreisler also passes a disparaging judgement upon the

leading male and female singers, and e'loquentìy advocates one of

his own female singing pupils as more suited for the opera. This

and similar imprudent acts cost him his job as conductor at the

court. So one could speak of Kreisler's self-assertive willpower

as a contrast to Berglinger's reìative passivity. l,lhile Wacken-

roder merely speaks in general of art's subordination under the

will of the court, Hoffmann provides us with concrete details on

Kreisler's confl icts and' 'musical sorrows' .

Berglinger and Kreisler suffer at the hands of an

environment.devoid of understanding. Their problem has a social

and aesthetic aspect: the bourgeois world is constantly assessing

and classify'ing them, and stands in compìete opposition to their

views on the function of art. Kreisler at least manages to react

by using irony when dealing with the philjstine. Although he comes

to no agreement with society, he resolutely flees from the court,

whereas Berglinger'longs for a way out in the exclusjveness of art.

But they do agree that art eventually needs an audience, even though

this may take some time to achieve. Bergìinger says:
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Freiljch ist der Gedanke ein wenig tröstend,
daß vielleicht in irgendeinem'''r kleinen Wjnkel von
Deutschland, wohin d'ies oder jenes von meiner Hand,
wenn auch lange nach meinem Tode, einmal hinkommt,
ejn oder der andre Mensch 1ebt, in den der Himmel
eine solche Sympathie zu meiner Seele gelegt hat,
daß er aus meinen lvlelodien grade das herausfühlt,
was ich beim Niederschreiben empfand, und was
ich so gern hineinlegen wo11te. (i01-102)

Kreisler decides not to stay in the Benedictine monastery and will

do battìe with the world once more, trying to improve the artist's

relationship with his audience.

According to Frey: "Was beide am engsten miteinander

verknüpft, ist ihre Auffassung, dass innen und aussen in der Kunst

trennbare Bereiche seien;"40 Johst sees the major contrast as that

between l.lackenroder's "gefühl smäßiger Subjektivität" and Hoffmann's

'anschaul icher Objektivität' .a I Though attracted by music,

Hoffmann was also aware of the dangers of excessive admiration which

could lead to'its being used just like an intoxicating drug. He

did point out that only ecc'lesiastical or religious music could

redeem one's soul. Ultimately, like the other Romantics dealt with

here, he always managed to maintain a belief in the sublime raptures

of music and an awareness of its strong soothing and healing powers:

Nur einen Engel des Lichts gibt es, der Macht
hat über den bösen Dämon. Es ist der Geist
der Tonkunst, der oft aus mir selbst siegreich
erhebt, und vor dessen mächtige¡ Stimme alle
Schmerzen irdischer Bedrängnis verstummen.
(rx,69)



CHAPTER III

Joseph Karl Benedikt Freiherr von Eichendorff (1788-1857)



Chapter III: Joseph Karl Benedikt Freiherr von Eichendorff

After the titanic struggles of Berg'linger and Kreisìer,

it is something of a relief to proceed to a conception of music

a'ltogether quieter and less intense. In the works of Eichendorff

musical passages and interludes abound, demonstrating the Romantic

idea of the close interweaving and uniiy of the arts. His novels

in partÍcular take on the appearance of musical dramas, their whole

atmosphere being one of musicaìity, complete with nightingaìes,

hunting-horns, wandering minstreìs and musical apprentices.

tichendorff's attitude towards music could hardìy be described as

comp'lex, and his musical figures are usualìy amateurs from the

lower classes, an anticipation of the 'Biedermeier' preference for

the amateur musician over the professionall Perhaps his separate

iyrics best demonstrate musicality as they attracted Romantic

musicians and inspired them to set many of his poems to music.2

l,lusic p'layed not an insubstantial rol e in tichendorff 's

life, and he took part in numerous anirnated get-togethers with

his friends. The following is an account from the novel Ahnungund

Gegenwart of such an' afternoon spent in the company of his

b¡ others I'lilhelm and Joseph, the former of r¿¡hom was a rather gifted

piano p'layer. The names have been changed by Eichendorff into

Leontin and Friedrich respectiveìy, and the other person is a

relative by the name of Julie von Hoverden:3

So oft sie nachmittags zu ihm kamen, warf
er ..sogleich alle instrumente und Gerätschaften
weit von sich und war aus Herze¡sgru'nde-lust!g.
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Sie musizierten dann in seiner kleinen Stube
entweder auf alten, halbbespannten Instrumenten,
oder Friedrich mugte eÍnige wilde Burschenlieder
auf di e Bahn bri ngen, di e Vi ktor schnel I "auswendi g

wugte und mit gewaltiger Stímme mitsang.a

In the same context there is an attack on those who deride his

friend's musical abilities as mere "Gekiimper": "es ist mehr

rlgottlicher Klang darin, aìs in ihrem ordentlichen, allgepriesenen

Geleier"(II, gl). Both Joseph and ï,lilhelm experienced concert'

music at their BreslauerGymnasium such as Haydn's "The Seasons"

and "The Creation" as well as various other cantatas and serenades.

From their very first arrival in Heide'lberg (Flay 1807) the brothers

discovered the place to be alive wíth music.6

Later on in life their appreciation of music took a more

mature turn, as when they enjoyed the music of l*lozart amongst

others in Vienna during the winter of 1811.7

Perhaps the foremost influence on Eichendorff which helped

shape the musicality in his literary compositions was that of the

German Vol ksl ied or foì ksong:

Eichendorff was familiar with the German Volkslied
from his youth. His deep interest in and intimate
acquaintance with the life of the common peopìe
during his earìy years, his extensive travels later
as well as his active participation in the carefree
and rovi ng student-l i fe at Bres'lau , .Hal I e and
Fleidelberg brought him frequently into direct contact
with the folksong. This early acquaintance with the
Volkslied was materially extended through the
influence of the Second Romantic School. They not
onìyplaced in his hands the first extensive collection
of German foìksongs in 'Des Knaben l^lunderhorn', but
they taught him how to make use of his knqwìedge of
the Volkslied in his own poetic practice.ö

Heinzelmann names six r.popuìar motives' in Eichendorff's ìyrics

which show the closest correspondence with the content of the
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popular song and balìad, nameìy: 1) the Lenore motive;2) tne

Erlkönig motive;3) the Lorelei motive;4) tfie Tannhäuser motive;

5) love motives; 6) the 't,landermotiv'.,9 "The Wanderl ieder are

scattered throughout his novels where they are improvised by these

wanderers upon every occasion and where accompanying fiddle or

guitar is never lackirìg. "1Q Eichendorff 's 'l{anderl ieder' , with

thei r Ne' er-do-l,lel I musi cal wanderers , share an aff i ni ty wi th

the strol I i ng students of the Vol ksl i ed J1 wfro constantly si ng and

play their instruments, possessing a mysterious yet intimate

contact with nature:

Der wandernde ltlusi kant

l^landern lieb ich für mein Leben,
Lebe eben wie ich kann,
I'Jollt ich mir auch ltlühe geben,
Paßt es mir doch gar nicht an.

Schöne aJte Lieder weiß ich,
In der Kalte, ohne Schuh
Draußen in die Saiten reiß ich,
hleiB nicht, wo ich abends ruh.
t...1
Ich reise übers grüne Land,
Der L'linter ist vergangen,
Hab um den Ha'ls ein gülden Band,
Daran die Laute hangen.
t.."1
Jeder will dem GeÍger reichen
Nun sein Scherflein auf die l-land --
Da vergeht ihm g'leich sein,Streichen,
Und fort ist der Musikant.r¿

However, l-leinze'lmann believes that the sources of such songs as

the above, "lntanderlied der Prager Studenten" and "An der Grenze"

are not to be found in the Volkslied: "Their simiìarity can only

be explained by the similarity of EichendoÈl"f's own experiences

to that of the wandering folk."13
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Richard Benz believes there to be an affinity between

the mood evoked by Eichendorff's poems and the music of Franz

Schubert. This consists of the sudden emergence of melancho'ly

in the midst of peaceful calmness, an unexpected shift to the

minor key; in short, the transformation of the familiar world

into something uncanny and sinister:

Da' s nun so sti I I e auf der l,leì t,
ziehn l¡lolken einsam ubers Feld,
und Feìd und Baum besprechen sich ;;
0 l4enschenkind, was sähauert dich?14

Gotthard Speer deals with the specific qualities of Eichendorff's

ìyrics which have attracted the skills of Schumann, Hugo tlolf,

Mendelssohn, and Brahms. He writes:

Das Geheimnis seiner dichterischen Sprache ist
es, daß sie das Tiefste in der einfachsten Form
auszusagen versteht, meisterlich in ihrer Ausformung,
liedhaft, melodisch geftlgt, ohne Phantasie und
Gefúhl einzuengen. Gerade diese Eigenschaft, dag
das Bild aus der Sprache, aus dem gprachklang
und nicht in erster Linie aus dem Begriff, also' reflektierend, entsteht, macht die trlusÍkal ität
aus. Dem Hörer bleibt genúgend Raum -- Spie'lraum
im eigentiichen Sinne. Auf solche LJeise sind
Eichendorffs.. Gedichte musikal ische Gedichte.
Das musikalisçhe Gedicht ist aberwiederum notwendig
-- I iedhaft. rb

To ilìustrate such a musical form resulting from a pìastic, vivid,

and simpìe ìanguage, and from a symmetricai, compact arrangement

we can consider the poem "Der Einsiedlerr', or "Der Abend". in the

latter, the words have their own meìody, they fìoat and sway along

in a way that makes one want to sing autonraticaìly. There is a

consensus of opinion that whereas Goethe's poems make a great

visual appeal, Eichendorff's make a tremendous acoustic and auraì

impact "
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Schrvei gt der l4enschen I aute Lust:
Rauscht die Erde wie in Träumen
l¡lunderbar mi t al I en Bäumen,
l,las dem Herzen kaum bewußt,
Al te Zei ten, I i nde Trauer ,
Und es schweifen leise Schauer
r¡le-üterl euchtend durch di;-Bñ;t. (I,69)16

Eichendorff's poems are as much a musical experience as

are his Novelìen, in whjch so many lyrics occur interspersed in the

text. 0n reaciing his I'lovellen one is ùransferred into a similar

state as if listening to a symphony. They could be considered

ideal libretti for opera as is indicated by the following idea

of Köhler:

Ihre Entstehung aus dem Geiste der Musik,
ihre Trautn-und l¿Iârchenhaftigkeit, ihre
opernhafte Unbekümmertheit um die Wahrscheinl ichkeit
machen gs i n dessen mo=çf l i ch, Ei chendorf f¡ Novel I en
und Erzählungen in Opern zu verwandeln."

Many of his Novellen have interpolated lyrics and musical inter-

ludes. Their main purpose .is to characterize briefly the mood and

to concentrate the meaning of any particular experience. The

novel Ahnung und Gegenwart (written between the autumns of l8l0

and 1812, but onty pubìished in 181518) follows the Romantic model

of interspersing songs:

t...1 the narrative has rather the air of an
operatic libretto when characters burst into
song as often as they do here, for (including
ballads) tne poems inserted in^this way must
number itttle short of fifty.19

Two ships are sail'ing down the Donau in the first chapter of Book

one of Ahnung und Gegenwart, and one of these ships contains.

"ein lustiges Htiufchen Studenten" (II,7). They saiì past a town

where there is an appropriate atmosphere of joviality:
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Herren und Damen gingen im Sonntagsputze
spazi eren, führten ei nander, 'l achten , gr'üßten
und verbeugten sich hin und wieder, und eine
lustige lrlusik schallte aus dem bunten,
fröhlichen Schwalle. (iI,8)

One of the merry students on the ship passing the promenade grabs

his guitar and starts to sing to the people on the other ship

(lt,g). Atl this time both groups of passenges hear the constant

singing of birds and the general noises of Nature: "Von beiden

Seiten sangen die Vöge'l aus dem l,lalde, der l,liderhall von dem

Rufen und Schießen irrte weit in den Bergen umher" (Ii,7), and

"Der Wind wehte die Töne zu ihr herüber" (II,9). The same student

continues with his song:

Durch Nacht und Nebel schleich ich sacht,
Kei n Li chtl ei n brennt, kal t v,reht der hli nd ,
Rieg'l' auf, riegì' auf bei stiìler Nacht,
Wei'l wir so jung beisammen sindl (II,9)

All the passengers eventually disembark and visit a pub, where

they sing late into the night, ìost in musÍc.

Eichendorff's Novelle with the most amazing range of

music and song is undoubtedly Aus dem Leben eines Taugenichts

(182620). Commenting about the function of the interpolated

lyrics in this Novelìe, Hughes writes: "Their purpose, here as

elsewhere, is to epitoniize the mood and to achieve a concentration

of meaning and experience. Their success in doing this depends'on

tichendorff's superiority as a lyricist to such models as Tieck

and Arnim".21 Including reprises there are fourteen songs in

Tauqenichts, which gives the whole narrative a strongly ìyrical

quaiity. Onìy chapters five and eight are songless, and the

others are filled with the sound of violins, coach hornso oboes,
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fiddles, zithers, bassons, clarinets, hunting horns, nightingales,

and larksrAs well as lending an atmosphere of musicality, the

songs pìay an important ro1e in the Novelle's structure and themes.

The interpolated 'lyrics follow the same cycle as the narrative

sequence, which in turn follows a cycle organized according to

set times of day from morning to noon, evening to night.

A certain ambiyalence can be felt on reading the Novelle,

an ambivalence which expresses the very poìarities of existence

as Eichendorff sees them. There are those who stay at home subjected

to the normal cares of narried life, whereas there are other

exceptional individuals who are sing'led out for God's fayour and are

sent out into the worìd. These latter individuals respond to the

ioyful sounds filling God's r,lorld by capturing them in song. This

expìains the apparent paradox that those who stay at home and work

are described as lazy whiìe those who wander aimless'ly are admired.

The choice for Taugenichts is between the wide world or domesticity,

adventures in ftlature or the cares of normal existence. Two songs in

particular demonstrate the Novelle's ambiyalence. In the first one

[Chapter one, 'Der frohe l¡landersnann') 'wandern' is praised almost

religiousìy as a way of life, and there is a condemnation of those

who stay at home ìeading a drab bourgeois existence: "Die Trägen, die

zu Hause liegen" (II,566)_. In the second song (chapter six) called

"Heim!,Jeh", the opposite sentiment is voiced, and doubt is cast on

wandering. Together, these songs express antagonistic ways of ex-

periencing the world; they form two piìlars spanned by the arch of
.22tne story"

The range of lyricai interpo'lations is wide. There are

similarities between Eichendorff's ìyrìcs here and those of the
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'singspie'l': "the halfway house between opera and comedy, u,ith its
spoken dia'logue interspersed with songs and its words and music

having a simple, direct appeal."23 Examples of such ìyrics are

"Henn der Hoppevogel schreÍt" (Chapter Four) and "l,Jenn ich ein

Vögl ei n r,Jär" (Chapter Seven ) , both sung by Taugeni chts , the

latter of which is a version of the well-known fo]ksong from

"Des Knaben hjunderhorn"?a n demonstrates, as do many other

Eichendorff lyrics, a combination of old and new, naíve and

sophisticated, Romance and Germanic forms. Arriving in Rome,

Taugenichts thinks he hears his "vielschöne Frau,'singing the

Italian song he always associates with her. The song has the power to

make the past live: "Da fiel mir auf einmal die schöne alte Zeit

mit solcher Gewalt aufs Herz, daß ich bitterlich hätte weinen mögen"

(II,614). l,lith this ltalian song in his mind at the dawn of a

new day he sings his own new version of the old German folksong,

combining the characteristic themes of birds' songs, winged f'light

and love:

Wenn i ch ei n ìIögì ei n wär,
Ich wüBt wohì, wovon ich sdnge,
Und auch zwei Fìü91 ei n hätt, ,,

Ich wüBt woh'l , wohin ich mich schwängel ( II,616)

Other examples of such lyrical interpolations are "Darum bin ich

dir gewogen" by Guido (chapter Ten),the male trio of the prague

studentsrand the chorus of little girls singing "l^lir bringen dir
den Jungfernkranz" in the same chapter which raugenichts recog4izes

as the chorus from weber's "Der Freischütz" (Act three, scene-: two).

Perhaps this chorus marks the final transition from Italian to
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German opera, or it may just suggest in mildly ironic fashion

that marriage is not such a dreadful fate afterall.. in any case,

ending in an operatic way leaves a final impression of musicality

appropriate in a story bursting with music of every kind. The

whole effect is one of light-hearted unreality.

The central lyrical interpolations -- many of them arias --

come at strategic points in the narrative, and Taugenichts sings the

four most important ones. The first one of the Novelle sets a tone for

the whoìe work: careless wandering under the provenance of God is

superior to a life full of "Sorgen, Last, und Not um Brot" (tl,S00).

The second one, "Der Gärtner" (also in chapter one),is a concentration

of the ear'ly stages of Taugenichts'love experience and an indication

of his isolation" He sees his vision of the ideal, his 'Viel schöne

gnäd'ge Frau' (II, 569). "Heimweh" is an evocation of the benefits

of home and its stabilizing influences. The final aria, "An der

Grenze", which occurs right at the start of chapter nine in order

to set the tone for the whole section, shows Taugenìchts between

his two dreams, 'ulandern'and 'Heim', symbolicalìy illustrated by

his position between two countries.

The most outstanding and famous 'musical interlude' occurs

on two oiher occasions, in chapters four and ten respectively.

In chapter four Guido andFlor,a sinþ accompanied by a zither, helping

to add another element of mystery aìready created by the atmospherÍc

setting of a warm moonlit summer evening, with dionysiac songs

echoing from the vineyards and a dark figure moving through the

undergrowth. By its very theme the song echoes the 'Tageszeiten'

frameùork. Eichendorff has lent to the story. The action is

constantly movi ng from 'l,lorgenrot' to 'Abendrot' , from ' kühl ' to
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'schwül'with little time to spare for midday or afternoon. Here

the atmosphere is 'schwlil', and the complex rhyme scheme of

a b b a c c a heightens the circular, secret, embracing qua'lity of

eveni ng. Thi s short 'lyri ca'l fragment i s i ndi cati ve of the whol e

story, for its magic is the same magic of which Eichendorff's
'lyri caì prose i s capab'l e : Í t makes the reader aware of hal f-sensed

soul-scapes, elegiacechoes and subconscious stirring always present

just beneath the ,r.fu...25 The same ,Abend, song occurs again in

chapter ten (a solo by Guido) to intensify the unease inspired by

the daemonic 'alte Einnehmer' who has just been talking with

Taugenichts, and the past is evoked and preserved in moonlit gardens,

various ruinso and under grass, flowers or ivy.

In Taugenichts, everything is capable of producing music,

and Benz writes of the poem "l^lünschelrute" (a summary of the

phiìosophy of Eichendorff and Taugenichts):

Diese vier Zei'len, in denen jedes l^lort den Ton
trägt, sprechen das Geheimnii von Eichendorffs
Dichtertum aus. ts ist Glaube an die All-Beseelthei!,
an die groBe Musik der Welt; und Bekenntnis zur
Mission des Dichters, der die verborgene, sonst o.
nur geahnte lrlusik in waches, klingenães Wort erlöst.¿o

Music possesses sou'|, animation, inspiration, and it is the

(Romantic) poet's task to release the power of music in terms of

sonorous, ringing ìanguage:

Schl ätt ei.n Li ed i n a'l I en Di ngen ,
Die da träumen fort und fort," -

Und die Welt hebt an zu sing<.n ,Triffst du nur das Zauberwort.. (II, 132)

some critics have compared rauqe.nichts to the operas of l4ozart.

Be nz d raws a ttenti on to. the, fact È,hat the. thi r:teen-.fourte€n :vear:ol d

Eichendorff saw "Die Entführung aus dem Serail", "La nozz¿ di

Figaro", "Don Giovanni", and "Die Zauberflöte,,during his boarding
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school days in Bresl ur.27 One particular passage where Taugenichts

is alonè.on a heath at the start of chapter seven -- "[...] mein

eigener Schatten strich immerfort iang und dunkel in der Einsamkeit

neben mir her" (II,6l3)-and contempìates the idea that Frau Venus

lies buried here along with an ancíent town, and that heathens

occasionally rise from their graves and in the quiet of the night

wander the heath, is just as expressive with its demonic, mythica'l

shadows, of Eichendorff's conception of life as are Don Giovanni's

chords from Hell of Mozart's:

Ja, man könnte vielleicht überhaupt in der
wel tanschaul ichen Rol I e der l4usick eine Paral I el e
finden zu Eichendorffs christl ich-heidnischer
Spannung. Denn das Frei este , was wi r von l"lus i k ,ja von Kunst kennen, die Symphonie, ist ja ohne
Ausnahme von Menschen aus dem katholischen Kulturkreis
geschaffen worden t. . . I In geheimni svol 1 er VççschwÍ sterung
mit IMusid<J steht Eichendorffs Kunst [...]tö

Rudolf Bach's comments deserve to be quoted ampìy as they point to

the specifically operatic elements in Taugenichts and show their

similarity with trlozartt comic operas:

Man könnte ... den 'Taugenichts' und schließlich
beinahe jede Eichendorffsche Novelle eine erzählte
0per hei Ben Hier ist's nichts al I ein
das, was man die Sprachmusik nennen könnte:
Gefálle, Rhythmus und Kadenz der S?j,tze und
Satzkettenf...lauch nicht das Tiefere: wie die
erzlìhl eri schen Themen auf musi kal ische Art ei ngeführt,
zueinander- in Gegensatz gebracht und verbreitet
werden, oder wie im farbigen FìuB der Erzählung die
harmonische Auflösung immer wieder durch neue Vorhalte
hinausgezõgert wird (ein Hauptcharakteristikum
der romantischen Musik) -- es ist noch etwas
Umfassenderes, ein Erzählen aus dem Geiste der
Musik selbst, genauer, aus dem Geiste der Oper ;..
Die schwebende Unwirklichkeit der reinsten
Eichendorffschen Erzählungen ... das Typische,
manchmal fast Schematische der Figuren ihre
Führung und Gruppierung, ihr Zueinandertreten
und Sich-ablösen in Solo-und Ensembleszenen,
ihr magisches Durcheinandenwj'rren.. bei so manchem
Finale, das erst bei Eichendorff zur Volìkommenheit
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ausgebildete Einfügen von Liedern, die an den
lyrischen Ruhe - und Höhepunkten des Geschehens
aus der gleichsam rezitativisch vorbereitenden
Prosa sich aufschwingen wie Arien, Kavatinen und
Romanzen, jâ , zuweilãn als K'lang únd bliderklang
des Duetts ... -- was ist dies al'lesrwenn nicht
Geist vom Geiste der Oper, vor alìem der Oper
Mozarts? Man lese daraufhin einmal offenen Sinnes
den 'Taugenichts' wÍeder,.,und man wird erstaunt
sein, wieviel romantis.ch überdämmerter Nachklang
von 'Figaro' oder 'Cosi fan tuti' in diesçr¡
bezaubernden Szenarium noch lebendig ist.ev

l¡lhereas t^lackenroder and Hoffmann both view music in a

serious, metaphysical ìight, Eichendorff has an almost childìike,

naive faith in music. Taugenichts is in total harmony with his

natural surroundings, there is no hint of discord as is the case

with Berglinger and Kreisler. Music is seen as an integraì part of

nature, and rather than tearing man asunder due to its incompatibitity

with life, it is capabìe of soothing man's otherwise restless soul.

There is less of the alliteration, onomatopoeia, synaesthesia, and

other literary devices creating verbal music in Eichendorff than

is found in the works of Tieck and Brentano, though the result is

that Eichendorff avoids some of the excesses of these two earlier

Romantics whilst stiìì managing to conjure up musicaì landscapes

which are the equal at times of anything the other four Romantic

writers mentioned here have produced. Eichendorff's simp]e faith

in music may in fact be no more naive than that of Wackenroder.

The poem "Abendständchen" may serve as a fitting close to this

clrapter, as it demonstrates Eichendorff 's skil l as a 'lyricist

in the way he allows the ìines to flow along at their own leisurely

pace , wi th a re] axi ng rhythm :
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Schlafe, Liebchen, weil's auf Erden
Nun so sti I 1 und se'l tsam wi rd I
0ben gehn die þoldnen Herden,
Für uns alle wacht der Hirt.

In der Ferne ziehn Gewitter;
Einsam auf dem Schifflein schwanku
Greif ich draußen in die Zither,
l,rleil mir gar so schwül und bang.

Schlingend sich an Bäum und Zweigen,
In dein stilles Kimmerlein
t¡lie auf go'ldnen Leitern steigen
Diese Töne aus und ein.

Und ein wunderschöner Knabe
Schifft hoch über Tal und Kluft,
nüf¡rt mit seinem go'ldnen Stabe
Säuselnd in der lauen Luft.

Und in wunderbaren l^leisen
Singt er ein uraltes Lied,
Das in linden Zauberkreisen
Hinter seinem Schifflein zieht"

Ach, den süßen K'lang verführet
I'lei t der buhl eri sche l^li nd,
Und durch Schloß und l¿'land ihn sp'úret
Träumend jedes schöne Kind. [I, 19])



CHAPTER IV:

Ludwig Tieck (1772-1853)



Chapter IV: Ludwiq Tieck (1772-1853)

Nahrebecky notes that in his youth Ludwig Tieck received

no specific musical training; his attempts to learn the violin

were not particularly successful and are described with much

humour in the late Novel I e I'luSi kal ische Leiden und Freuden. Tieck's

first contact wÍth music occured at the house of the conductor

Johann Friedrich Reichardt, and at this same time theatrical

and operatic performances were often on Tieckts artistic menu. He

developed a particular admiration for the music of Mozart. So

despite lacking sufficient practical and theoretical training which

could have enabled him to p'lay a musical instrument at a reasonable

level of competence, contact with artists in an environment suited

to music helped to develop Tieck's musical theories, a'long with his

innate intelligenqe, marked artistic creativity and wide reading.f

"If he emphasizedthe:musical element so strongìy in much of his

poetry, it merely shows that he sensed the charm of music and its

effect on man's moods, and had a native feeling for melody and

2
harmony".- In many of Tieck's works musical passages and interludes

abound and we are reminded of the Romantic idea of the close

interweaving and unity of the arts.3 His musical style of writing

is an attempt to make the spoken word almost assume the function

of music, creating musical effects by means of words. The most

original of Tieck!s views upon music are to be found in his essays.

When Wackenroder died at the earìy age of twenty-five, Tigck

pubtished some more essays, Phantasien über die Kunst (1799), to
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which he contributed somewhere in the region of half its contents.4

Ten of the tales in the'Ersten Abschnitt'may beìong to Tieck,

as may three of those in the'Zweiten Abschnitt', and he also

composed the "Beschluß der Aufsätze Joseph Berglingers: Der Traum".

Four of these papers are concerned with various aspects of music.

The essay Die Farben, in the 'ersten Abschnitt', argues

for a fusion of the visual and the acoustic,. with music assuming

a central underlying position. Though Nature is alive with rustling

leaves and trees, singing birds and bubbling streams, this is just

part of music's wÍder realm, for who can deny, "daB alles sich mit

unermeßlicher Mannigfaìtigkeit zu Gesang und Klang ergießt?" (taZ¡

Music absorbs and refines the most beautiful sounds of Nature and

is uncomparable amongst the arts:

Die Musik hat das Schönste der Naturtöne
gesammelt und veredelt, sie hat sich Instrumente
gebaut, aus Metall und Holz, und der Mensch kann ,

nun willkürlich eine Schar von singenden Geistern
erregen, -5,ogft er will; die Kunst beherrscht'das
groBe, wunderbare Gebiet. Die wollüstige Phantasie
hofft, einst einen noch höhern überirdischen Gesang
der Sphären anzutreffen, gegen den alle hiesige
Kunst roh und unbeholfen ist. (188-89)

Tieck speaks of the dialectical relationship between colours and

sounds, an accompaniment and fusion, when he writes: "Farbe

ist freund'liche Zugabe zu den Formen in der Natur, die Töne

sind wieder Begleitung der spielenden Farbe" (189). He develops

this idea in relation to painting: a picture has a related piece

of music with which it shares a common soul, and as a result the

picture becomes infused with new and deeper significance, giving

rise to a new art-form i
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F . J tu, jeder schönen Darstel'l ung mi t Farben gi bt
-es gewig ein verbrüdertes Tonstfick, das mit dem

Gemälde gemeinschaftlich nur eine Seele hat. Wenn
dann díe Melodie erklingt, so zucken gewiß
noch neue Lebensstrahlen in dem Bilde auf,
eine gewaìtigere Kunstspricht uns aus der Leinwand
an" und Ton und Linie und Farbe dringen jneinandero
und vermischen sich mit inbrünstiger Freundschaft
in eins. (189)

Just as it was for l^lackenroder, music is a central concept'ion

of life for Tieck, and likewise has a definite ìinkwith religion.6

This dynamic combination of music and religion can communicate

directly with Man by means of its artistic creations:

Darum geschieht es wohl, daß in Kirchen
zuleilen selbst unbedeutende Bilder so wundersam
in uns hineinsprechen, und wie mit einer lebendigen
Seeìe zu uns hinatmen, verwandte Tõne
verscheuchen den toten Stillstand, und erregen
in allen Linien undrFarbenpunkten ein Gewimmel
von Leben. (189-90)'

Music is able to reveal to us, more so than words or thoughts,

mysteries of the spirit and souì:

Die Musik ist der letzte Geisterhauch, das feinste
Element, aus dem die verborgensten SellentËäut¡re
wie aus einem unsichtbaren Bache ihre Nahrung
ziehn; sie spieìt um den Menschen, will nichts und
alles, sie ist ein 0rgan, feiner als die Sprache,
vielleicht zarter als seine Gedanken, der Geist
kann sie nicht mehr als Mittei,, als Organ brauchen,
sondern sie ist Sache selbst, Carum lebt sie und
schwingt sich in ihren eignen.,.Zauberkreisen. (190)

Tieck's second contribution to the 'Zweiten Abschnitt'

of the Phantasien is entitled Unmusikalische Toleranz, and conveys

more of a social message than do his other three musical essays.

Against a background of confusion and suffering which has forced

us to deprive life of its spiritual character, there is one constant
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sal vation:

Aus dieser..Verworrenheit erlöst uns, wie mit
einem allmachtigen Zauberstabe die Kunst.
Sie fuhrt uns in ein Land, in dem die
Lichtstrahlen allenthalben díe lieblichste
0rdnung verbreiten. (235)

Music is Man's salvation and is the art, which "mehr als die

Gesetze, als die Vernunft und alle Phi'losophie, so mächtig in uns

hineinredet" (237). Thus we have here an anti-rationalist

conception. It can awaken within us brother'ly love and the christian

message of forgíving one's enemies, both of which are a prelude to

our own deification:

Die h'usik erregt mächtig in unsrer Brust
die Liebe zu den ltlenschen und zur Welt, sie
versöhnt uns mit unsern Feinden, wir dulden
auch die Schlimmsten gern, und unser jauchzendes
Herz hiirt nur den Triumphgesang seiner eignen
Vergötterung ( 237) .

Yet ultimately Tieck shares l,Jackenroder's belief in the inadequacy

of language to communicate thoughts: "Aber wozu nützt es, daß ich

diese Gedanken niederschreibe" (239).8 The final paragraph hints

at a future perhaps religious reconciliation of Man's contradictjons:

Stelte dich zufrieden, bedrängte Seele. Irgend-
einmal mîssen auf irgendeine Art alle ,Ìlider-
sprüche geìöst werden: -- und dann wirst Du-
wahrscheinlich fínden, daB es gar keine Ìlidersprüche
sab.(240)

TÍeck's tolerance and understanding is also demonstrated in this

essay, as he sees the dangers of reciprocal hatred between the

artist and art-lover, and the layman. The layman should be allowed

time to find his way in the sphere of art and to deveìop an

appreciation of art. There is thus less of the arrogance towards

the generaì public which creeps into Hoffmann's works.
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Die Töne attempts to p'lace music in a broader

historical context. The essay is interspersed with five poems.

It is l4an's innate disposition to strive for something more

unusual and marvellous than he encounters in his everyday 'life.

Alte fühlen einen Hang nach dem Wunderbaren
in ihrem Busen, und fast alle klagen, dag so gar
nichts Wunderbares vor ihren Augen geschehe:
daher die unersättliche Neugier, die wÍlde, ungezähmte
Begier, etwas Unerhörtes zu hören, etwas Niege-
sehenes zu sehn. (24I)

Man'-s search for the wonderful and for happiness can only find

reward in art, specifically in music, 'which combines all unusual,

mysterÍous, inconceivable, and enigmatic elements: "So gehört

unstreitig die Musik,die Kunst der Ïónet.."lzu den erstaunenswürdigsten

Sachen' 7...1 sie sei das Ailerunbegreiflichste, das wunderbar-

Sel tsamste, das geheimnisvollste Rätsel " (242). I'lusic is a mystical

experience and the key to this experience lies in the religious

real m:

L."J so ist Musik wie Bürge, Sellenton einer Sprache,
die die Himmelsgeister reden, die die Allmacht unbegreiflich
in Erz und Holz und Saiten hineinge'legt hat, daß wir hier
den verborgenen Funken des Klanges suchen und her aus-
schlagen (242)

Music has,a divine origin and Ís an esoteric art divulging its

secrets only to the Ínitiated: "Die Kunstmeister offenbaren und

verkindigen ihren Geist nun auf die geheinrnisvollste Weise" (242)

Onìy "in Töhen" is it possible to g'lÍmpse "die süåen Engeìstimmen":

music and its revelations beìong to the heavenly sphere, and it is

difficult for earthly mortals to express their emotional

responses to its wonders:



-82-

[...] aber irdisch und körperlich befangen, sucht sie
[unsre ganze innigste Seele] mit Gedanken und
l¡lorten, mi t di esen gröberen Organen , di ese fei neren ,
reineren Gedanken aufzubewahren und festzuha'lten,
und auf diese t^leise kann es íhr freilich nicht
geì ingen . (242-43)

Man, prisoner in his corporal self, cannot gain true insight into

the wonders of music, whose marvels do not reveal themselves in

obvious, material form: "Dem körpenschweren Btick kann's nicht

geìingen/Sich an den Unsichtbaren hinzudrängen" (243). But despite

the serious nature attributed to music, Tieck comp'lains that it has

become subjected to various abuses and is used by many as a mere

dÍversion with which to pass the time: "[...]sie ist auch

nur zum schnöden Zeitvertreibe henabgewürdigt" (243). The exceptiona'l

position which music assumes amongst the arts is demonstrated in a

comparison between painting and the p'lastic arts on the one side,

and music on the other. Painting and the plastic arts take Nature

as their model and try to imitate it, whereas music has found its

own means of expression, it-is á world detached by itself which cannot

be traced back to the other arts or to imitation of Nature:

l^lie anders verhält es sich mit der Flusikl Die
schönsten Tône, die die Natur hervorbringt t...J
sind nur unverständlich und rauh [...]'wenn wir
sie gegen die Tiine der Instrumente messen.
Ja diese Töne die die Kunst auf u¡underbare
l,'leise entdeckt hat, und sie auf den verschiedensten
Wegen sucht" sind von einer durchaus- verschiedenen
Natur, sie ahmen nicht nach, sie verschijnern nicht,
sondern sie sind eine abgesonderte Welt für sich
sel bst . (z+s)

A world without music is inconceivable: "0hne Musik

ist die Erde wie ein wüstes, noch nicht fertiges Haus, in dem die

Einwohner mangeln," and this thought leads Tieck to believe that the

history of every nation starts with and has its cultural roots in
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muslc:

Darum fängt die früheste griechische und biblische
Geschichte, ja die Geschichte einer jeden Nation, m'it
der Musik an. Die musik ist Dichtkunst, der Dichter
erfinde t die Geschichte. Es ist dem menschlichen
Geiste nícht mögìich, vorher sich etwas Reizendes,
Schönes, Lebensfül I e vorzubil den [sic1 . Q46)

The last part of the essay then goes on to describe a comparison

between sounds and colours, and just as each colour be'longs to

a major colour, so each instrument has a unique sound or tone which

it can best express:

Jeder einzelne Ton eines besondern Instrumente.S,
ist wie die Nuance einer Farbe, und so wie jede
Farbe eine Hauptfarbe hat, so hat auch jedes
Instrument einen einzigen, ganz eigentúm'lichen Ton,
der es am meisten und besten ausdrückt. (246)

In this connection it is worth mentioning A.!'.f. Schlegel 's guide

to colours and vowels which occurs in his Betrachtungen über Metrik.

He attempts to examine the relationships between the aural

qualities of vowels and their capacity to express various emotions:

"Die Vokale sind das eefufrlsausdrückende in einer Sprache". Schìege'l

draws up a guide to colours and vowels ("Vokalfarbenleiter") which

runs as follows: -- rrArr is red and expressive of youth, joy,

sp'lendour e.g. "Strahlen, Gewand, Klang, Ad'ler;" rr0rr is purp'le and

"hat viel Adel und Wîrde -oft wiederholt fällt es ins Prächtige,

z.B. Sonne, thronen, 'l os ojos -- das ì atei ni sche formosus ; 
rr rr I rr

is sky-blue, the vowei of intimacy and love e.g. "schlingen,

Gespie'len, Kind;" "'g-.' is vioìet, to which Schlegeì imparts

"Bescheidener Genr4', sanfte Kìage, z.B. FUì1e, Kuhl , fuhlen;"

':U" is dark-blue: "Trauer, me'lancholische Ruhe, 2.8., dumpf , Kìuft,

rufen. Bei öfterer' hliederho'lung wird seine Farbe sehr dunkel,

z.B. in Uhu - ululare."g Schlegel pìaces the emotional content of
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ianguage above its logical function, and his guide to colours and

vowels resembìes amongst otfiers Rimbaud's poem "Vocales" where

he describes the relationships between vowels and colours.

Friedrich Schlege'l's drama Alarcos is an attempt at a practical

realization of his brother's theories, its prÍncip'le interest iyìng

in a variety of irregular verse, both ancient and modern. Trimeters

predomÍnate, there are passages of biank verse, 'heroic couplets',

and even a sonnet. The drama is also noteworthy for its use of

assonance and yowel-play. In the second scene of Act one the

characters finish with specific voweìs, first of all with an "0"

(e.g. "Boden"r "entzogen"r "Krone", Gebote"r "befolgêD"r "gehorchen",

"Joche", etc. ) and then lvith an "a" (e.g. "naht", "anbefah1 ",
rrRatrt, "niederwarf", etc.Ll0 In the scene between Don Alyaro

and Alarcos (Act one, scene five) the former ends his verses with

the vowel rrurl (e. g. "Zunge" , "Ruhe", ttBusen", "Mute" , "gefunden",

etc.). There then follow eleyen yerses ending with rrerr, seven

with "u" and twenty-seven uuil¡ "o".11 Such vowel repetition

continues throughout the p'lay, almost to the point of over-

i ndul gence.

In his essay Die Töne Tieck tries to turn poetry.into

music, preferi,ng to think in sounds and notes. In the following

love poem, love actual'ly thinks musically:

Liebe denkt in süßen Tdnen,
Denn Gedanken stehn zu fern;
Nur in Tönen mag sie gern
Al I es , was sie wil I , yerschönen | " .- (247 )

Like Sch'legel, Tieck places the emotional and musical aspects of
'language on a higher leveì than its rational aspects. I,tusic, not
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reason, can reveal our unconscious and subconscious selves,

and is ultimately a better medium for experiencing than thought

processes:

Ist es nun ni cht _ gì ei:chgüi ti g , ob er i n
Instrumentestönen oder in sogenannten Gedanken
denkt? -: Er kann in beiden nur hantieren und
spielen, und die Musik als dunk'lere und feinere
lpraçhe wird Íhm gewiß oft mehr als jene genügen.
(248)

Tieck's last cry from the final poem in Die Töne is a passionate

one against the deception of thoughts and language, and for

musicality - let yourself be "Von den Tínen fortgezogen":

"Sprache hat dich nur betrogen ,lDer Gedanke dich

beìogen,/Bleibe hier am Ufer stehn" (249).

Tieck's fínal essay on music, Die Symphonien, further

emphasizes the link between music and religion. All of Man,s most

notable and worthy aspirations are religiousiy inspired, so that it
can be claimed, "daß alles Gro8e und Höchstvortreffliche Religion

sein mtlsse" (249). Wackenroder believed music to be of divine origin

and capable of ìeading Man towards a recognition of God's omnipotence.

Tieck, constantly taking up wackenroder's ideas, allowing himself

to be inspired bythen,, goes one stage further -- by comparing music

with religion they become identicaì, and a compìete apotheosis

of music is achieved: "Denn die Tonkunst ist gewib das letzte

Geheimnis des Glaubens, die Mystik, die durchaus geoffenbarte

Religion" (251). Music is therefore the highest form of human

spiritual achievement, because on'ly "der edle Mensch selber schon

in such alles musikaÏisch empfindet" (254)" The most perfect state

is one in which "jede menschliche Sprache, jeder Ausdruck der



-(]b-

Empfindung sol'lte Musik in einem mindern Grade sein" (254).

l'lusic -- "die dunkel ste von al I en Künsten" (251), an adjective

already used in Die Töne to convey the mystical, esoteric and

mysterious characteristics of music -- assumes once more a specÍal

position amongst the other arts. it is "die j'üngste von allen

Ki.insten" (252) and is to be comprehended in an irrational way which

renders "das gewöhnliche Verstehnt...lals etwas ganz lJberflüssiges"

(250).

The next stage in Tieck's argument is introduced by his

resolution "nur ausdrücklich von der Instrumentalmusik Izu]

sprechen" (253). He wants to concentrate exclusively upon

instrumental music because of its expressiveness and freedom from

rules and restrictions from outside the world of music:

In der Instrumentalmusik aber Íst die Kunst
unabhängig und frei, sie schreibt sich nur selbst
ihre Gesetze vor, sie phantasiert spielend und ohne
Zweck, und doch erfullt und erreicht sie den
höchsten, sie foìgt ganz ihren dunkeln Trieben, und
driickt das Tiefste, das Wunderbarste mit ihren
Tändeleien aus. (?54)

The specific form of orchestral music he has in mind, "der

höchste Sieg, der schönste Preis der Instrumente sind die Symphonien"

(254). Wackenroderbeliêved the symphony capable of expressing

"eine ganze t.leìt, ein ganzes Drama menschlicher Affekten",12

and Tieck once more seizes this idea, surpassing it in his view

as to the inherent dramatic quaìities of a symphony:

Diese Symphonien kðnnen ein so buntes, mannigfaìtiges"
verworrenes und schön entwickeltes Drama darsteììen,
wie es uns der Dichter nimmermehr geben kann;
denn sie enthüllen in rätselhafter Sprache das
Rätselhafteste I...J sie bleiben in ihrer reinpoetischen
t¡le'lt" (255I
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A symphony is able to evoke a variety of visual images by acoustic

rnêârìs.: "Und dennoch schwimmen in den Tönen oft so individuall-

anschauliche Bi'lder, so daB uns diese Kunst t...1 durch Auge und

Ohr zu gleÍcher Zeit gefangen nimmt" (255). Music has a picturesque

and suggestive qua'lity which manifests itself most cìear'ly in

symphonic music, and as an exampìe Tieck takes Reichardt's overture

(a term he regards as synonymous with 'symphony' (257))to

Shakespeane's tragedy "l4acbeth".13 An overture is normal ìy

"Instrumental music composed as an introduction to an opera, oratorio,

or similar work,"14 which summarizes and anticipates major themes

of the work to follow.lhe overture conjures up in Tieck's mind a

series of images that are so alive he is more imprebsed by this

introductory music than by the actual drama: "Viele Szenen des

Stücks waren mir nach dieser groBen Erscheinung trüb und leer

1...1 Ich dachte immer nur an die Musik zurijck" (256). As the

play's effect is not emotional enough for him, Tieck hopes for

an increase in the artistic impression if "unsere großen Schauspiele

oder Opern mit einer kühnen Symphonie geschlossen würden.. Hier

könnte der Künstlerdenn alles zusammenfassen2 seiner ganze Kraft

und Kunst aufwenden" (257). Tieck here anticipates future musical

trends and.developments. By describing the "lilacbeth" overture

as a concert overture fuìì of poetic and dramatic quaìities he

lends it an independent power of expression and anticipates the
1Ã

Symphonic Poemr" as perfected in particular by Franz Ligt in such

compositions as "Les Préludes" and "Hamlet".16

_ The Symphonic Poem derives its artistic origins from the

concert overture, anC Tieck is an aesthetic forerunner of both
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musical genres in his view of orchestral music as compìete'ly

emancipated from and independent of all other musical and

artistic forms"

Tieck's views on music as expressed in these four essays

should not be considered in isolation from his fictional writings,

indeed, his dramas, 'Märchen', novels and Novellen are to a certain

extent attempts to put some of his musical theories jnto practice.

A sentence from Die Symphonie could serve as a maxim guiding

Tieck throughout his artistic endeavours:

Man kann das menschliche 0rgan der Sprache und
des Tons auch als ein Instrument betrachten, in
welchem dÍe Töne des Schmerzes, der Freude, des
Entzückens und a'ller Leidenschaften nur einzelne
Anklänge sind, die Haupt - und Grundtöne, auf
denen allesn was dies Instrument hervorbringen
kann, beruht. (253)

Tieck first composed Die verkehrte Welt ein historisches

Schauspiel in fùnf Aufzïgen in either 1796 or 1797.I7 Zeydel

notes that the play was finally pubìished in Bernhardi's

"Bambocciadenrr (1799), and that the version in volume two of

"Phantasus" is a revirion.lS In this comedy Tieck tries to induce

in his audience a mood, an impression, of a nature proper to the

experience of music. The form of the play is a parody of the

three unities of time, place and action,'and attempts to bridge

the gap between drama and opera. l,lar breaks out between Skaramuz

and Apollo, and the spectators rush rinto the stage to take up arms

with Skaramuz, who loses. The technique used by Tieck in "Der

gestiefelte Kater" is carried to extremes, and the barrier between

stage and audience disappears altogether.
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In a pro'logue (displayed by an "Epilogus',; at the

end of Act five a "Prologus trittbescheiden herein,,19¡ an

orchestra and a symphony express their opinion. Tieck seizes upon

the musical qua'lity of ianguage, his motto being: "Es ist nur

Narrheit, daß man Symphoníen in nichts als Noten schreiben will,
man kann sie auch in l^Jorte bringen, wenn man sich die lriiihe

gÍebt."20 The prologue is entitled "symphonie" (V, 285) and is

an attempt to present musical effects in words. It has been

analysed in detail by Scher,21 thorgh as with his and Kielholz,s

analysis of l,lackenroder's wesen der Tonkunst it must be born in

mÍnd that ri'eck is writing as a poet and not as a musical expert

or critic. Tieck did after all believe that music derived its
most wondrous qualities from its detachment from reaìity: "Aber

die Musik hat eben daran ihre rechte Freude, daß sie nichts zur wahren

l.li rkt i chkei:t gel angen 1ägt."22 Ti eck has i n mi nd i n thi s proì ogue

an Italian overture or sinfonia from the-same genre as the

"Macbeth" overture he praises in his essay Die Symphonie n. The

three sections characteristic of such an overture can be seen in

this proìogue viz. "Andante aus D dur" (V,285), "Adagio" and

"TempoPrimo" (V, 286). Tieck gives us the illusion of a musical

score by superirnposing a series of technical musical terms and

imitating musical techniques: "Piano", "Crescendo", "Fortissime",

"violino Primo solo", "Pizzicato mit Accompagnemånt der violinen",

concluding with an orchestral tutti "Aìle Instrumente" which builds

up to a finale in "Forte" (V, 285-88).
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l,lithin the "Andante" Tieck a'ims at an approximation of

an orchestral crescendo through dramatic suspense: "[...] denn

nicht sogìeich, unplötzf ich, erhebt sich der Sturm, er meldet sich,

er wächst, dann erregt er Theilnahme, Angst, Furcht und Lust t...1
Aber nun sind wir schon tief im Getümmel; Pauken, schlagtl

Trompeten, klingt1" (V, eA5) To evoke an "Adagio" folìowing a

"Fortissime", Tieck slows down the rhythm by concentrating on

past events instead of present ones, the speaker recal'ling in

nostalgic fashion his earlier vision of a musical climax. The

"Violino Primo Solo" section of th'is "symphonie" contains a

direct statement of the effects and benefits of synaesthesia, the

expression of music through words: "Wie? Es wäre nicht erlaubt und

mög'lich, in Tönen zu denken und in Worten und Gedanken zu

musizieren?" (V, eg0). This corresponds almost exactly with

the sentence already quoted from Die Töne: "Ist es nun nÍcht

gleicþgültig ob er Ider Mensch] in Instrumentestönen oder in

sogenannten Gedanken denkt?" The synaesthetic idea of thinkìng

in sounds leads to the sort of tranquÍlity and peace of mind to be

found in the world of music: "Denkt lhr nicht so manche Gedanken

so fein und geistig, daß diese sich in Verzweiflung in Musik

heineinretten, um nur Ruhe endlich zu finden? t...1 LIas redet uns

in Tönen oft so licht und überzeugend an?" (V, 286-87). In the

section "Pizzicato m'it Accompagnement der Viojinen" Tieck suggests

the appropriate higher pitch by using particular voweJs (e,i,ä,'Ü)

and a staccato qua'lity is achieved by denta'ls and sounds with a

hissing effect: "Die paradoxen Sätze sind übrigens f,úr verständige

Leute weìt seltener, aìs man denken sollte. Die verständigen Leute
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s'ind aber noch viel seltener" (V,287). With the fjnal "Forte"

section, Tieck aims to reproduce an orchestral coda, a concluding

piece of music outside the structure of a composition which is

added to increase the idea of fìnality. The phrase "Gebt achtl"

is used three t'imes in order to imitate the particuìary drawn-

out conclus'ions found in the works of Haydn, l'{ozart and

Beethoven. A series of imitation 'chords' prove that the

"symphonie" has fÍna1'ly reached jts conclusion. The movement

from forte to fortissimo is reproduced by increasing the

number of exclamation marks from one to three: "hört zul

hört zu'. zu'. zu'.'. zulll" (V,2BB) The introduction 'is over:

the drama proper can beg'in: "Der Vorhang geht auf. Das Theater

stel It ein Theater vor. "

In addition to the prologue there are musical interludes

between each Act. The first Act ends with an "Adag'io. As Moll"

(V,307) and an appropriate impression of haste is created: "l^lie

alles fort eijtl l,lie in dieser Sterblichkeit so gar nichts Stand

hält:" At the end of Act two we find an aì'legro, and at the

end of Act three a rondo expressing ironical'ly a dissatisfaction

with reason and the logic of thought: "[...] es ist a:r

bequemsten, das Denken ganz aufzugeben? cias thun auch die meisten,

ohne es zu wissen. Doch wer mit Vernunft die Vernunft verachtet,

ist dadurch wider vernünftig. Daß nur keiner sagt: darin ist

kein Verstand" (V, 373-74). Almost as if he js revising his

earl ier statement that music is "die dunkel ste vonalll en Künsten"

Tieck mainÈains that music can in fact express ideas:
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"Ihr seht i.ibrigensr. wie falsch es ist, wenn man sagt, dìe lnlusi k

sey ejne dunkle Kunst und könne keine Ideen ausdrücken. Sie hat

aber hier welche ausgedrückt."23 Act four closes wjth a ,,Menuetto

con variazioni" (V, 4I2-I4), and Act five with "Pengolese" and

a stabat mater, which is in turn followed by a poem called "Die

Musik spricht", a further apotheosis of music (V, 480-86). Not

onìy between acts but also at times within the pìay itself there

are examples of poetry dissolved into music through rhyming of

vowel s :

Schäfer

0 Liebe
Die Triebe,
Di es Si nnen
Di es Trachten ,
Mit zärtl ichem Schmachten
Das Herz zu gewinnen,
Ach gìaube, ich schwöre,
l^Jenn i ch Di ch bethöre
So sträfen die Götter,
Im rå'chenden l^Jetter
Den frevelnden Schwur.

5cnalerr nn

Ich höre
Die Lehre
Und schwöre;
Ich liebte seit lange,
Die Brust kìopfte bange,
Du kanntest mich nicht.
Bei jeglichem Sterne
In bläulicher Ferne
Beim schimmernden Licht,
Ich iiebe Dich Schäfer
Seit ich Dich nur sah.
Kommt rächende Wetter
Und straft mìch Ihr Götter
Ist falsch dieser Schwur.24

Languageoffers Tieck and the Romantics the chance "mit

künstlerischen lrlitteln eine Aufìösung der l^Jelt in Musik anzudeuten;"25
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Mjttenzw¿i calls his chapter on Tjeck "Die Auflösung der sprache in

Musik in Dichtungen Ludwig Tiecks", and such an infusjon of musica'lity

into language occurs in the comedy Prinz Zerbino oder die Reise nach

dem quten Geschmack, gewissermaFen eine Fortsetzunq des qestiefelten

Katers, pubì ished i n 17gg.26 possess'ing a particu'rar1y musicar

effect is the forest scene of Act five, where Dorus and Lilia partake

of a musical duet, and later in the same act Cleon recites a

reci tati ve r,¡hose sol e effect depends upon i ts acoust j c el ements

and vowel patterns:

Mich gereut
Nur die Zeit,
Die ich verschwende,
Ohne Ende
Ihr Gesang;
tvli r wi rd ba ng .

Lieber gehn
Tagel ang,
Nächtel ang,
Als hier stehn
Im Gesang. (X, 235)

In the scene between Nestor and the Shepherd

Tieck's Die Farben, where colours resound and

l^Jith the help of divine jntervention, Nature,

matter becomes alive with music:

we are reminded of

forms ring out.

Man, and al I earth'ly

l,rlas neidisch sonst der Götter SchluB getrennet,
Hat Götti n Phantas i e r¡il I hi er verei ntl
So daB der Klang hier seine Farbe kennet,
Durch jedes Blatt die süge Stimme scheint,
Sich Farbe, Duft, Gesang, Geschlister nennet.
Umschlungen aìì sind alle nur Ein Freund,
In sel'ger Poesie so fest verbündet,
Daß jeder in dem Freund sich selber findet. (X, Z5l )

The three sense impressions of colour, smeli, and sound are united

here, and they achieve their poetic synthesis by means of the

language's musica'lity. As in Brentano's Gustav l,lasa, some of the

characters bear the names of musical instruments, such as "Die Geige",
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"Die Harfe", "Die Flöte", "Die Trompete" (X, 2Bg-92) and the

musical quality of the drama is further enhanced by the inter-

spersing of songs amongst the action, a technique Tieck also

emp'l oys i n Franz Sternbal d . A good examp'l e of thi s i s the song

of the flowers in Act five:

Der Abend sinkt hernieder,
Die Nachtviolen wachen auf,
Und gießen in die Lüfte
Die süßen Düfte.
hlir singen I eise Lieder,
Die Nachtviolen wachen auf,
Und strömen süße Düfte
Durch die Lüfte. (X, ZeZ)

Das Unqeheuer und der verzauberte Welt was written in
1798 and published two years later. It was meant as an opera-

libretto ,27 und is subtitled "Ein musikalisches l"lärchen in vier

Aufzügen." The play satisfied J.F. Reichardt's wish for a

romantic operatic text,28 und he did ín fact consent to write the
)omusic." In his preface, which he calls "Anstatt einer vorrede",

Tieck alludes to his essay Die Symphonien when he writes:

Der schneidende l^liderspruch des Gesanges und der
Rede sollte hier aufgehoben werden and wieder
musikalisch dem Ganzen dienen: eine dämmernde
Traumwelt von lustigen und phantastischen Gestalten,
in Begebenheiten, die sich von selbst auseinander
wickeln. (XI, 149).

Tieck intends to imitate operatic styres by using 'linguistic

means, and with this aim in mind he observes:

t...1 aber sehr erwunscht sollte es mir seyn,
wenn irgend ein l4usiker fände, daß ich ihm
Gel egenhei t gegeben, di e i nnersten [¡Junder sei ner
Kunst auszusprechen und alle seine Töne und
l4elodien in einem seltsam-bunten magischen
Kreis herum zu ftihren,und so seine kunst nur
durch die Kunst selbst zu erk'lären. (Xl, 149-50)
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in this "musikalisches Märchen" characters commun'icate with each

other through recitative, and sing anias and duets which are

interrupted by a chorus. Exampies of this styìe can be found

in the opening scene of Act one and in the finale to Act two:

Trappola und Sebastiano

Ja wohl ist der besiegt,
Der auf der Erde liegt.

Chor

Dìes große Orakel gnügt.

Sebastiano und Trappola (halb im Schaf)

Das Orakel hat uns bekriegtl

Chor (wird immeÈ schwächer, denn die Felsen schliegen sich
nach und nach)

Das hohe Orakel gnügtl

Sebastiano und Trappola

Der hlein in der Flasche versiegt.

Chor (der drei Greise, in dem sich ihre Felsen auch schliqBen).

l.lenn di e Köni gi n er'l i egt.

Sebastiano und Trappola

Genug ist der besiegt,
der auf der Erde ìiegt --

Leises unsichtbares Chor

Beim hlei shei t Schei n

Sich I'lenschen freun.

Sebastiano und Trappola (im Schal f liaunr horbar).

Doch mehr beim l^Jein.

Chor

Beim l,leisheit Schein.

Trappola und Sebastiano
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Ja wohl beim l^lein.

Chor, Sebastiano und Trappola

Sich Menschen freun.

Alle Töne verlieren sich nach und nach. Der vorhang rättt.(xt, 213-14).

Music piays an equa'lly important role in Tieck's prose

works. In some places þlilliam Lovell is an attempt to merge

optic and acoustic elements, an idea outlined in Die Farben

and Die Töne. In the tenth letter of Book five there occurs the

following passage which deals with this synthesis:

Als Kind träumt' ich einst, die ganze Welt ginge
unter, und aus allen den ungeheuren Massen
schmolzen einzelne Töne heraus, die sich nun durch
den jeeren Raum spielend bewegten und um einander
gaukelten, und sich versch'langen, und bunt durch
einander wühlten. Bald versank der helle Ton in den
tiefern, und dann erklang ein wunderbares Gemisch;
bald spaltete sich ein dumpfer tiefer Kìang, r,Jie
ein Farbenstrahl in viele helle Streifen, die wie
Sonnenblitze hochk'lingend ausfuhren, und wieder in
den mritterlichen Ton zurückfielen. Ich hörte das
wunderbarste Konzert, das mich in der ungeheuren
Leere mit Schwindel erfülìte, so dag ich bald nichts
mehr hörte, und in einen tiefen bewu8tlosen Schlaf
versank. [Vi , 351 -SZ )

The

und

fol k tale l¡lundersame Liebesgeschichte der schönen I'lagelone

des Grafen Peter aus der Provence has many interspersed

songs which evoke days gone by. More emphasis is placed upon

vague yearnings and feelings than upon action. The hero, peter

(a Romantic dreamer), hears music alì around, which mirrors

his imprecise emotions. The interposed ìyrics provide a ryric

accompaniment of the epic materiaì, even 'lyricizing the pror..30

The whole story is written in a lyrical mood which was quickìy

becoming typicaì of Romanticism: "The charm of the prevaiìing

word-melodies is more essential than the meanÍng of the words
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themselves. These melodies have been enhanced by the music which

Johannes Brahms has'composed for them'i31 These musical interludes

are introduced by such formulae as: "Er nahm seine Laute und

sang", "Es Iag íhm ein altes Lied im Sinne und er sang es 1aut",

"Peter sang leise folgendes Lied", "Ein Blatt enthielt dieses

Lied" (IV, 296, 300, 305, 3.l4). Therefore by specifically

referring to them as 'songs' they are differentiated from passages

which may just have a strong ìyrical content, and within the

songs themselves there is mention of the musicality and meìody

pervading Nature:

Schweigt, i hr verste.ckten Gesänge,
Und stôrtnicht die sügeste Ruhl
Es lauscht der Vögel Gedränge,
Es ruhen die lauten Gesänge E.J
þlurmel t fort i hr Mel odi een,
Rausche nur, du stiller Bach,
Schöne Liebesphantasieen
Sprechen in den lrlelodieen f..J (iV, 330)

Tieck's technique of interposing musica'l interludes within

his text reaches its perfection in Franz Sternbalds t.landerungen:

Ei ne ,al:tdeutsche Geschi chte ( tzga32 ) . ThÍ s ' Bi I duryrroman'

modelled on Goethe's l,Jilhelm Meisters Lehrjahre resembles tichendorff's

Tauqenichts in its vibrant musicality and interpo'lated musical

sequences. t'le are presented with a young artist's apprent'iceship

to life through the medium of the arts. Tieck expresses similar

views on art as did l^lackenroder, looking back to the early sixteenth

century as a Golden Age which later on came to be destroyed by

rationalism and materialism, and he believes that art's roots

1ay more in blind inspiration and religÍon than in hard rules

Friedrich Schìegeì, in a letter to his brother August Wilhelm
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dated March 1799, referred to Sternbaì d,s styl e as beì ng

typically Romantic: "Es ist der erste Roman seit Cervantes der

romantisch ist, und darüber weit über lleister. -- Dessen Styì

halte ich auch für romantisch."33 Zeydei believes the most

strikingìy romantic characterístic of Tieck's style in Sternbald

to be "rhythmic musical prose, which realiy requires instrumental
?¿.

accompaniment,""' and Rudolph's statement is a summary of the

Romantic desire to dissolve all Man's emotions into natural

musical sounds:

Ir. . ] sol I en..wir denn nicht auch unsre Gedanken,
Fühlungen, Wunsche, Thränen und Lachen zu Zeiten ìn
die spielende Natur der Töne aufiösen dürfen? Ich
kann der Fl öte, jedem K'lange , der Nachti gal'l , dem
l^lasserfall , dem Baumgeräusch so innig zuhören,
daß meine Seele ganz Ton wird. Man könnte sich,
wenn man sonst Lust hätte, ein ganzes Gesprächstück
von mancherlei Tönen aussinnen. (XVi, 243)

As well as having a rhythmic musical prose, the 'Roman'

contains musical sections which add a musical flavour, or even

become an episode in the pìot. Sternbald has a distinct aural

appeal which reflects Tieck's preference for the sense of hearing.

Such 'aural' descriptions are frequent in the novel: "In der

Nacht tönte der Lauf der Bergquellen in mein Ohr, die l^linde

rauschten durch die Bäume[..,] alìes, die ganze Natu.r in freier,

willkühr^l'ichen Bewegung, nur ich war gefesseìt" (XVI,3lg-20).

In natural descriptions these sounds often remained predominantìy

musical" There is the very Romantic motif of the evocative bugle or

French horn, and in the sixth chapter of Book four there is a

fusion of love and music similar to that encountered in Hoffmann's

works, particuìarìy "Das Majorat". Franz meets again a woman
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he has known from his childhood visions. Though they both

recognjze each other at the same moment, Franz cannot express

himself. He sinks to his knees and in tears kisses her hands.

Both are lost "im staunenden Entzïcken" and Franz is unsure as

to whether he is dreaming or whether everything is in his

imagination. The "t,laldhorn", blhich has been constant]y sound-ing

through the garden and improvising "mit herzdurchdringenden Tönen",

now falls silent. In this scene (xvl,4ll-12) the meeting takes

pìace under the horn's influence and is thereby illustrated and

described as an almost musical experience, something to be

understood in musical terms.

The apprenticeship to art is associated with initiation
into love, which is in turn nourished by music, the greatest

of al I arts accordi ng to sternbal d : "lrlenn mann ei n Fegefeuer gì auben

wìì.l, wo die Seele durch schmerzen geìäutert und gereinìgt wird,

so ist im Gegentheil die Musik ein vorhimmeì, wo diese Läuterung

durch wehmüthige I'lonne geschieht" (xvI, z0s). such a ,pre-heaven'

of music manifests itself in the bells of a nunnery, whose

ringing sounds are the same "durchdringende Töne,' as produced by

the horn:

In dem versammelten sich die Nonnen auf dem
Chor, die Glocke schlug ihre Tone, die ihm ins
Herz redeten f,.] Er .[Sternbaìd] konnte kaum
athmen, so schiénen ìhn die Töne wie mit mächtigen
Armen zu umfassen und sich dicht an seine
entzückte Brust zu drUcken. (XVI, 3gì)

In the pantheism of Nature, an unseen divine spirit can

be clear'ly heard, and in the description of Sternbald,s dream

Tieck invents 'musÍcal moonlight' as part of this pantheism:
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Plötzlich war es Mondschein. L{ie vom holden Schimmer
erregt, klang von allen silbernen t,rlipfeìn ein sûBes
Get'öne nieder; da war alle Furcht verschwunden:
der [^Jal d brannte sanf t im schönsten Gl anze, und
Nachtigallen wurden wach, und flogen dicht an ihm
vorüber, dann sangen sie mit sijßer Kehle, und blieben
immer im Takte mit der Musik des Mondscheins. (XVI, g4)

Not only is Nature injected with the power of divine music, but

poetry and painting interchange with music to achieve one and the

same object in their respective ways. Franz explaìns: "[...]
ich gìaube I...1 daß sich Musik, poesie und Mahrerei oft die Hand

bieten, ja daß sie oft ein und dasselbe auf ihren Wegen

ausrichten können" (xvi, 302). One of the ways music interacts

with poetry Ís in the inclusion within the action of songs

reflecting a particular 'stimmung'. The "Lied von der Einsamkeit',

in the second chapter of Book four is introduced by Sternbald

in the following terms: "Da wir nichts Besseres zu wissen, wiìì

ich euch eÍn Lied von der Einsamkeit singen, es schickt sich gut

zu unserm Zustande" IXVt, 360).

Tieck has been criticized for some of his musical excesses:

"Allerdings tut rieck oft des Guten zu vieì, so da6 dann seine

Poesie Ín Klingklang aufgeht."35 some of his ryrical poems which

express moods evoked by the sound of different musical instruments

are meant to explain "the meanings of each individual tone of

music as sensuous sounds",36 but these musical tones make litile
sense when translated into poetry, as such tones do not express

direct, clear thought, appealing rather to our emotions. The

foì'lowing first stanza of a poemimitating the tone of a shepherd's

pipe expresses no concrete thought and says nothing, each word

depending for its effects upon its approximation to the tone
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comjng from the respective instrur.nt,37

Himmel bl au,
Hel I begr'ùnte Frïhl i ngsau,
LercheirT i eder
Zur Erde nieder,
Fri sches Bl ut,
Zur Liebe Muth;
Beim Gesang
Hüpieñãã-iðr'at.n.n auf Bergerhung. 38

Franz sternbald and his companions are walking through a wood

one summer evening when they hear the sound of music and it seems

to them that the realm of spirits has suddenly unfolded itself.
tlithout realizing it they have found the magic word, "als habe

nun der geheimnisvolle unsichtbare Strom Jen t,leg nach ihnen gelenkt,

und sie in seinen Fluthen aufgenommen.,,39 But the great reve-

lations which we are prepared to receive from this "Geisterwelt,,

turn out to be mere trivia, "Klingkìang" which means nothing and

is just a series of unrelated ideas and images:.

l^laldnachtl Jadgdl ustl
Leis' und ferner
Kì i ngen Hrirner,
Hebt sích, jauchzt die freie Brusil
Töne, tiine nieder zum Tha1,
Freun sich, freun sich allzumal
Baum und Strauch beim muntern Schal I,
Kì ing' nur Berqquel I I
Epheuran ken
Dich umschwanken,
Riesle durch die Klüfte schnelll
Fliehet, flieht das Leben so fort,
Wandelt hier, dann ist es dort, --Hallt, zerschmilzt, ein luftig Wort.(xvt, zea¡

It is true that rieck objected to'language because words rendered

vague and misty emotions too definite (hence his suggestion in

sternbald that conversation be devised musicalìy), and that he

set out deliberateìy to evoke 'stimmung' rather than convey precise
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thought. In sternbald vansen criticizes one of Franz' musical

outbursts because the last part of the song had no connection

with the first, and the latter replies:

Ich habe einen guten und schönen Zusammenhang
darin gefunden T...1 Der Hauptgedanke ist dei
fröhliche Anblick der Ì,lelt, das Lied will uns
von tr'úben Gedanken und lrlelankolie abziehen,
und so kömmt es von einer Vorstellung auf die
andre. Twar ist nicht der Zusammenháng einer
Rede darin, aber es wandelt gerade so iort,
wie sich unsre Gedanken in einer schiinen
heitern Stunl¿ bilden. (XVI, 136-37)

Poetry is for Tieck a p'laything disregarding the demands of

the intellect: "Denn v,ras ist poesie und Musik t...1 sie sind

nur Spielwerk, das ein jeder anders handhabt" (XVI, 137). It
is exactly this pìayfu'l aspect of Tieck's attÍtude towards

poetry and music (over a hundred years after Tieck the Dadaists

were also to pìay with words in a similar manner) that so

infuriates rationalist critics of the old school of literary
history, and it has led Robert wernaer to write that rieck,s

love of music is often overemphasized, thus damaging the ieading

motif of his poems. Tieck tends to omit any central core or

theme of ideas in his poems, and so ends up by leaving ìittle
more than "a musico-'lyrical effusion I...1 such poems ijlustrate
the futility of allowing emotionalism to be carried on as an

end unto itself, regardìess of the claims of man's intellectual
nutr...4o

The I ast wo

Leiden und Freuden

rk of Tieck's to

Glzz4r), though

be discussed is

at this time it
The twenty-five

his Musikal ische

is difficult
years separatingto stilj regard hin as a Romantic.
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sternbald from the Leiden saw Tieck undergo a certain distancing

from early Romanticism, which accounts for his fajlure to create

one genuine RomantÍc musician in this ltlovelle such as Bergf inger,

Kreisler, or even his earlier Sternbald. The Leiden reflect

conditions in the musical world of rieck's day and its plot is
exploited for the expression of the author's own opinìons. Like

l.lackenroder in his Bergl'inger-Novel'le, Tieck argues against the

various abuses to which music is subjected, such as ìgnorant so-

called 'music lovers', stupid amateur performers (a contrast

to Eichendorff's amateur musicians), and the haphazard whims and

quirks of the audience. The Novelle is a story framed within

a story constructed in such a way that in the end fnamework and

narrative proper blend into one.

Tieck depicts within his story various musician figures.

Count Alten neither composes professionalìy nor performs, Vêt

he resembles Kreisler in his nervous temperament, becoming equaì1y

disturbed on hearing a piece of music, feeling "wie von bösen und

guten Geistern gepìagt und verfolgt" (XVII , Z7g). Like Kreis'ler,

he is guided in his musical ìife by a womanly ideal, Julie, but

whereas Kreis.ler's ideal embraces his conception of music, count

Alten is more interested in the physical attributes of the singer.

The old composer Hortensio resembles the title fìgure of Hoffmann's

"Rat Krespeì" by forcing his daughter Julie to promise she will
never sing without his permission. They differ in that Krespel

prevents Antonie from sìnging to save her from dcs-
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truction, while Hortensio prevents Julíe from singing because of

his love of music as he sees it. Nevertheless, Krespe] js the

truer musician because on hearing AntonÍe sing, his musicar

instincts prevail; Hortensio allows his daughter to marry count

Al ten and reti re from publ i c I i fe .

TÍeck's sharpest criticism is against the intellectual

decline and superficiality of the music business: the roots of

decay lie in the performance of music rather than in music

itself, and artisans, public, virtuosoship, primadonnas all
share the blame for this. Tieck also manages to put in a word for

the new'ly emerging German opera. The victory of the Kapellmeister

over the ltalian musician symbo'lizes the triumph of German opera

over the ltal ian version, and at this time in Dresden Karl lrlaria

von l,leber was achieving success with his own operas: he is

exp'licitly praised in the Novel 1".42 Tieck's new-found objectivity

manifests itself in his cooler attitude towards music as an

art-form. He rejects the overblown bombast and extreme subjectivity

of Rossini, Spontini, and Meyerbeer, and even comes to fear

the violent, chaotic intensity of Beethoven. He celebrates

instead Mozart, in whose music he fÍnds clarity and apolìinisian

serenity, "eine gewisse Stille und Ruhe,, (XVIi, 3Zl )43.

Both Eichendorff and rieck find music in every aspect of

Man's and Nature's existence, but whereas the former's approach

towards music is a fair]y simple one, perhaps characteristic of

the amateur, the latter digs deeper into the origins of music

and the relationship between tones, colours, words. Tieck creates
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a Romantic artist in Franz sternbald who suffers as do Berglinger

and Kreisler from society's lack of understanding. However, the

prosaic routine of everyday life rather than the intolerance of

the court is contrasted with Sternbald's artistic outlook, and

the dÍchotomy between art and life does not lead to the same

sp.iritual suffering. This dichotomy does not persist as Stern-

bald has friends such as Albrecht Dürer who console and help him

to overcome his inner crisis. There is no tragic result arising

from the opposition between the artist and society but rather a

conciliatory feature. Sternbald lacks the intolerance of

Berglinger and Kreisler, he tries to persuade the opponents of

art that they are missing out on a wonderful experience. The

layman is as much of a human being as the artist, and their mutual

humanity can achieve a compromise and a reciprocaì, tolerant

attitude towards music and art. 0n the linguistic level, Tieck

starts to experiment with various literary devices which create

musical effects. This attempt at a verbal approximation of music

is expanded by Brentano, as he aims at a reproduction of the

sensations evoked by music. Brentano aims at a form of 'literary
musicalization', and he uses the concepts of synaesthesia and

the "Gesamtkunstwerk" more convincingly to achieve his end.

Rather than just using musical characters and instruments r,rithin

the framework of his poems, plays or novels, Brentano tries to
musicalize his whole ìanguage and vocabulary.
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Chapter V: Clemens Brentano (1779-1942)

[ihen one considers the musical facts of Brentano'slife, it becomes evident that his 'traÍning, in this
fÍeld was sparse and undisciplined, that his
acquaintance with the theoretical principles of
composition remained minimal. As a result, he never
progressed beyond the stage of the am¿teur as either
a performer, a composer, or a critic.I

Brentano's domestic environment was conducive to an appreciation

of music, however informal and untrained this appreciation may

have been. His mother, l'laximil iane Laroche (the ,,Maxe,' from

the time of Goethe's "werther")2 and many of his sisters could

pìay the pÍano, and following Maximiliane's suggestion that he

learn a musical instrument clemens dabbled with the violin,
clarinet, flagelot, and zither, ultimately setiling on the guitar.3

He certaÍn'ly cut a romantic figure as he travelled around with his

guitar sìung over his shoulder, and in a letter to his sister

Bettina he wrote: "Jetzt kommt der Frühring, da sitze ich abends

oft am Fenster, ich wohne in einem Garten, klimpere ein wenig auf

der Guitarre und singe auch wohì das Lied vien qua Bettina bella
¿.etc.."' It was in fact his young sister, Bettina (she eventually

married Achim von Arnim) who contributed mostìy to the enrichment

of her brother's musical insight. As weil as p'laying the guitar

she wrote songs, chamber music, carried out a ìengthy correspondence

with Beethoven, and towards the end of her life she got to know
trthe composer s spontini, Lisztn schumann, and Brahms.s clemens'

practicaì knowledge of music was improved through close contact

with Bettina, a contact which encouraged him to sing and pluy.6

Though he eventually wrote some music and musical criticism, his

approach throughout was based on empathy and feeling rather than
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on technical appreciatjon:

Nein [...]ich bin kein solcher[.".]alles in seine
ersten BestandteiJe zu zer'legen I..':lden Tðnen
ihre kling-ende Zunge auszurei'Ben, úm allesl..J
auf die Länge der Schwingungen von einigen
Darmsaiten, durch die die geheimen Geister der,
Musik hervorgerufen werden, zurückzuführer{...1,

John Fetzer concl udes his articl e on Br.entano.,s rel ationshi p to

music and musicians by remarking that even if Brentano,s writings

on music showed emotional rather than unbiased critical responses,

this is just a reflection of the Romantic belief that the essence

of music lies in its own peculiar nature and be]ongs to the realm

of the ineffable. Therefore:

[..] gny attempt to paraphrase the content, style
and 'meaning'of music was paradoxical, for this was
tantamount to speaking about the unspeakable¡...i
Thus, if the generai consensus of opinion wal thãt
music on'ly began to articulate where words left off,
perhaps Brentano was fully justified in his avoidanðe
of anaìysis. In keeping with Romantic theory andpractice, he endeavoured instead to elevate the verbal
medium to the heights of music rather than drag the
tonal art down to the lever or rãiionuì comprehensibility.B

The importance and extent of musicality in Brentano's

language is demonstrated by Emil staiger's comment: ',und freilich
werden wir die Sprache Brentanos dann erst ganz verstehen, wenn uns

der sinn der Musik in seiner dichterischen welt durchsichtig ist,,,9
and Mittenzwei refers to Brentano as "Der musikalische Sprachkünstler

der Romantik."10 A.t.l. schìege|s guide to vowels and colours heìped

Tieck's application of assonance and internaì rhyming of vowels in

his poetry; August Ferdinand Bernhardi may have also influenced

Brentano through his scaìe of vowels linked to various vowels in

the alphabet. In the sixth book of his Sprachjehre he deals with the
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"sprache als Ton und Element zu TonreÍhen", and he declares his

intention to reduce ìanguage "auf Interjektion, auf reine

Empfindungslaute,." After noting'daÊ ursprüng'lich die vocale

der Darsteìlung der Empfindung gewidmet waren,, he continues:

Betrachten wir die ReÍhe der Vocale, als ein Ganzes:
so machen sie eine, jedem Menschen naturliche
Tonleiter aus, und hier sehen wir die erste spur einer
ächten und wahren Musik, welche durch die Språche
m.þglich ist, und durch-Verse, Reime, Assonanzen
wurkl ich gemacht wÍrd.11

Bernhardi assocÍates each of the five vowels of the alphabet with

parti cul ar emoti ons . r¡Arr i s express i ve of " Empf i ndung ohne

Leidenschaft, im regelmäBigen Gange fortschreitend [..J Der

eharakter dieser Art der Empfindung ist Klarheit, l^lahrheit,

schall und Ha'll ¡..¡" The vowel "E" represents a medium between

the clarity of r¡Arr and speed of "I", "und drückt daher Kleinheit,

Gìeichgîìtigkeit und verworrenheit aus, durch schnelìígkeit

verdunkelte Klarheit." riJrr expresses "alle heftige und rasche

fortschreitende Empfindungen", whiIe ,'0'. represent "GröBe, und

was von diesem wi.eder unzertrennì ich ist, harmonische Fül I e',.
rrurr is associated with slowness and unpreasantness: ,'Es drùckt

daher Grausen, Furcht, Dumpfheit aus'1 in words such as "dumm,

Luft, krumm, Kummer, Ruhe". The concìusion Bernhardi draws js that

if these qualities incorporated in the vowels are taken into

account in poetry then great musical possibilities could be realised.12

As an example to demonstrate his viewpoint, Bernhardi wrìtes:

Gesetzt, ein Dichter ìiepe in einem Drama, eine
seiner Personen eine Erzählung von einem Begegni$
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machen, welches sie mit Furcht und Grausen erfüllt
habe: so wurde nothwendig die Stimme des Erzählers
in U hehunter sinken dies wUrde der Ton werden,
aus dem die ganze Erzählung gesprochen Wúrde
lrlas wi r hi er von U behauptet haben , gi I t übri gens
von jedem andern Vocal und Diphtongen, und h.ier
zeigt sich die Mõglichkeit durch die einzelnen
Vocale die Rede in eine Musik zu verwandeln.t¿

Assonance and rhyme are particu]arìy suitable means by which to

musicaìize language, as Friedrich Sch'lege] attempted in his drama

"Alarcos", and following the initial impuìse of rieck, Brentano

avails himself of both assonance and rhyming vowe'ls "die Rede

in eine Musik zu verwandeln".

Brentano's attempts at such various forms of musicalization

occur in the genres of drama, noveì, I'fårchen and lyric poetry.

His first major dramatic work is entitìed satiren und poetische

Spiele von Maria. Erstes Bändchen. Gustav l,lasa. First appearing

in 1800, the pìay is a satirical response to two of Kotzebue's

dramas, the first a farce parodying Friedrich schlegel and the

Romantic school caìled "Der hyperboräische Esel oder die heutige

Biìdung" (tlgg) and the second a historicaì drama simiìarìy

entitled "Gustav t^lasa" (1goo).13 The infruence of Tieck is most

marked in Brentano's first dramatic effort. At the start of

the pìay is a 'symphony' which not only anticipates Brentano's

description of a concert in the uhrmacher Bogs but is obviousìy

indebted to the overture and inter-act music of rieck's Zerbino

and Ðie verkehrte wett.13 This dramatic interlude in verse'. is

an attempt at composing a'verbal symphony' in whjch the individual

instruments of an imaginary orchestra appear personified on the

stage and recite their respective parts. After the orchestra

has tuned up (IV, 59) there bursts forth a storm of music:
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"Ruhe: Die Gräber erbeben;/Ruhel und heftig hervor/StUrzt

aus der Ruhe das Leben".14 The stage is invaded by the spirits
of music

[...] Geborener Tanz
Schweben die tönenden Geister;
Schirnmert im eigenen Glanz
Der Tóne bunt wechselnder Kranz.

Alle in einem verschlungen,
Jeder im eigenen K'lang,
Ffåchtig durchs Ganze geschwungen,
Eilet der Geister Gesang
Gestaltet die Bühne entìang. (iV, 60)

The depiction of the "S¡rmphonie" is very evocative, consisting

as it does of such parts as ',Der Fìîgeì,,, "Bl itz', and ,'Donner,,,

"Pauken und rrompeten", and a "t,Jaldhorn", and Brentano imitates

poeticalìy the individual characteristics of such instruments, for
exampì e the fl ute:

Hör' mich flehenl
Ernster, schone
Doch des blauen
Himmels Auen,
blo ich still und friedlich wohne.
Ernster vol I Gro'l 'l ,
Sag, was ich solll
Sage, sag'es eh, ich sterbe. (IV, 62-63)

The clarinets are personifÍed as gypsies and pìay their part in
this symphony:

Hel Hel Hierher.
t....1
l4unter, munter,
Es fälìt nicht gìeich
Das Himmel reich,
l,lie eine Eichel vom Zweig
Beim Gewitter herunter.
Jucheil wie die tlJelt weht,
Das Wetter geht.
[.lenn' s nur ei nsch'l [ìge.
Das Leben
l^li I t ni chts geþen ,
l'luB es sich zum Nehmen
Bequemen.
Nicht wahr,
Du lockichtes Haar? (IV, 66-67)
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l,^lithin the actual text of the pìay sense impressions are

translated into terms associated with the domain of music

demonstrating Brentano's belief that the spectrum of sensual

experience could be enlarged. The representative of such a

bel ief is lrlol ltemehr, who seeks to increase his sensitive

awareness. By means of synaethesia, he 'looks back on all
"ilie frohen Lebensmelodìen" (IV,35) he experienced when under

the influence of the harmony of love:

l¡lir I ebten, zwi schen Bl umenschl af der Sterne
Geheiligt, hohes Leben ruhig wieder,
Und sangen durch der Farben Stummheit LÍeder,
Aus Mondeshell und Sphärenklang gewebet t:...1
Und ferne sprach das Licht in leisen Tönen;
ldie wenn der l,lest der Laute Küsse raubet. (lV, 34-36)

It was in fact the "unifying force of love in l,loiltemehr's past,'

which determined his synaesthetic attitude towards ìife, and in

this respect he resembles Godwi. l,lolltemehr experienced "the gay

melodies of Iife" just as Godwi did the many "Farbe-Melodien" of

l'¡te.15 The former speaks of "der laute Tag t...1 in stiller
Dämmrung lächelnd hingegangen" (IV, 33; emphasis added), and

runs the whole gamut of synaesthetic tricks with such phrases as

"Da sprach er wie das Echo goldne Sil ben', (IV, 34), ,'Die Bl itze

bilden sich wie helle worte,/und giessen Lichter durch die

hohlen Tône" (tv, sz). Actual musical tones are embodied in the

text. "Abonnement" and his followers leave the stage, and there

is a description of individual tones touching each other in the

orchestrao breaking forth one by one according to the folìowing

stage direction:
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[..J im Orchester ruhren sich die Töne,
ei nzel ne brechen gì iedwei se hervor, suchen
sich mit Verwunderung, finden sich mit Liebe;
der Baß spricht , einsilbig darunter herum. (tV, S5)

It was during his association in the earìy years of

the nineteenth century with the music director of a theatrical

group in Düsseldorf that Brentano became aware of the

influence of music on poetic creation, coming to believe that

alì thinking and inventing has deep roots in musicar raws

(trre ultimate Romantic conviction of music's supremacy in

any unification of the arts). This same affiliation with the

theatre group also awakened Brentano's interest in opera:

"His affinity for a musical genre which had close riterary
ties was only natural."16 During the autumn of lg0z Brentano

composed a'Singspiel'for the group which was in fact a

reworking of a poem which appeared in his earlier novel Godwi

under the same title of Die lustigen Musikanten.lT The first
stanza of the poem contains the refrain which reoccurs with

minor variations in all eleven stanzas and whose vÍbrantìy.

musical onomatopoeia barely needs to be set to music:

Es brauset und sauset
Das Tambourin,
Es prasseìn und rasseln
Die Schelìen drin;
Die Becken hell flimmern
Von tönenden Schimmern,
Um Kl i ng und um K'lang,
Um Sing und um Sang
Schweifeil die Pfeifen, und greifen Ans Herzr
Mit Freud und mit Schmerz. (Ii, 396)

The 'Singspiel' was finalìy performed in Dùsseldorff on

April 6th, 1803, and two years 'later E.T.A. Hoffmann conducted

a performance for which he had written the music, though it
met with little success in l^larsaw.18 In a letter written
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on December 1st, 1B0Z he informs Savigny:

L..ldaß ich eine kleine 0per, die jetzt componiert
wird IDig lustigen Musikantenl in 4 Tagen sàhrieb,
die ziemlich schlecht, ziemliðh gut isi, daß ich
eine größere Oper schreiben werdã und der Orchester
-Director der hiesigen sehr braven Truppe tsiel
componieren wird und mir dafüþ t4usik rähren wiir.re

The 'singspiel' is notable for its harsh satirical attacks on

phit istin.r.20 such a phir istÍne is the bureaucratic

Tartagìia, who confesses: "Was mich anbeìangt, so habe ich

zwar ein ganz erstaunliches Gehör, besonders an Schlüssellöchern,

aber fúr ltlusik habe ich gar keine lilemorie', (IV, 294). But for
those who can appreciate it music can be a revelation,

brÍghtening the life of the brind piast in a fusion of ìight
and sound, of the aural and visual elements:

Fabriol a

Hör', es klagt die Flöte wieder,
Und die kühlen Brunnen rauschen.

Pi ast

Golden wehn dÍe Tóne níeder,
Stilte" stiìle, 'lag uns lauschenl
(Angemegnes Solo der Flöte)

Fabriola-------Toldes Bitten, mild Verlangen,
l..lie es sïB zum Herzen sprichtl

Pi ast
Durch die Nacht, die mich umfanqen.
Blickt zu mir der Töne Licht. (iV,-egO).t

The two final scenes are particularìy operatic, using the ',volk',

as a chorus repeating key refrains such as,'Heil unsl Heil unsl,'

"Heil euchl Heil euchl " ,,Nimmerl Nimmerl" ,'Ewigl Ewigl,'

.(IV, 316). Br,èntano ønposedanother ,singspieì' in 1g13 called

"victoria und ihre Geschwister mit f'liegender Fahne und
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brennender Lunte. Ein kl ingendes Spieì . " it recar r s

schi I I er's "l^lal I enstei ns Lager" , but cannot be compared wi th
it artistical 1y.22

Two of Brentano's novers are especiaììy infìuenced by

music. The first of these was a two-volumed nove'l, the

first volume appearing in 1g01.23 The tiile is Godwi oder

das steinerne Bild der Mutter. Ein verwito."r.rì**-
von Maria. The first volume betrays the influence of rieck's
l,lÍlliam Lovell, the second that of Friedrich schlegeì's

"Lucínde" and Goethe's "wirhelm Meister,'" as well as the style
of novels by Jean pau'r and Heinr..24 Brentano attempts to
cneate a "Gesamtkunstwerk" and',progressive universaìpoesie,,

as advocated by Friedrich sch'legeì in his Athenäum of rl97
(both concepts are discussed in the concìusion and introduction
respectively.) The result is a 'union of the arts,, a com_

bination which Brentano in turn hoped would articulate ideas

and emotions inexpressible in a single art form, and which

would create a maximum appeaì to the senses by translating into
the verbal medium the essential features of music, painting,

the plastic u.tr.25

Just as in the works of rieck and Eichendorff, much

of the verse in Godwi is to be understood as song, providing

a link between poetry and music. 0f the twerve poems appearing

in the first part of the novel, eight are presented as songs,

and in the second part eight of the twelve poems are described

as songs, some indicated as sung to instrumental accompanÍment
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Right at the start of the second part we have the theory and

practice of a union of the arts in the poem "Aìs hohe in sich

selbst verwandte l4ächte" (II, 21s-r1), where Brentano refers

to a mystical region in which such a unification can take

place with the help of synaesthesia: "Die Trjne ziehn dich hin",

"Die lnlimpeln wehn in bunten lrlelodieen,', "Der lrlarmor wird in

silBem schmerz erkl ingen." "Die róne singen Liebe dir und

fliehen", "Gesang der Farbe, Formen-Harmonie" (II,216).
The seventh chapter of Book two represents the curmination

of such a synthesizing of the arts. There is a combination of

musical, operatic, and dramatic qualities, the horns play a

hunting song, an overture, "dann verstummten sie ganz, und an

dem l¡lasserfalle erschien eine liebliche Maske,'(II, Zb4).

What foltows is a series of songs, interspersed with prose

passages which act as recitatives, sometimes describing the

actions of the participants. A chorus sounds the finaìe,

and the whole festival comes to an end in a blaze of corour

making great opticaì appeal: "Die Sonne hatte recht gut

dekoriert. Im Anfange schien sie ganz heiB auf den l^lasserfal'l

und zog dann mit dem Gasange davon" sÍe ging von der seite

des Phöbus, so daß Cypariß nach und nach ganz in den

Schatten kam und auch der Saal viel düstrer ward,,(II, ZSB).

The chapter is a unified whole, the natural scene even

playing a part by identifying itself rvith architecture, and

within the composition itseìf we have prose which changes to

verse, verse represented as sun.g to musical accompaniment, and
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dramatic song. The costumed participants take on a

scu]ptural quality, as do the elements setting the scene;

we have here an opera, or a masque, framed in the narrative,
which reveals Brentano's artistic preoccupation wÍth

synthes i s .

The novel 's characters make many statements as to the

benefits of a musical environment and the indispensabitity

of music as part of a greater artistic synthesis. The

following quotation is a veritabre ensembìe of Romantic

motives such as the hunting-horn, darkness and night,
yearning, the child:

Hier nahm Godwi eÍn kleines siìbernes Jagdhorn
von der tland und tat eí ni ge heì 'le Stöße ñi nei n ,die wie Flammen an der Kuþpel durch die grünen
l^lände hi nauf I i efen
'Die Töne sind eín wunderbarer lebender Atem
der Dunkelheít,, sagte ich [Maria]; 'wie aìles
rauscht und lebt und mit uns spricht in dem
heimlichen Saale, den die Töne wie gìühende
Pul sschläge durcþzuckten: 1

Godwi sagte: 'Die Tóne sind das Leben und die
Gestalt der Nacht, das Zeichen alles unsichtbaren,
und die Kinder der Sehnsucht.,, (Ii, Z5Z)

Brentano's Romantic inclination for music (aìong with a certain

degree of criticism) rinos expression in the following metapho",26

Sie ist ein vollkommenes hlesen, das in allen
Seiten, die über die Tonwêite t'hres resonannten
Dqseins gespannt sind, ewig erk'l ingt t;.. l
l,,las sie beherrscht, und was-sie umgíeUi, ist die
Variation ihres eignen Themas, docñ leiáer schon
mehr Gesellschaftslied als götiliches Gedicht. (tr " z0g)

Language itsel f "gl eicht einem eigenthi.iml ichen Instrumen¡.,'26

with the result that it is pervaded by an evocative musicality;
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onomatopoeia and predilection for vowels characterize the

fol lowing strophes:

I{este säusein; silbern wallen
Locken um den Scheiteì mir.
Meiner Harfe Töne hallen
Sanfter durch dÍe Felsen hier.
Aus der wegen Ferne winken
Tröstend mir die Sterne zu.
Itleine müden Augen sinken
Hin zur Erde, suchen Ruh. (Ii, 69)

There is much talk of musical instruments, especialry the

harp and ìute, the latterof which is described with feeìings

of awe as almost a divine revelation at the beginning of

chapter twenty-one, Book t*o,26

Es war ein schones gioBes Instrument, und die
gothischen Schnirke'1, welche die Resonanzöffnung
verschìossen, waren fein mit Gold und Elfenþein:
durchzogen [. . . ] Ich brachte die Saiten mit Vernügenin Ordnung, und ergötzte mich an dem ruhig"n voTl"n
Tone des Instrume.nts [. . . ] es war mi r, al s erwache ei n
entschlummertes Gotterbild in mir, und breite mit
tlollust die Arme wieder wirkend und schaffend aus.
Es war schon dunkel, und die Töne schienen die
Dämmerung zu heben. (lt, 323)

The peopìe in Godwi are constantly placed in a musical context

the standpoint of their relationship toor considered from

music:

l,lenn ich mir sie denke, wie sie sich bewegt,' wie sie spricht oder singt, so sehe ich eine
Reihe schöner weiblicher Gestaìten in harmonischen
l,Iellen vbr mir hinschweben, die sich bald mit ihren
zarten Armen, bald mit einzelnen Blumen oder
Tr"rnen, mit gánzen Blumen - unA ionroìõen, baTd
mit sï¡ß'en durchsichtiqen Liedern aus beiden
gewebt berihren. (lt,-141)

The total effect can be summeil up by FrÌedrich Schlege'l ,s

comment upon the novel: "Ich kann mir einen Roman kaum

anders denken aìs gemischt aus Erzährung, Gesang und anderen

Formen."z/
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In 1807 Brentano collaborated with his friend Joseph

Görres on a highìy satíricar novel concerning the watchmaker

BOGS, whose name is made up of the first and last letters of
each writer's surname, i.e. Brentano (no-¡ and Görreå (-gs).28

In the Kemp edÍtion the piece is referred to as "scherzhafte

Abhandlurg", and the title indicates that the subject matter

will be BOGS' 'viele musikalische Leiden'.29 Gö""es, paralipomenen

was first pubìished as late as !926, and in its rich, bizarre

figures of speech show an indebtedness to Jean paul's ìanguag..30

The life of the watchmaker BOGS is a paradox. He rejects
ironically the irrational "weidtiche musikaìische unzucht"

(tl, gg'¡) represented by dance music, Jêt on the sìightest
contact with music displays pathologicai tendencies. He is
convinced that church music has died out because people no

longer pray with love and devotion, but are content to gabble

meaningless words. As BOGS says, we no longer need ,die reine,
ewige,al'lsagende Musik' (rt,sao¡. In order to prove his

powers of resistance against such immoral excessive debauchery

the "schützengeseìlschaft" condemn him to sit through a concert

of irrational symphonic music. He succumbs ignominiousìy to
demonic visions described in a ranguage which anticipates

Hoffmann:

Ich war auf dem Abgrund eines Meeres, alìe
Leute waren Fische, ich selbst eine Árt Hering,ich sah mich tausendmal, da rührte Musika
gewal!ig, ein t^Ialfisch erhob sich, vor uns sprangen,
Todesfantàsien aus seinen Ntlstern, ein Schìag
mit seinem Schwanz, ein Strom, hin fuhren wir"alle in seinen Rache!, da sag Jonas, der sang
und Tobte Gott... . " (lt, ee+)
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B0GS becomes overwhelmed by one fantastic vision after another,

drowning in a flood of music:

und es stürzten tausend Flammen aus den
Violinen, und tausend Salarnander badeten
sich in ihnen, und aus den Bratschen und
Violincellen steigen tausend philister, aber
Simson sprang wieder aus den pauken uná

-erschl ug sie mit dem Kinnbacken [. . .] und
Mondschein goß sich aus den Trompetãn. Dastieg eine ernste schwarze Sphini aus dem
Basse und sang im Grabeston, um in Nordscheine
zog alles leise hinunter. (II, Bg5)

At one point music unleashes a strange vision on BOGS so that
he is "von den vielen Strapatzen der Empfindung halb verschmachtet,'

(II' 888). 0n hearing a duet for bassoon and crarinet he

thinks he is experiencing a storm at sea (li, ggo), and three

French horns evoke for him an experience from his youth which

ends with the appearance of two corpses (ll, ggz-go). At the

end of the concert BOGS impìores the musicians to give up

their dealings; such goings-on are nonsensical at a time when

one "Nachtigaìlenzungen in pasteten friBt, und den großen

Dudel sack, den lrlagen, al I ei n nur

sharpshooter's Company order B0GS

and this determines that the watchmaker suffers from a sp]it
personality. The company decides to readmit the normal half:
"was aber die bäsìich entwichene Hälfte betrifft, so soll er

als Entwender fremden Eigentums formtich für vogelfrei und

untähig erklärt werden" (II, 907). BOGS is a man of:

[.-.ì sp'l it affinities, existing somewhere between .

the domain.of watches, with iis mathemati¿;iit-
measured time, and the weird and wonderful wo-rìd

kul tiviert" ( II, 896). The

to undergo medical examination,
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opened to his alter ego in its full and infinite
dimension not by the regu'lar tickinq of the clock
but by the rhythmic tones of the coñcert hail.31

Brentano is perhaps best known for his T{ärchen', and

was its "5tichtitel", as its ',Vortitel" had been Gockel

these contain numerous examples of his musicarization of

language. In 1838 there appeared the tate Gockel, Hinkel und

Gackeleia. Mä-rchen,wiedererzãhlt von clemens Brentano. This

HÍ n kel

und Gackeleia, ein MäÌchen.32 In the courtroom scene,
-.

Brentano imitates a swallow's song, the onomatopoeia conveying

a resonant tone. The poet avails himself of assonance, alliter-
ation, internal and end rhymes. The dominant vowel is 'r,,
as its high register corresponds with that of the song of a

swal I ow:

Noch zittere ich und beb ich,
Es ist wirklich, gewiß, sicherlich geschehn,
Sterb ích, oder leb ich, wil:l ichs immer und ewig
Sicherlich nimmermehr wieder sehn;
tlie die wiIde Kätzin und ihre Kätzchen
Sprangen mit zierlichen Sprüngen und Sliizchen
Zum Nestchen und rissen ripps, rapps
Di e Küchl ei n und i hr lrtütterl ei n tràu ,
Gripps, grapps in viele, viele Restchen
Und federwinzige Fetzen entzwei. (III, 6g3)

There is also a nightingale's song which fuses together music,

love and rel igion:

Nachtigall, ich hör dich singen,
Herz im Leib möcht mir zerspringen
I. .:I
Nachtigalì, woh'l ist gut wohnen
In der Linde grünen Kronen,
Bgi dir, lieb Frau Nachtigall,
Küß dich Gott viel tausenðmaìl (ltt, OgZ)

The }lärchen vom Murmeltier, part of the "Rheinmärchen"

first pubtished in 1846,33 ulso contains a nightinga're's song,
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and there is the same combination of internal/end rhymes

with assonance as in the swaTlow's song, though not without

a certain monotonous jingling of rhymes:

þlenn ich sie sehe gehen
Im Taue auf der Aue, ich sie anschaue
Und sie freundlich begrüße,
Wenn sie'sich bückeno'und pttü.ten, sich zu schmrïcken,
Und drücken mit Entzücken
Die lieben Blumen ans kindische Herz

b;;f, .rt ich: r,tehl weht weht
Auf dÍe Dornen sehl
Und sie setzen sich nieder
Beim duftenden, berauschenden Flieder,
Singen Lieder und schmllcl<en das Mieder
ltlit süßen Primeln, Aurikeln, Lilien, Basilien,
Hyazinthen, und wÍnden sich Krlinze,
Daß ihr Haupt glänze im Lenze I...1 (III, 236-37)

Brentano uses evocative,onomatopoeic names that have a nrusical

as well as a bizarre and affected ring to them (Wirx and

I'îurxa. ) There are many examp'les of this from his ltal ianische

Märchen (first pubìished i n le46-47)34. In Das Märchen von

dem Schulmeister Klopfstock und seinen fünf söhnen a|r five

sons have musical-sounding names: Gripsgraps, pfiffpfaff, pinkepank,

Pitschpatsch, Trilltrall. The princess is cal'l pimperìein von

Glockotonia, her father Pumpan, the night watchman Knarratschki,

and his wife Frau schnarrassel. The constant recurrence of

these names lends the text an atmosphere of dissonance, creating

an almost atonal effect. The Punch-and-Judy dia'logue between

Pimperlein and Hans has an especiatìy tunefu'lì effect, using

words such as "Scheren schmiedetete", "Einsiedlererere,', ,

"Leimsidererere", "Anachoretetete", "Neuntötererere',, and

"Einödererere" (tII, 465-66). Even the prose rhymes musically:
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t..l und als Echo, der wilde lliederhall, und
die liebe Frau Nachtigaìl auch sangen zu diesem
Freudenschall, und der Quell tieblicher rauschte
und der l,Jaìd andächtiger lauschte, da zogen
die t¡Jölkchen am Himmel nicht mehr so schñell
und der Mond ward noch einmal so hell. (IiI, 449)

0ther tales by Brentano which have characters with musical-

sounding names include the "Märchen von l,litzenspitzel,,

where, in addition to the tiile figure, names like King

Rundherum, the giant Labelang and his wife Dickedull are to
be found. The names of the characters in "Das Mãrchen von

dem Baron Hüpfenstich" are al I iterative and reìy for their
effect once more on assonance: l,littwischen, zwickelwichs,

l,Jel I elvatz.

The following lyric cycìe by Brentano demonstrates the

close, inseparable amalgamation of music and poetry. The

Nachklänqe Beethovenscher Musik,35 which rayror rather

unceremoniously refers to as ,,a feeble cycle of poemr,,,:6

are an attempt to arouse the imagination and emotions of the

reader in a similar way to that of the composer. Brentano

takes the ideal which he sketched hypothetically in the poem

from Godwi "Als hohe in sich selbst verwandte Mächte" one stage

further, and admits that at least in theory a particular sort
of ìyric expression can rival music in the evocation of a

state of mind where the imagination is not tied down to any

particular object. The cycle was first pubìished in the

viennese "Dramaturgischer Beobachter" on January 7, 1g14,
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and grew out of an earlier lyric quartet, "Vier Lieder von

Beethoven an sich selbst". The Nachkränge refer to one of

Beethoven's less inspired compositions, his "t^lellingtons

Sieq oder die Schlacht bei Vittoria,,' Opus 9.l, fírst performed

at the assembìy hal'l of vienna university on B December, 1913.

It is assumed that Brentano had already heard one of the first
performances by the end of 1813, and wrote the Nachklänge

the fotlowing y.ur.37

Towards the end of his life (he died at Aschaffenburg

in 1842) Brentano came more and more under the influence of

religion. In 1816 he fell in love with Luise Henseì, an

unusually gifted religious poetess, and after this affair
he recorded the revelations of a visionary nun, Anna Katharina

Emmeri ch ( " Das bi ttere Lei den unsers Hemn Jesu chri sti " ,
1833). In his ìater years Brentano became "an earnest devotee

of catholicism; the older he grew, the larger was the share

which re'ligion and meditation had in his life and work,'.38

A passage from Brentano's chronika eines fahrenden Schijlers

demonstrates the role he ascribes to God in the artistic and

musical process:

IDie Kunst] ûibersetzt allen geisilichen Reichtum
al'ler Völker in die allgemeiñe Sprache der Sinne
und giebt dem unaussprechlichen Gefilhte die
herrliche Tonkunst; sie ist Gottes ewiges unaufhörliches
Werde, i nsowei t es sei nem Ebenbi I d dem-l'lenschen
verl iehen ist. (II, b70)

God's omnipotence is a'lso strongly felt in the Nachklànge.
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The following interpretation relies on materiaì from articles
by August Langen and Gerhard Fri.r.n.39

The theme of the 'lyric quíntette is anticipated in a

letter Brentano wrote to Beethoven: "Ich erkenne die

Notwendigkeit einer ideellen Einsamkeit jedes schöpferischen

Gemüts, das notwendig einsam ist wíe Gott selbst, weil es

'allgegenwärtig ist wie Gott.,,40 The choice of the word

"Nachklänge" is very significant. Though inspired by

Beethovents 'Battle Symphony', it is not one particular

composition which is the centre of attention, rather the

remaining impressions in the mind of the listener ot^ 
".ud.r.41

Beethoven is associated with the creation of a subjective tonal

universe eternally accessibie to mankind, and in the first
three poems of the five that make up the cycle there is a

description of the origins of the private tonal universe which

inspired Beethoven. The opening theme of the first poem is the

"Einsamkeit" of the creative musician misunderstood and

rejected by socÍety fÇf. Berglinger and Kreisler), yet an

"Einsamkeit" into which he must withdraw to examine his

"Seele", the sourceofhis creativity. The enchantme¡t of

solitude has led the speaker to discover the harmony of an

inner universe, and as a result he breaks forth into song.

An impression of this moment of introspection is conveyed

through the imagery of the music of the spheres: ,,innrer sonnen,,,

"sternenchiire mei ner Seeì e" , "Sonnen mei nes Herzens', r ', pl aneten

Kometen .:. kìingen hoch in meiner Brust.,' Friesen

writes "8.1the extended cosmic image of lines r0-17 expresses
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the relation of solitude and rerigious inspiration to the

origin of music; this image is, of course, an allusion to

the Pythagorean concept that the universal harmony expresses

itself in a music of the spheres.,,42 The concept of

"Einsamkeit" is conveyed by water mataphors such as ',Bronnen",

"Quellen", "überschwellen", and by the fusion of opticaì

and acoustic elements: "Zauberspiegel innrer Sonne,/Die

in Tõnen überschwellen". The poet (who courd quite equally

be Beethoven or Brentano) must humble hirnself before a

storehouse of inspiration ("vor den schätzen meines Innern")

which remains at finst in the composer's self. The rhythm

of this first poem is determined by musicar means such as

repetition ("seit" is repeated twice) and paralleì connectionr.43

The second poem starts off with a cry for God's heìp

in the matter of artistic creativíty and Langen goes as far as

to suggest that the opening two lines contain the fundamental

problem of Brentano's life: the artist's spìit condition as

he stands between heaven and hell, and this confìict is

emphasized by pairs of antitheses.44 More musical imagery

is used in the union of light and sound: "Also fleht der

sänger und es fliegen/Seine Klagen hÍn wie Feuerbronnen,,, and

the statue of Memnon resounds whenever light appea"r.45 The

final two lines are a reference to Matthew ZZ:'l-14: ',For

many are called, but few are chosen'l thereby emphasizing that

the artist is singìed outo almost predestined for his task,

a view held also by Wackenroder.
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The third poem combines the concept of the isolated

artist in poem one and the appeal to God in poem two in an

image of an ínner aesthetic paradise where the composer

towers above all other mortals by virtue of his knowledge of

artistic truth. Like God, he is untouched by mortal sinfulness:

"Einsam ist er [der HerrJ und dÍent nicht/so auch der Sänger"

The idea of genius expressed here reminds one of'sturm und

Drang'beliefs, though it has more in common with the Romantics,

conception of 'Besonnenheit'46 u, the most essential qua'lity

of genius than with the 'Sturm und Drang, stress upon

involuntary and unconscious inspiration. In this third poem

the specific characteristic which enables theartist to approach

God is his self-awar"n"rr.46

The fourth poem begins with what can only be described

as a rather feeble pun. The singer admits his ignorance

about l{ellington and so takes his name as a German one i.e.
a combination of wave and tone: "Nichts weiB ich von dir, 0 t.Ielling:

ton,/Aber d.ie Ì,Jel I e/Tönt dei nen Namen so bri tti sch. ,, This

may aìso be an allusion to James Thomson's ode "Rule

Britannia" (1740), the tune to which by Thomas Arne plays

a part in Beethoven's 'Battle symphony'.47 England is hailed

as an "Eiland, vom Meer gegürtet/Jungfrå'ulich,,, an ark

preserved from the Flood (a return to the theme of',Einsamkeit',).

The singer loves Engìand because it is an isrand in holy

isola'lion':: "denn heilig/sind wohl die Inseln." The reference
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to "Freistatt des Geistes" is not only to be understood in

reìigious terms, but as a praise of intellectual and

spiritual freedom, the enemy of which (Napoìeon) was

defeated by the Duke of l^lellington.

The final pobm deaìs with the abiìity of the composer

to transfer the horrors of war into a state of harmony, and

this dichotomy between war and harmony can only be reconciled

through art. various antithetÍcal contrasts are established

Iike "Schlacht' against "getönt',',Sichelwagen',,,,Blutfeld,,,

"dröhnt" against "Härmonisch hi;nübergetragen", and,,schmerz"

against "versöhnt".48 The batile is then translated into music

described in cosmic imagery: "l,loget und wal let die schlacht/

l^lie eines vul kanes Helle,/Durch die heil ige Sternennacht.,,

The "Sicheìwagen" becomes transfigured and is drawn upwards

"mit wunderakkorden/Durch ewig tönende pforten". As to the last
three lines Friesen writes: "victory and the music commemorating

i t have tri umphant]y conc'l uded and crowned l^lel I i ngton ' s battl e

as well as Beethoven's inner struggls."48 unfortunate'ly these

concluding lines are also awkward as Brentano tries to link
the heroic composer with.Napoìeon's conqueror: "[,lellington,

Vi ktorial/Beethoven, Gloria 1,,

The Nachkllinqe - cycle gives an account of the exclusive

sphere to which the suprreme creative artist (the "s'dnger,,

referred to) must rise to produce great music. so Brentano

is working under the influence of Beethoven as an exampìe of the

supreme creative artist. The whole cycìe is bound together
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by means of musical imagery and references to an excrusive

musical cosmos, and thematic continuity is provided by the

interplay of art and religion. Langen believes the cycle

demonstrates the Romantic desire for unity in all things, for

a reunion of separate languages, 'literary genres, arts,

and for a translation from language to language, art to
art: "Übersetzung a'ls das Wesen der romantischen Wel t.,,49

Friesen thinks that the main themes of the cycle are:

solitude, musical harmony, inspiration,
creativity, and the singer's relation to God
(inctuding the motifs oi humility, vanity,
temptation, sin, the heavenly kingdom, and
sanctity)t..J this cycle is not an actual
description of music by Beethoven but a series
of poetic associations inspired by it, an
imaginative representation of Beethoven's inner
experiences relating to the creation of a new
work, in this case the Battle Symphony.50

Brentano avails hÍmself of three basic devices in order

to musicalize his poetry and lungrug..51 First of all there

is "Klangmalerie" or onomatopoeia, which is "the formulation

of words in imitation of the sounds made by the things

signified".52 This can be seen in the sonorous names given by

Brentano to many of his characters, and in the ìinguistic

imitation of thetiinbres of various musical instruments. Then

we find examp'les of "K'langspiel " or tone pìay, the manipulation

of vowels and consonants into verbal sound patterns as ad-

vocated by A.l^1. Schìegeì and A.F. Bernhardi. Finally he uses

sound symbo'lism, "K'langsymbol ik", a technique enabl ing verbal

signs to convey a deeper meaning than the mere factual content

of the words. At best, all three devices can arouse our

emotions and imagination in a similar way as can the musical
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composer with his nonrepresentational tones; at worst, they

can become tediousìy repetitive. A]though Tieck wrote a lot
more theory about music than did Brentano, his more worthy efforts
at musicalization occur amongslseveral forgettable and

excessive indulgences. Brentano only occasionally ìapses into
predictable verbal patterns, and is otherwise capable of making

his texts ring with music and singing. The folìowing song from

his Flärchen von dem Myrthenfräulen may serve as a final
demonstration of Brentano's talent of dissolving 'language into

sheer music:

Hörst du, wie die Brunnen rauschen?
!öt:! du, wie die Grille zirpt?
StiIle, sti'l'le, laß uns lauschen,
Selig, wer in Träumen stirbt;
Selig, wen die Wolken wiegen,
l^lem der Mond ein Schlaflied singtl
0l wie selig kann der fìiegen,
Dem der Traum den F'lügeì sèhwingt,
Daß an blauer Himmelsdecke
Sterne er wie Blumen pflückt:
Schlafe, träumeo fl ieg' , ich wecke
Baìd dich auf und bin beglückt. (til, 320)



CONCLUS I ON



Romanticísm as a literary movement started to burn

itself out with the spirituar and economic depression of the

years folìowing the Napo]eonic l,lars; Ironical ìy, the

Romantic period in music started around the turn of the

nineteenth-century and stretched to the start of the twentieth.

It is perhaps during the nineteenth-century that musical

expression reached a peak of perfection, and one of the more

practical results to emerge out of the. influence of music

on German Romanticism was the deep understanding and nespect

shown by Hoffmann and Bettina von Arnim for the music of
Beethoven. The Romantic musician and composer reached his

culmination in the titanic figure of Richard l^lagner (1g13-

1883), in whose music dramas the ideals of German Romanticism

enjoyed their full realÍzation.

ldagner drew upon the whole poetic heritage of

German Romanticism ín two ways. Firsily, he dramatized ìegendary

Romantic subjects in operas such as "Tannhäuser,' (184s, using

motifs from Hoffmann's "Der Kampf der Sänger',), "Lohengrin',

(1850), "Der Ring des Nibelungen" (1g76), "Tristan und Isolde,,

(1865) and "parsifal,, (1BBZ).1 Secondly he brought the arts
together in a single art-form which he ca'lled the

"Gesamtkunstwerk."2 Aìthough i.lagner,s own theoretical writings
on the matter, "Das Kunstwerk der Zukunft" (lg50), ',Oper und

Drama" (1851), made the point that in this total union of a'll

the arts no one,art should have supremacy over the others,

the "Gesamtkunstwerk" was to be judged by the art in which : , r
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all Romantic values find their highest fulfillment, i.e.
music. whereas Tieck, Brentano and Eichendorff created

literary musicalization and made ranguage aspire to the

condition of music,words pìay a subordinate role in their
association with music as far as l^lagner is concerned:

l,.lagner's pri nci pl e Iwas ] that, as Ernest Newmannput it, 'the words are merely the projection
of an already conceived musiêai emôtìón into the
sphere o.f speech.' One is not to understand eÍther
l,.lagner's oi Hoffmann,s statements on the subjectof opera as a reregation of riterature to a second-rate art form[...] it is music, and the valuesplrtaÍning to music, which must necessariiy challengethe highest faculties and embody the highest vi¡tues
known to man, drawing the other arts towärds it.¡--.-
In his essay Oper und Drama lnlagner comments upon giving

unbridled licence to the emotions:

Das Können des Dichters ist aber das vollkommene
Aufgehen der Absicht in das Kunstwerk, die
Geffihl swerdung des Verstandes. Nur dádurch
erreicht ei seine AlsicïT, ããg er die Erscheinungen
des Lebens nach ihrer vollsten Unwillkür vor
unseren Augen versinnl icht...4

It is the function of art to act upon the human emotions, thereby

achieving a total effect upon those who come under its influence.
l'.lagner reveals himself as the complete RomantÍc who believes

in the primacy of the emotions and the transcendental

value of music:

l'lagner makes compl ete and unconditionar demands
upon his audience. 0n the one hand these demands
are the product of his theory of the eesamtkJñiiwerk,
the synthesis of the arts of paintingJiterature and
music to provide a unified dramatic ãiperiencej ut- -
the same time.they present in its most'powerfuì formthe Romantic doctrine of the absoìuteness of music, its
independence of the facts and conventions of physiãal
relatíonships, .itrpower to transcend temporal'
earthliness and embrace t,he infinite. I; both the
musical and the urtra-musicar dimensions of its
significance, his art is the apotheosis of the Romantic
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spirit. And because the Romantic spirit, both bythe definÍtion of the Romantic aesthetic 
-and 

uv-ir.,.
evidence.of human experience, is seen to appeai, inthe broader context, to an ultra-aesthetic ðonsóiousness,
wagner's music has come to exercise an irrational,
uìtimately nonmusical porver over men,s minds -- a power
which has not aìways avoided qssociations with thedestructive and the perverse.S

Music of itself does not possess any intrinsic evi'l powers,

and neither does German Romanticism, which was an attempt to
reconcile thecontradictory(as in the idea of synthesis);

However, if one Ísolates individual traits of this movement

one upsets the ba.lance of its dialectical 'lleltanschauung'.

Sentiment, subjectivism and irrationalism are the characteristics
which invariably become ou."*o"k"d. Heinri.ch Heine,s critical
study Die Romantische schule examines subjectivity and

emotionalism. 0n 20 April 1841 he wrote in Lutezia from

Paris concerning the 'kìingende sindfluth' in which one

"fast in lauter Musik ersäuft" and for which he gave the

fol Iowing exp'lanation :

[... ]die gesteigerte Spiritual ität, das abstracte
Gedankenthun, greift nach Klängen und Tönen, um-eine lal lende ueberschwängl icñte.¡t auszudrú'.t ãn,die vie|eicht nichrs Andeñes ist, ars die Àuiiöirngder _ganzen materiellen l,lelt: die Musik ist vielleiãnt
das ìetzte l,lort {er Kunst, wie der Tod das letzte
l.lort des Lebens.6

After Kreisler, musical characters appeared in literature
who were themselves eviì, and whereas Hoffmann realized that
evil lay hidden amongst the beneficient aspects of music,

Lenau (1802-1850) thought of music as possessing dangerous

aspects, possibìy harmful in its infruence: he ended his

days in a rnentaì asyìum, claiming to find livÍnE demons in the

fields and streams of Nature. In Thomas Mann,s Doktor Faustus
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(1948), Adrian Leveki.Ìhn makes a pact with the devil, who

declares that music is "eine hochtheologische Angeìegenheit

t..lwie die sünde es ist, wie ich es bin".7 rn Robert Musil,s

novel Der Mann ohne Eigenschaften there is a denunciation of
the excesses of l.lagnerianism. The married couple walter and

clarisse are avid wagnerians but the former's piano pìaying

of the composer is really a ref'lection of his own sexual

pathology and fear of real ity. He is exacily the sort of
person who overworks subjectivism and irrationalism:

Gemeiner Rausch schwer sinnlicher Musik rockte ihn
[Walter] zurück. Das Klavier in seinem Ri.jcken
stand offen wie ein Bett, das ein Schläfer zerwühìt
hat, der nicht aufwachen mag, um dqr l^lirkì ichkeit
nicht ins Gesicht sehen zu müssen.ö

l^lhite l¡lalter's life is centred upon music, the novel ,s

protagonist ulrich dislikes its excesses which cannot give

expression to ìogical thought. Music robs the mind of its
Íncisiveness, thus providÍng a fertiie ground for sensua]ity

and vague yearning. l^lagner's music has red to the worship

of feeling instead of precise thought and reason. lialter
experiences everything in life with extreme emotional

violence, rejecting exactitude for feering because only in
the absence of exactitude does his life seem to acquire depth.

Drawn down into the depths of the emotions, he suffers deep'ly

and thereby assumes that his life has become correspondingly

profound. t,lalter considers himseìf to be the kind of Romantic

genius who experiences dÍvine inspiratÍon when submerged

in states of Íntoxication by music, but ulrich regards his

inspired moments as nothing more than pretentious pomposity.9

I
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Generally speaking, though, the influence of music

upon German Romanticism uJas a positive oner possib]y leading

to the goaì of salvation. in their critical and imaginative

writings the Romantics put music and its practitioners at

the top of the arts, and music became the basis of a

phiìosophical inquiry not just into aesthetics but also into

reìigion, ethics, history, and even natural science. Man's varied

intellectual and emotional activities were explicable in terms

of music, which could enlarge Man's finítive vision into the

infinite realm of a transcendentar reaìity. This transcendental

reality could be a reìigious one (l^lackenroder) or a more secular

metaphysicaì one (Hoffmann). Both l^lackenroder and Hoffmann

depicted musicians in their efforts to reconcile the aesthetic,

spiii"itual ,, and social aspects of life, and thanks to these

two Romantics the musician in Romantic literature began to

assume the status of a unique human being acting as an

intermediary between Man and the deepest, hidden essence of
Nature. Both Berglinger and Kreisler must accept social

alienation as the consequence of their art as they try to unite

the real and the unreal, the earthly and ths transcendental,

externaln worldy rea'lity and the inspired fìights of creative

imagi nation.

Perhaps Ludwid Tieck was unsurpassed among the

lbmantics Ín his sheer enthusiasm for music, an enthusiasm

which Ied him to create ìiterary works blending musicaì and

l iterary form whi'.1.e clemens Brentano became a creative expert

in the musica'lization of ìanguage, demonstrating a keen interest
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in a union of the arts. In contrast to Bergìinger and

Kreisler, Eichendorff's nomadic musician Taugenichts has a

far less probìematic personaìty. His make-up is free of any

aesthetic problems and social tensions, and his relationship to

music is a.r uncompìicated and healthy as his relationship to

Nature. The Taugenichts sees his fiddle as a toy nather

than a creative instrument, and his carefree musicianship is
a source of entertainment to himself and to those whom he

meets on his travels. As a performing music.ian he is totally
accomodating to others, the moods of his melodies being

determined by their needs and moods. In fact, he is rather non-

Romantic because his music is quite often a social servíce

rather than a means of self-expression. In the social

sphere as well, Taugenichts is unìike Berglinger or Kreisler
as he is happy being a vagabond, accepting his ìowry sociar

position as an insurmountable barrier to union with the

supposed .ornt.r, .10

The final word on the infruence of music on German

RomantÌ ci sm wi l l be l eft to Rogercardi nal , whose fol ì owi ng

statement is an excellent summary of the topic:

The ultimate medium of Romantic art is music.
Above all other arts, it is able to express forcesin conflict, to externalize inwardness, toarticulate the infinite and the invisible and to
describe emotions beyond the range of poetry andpainting [..J It achieves the paiadoxiäaì räsu]t
gt-þglng norispecific, of never telling us what it is
.!ut.l.ing about, Jêt of communicating tõ perteðtion
t;..1 this most spirituaì of arts cañ achì'eve what the
other arts can onìy strive towards, namely,,;the
effect of simultaneous trans'ration from tñá secret
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ianguage of Nature. It is the perfect poetry, atonce representation and meaning, symbol'and "'sense. If in the finaì anaìysis Rómantic art isthe.rendering of Nature,s syinbots in ifre-tðr, órartistic.symbols, then musið emerges as the most'natural' medium, based as it is õn the u.ry iãr.principìes of correspondence and harmonv thåtsustain the fabric of Nature itself.il -
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Review, 44 (1969),
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56 Ro*un Nahrebecky, pp. 33-35. It is interesting that
Nahrebecky regards wackônroäer as a transitional figurã näi"".nthe'Sturm und Drang' and the Romantic movement, anã not as a truerepresentative of early Romanticism (p. 36).

tr7rt Gil'lies, p. xl .

58^-- Benz, p. 46.
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Chapter II

_ 1 f.T.A. Hoffmann, Briefwechsel, êd. Friedrich
Vo1. III (München: Winkler, T9B-f)-, ó . Zg0.

R.M. schafer, E.T.A. Hoffmann and Music (Toronto: univer-sity of Toronto Press

3 Hun, Ehinger, E.T.A. Hoffmann als Musiker und trlusikschrift-steJlçr (0lten and Co 
,p. 174.

4 S.huf.., p. r7g.
5 S.huf"r, p. 180.

6 Rog.. Cardinal, German Romantics jn
Studio Vista, 1975), p.

7 s.huf.r, p. l7B.

E.T.A. Hoffmann, schriften zur Musik: Aufsätze und Rezen-sionen, ed. Friedri.fr t.
page.

Harvey l¡1. Hewett-Thayer, Hoffmann: Author of the Tales(Princeton, ilew Jersey, Þi"iñcåt +2.

E.T.A. Hoffmann, poetische r,rerke (Berìin: [.larter deGruyterandCo.,1957),ImÈsequentHoifmannquota-
tions within the text refer'to these editions.

11 ^,-- Scher, pp. 56-79.
7?^.-- Scher, p. 71.

13 s.huf.r,_ p. 169. For information on the Don Juan themein literature cf . Leo l^leinstein, rlle Nletamorphoses of Don JuanStanford Studies in Language aná
California: Stanford Uñiversity press, 1g5é).

14 
For^ exampìe cf . r,,lulf Segebrecht, Autobiographie und Dicht-unq: Eine Studie zum l^lerk E.f.n. Hoftma

ga-roa.
15^-- Segebrecht" þ. 94.

Schnapp,

Context ( London :
96.
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16

17

Mittenzwei, pp.

Hermann August

129-30.

Korff, G (Leipzig:

18 weinstein writes: "Hoffmann's conception of Don Juan iscertainly subjective-gld.open to criticism, but it opened u n.*
phase and new possibilities in the legend, which r..ir.r.á-to hâve
reached its peak in I'lozart's opera" (p. 7l) . weinstein also be-'lieves Hoffmann's interpretation v,/as'ä new'phase in the evolutionof the Don Juan theme because "it opened thä way to new treatmentsof the hero and the story, and it wäs in basic ãccord with the newattitudes of the young romantics" (p. 78).

19^,-- Schnapp, p. 438; cf. also E.T.A. Hoffmann, Fantasie__und
Iac!t:tiicke, êd. t^lalter Müller-Seidel (München: Wiñp. 775.

2o s.huf.F, p. r7o.
21 Hewett-Thayer, p. 396.

Koehler and Amelang, 1953), IV, plT6q

ta
" Paul Henry Lang,

7 (1938), p. 479.

23 s.huf.F, p. 96.
24 Hewett-Thayer, p. 276. According to Garrand, the essaysin the Kreislerisna appeared at various ãates between lg12 and-

1820,...tñe pFîi¿iÞlã gibup ber'ns published in igl¿ (¡. 4éb,-äi.
also Müller-Seidel, pp. 772, 775-lA.

25 s.huf.F, p. rlr.
26 s.huf.F, p. 59.

27 Hewett-Thayer, p. 64,

^-^ .1t 0,1 quotations from this piece are to be found within pp.
352- 56.

29 s.huf.F, p. 1zl.
3o s.huf.F, p. i43.
31 Hewett-Thayer, pp. Z7g-80
32

1e5e),
fer to

E.T.A. Hoffmann, Poetische Wefke (Bertin:
IL AIl subsequen@iins wirh
this edition.

"Ecce Criticus," The American Schoiar,

De Gruyter,
Kater llurr re-

Gei st der Goethezei t
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33 P.tu. Bruning, ,,E.T.A. Hoffmann and the philistine,,,The
German Quarterly, 28 (i955), p. lI7.

34 Put., J. Graves, ,'E.T.A. Hoffmann,s Johannes Kreisler:
'verrückter Musikus'?" Modern Language Quarterly, 30 ( 1969) , p.
230.

?tr" Herbert Singer, "Hoffmann. Kater Murr,,' in Der deutsche
Romgl, ed. Benno von wiese (Düsseldorf : August gageT;TgEEJ;T
p. 324.

36 ^.-- Singer, p. 324.

37 .f . Marianne Frey, Der Künstler und sein î,{erk bei l,l.H.
lagF"nlodgr Vnd" E.J,A. Hoff n,
Rejhe I, Deutsche Literatur und Germanistik (Bern: Herbert Lang,
1970); l,rlaiter Johrt, Iþr1 Ludwig Tieck zu E.T.À. Hoffmann (Franliurt
am ltlain: Moritz Die '

38 Johrt, p. 5g.
?o"' Johst, p. 67.

40-'- Frey, p. I57.
4T donsf,, p. x.
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Chapter III

1 ln this context it is interesting to see the comment made
by Robert }liihlher, "Die künstlerische Aufgabe und ihre Lösungin Eichendorff's Erzähìung 'Aus dem Leben eines Taugenichts'1,' in

Eichendorff kennt den Unterschied zwischen dem
gewöhnìichen 'musicien servant' und dem freien
Musikanten sehr genau, denn erzeigt den portier
und den alten Gärtner auf dem Grafenschloß als
solche Instrumente spielende Bediente, die aber
zugleich vöTlig prosaische Naturen sind, was genau
ausgesprochen wird. Noch der Taugenichts wird
(was nur ein komisches Mißverstänãnis ist) als ein
solcher 'rnusicien servant' in den Dienst genommen.

2 cf. Gotthard Speer, "Eichendorffs Lyrik in Vertonungen,',
in Aurora: Jahrbuch der Eichendorff-Geserlscha¡l!, 34 (1974), sz-6a; ng.nì. Eiér'.n-dorff in der Musik," Aurora, 35 (rgrs), 3s-44; also-Franz Heiduk,s
comment as to the "mehr als 5000 vertonungen von Eíchendorff-
texten," "Bericht über die Jahresversanrnlung in Regensburg vom 26.
-28. September 1974"" Aurora, 35 (1975), p. 100.

a
" Quoted by Willibald Köhler, Joseph Eichendorff: Ein

!þhte¡l ebenin l l Kapi tel n (Augsbur at-

O ,, von Eichendorff , l^lerke, €d. Ansgar Hillach and Jost
Perfahl (München: -t¡linkler, tq7õ') , II, p. 96. Al I subsequent
Eichendorff quotations refer to this edítion.

Ã
" KöhlêFr p. 39.

6 ror,l êF, Þ. 95.
'7

'KöhtêFr P. i46.

Jacob Harold Heinzelrnann, The influence of the German Volks-

Aurora: Ei chendorf f-Almanach , 22 (rcAZ) , p. Z0:

liqd on Eichendorff's lyric, ¡isI I cu uf I E. I Uf lef tuorlT 's I vrl c

o- Heinzeimann, p. iii.



1o H.inzelmann, p. s5.

11 .f. Heine's characterization of the strolìing singer ofthe volkslied in "Die Romantische Schule,', Historiscñ-Kriiircñ.
Gesa¡IrtausgaÞg=ger werke. ed. l,,lanfred wtnátuffin
@part/,p.206: 

\¡rs¡rrvsrr' ¡rv"'r

Gar oft, auf meinen Fußreisen, verkehrte ich mit
diesen Leuten und bemerkte, wie sie zuweilen,
angere.gt. v.gn_ I rggnd einem ungewöhnì i chen Ereigni sse,ein Stück Volkslied improvisierten oder in diã
freye Luft hineinpfiffen. Das erlauschten nun die
Vögelein, die auf den Baumzweigen saßen, und kam
nachher ein anderer Bursch, miI Ränzel únd wander-
stab, vorbey geschlendert, dann pfiffen sie ihmjenes Stücklein ins Ohr, under säng die fehrende
Verse hinzu, und das Lied war fertig.

12 r¡chendorff, Werke, I, pp. 50-54.
13 ,,-- He'¡nzeìmann, p. 56.

14 Richard Benz, ,,Joseph v. Eichendorff,,, in l,liderklanq:
Yg[ Ge!ste großer Dichtuns und Musik: Gedenkrede uñãTñ#ie

15^*- Speer, p. 52.
16--- For ìnformation on Eichendorff 's 'lyrical style in genera.l

cf._Horst.Rüdiger, "Zu Eichendorffs lyrisc-hem stil,i' in riËñäñ-doffl lçute,_êd. paul Stöcklein, 2nd éd. (Darmstadi: Wiffiscnarttlche Buchgesellschaft, 1966), pp. 204_10; Robert Mühlher,Natursprache und Naturmusik bei Éièheiräorff (Wüizburg: kulturwert
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German Romantic Literature (London: Methuen,

17 Köh1.., p. 196.

18 Rulph T¡rmms,
i955), p. 331.

19_-- Tynrns, p. 331.

20 z¡chendorff, Werke, I, p. 41 (,Zeittafel,).

1t^ntrtl .T. _Hughes, Aus dem Leben eines Taugenichts (London:
Edward Arnold, 1961), p.F

cf. Hermann Kunisch, "Freiheit und Bann--Heimat undin Eichendorff Heute, pp. 131-64.
,2" Hughes, p. 34.

22

Fremde, "
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24 ,f . Des Knaben Wunderhorn: alte deutsc_le_-l.!ecler, gê-
¡qmmgt t von rrËñ ,winkler,_1957), p. L57. The source given-is iHerderÀ vôiriÀr'ie¿erIr" p.67:

wenn ich ein-vögìein wär Bin ich gleich weit von dir,
Und auch zwei Flüglein hätt, Bin ich ãoch im Sctrlai nÀi ¿t.
.flqg.ich zu dir; Und red mit dir;
lnfeil's aber nicht kann sein, wenn ich erwachen tu,Bleib ich allhier. Bin ich allein.

Es vergeht kein Stund in der Nacht,
Da mein Herze nicht erwacht
Und an dich gedenkt,
Daß du mir viel taüsendmal
Dein Herze geschenkt.

25 ,f . Ri chard Al ewyn , ,,Ei n Wort über Ei chendorff ,,, i nEichendorff Heute:

Die laute Lust der Menschen ist verstummt, aber
an ihre Stelle ist nicht ein akustisches úakuumgetreten, sondern andere Laute sind hörbar geworden,
die vielleicht von dem Lärm des Tages nur verdeckt
waren, die vieìleícht auch nun ersi erwacht sind,
das wunderbare Rauschen der Erde, die Stimme
der Natur. Aber gìeichzeitig mii ¿er Wandlung
drau ßen ereignet sich auch ãine Wandlung driñnen,die sich unter Schauern vo.ljzieht. Oennl was die
Erde rauscht, ist nichts anderes, als wai 'kaumbewugt'war, u/as also unter der Décke des
Bewußtseins schlummerte und nun erwacht:
Vergessenes und Vergangenes: 'alte Zeiten, lindeTrauer.' Es entsteht also zwischen dem
Menschen und der Natur ein Einklang, wie er
zwischen zwei g'leichgestimmten sailén stattfindet.

(pp. 11,12)
26 B"nr, Widerklang, p. 60.

27 B"nr, l,liderklang, p. 69.

28 R','chard Benz, "Eichendorffs Mythjscher Grundo,,in t4ider-klang, pp. 10i-02
29 Rudolf Bach, Eichendorffs uçr,ke "(im Inseì-verìag, rgz4),uquotedbyErtvinKro]lffidorffunddielrüËir<,;_1n

Aurora: Eichendorff-Almanach, 27 (1967), pp. gi_gl.
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Chapter IV

1 Nahrebecky, pp . 37-39.
t' Zeydel , p. 32"

3-..- This is especiaì'ly noticeabre in Tieck,s ,universaldramen'
such as ."Genoveva" and ,'Kaiser 0ktavianus,'.

J.G. Robertson, A Histor.y of German Literature. 6th ed-
(Edinburgh and London: 7i: --'

5

essays
Werke

Nahrebecky, p. 39. The following quotations from Tieck,srefer to the Lambert Schneider edition of l,.Jackenroder,
und Briefe.

6 Although there are occasional similarities between Wacken-
roder and rieck, there are more clear differences between them.
Tieck was following in l^lackenroder's footsteps as an imitator who
took over his friend's ideas and then deve'loþed them

7 lnlackenroder would never have used such a phrase as ',ein
Gewimmel von Leben." Influenced by the 'language'of pietirr, his
was a more spiritual vocabulary. Tieck,s ouilóok on life wás fullof an earthy vita]ity, influenced by J.J.W. Heinse (i746-1g0ã).

8 This fee'ling that words are inadequate for the task of
describing emotions. quite often occurs in liect,s essay Die-Töne:
"so daß sie sich schämt, es mit Worten auszudrücken,,' ;lmmffiã,
daß hier worte noch weniger wie bei ailen übrigen blerken der Kunst
genügen (244, 247).

- August ldilhelm schlegeì, Kritische Schriften und Briefe.
ed._Edgar Lohner, Sprache ulg Li '
Kohlhammer, 1962), pp. 199-200.

10^*- 
Dramen der Frühromantik, Deutsche Literatur, Reihe Roman-tik,17'ffiÍI(Leipzig.Pi,iriprjneciã*,-iö3ol

pp. 285-87
11 ûramen oer pp. 294-97; for an analysis ofthebroaderãspffiSch1eget,s.linguisticthäoriei

cf" Heinrich Nüsse, Die sprachtheorie Friedrich-schlegeTs, Ger-
manische Bibl iothek, el darmanische Bibl iothek, ucnungen

Frühromanti k,

stellungen (Heidelberg: Carì l^linter, 1962).
nzel dar-
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12 eiljies, pp. i5o-st.
13 ,.-" Hertrich referring to Gustav Becking's essay "zur musika-

lischen Romantik,"-p. 119. cf. also the same page:- "Daß Tieck
das 0rchestervorspiel zu einem Schauspiel eine'symphonie nennt,
entspricht dem sprachgebrauch seiner.Zeit, die Syinphoníe und
Ouvertüre noch nicht streng unterscheidet und die- Sþphonie genet-
isch offenbar ailein von der dreiteiligen 0uvertüre-härleitei."

14 wt'lli Apel , The Harvard Dictionary of l'lusic (cambridge,
Mass. : Harvard Univ@þ.-E4e--.

1E"' cf. Apel, pp. l2I-23.
16 Ap.l, p. tzz.

Zeydel gives the year 1797 (p. 47), whereas Karr pestalozzi
writesr l4ll t. . . I Nicolai beinahe ein Jahr späfer, am 19.
Dezember 1796, das Stück in die Hände bekam.,' qie'verkéhrke l,,leìt,Komedia,DeutscheLustspieìevomBarockbiszur@.
und Materialien zur Interpretation, ed. Karl pestaTozzi (tierlin:
Walter de Gruyter, 1964), p. 100.

10
Zeydel , p. 90; for more detai'ls on the play's various edi-

tions and the history of its composition cf. peitaiozzi, pp. 95-
105; H.[.l. Hewett-Thayer, "Tieck's Revision of his satiricäi comed-ies," Germanic Review, IZ (1937), I47-64.

'ro

^^^ ::.Ludwig Tieck, Schriften, 28 voìs. (Leipzig: Georg Reimer,
1828-54), v, p. 432. messTñ-ey refer to'peslarózzi's eã'¡tion of
Die verkehrte welt, ai'l subsequent rieck quotations within the
@Leipzig edition.

2o Pestal ozzi, p. B.

2L^,-- Scher, pp. 36-55. Although this ,'Symphonie" is a genuine
attempt at recreating musical effects in words, it should õther-
wise _perhaps not be taken totaì]y seriously. scher writes: ',Theparodistic tone of the entire pìay makes ii especial]y difficult
to determine whether one should take Tieck's "verbal icore" atal'l seriousìy'' (pp. 48-49).

22 l^Ju.k.nroder, Werke und Briefe, pp. 246-47.
23 Pestal ozzi, p. 61.

24 Pestal ozzi,
25 ¡*t'ittenzwei ,

p. s6.

p. 114.

26 zeydel, p. 90.
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27 zeydel, p. zs.
?8 M¡ttenzwei, p. lr7.
29 lzeydelt" p. 146; for Tieck,s further

Nahrebecky, pp.64-86.
views on opera cf.

77.

77.

94.

, P. lI7.
Wernaer, Romanticism and the Romantic School in
and Londo

(LBZI-?3; rpt. Heidelberg: Lambert

30 zeydel,
31 zeydej,
32 zeydel,

35 
ttli ttenzwei

36 Robert M.
Germany (New York
t23.

p.

p.

p.

33 
Quoted by Aìfred Anger in his edition of

Wanderungen (Stuttgart: philipp Reciam, i966),
34 Zeydel, p. to3.

Franz Sternbaldspf

37 W""nu.r, pp . lz3-24.
38 Lrd*ig Tieck, Gedichte

Schneider , 1967) , I, p.-71î,
?o
JJ t t-' Wernaer, pp. 124-ZS.

4o l,*lu.nu.F, p. r?3.
û.1'' Zeydel, p. 2BB.

42 ch"¡stian Gneuss, Der späte Tieck als Zeitkritiker
(0üssel dorf: Bertel smann,

43 Mo.. evidence of rieck's increas'ing objectivity in the
spheres of music.and a!:t !s provided by thã leñgthy Noielleiioerjunge Ti sch'lermei ster. " Above ar r , muiic must ñavä ,,OrãnrÀg,--
Ruhe, selbstbeobachtung und nlichterner Zweifel" (xxvlII, ijsi.
Reason should never_be ruled by the "Regionen des Gefühís; ãå;
Anschauung unq der Ahndung." As if turñing his back on hís earl-ier excesses Tieck intendi us to realize:

t . . .l daß in der Mägigkeit, Ruhe, in dem stil-
len Haushalt unserer einsamen Seele, in den Schran-
ken der Ordnung und Nothwendigkeit, kurz in der
scheinbaren Prosa, die man so oft voreilig der
Poesie entgegenstellt, ebenfalls im gesänitigten
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Raum jene Himnel sbl umen empor.wachsen o und
Begeisterung und Thatkraft auch aus diesen
stillen T¡Jinkeln hervorschreiten mögen. (XXVIII, 135)



Chapter V

1 John F. Fetzer, Romantic Orpheus (Berkeìey/Los Angeles:
University of Californi@. 13.

2 Robertson, p. 410.

3-- Fetzer, pp. 13-14.

4 Cl.*un, Brentano, Briefe, ed. Friedrich Seebaß (Nürnberg:
Hans Carl , 1951), I, p. 8T-

Ã

ref,zer,
6-letzer,
7' Seebaß,

and l\lusicians,"

- i56-

14; cf..also Mittenzwei, pp. 16l-79.

15.

p.153.

p.

p.

I,
8 John F. Fetzer, "Clemens Brentano on Music

Studies in Romanticism, I (1968), pp. ZZg-30.

9 Erit staiger, Die.Zeit als Einbildungskraft de! Dichters
( Züri ch : Atl anti s , 1

1o uittenzwei,, pp. 7 and 143.

11 Nittenzwei, p. 156; unfortunately Bernhardi,s Sprachlehre
was not available to me and therefore quotations are (õTTãn
direct'ly) taken from Mittenzwei

12 ttlittenzwei, p. 156; for a review of Bernhardi's activities
as a critic and theoretician cf. Eugen Klin, August Ferdinand
Bernharrli als Kritiker und Literatuitheoretik@r,

iting for ihe-light it sheds upon Bernhardi's relation to the earty Romantics.
13 Ntttenzwei, p. 14b.

14 ^.*' Clemens Brentano, lrlerke, ed. Friedhelm Kemp et aI., 4vols. (Mi.inchen: C. HanserlF63-68) , IV, p. 60. Àl I subséquent
Brentano quotations within the text refer to this edition unless
othen¡rise stated.

15 .f. Fetzer, p. 184.
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16 F.trua, "Clemens Brentano on Music

17 l,lurn.. Hoffmann, Clemens Brentano:
chen/Bern: Francke, 1966f, p. T35:

and Musi cians , "

Leben und Werk

p. 226.

(Flün-

18 NittenzweÍ, p. 14g.

19 Das unsterbliche Leben. unbekannte Briefe von clemens
Pf.r:tu?o s.nDiéder-i-cf¡, 1939) , p. Z7t,

against the philis-
Brentano Chronik

20 In 1811 Brentano,s satirical treatise
!jpe first appeared cf. Konrad Feilchenfàl¿t,
(l4ünchen: Carl Hanser, 1978), pp. g2-g3

2r--* For an analysis of this poem cf. Albrecht schöne, ,'Abend-
ständchen," in die -Deutsche Lyrj!, ed. Benno von wiÀrã (óussãl¿ort:
August Bagel , 1m.-

22 ¡ul¡ttenzwei, p. 156.

23 F"ilchenfeldt, p . zg.
24 ¡q¡ttenzwei, p. 147.
25-- cf . Eugene Reed, ,'The Union of the Arts in Brentano's

Godwi," Germanic Review, 29 (1954), 102-119
26 ¡,tittenzwei, p. r4g.
27 Andruus lnlüller, Kunstanschauunq der Frühromantiker-

Deutsche Literatur, Reih Reclam,
1931), p. 20I.

28-.-- Fetzer, p. 283.

29 K.*p, II, pp. B7l-72. The
wunderbare Geschichte von BOGS dem

che Leben I änqst verl assen nun aber doch, nach vìãTen
schen Leiden zu Wasser zu Lande, in die bürqerli

tzen schaft, aufqenommen zu werden Hoffn t- oder
e [iber die Ufer der Badisclen enschr

ausgetretene Konzert- s nerrn woh troffenemildnisse und eìnem r dessen '¡ rn-
zustand.

full title is: Entweder
Uhrmacher, wie eF zr,ñ-F-d"as

cn
st
men

30 Hoffrunn,
31 -.FeIZer, p.

32 K.rp, III,

p. 297.

286.

p.i100.
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33 K.*p, III, p. I07I.
34 K.*p, III, p. 1090.

35 ,.-- Kemp, pp. 308-ii.

i963), p. 52.
37 Kurp, III, pp. 1i10-11.
38 Rob.rtson, p . 417 .

39 Gerhurd Friesen, "clemens Brentano's 'Nachkränge Beethoven-
scher Musik,"'in Traditiqns and rransitions: Studies ín Honour of
lalol d lan!_2 ,_ ed.

Pilp'sche_verlagsbuchhandlung, rgTz), pp. r94-zog; August Langen,
"clemens Brentano: Nachklänge Beethóväirscher Musik,"--n Die '
P+I:cngjryrf,-ed.^Benno von Wiese (oüsseldorf : Aúgusr Eã-ge't ,1956), II, Þp. 19-38.

40^'- Seebaß, I, pp. ix-x.
4t.'* Langen, p. ?I.
42-'- Friesen, p. 202.

43 Lung.n, p. 26.
d.a." Langen, p. 27.

45 .f. Langen, pp. z}-zg
46.'- Langen, p. 33.

47-Friesen, p.205.
48-'- Friesen, p. 208.

49 Lung.n, pp. zo-zl.
50--- Frìesen, p.209.
51 --- Fetzer, Romantic Orpheus, pp. 226-46.
52 ..-- universa_l Dictionary of the English Language, êd. Robert

Hunter a ollier,--'
1897), III, p. 3365.
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Concl usion

Garland, p. 910. All these dates refer to first perform-
1

ances.

3

4

p. 267.

5

tL]- Inexpìicabìy, Stein maintains that "This term [ ] has
come to be associated principa]ly with Wagner, a'lthoug'h it waË
never used by him to mean art synthesis', (p. 4).

ïayìor, Hoffmann, p. 56.

Richard, l^lagner, "Oper und Drama,', quoted by Mittenzwei,

Taylor, "Romantic Music," p. Zgg.

ermann-Fischer, 1948), p. 374.

Heinrich Heine, l^Jerke, Briefwechsel, Lebenszeugnisse,
,Sikul ?rausgabe, êd. trtat '¿."
klassischen deutschen Literatur in Weimar and the Centre National
de la Recherche Scientifique in paris, xI (Berlin/paris: À[aãemie
and Editions du c.n.r.s., .1974), p. tó0.

7' Thomas I'îann, Doktor Faustus: das Leben des deutschen Ton-setzers Adrian Lever

8 Robert Flusil, Der Mann ohne Eigenschaften (Hamburg:
Rowohlt, 1952), p. 61:-

9 Th. context raises the hypothesis that lrlusil,s criticismof Wagner is ìargely based upon Nietzsche,s.
10 of course, the union is eventuaily rearized, but it is madepossible because she descends rather than ascends the sociãl iadder.
11 Cardinaì, pp . 43-44.
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. l{erke. Ed. Friedhe'lm Kemp et al . 4 vols. München:
C. HanseF,1963-69.
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fahl. München: WinEler, 1970. Vols. I and II.
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