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ABSTRACT

Im this thesis an attempt has been made 40 trace the
development of the language of Rilke. This is important
because the ever-growing number of studies of Rilke
focus on his life, his message, or his influsnce on
literature, leaving the area of his language relatively
untouched. The approach chaosen hés been to examins his
poems in chronological order, with emphasis on the early

and the later work, It was not fortuitously that Rilke

became the poet of change. His e uvre was the product

of a unique cyecle which marked the conscious develapment
of a new kind of language and could thus present old
meanings in new ways. It also created the new forms of
expression required by the times.

There are three major phases in the development of

Rilke's language: {1) the unconscious element of nature,

H

with consequent intuitive reactions on the poet's nart

(2) increasing self-awareness, with emphasis on intel=

lectual responses., (3) restoration of unity and harmony



by means of the fusion of the two; intuition which uses

the intellect, However, all three phases must be seen
as part of a continuing process of growing and constant
searching for larger dimensions of being. The growth

of

his language cannot be broken down into clearly
defined periods, but must be seen as an onward movement.

In Rilke's

®
5)]

rly poems there is a discrepancy bhetween
his ideals and his achievements. The constant struggle

to reconcile different and opposing elements has begun,

3

Many of the early poems are in the shape of his major

2

themes, but the language to express them is not yet his.
Rilke soon recognized that he had to fashion his own
instruments, creats his own atmosphere, and build up his
own resources cf language., It is important to notes his

Gegeffnetsein to all impressions and experiences, for it

was this responsiveness that made his steady progress
in depth possible.

During the middle period the influence of Russia,
of Rodin, and of Cézanns were important for the writing

of Das Stundenbuch, Neue Gedichte, and Die Aufzeichnungen

des Malte Laurids Bricge. it was a time of riperning, of

struggle and crisis, of long, barren periods but also

of enduring achievement. Das Stundenbuch is characterized

by the transformation which will later dominate the

Elegies, Malte was written from innermost necessity, The
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A +ta plarify the issues within himself so that

he rould eome to terms with life, sven in ite most

painful aspects. In Neue Gedichte,

won +through by harnessing his sensihilities to his own
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nrice he had to pay was renunciation of

i

3

much that was natural to him.

§.—d

The later poetry encompassed in sublimated form al

tha+ Rilke had thought and experienced, and the s

D

narate

5]

elements of lenguage have become more explicitly assimi-

1at=zd and harmonized. The Duineser Flenien recapitulate

a1l +that has gone before. There is a change in the
language, as there is in feeling and thought, In order
to transform them into the language of poetry, Rilke had
tp rearranqge the elements of language in relation *o his

material., In Sonette an Orpheus a consciousness of pure

relatedness and of spontanecus transformation sweeps the

poems along. The technicue is to visualize and verbalize

tranaformation as a continuous DIOCESS. In Letzte Gedich-

te, language becomes more intellectusl, sometimes abstract;
vet = characteristically personal element asserts itself

as well, At this stage, Paul Valéry helped to confirm

Rilke in his own discoveries and in the direction his
noetry had taken.

T+ appears that everything hefore 1910 helped to

bring the crisis of Rilke's life to a head, and everything
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after 1910 contributed to its sclution. In the later

poems, Rilke found his way back to the freedom and ine-

et

uition of the early poems, but with sureness, Rilke's
language fits into no system; its evolution was a dyna=
mic, on-going process. Nothing could ever be repeated,
but early themes re-smerge to be treated in new and
different ways.

The key to understanding the development of Rilke's
language is relationship, Continuity in growth runs
parallel %o extension of experiences, and the changes
are reflected in his language., The later poetry engages

the whole of Rilke's life. It forms part of a dynamic

stream of movement, backward and forward looking. Under-

standing the end depends upon understanding the beginning,

and vice versa. One determines the other. The new is re-

lated to the old, and the end is linked to the beginning.

The continuity is never broken,
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The specifically modern nature of Rilke's poetry lies
in his way of determinimg reality as something beyond any

given situation, In his expression of being - Dasein. -

he discovers new values of lenguage and breaks through

3
03]
@
=3
5-]
ot
.
o}
4]

the barriers of convention to new Tormulatio
own valuation of Trakl's poetry, as expressed in a letter
of Feb, 22, 1917, touches on the essence of his own art:

Das Traklsche Gedicht is fuer mich ein Gegen-
stand von sublimer Existenz, Nun erschuetterts
mich erst recht, wie die von Anfang an fluechten-

de in Threr Beschreibung leise ausgesparte
£
i

b4

Gestalt imstande war, das Gewicht ihres Ortm
waehrenden Untergangs in so genauven Bildungen

]

0]
@

Es faellt mir ein, dass digses

in Gleichnis hastte in dem oterben
hier wie dort ist das Fallen Vore

ie unaufhaltsamste Himmelfahrt, In

Geschichte des Gedichts sind die Buecher

Trakls wichtige Beitraege zur Befreiung der
terischen Figur., Eine neue Dimension des
tigen

2l

geisti Raums scheint mit ihnen ausgemessen
und da

]

S gefuehls~stoffliche Vorurteil wider-

als ob in der Richtung der Klage nur

: auch dort ist wieder Weltg,

Erhard Buschbeck, Feb, 22, 1917,
Brief 255

such phrases as "Gegenstand von sublimer Existenz,"

"wichtige Beitraege zur Befreiung der dichterischen

Figur," and "neue Dimension des geistigen Raums™ apply
in even greater measure to Rilke's own poetry than to
Trakls,

Man alone has +the power to create with language, and
Rilke claimed this as the glorious function of the poet,

He termed this earth the home of "das Saegliche" and +thea




poet's power to multiply the living force of language
as "Sagen." He recognized the immensity of this responsi-
bility and accepted it without reservation. His life

e

unfolded as an on=- ng preparation for this task; a

]

«

preparation which could never be finished and the course
of which can be traced in the language of his works. In
the later poems we come face to face with Rilke's extreme
effort to say the unsayable, to find the language which
will contain the thought and experience which are "un-

saeglich", Manfred Hausman has this to say on what is

beyond language:

Aber wie ist es dann moeglich, das, im wort-
woertlichen Sinne, Unsagbare dennoch zu sagen?
Ist das nicht ein Widerspruch in sich selbst?
Num, es gibt in der ganzen Welt nur einen Be-
reich, in dem das Unmoegliche zur Moeglichkeit,
‘in dem der Widerspruch zum opruch wird: den Be-
reich der Kunst, in unserem Fall den Bereich

der Dichtung., Ein Gedicht erweist sich erst

dann als ein Gedicht, wenn es eben diese Unmoeg-
lichkeit vollbringt, Die Ueberwindung des Wider-
sinns macht das Wesen eines jeden Gedichtes aus,
Lin Gedicht steht ueber den Natur- und Denkge~
setzen. £s ist ein Wunder.?

The poet conveys emotions and shares experiences
by ordering words in a special kind of way, so that they
convey more than ordinary excitement, order and rhythm,
We do not realize that our deepest feelings are not
unigue, but that we share them with others of all times

all over the world. The poet performs an exclusive service

by putting us in touch with those who have felt as we do.
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he words for universal sorrows, ioys and

the sculs of the centuries, He

-

as the special faculty

of listening and seeing into the very essence of things
where the final truth, the ultimate reality, lie. What
nilke gives us is solitary and pure, all of a piece,

close to sarth and close +o God. In his introduction to

a volume of translations of Rilke poems, lLewisschn states:

Whoever in this age has heard in sudden fear
the silences of God, whoever has known +that

he was not living his 1life nor faring toward
his death, whoever awcke to the evil of +he
machines mastery, has sooner or later come

upon the fact that there had lived in the

world a poet who had spoken of his horrors, his
fears, his repudiations, with incomparable
loveliness and power,*




PART I

Sehnsuchtgeweiht
durch alle Tage schweifen.
Dann, stark und breit,
mit tausend Wurzelstreifen
tief in das Leben greifen -
und durch das Leid
weit aus dem Leben reifen,
weit aus der Zedit!
I, 103; 1897

RILKE AND ART

In a chapter on Sprache und Werk, Frif

t
N

~
o
a8

C’-
ot

traces

Rilke's development as a poet:

R.M. Rilke hat sich von einem schwaermerischen
Dichter zu einem der ernstesten und unsentimen-
talsten "Arbeitexr" in den Bergwerken des Geistes
entwickelt, Von den fruehesten Gedichten bhis zu
jenen Versen, die nach den Elegien entstanden
sind, geht dieser Bogen.-~- Er spricht die
Sprache noch um ihrer selbst willen und laesst
sich fuehren von ihr und fuegt sich ein ihre
Klangkraftel

~Das Sagbare ist erschoepfend.gegeben.,
damit einer der grossen lLehrmeister i
heit der modernen deutschen Sprache g T
oeine ganze Arbeit, alles, was er schrieb, wurde
immer mehr Bemuehung, immer klarer und deutlicher
zu sagen, was ist, auch an immer mehr Dinge mit
Worten heranzukommen, die bisher noch nicht ge-
sagt waren. Was er ueber die Liebe und den Tod
ausgesagt hat, ist ganz neu., Er hat sich da nasher
und dichter herangewagt als fruehere, Es sind Er-
kenntnisse, Erfahrungen, nicht Gefueshle, die er

in Worte zu bringen versucht,




RNilke ceme to be the interpreter of modern man in his

~
G

~

e of loneliness., He stood as the opposite of the mas

sta
mind andof the civilization of machines and ideologies,
His discoveries and innovations in language extend human
sensibilities and the capacity for their expression.

But it was not by chance that he became a master of

language who succeeded in making the improbable aobvious,

and who was able to synthesize a periocd in history,

inwardly and outwardly, in his art.
The components of an authentic poem interpenetrate

he treated as one,., Form and substance,

o

so that they mus
music and meaning, cannot be separated, To Rilke, the
writing of a poem was a total and organic creative act,
and everything in it had to be primary and necessary.

. ~
i

Herbert Read's definition of organic form will clarify

“

Organic form: When a work of art has its own
inherent laws, originating with its very
invention and fusing in one vital unity both
structure and content =-=3

time, Rilke

This oneness of peetry is a triumph over
£~ 1 : [ : S HA' :
refers to his poems as "lyrische Summen, namely the
end products of the thoughts and feelings that over-~
whelmed him at the time of writing. It was his intention

to give his words the plasticity and concreteness which

. N . i
inter -~ Rodin and Cezanne - were able to
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ive their craft,
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medium was the word which does not submit *o

technigques as will the raw material o

o

Rilke's material was language. His
the same

Eag
i

the earth. So

Rilke's period of apprenticeship was much longer. His

method had to be an approach from within, a gradual

permeation of all the elements of language until he could

transform and assimil

ate them in such a way that thought

and means of expression were in harmony.

A study of the language of Rilke cannot be carried

out in isolation, As his language grows and develops,

other aspects of the

poem of Das Stundenb

poet grow as well. In the second

uch,

growth as concentric,

like

Rilke describes his manner of

Ich lebe mein Leben
die sich ueber die Dinge ziehn.

the

in

rings in a tree:

wachsenden Ringen,

1, 253

It had perhaps better be described as spiral, concentric,

@]

but ever rising. At

ach stage of progress, Rilke was

prone to discredit his earlier work:

Jene leider vorhandenen Proben sind in der Tat
fuer nichts heranziehbar, sie sind nicht, in

keiner, keiner Weise,
vielmehr das hoechst private Ende meiner kind-
lichen und jugendlichen Ratlosigkeit.
Robert Heinz Heygrodt, Dec. 24, 1921,
2

Rilke, then, does not

see

h

is

R}

der Anfang meiner Arbeit,

H
Brief 332

early poems as the starting




point for his later work. Nevertheless, the reader should

i

not accept Rilke's proncuncements too literally, but

rely on personal intuition when examining these works.
Although Rilke's early efforts show a discrepancy between
his ideals and his achievements, there is nevertheless
much in these poems that will help us to an understanding
of the unity of his work,., Basically, the same motifs
pervade all his works; the same complex of emoticons and
thoughts is evident from his Juvenilia to his final

triumph in the Sonnets. The transformations taking place

@

must be looked for in the first peoems in order to under-
stand the total formation, During his lifelong struggle
to reconcile different and opposing elements, Rilke
developed an wunmistakably persconal idiom of his own.

He says:

#as man mit einundzwanzig Jahren schreibt, ist
gin Schrei. -~ denkt man bei einem Schrei daran,
ob er haette anders geschrieen sein muessen?

Die Sprache ist noch so duenn um einen in diesen
Jahren, der Schrei dringt durch und nimmt eben
nur mit, was an ihm hsengen bleibt. Die Ent-
wicklung wird immer die sein, dass man sich die
Sprache voller, dichter, fester macht (schwerer),
und dies hat dann freilich nur Sinn fuer einen,
der sicher ist, dass auch der Schrei in ihm unab-
leessig, wunaufhaltsam zunimmt, so dass er spaeter,
unter dem Druck unzaehliger Atmosphaeren, aus
allen Poren des fast undurchdringlichen Mediums
gleichmaessig austritt,

N.N, Dec, 26, 1911, Brief 143
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Rilke's earliest poems were, fo




up in beauty and in confidence that for him it wes right
and gloricus to be a poet, He tells asbout his feelings

and observations, and calls them experiences. He is

[}

infatuated with metaphor and flooded with emotion. Not

his first poem, but a characteristic one is:

Ich moechte einst im Fruehling sterben,
wenn neues Leben rings sich ruehrt,
nicht wenn die Blaetter sich entfaerben,
nicht wenn die Erde muede wird.

111, 723 1893

Rilke's early efforts were not original, and cannot

€]

be compared to the youthful work of & poet like Hugo von

Hofmannsthal, What is moving is the deep, unexpressed
secret between the lines, the youthful perceptions and
insights which could not yet be transformed into poetic

o€

language. Only the mature wman could find expression for

these vaguely conceived themes, The problem of his

youth is clearly expressed in the lines:

Ein Aer, dem niemand Halt gsbot,
ist Sehnsucht, Ueber Tal und “Yuegel
schwebt er auf mondbeglaenztem Fluegel
zu der Erfuellung Morgenrot.

111, 123; 1894

.

In poems such as "Das ist die Sehnsucht: wohnen im

~

Gewoge/ und keine Heimat haben in der Zeit," I, 145

we may already detect a half-conscious

b5

pondering of the significance of his mission., To live

tin fluctuation' is a tragic state of homelessness. The
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eeling of loneliness is there the longing for some-
o 5 =)

thing more than the world of the imagination., This

N

poem and many others are in the shape of his final
and major themes, themes which needed the massive
language of his later days for articulation,

™y

The latent capacity to write Duineser Elegien and

Die Sonette an Orpheus was always there, However, before

Rilke could handle their chosen themes, he had to become
@ 'complete' poet, master of all +he tools of his art,
Influences are valid, and important to our study to a
degree, insofar as they developed those aspects of his
personality which were incomplete, lussia, for example,

helped Rilke release what he already possessed. Rodin

n

showed him whet he lacked and led him to discipline hi
technique through work, The reorientation would no doubt
have taken place in another way. The change had already
teken root in him before influences became evident, It
corresponded to an inner necessity which would have
found suitable expression in some way. The important

]

thing is that Rilke kept himself aopen to all experiences
and impressions., He absorbed "Bildung;" his thought
progressed in depth, but always he remained a law unto
himself. By conscious effort, he became a master of the

German language in a way that other poets, some of whom

were his superior in works, could not do. But he realized




that technicque could only be & starting point:

Fs ist mir spaeter oft aufgefallen, wie sehr
die Kunst eine Sache des Gewissens ist. Nichts
braucht man so sehr in kuenstlerischer Arbeit
wie das Gewissen: es ist der einzige Masstab.,
~== Darum ist es sehr wichtig, in jenen fruehen
ahren das Gewissen nicht zu missbrauchen, nicht
harb zu werden an der Stelle, auf der es liegt,
£s muss leicht bleiben bei allem; man darf es

ebenso wenig fuehlen wie irgendein inneres,
unserem Willen entzagnrpa Organ. Den leisesten
Druck aber, der von ihm ausgeht, muss man be-
achten, sonst verliert die Waage, auf der man
spaeter jedes zu schreibende Vers-Wort wird
pruefen muessen, ihre asusserste gcwe glichkeit,

Herrn von W., Dc 2 H7L73

When we study Rilke, the key is language., In his
poetry language does what it has rarely done before.

Rilke is the poet who begins again at the beginning.

of

roductions, we observe the development and growth of
?

a specific and characteristic languages., With the passage

-~

)

of time, and under the compulsion of almost overwhelming
experience, it becomes more subtle and powerful., There
are new discoveries and extensions, but the new formu-

i

lations are always related to what has gone before. The

end is unmistakably linked to the beginning. The early

v

pems have the self-sufficiency and self-containedne
P

u’J

which is perfected in degree in Neue Gedichte, Duineser

flegien, and Die Sonette an Urpheus. They have the pure-

ly individual and personal mark of Hilke, but in the




later poems the language becomes more spiritual, more

]

intimate, more inward-looking, yet also more precise

Rilke published his first volume in 1894 under the

title of Leben und Lieder. The poems of this collection

are conventional and immature, but the titles and themes

are revealing. lhey show the young Rilke's concern with

the phenomenon of transformation, of slow, creative

change., Vorbei [II,9 already points to the "wohnen im

o
i

ewoge" of Die Yrushen Gedichte. Themes of

o

"Fruehling,"

"Abend," "Kindheit," "Zigeuner," "Sehnsucht " express
the feeling of movement and change. 'Wachsen! strikes
a keynote in Rilke's work, and these poems represent

a periocd of his 'Wachstum'., As such, they may not be
4 o

I
(B
o
=
@

ignored., Before Rilke can progress beyo pxperiences

he is living, he must release them by writing about them.

The last group of peoems in the collection, entitled

Empor, points to a higher plane:

tieg so allmaehlich von Stufe zu Stufe

stie
wigder zum Kreise der Menschen empor.
II1T, 93

It is interesting to note Rilke's own attitude toward

these poems, in a letter to Das Deutsche Dichterheinm

in 1895, the year following publicetion:



urteilungen, behaupten, dass das Gute,

)
T

auf den Blaettern sich findet, nicht nur
Beifall, sondern auch die Zuerkennumg seiner
Figenart verdient. Ich erinnere 5Sie nur an

dis Ballade "Fuerst Poppov," —--=-
V1, 1201

In 1896 Rilke published three small volume

&)

in Buechlein "Leben und Lieder," dessen
Sie in Nr, 22 Erwaehnung taten, enthael

gle vor fuenf bis sechs Jahren entstandene
edichte, mit denen ich mich heute am aller-
wenigsten einverstanden erklaesre, -—- Gleich-
wohl kann ich, gestuetzt auf massgebende He-

das

b4

called Wegwarten which were intended to be a gift to

S

the people., The gesture was evidence of Rilke'

w

to express himself, and to participate in the 1
h ? b ¥

the common people, The first volume consisted of Rilke's

in der Stunde unseres Absterbens: and the third

i)
-

el
1

The mood of the poems in the

light and joy into the lives of the poor, in the manner

of the wild chicory flower:

lyric poems; the second contained the play Jetzt

Lo

desir

ives ot

und

et

Was

edited collection of lyrics by Rilke's contemporaries,

irst volume is to bring

Paracelsus erzaehlt, die Wegwarte werde alle

Jahrhunderte zum lebendigen Wesenj; und

erfuellt die Sage sich an diesen Liedexn

vielleicht wachen sie zu hoeherem Leben
in der Seele des Volkes,
Vi, 1205

At a2 time when the basic beliefs of the industrial age

leicht

-
H
auT

repudiated the sentimentality of the lyric, Rilke fe

C.—l..

an intuitive unity with those who felt most oppressed




by the machines. The simple melody of the folkes
in these poeEms: girls in the "Roggenfeld," t
song at the well, the mother before the figure o
Virgin, The verses run into helpless waves of yo
feeling:
Meine Tage gingen g
durcn der Ssele Hel
und auf meiner Trae
wiegte sich dexr Fal
"Stimmung” is all important
und in der Stunde unserss A
extreme form of Rilke's fascination with the hor
His concluding remarks precccupation
s "o,
Klage':
——— und du siehst auf und sagst mir, Fre
aus dem Veolke: "Du hast nicht Wort gehal
Im 1, '"Wegwarten' Heft hast du uns Licht
Trost versprochen und hier malst du uns
Macht und YWeh? ~-=" Ich entgegne: "Freun
aus dem VYolke, hoer eine ganz kleine Ges
te: zwel einsame 5Se egegnen sich in
Welt. o eel t Klagen; sie T
die Fremde um Trost. Und leise neigt sic
die Fremde und raunt: 'Auch mirx ist es N
- Tt cas nicht Trost?
VI, 1206
These two Teatures, Rilke's for th
and his awareness of the horrid and gruesome, ar
in one form or ancther in all his work, although
undergo important changes. Cvident also in this

child's
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strikes us as

the thought ¢

to lecok at a very early p

Cedenkengang und Bedeutung des Gegethe'schen

at a moment of

direction of

remarkable essay was written in 1893,

assignment. Rilks's analysis of Goethe's poen

£

strebende Juengling," he says:

Fs soll dies

~

in pOower.

)

i

childlike and impersonal,

a

J
[n

oy
H
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nrose work,

[l
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shows him

acute self-realization. wanderer,

unzweifelhatTt auch die
kennzeichnen die ihn

eines Inneren

weiltertreibt,

ihn auch das Anerbieten

zu bleiben ausschlagen laesst,

die durch das

- jens Unruhe

treben nach Wissen in die

Seele gepflanzt wi
Jich zeitlebens
wen nie das glaenzende Irrlicht ununt
brochenen Wissendrangs -~ in die Suempfe

der Ohnmacht
sich in sich
teil werden,
in der Naehe
komm ich gen

und die sich gewoehn-
nie mehr verlaesst.

verlockt, nur dem kann jener
selbst beglueckende Friede zu-
wie jener gluecklichen Mutter
von Cumae.
die Schwelle,

welter dann ziehen

kuessen, - und
ratloser Wanderer,

We sense the urging of the schoolboy's innermost sense

"Wandern,'



ion from normal existence which he both welcomed

xoclu

4]

93]

and lamented, but which was to be part of his way of

}l

.
1

Crete Gedichte includes three collections of poems

{

Larenopfer (1895), Traumgekroent, (1896), and Advent

(1897). From book to book the language ripens, the depth

(o

of thought increases, the symbols mature. A characteristic

ot
0

beginning poem, written well before 1895,

Die falhen Felder schlafen schan,
mein Herz nur wacht alleing

der Abend refft im Hafen schon
sein rotes Segel ein.

I, 48
Rilke is not yet a personality here, but already some-
thing genuinely Rilkean comes through. The musical vibra-

En
1

tion of the vowels, the word-painting in 'die falben fel-

der schlafen schon' and 'der Abend refft im Hafen schaon!

are possible only for an original talent which concen-

thing. As a boy, Ri

|55
l._J
-
8t]

trates on the essence of the
withdrew into himself with his presentiment of reality.

1

the work,

o]
&3]
ot
%]
[

Under the constraint of art, his spirit cr

o In the beginning

i

and his talent found the words for i
the words are hesitant, inexact, often exaggerated, but

already loaded with memory. He does not yet clearly



rlehen™ and "Erfahren." A wealth of "Er-

ore the symbols can be

united into a whole, Rilke'!s choice must be to concen-

trzte on thet whole, vr risk being swept away by Trag-
ments, In Traumgekroent we fTeel the deepening of im-
pressions:
Die muede Herde trollte trabend
vorhei, der kleine Hirte pfiff, -
und in die Hend das Haupt vergrabend,
empfand ich, wie der Feierabend
in meiner Seele Saiten griff,
I, 76
3
We sense the mystic "Weltangst® already taking shape,
being articulated.
The themes in these poems remain traditional, In
Abend the lonely soul is enveloped in the play of light

and changing colors:

Cinsam hinterm letzten Haus
geht die rote %onne schlafen,
und in ernste Schlussoktaven
klingt des Tages Jubel aus,

Lose Lichter haschen spaet

noch sich auf den Daecherkanten,
wenn die Nacht schon Diamante

in die blauen Fernen saet,

=1

This poem shows the beginning of Rilke's unusual techni

~

“oreign words - "Schlussoktaven,” "Diamanten" -~ are

used for their delicate, emotive value, They entar in




natural interplay with the German words, The tranquil
feeling of evening is evoked by the slow tempo of "bLin-

sam hinterm letzten Haus." Corresponding images, as "ro-
te Sonne" and "blaue Fernen'" occur but are still limited
and carefully defined, "Lose Lichter haschen still" gives
a Toretaste of Rilke's mature worde-music,

A

Many of Rilke's later predilections an

o
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o
wm
@
w
[63]
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are already discernible, Der Jun

il

g Bildner I, 21 gives
>

{

s}
0]

a premonition of the essential hostility between life and
J

T

great work = "eine alte Feindschaft zwischen dem Leben

i

und der grossen Arbeit” I, 6535 -~ which runs thr

m]

-
(€]

o

the Reguiem poems later on:

Die Unrast trieb ihn heim, die arge:
Er bildete mit nassem Blick

sein armes, fTahles Lieb im Sarge,

und das ~ das war sein Meisterstueck,

The language has implications of the awesome soclitude,

the homeless wandering, the constant renunciation which

.l
(o]
]
[._
n
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1)

are the price Rilke must pay

the time of Erste Gedichte Rilke is gathering

feelings and memories. He has begun to treat the recurring
themes -~ the child, the beggar, the mothers, the poozx,

His thoughts about God and about death have begun to
define themselves and to take on form, He writes "Engel"

poEms ¢




Auf einem schmale;
kniet, ganz verste
mit staubwcen, gel
ein tngelchen aus xohem Thon,

Das Tluegellahme Kindchen floesste
Milleid ein, = das arme Ding —-=-
ba sieh! Von seinen Lippen loeste
leicht ein kleiner Schmetterling. -
I, 23

This poem gives us Rilke's beginning thoughts about

~

death and the function of the angel., The employment of
adjectives in exactly the right way -~ a distinctive mark

Eal i)

of Rilke's art =~ is already pronounced: "schmalen Schollen-

’]

huegel," "fluegellahme Kindchen." Similarly, in Dexr Jdunae
Bildner we have "armes, fahles Lieb" and "nassem Blick."
Hilke writes about the Smichov fTactory workers,
about old parks and graveyards, about ugly tenements,
about popular folk songs. We feel the disintegration of
the world picture into a quantity of images has begun.,
Trotzdem) 1, 35, shows Rilke's inherent love of life,

in the contrast between Schopenhauer's "Kerker vull

Trauer" and Rilke's own joyous conclusion:

=== 1n Kerkereinsamkeiten
weck ich meiner b?ble Sait
1ib

n
gluecklich wie einst Da ha

e
o
The line "gluecklich wie einst Dalibor" shows how Rilke

is beginning to use naemes to illuminate a poem, or to

@

cular name

ci-
e

give a shade of meaning which only this par



can supply. The poem Im Sommexn, I, uses to
contribute lecal colour as well as sound value: "Zlichov
"Smichov," "Mpoldauwogen," "Loreley," "Slovane," are part
of the lengusge which defines and limits “he setting

of the poem, The ballad-like Rahbi Loew, -, 61, uses

old Jewish names in 2 rhythmic chant: ".,eisser Rabbi, "
"hoher Liva," "Jehova Kinder," "Beth Chaim," "Bocher,."
Life and death, the spiritual znd the earthly, are pre-
sented in cleose association., Im Herbst, I, 66, ends with
the unexpected noun "Valladolid," which does not rhymne
and cannot be acce as part of the language, although
it does provide the right shade of meaning. In later
poems, as in Dis Flamingos . I, 622, Rilke uses equally
startling and unusual names but there he is able +o
blend and assimilate them.,

A love of literature brings with it a special
pleasure in the sound of names., When listening to the
language of Rilke's poems, this pleasure is just as
pronounced in the sound of the nouns he chooses, The
reason for the particular noun chosen is +o convey
exactly the right image, Uintrrmorﬁen, I, 27, has many
nouns, all of them exact and concrete, calling up a
clear-cut image of a sparkliing winter morning. In fact,
the robust, vigorous tone is unusual in Rilke's language

Der Yasserfall ist eingefroren,
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Jie Dohlen hocken hart am Teich,

Mein schoenes Lieb hat rote Ohren

und sinnt auf einen Schelmenstreich,

Die Sonne kuesst uns. Traumverloren

schwimmt im Geaest ein Klang in Moll:

und wir gehn fuerder, alle Poren

vaom Kraftarom des Morgens vell,
"KraTtarom" =~ a composite of Rilke's own meking -
to describe the crisp air. The allif

hart" and "Schelmenstreich” is part
unity of the posm,.

Der Bau, I, 13-17, gives us an astonishing
of the later Rilke, His love of a home and of the
permeates the o0ld hous=, as expressed in Rilke's

diminutives: "Stuebchen," "Raedchen," "Brasutchen

The

fote

"Pfoertchen," "Muetterchen." adjectives in

pcem are graphic and expressive, quite unlike ¢

nes in other poems of
interasseng

kone;" "weitgewoelbte Decken;" "kleine, stille E:

Rilke uses unusual syntex in "Nischen rings, die

bauten,”" where adjective follows noun. The hidden

]

)

corners of the old family home, the
$

spinning-wheel, esvents of bir

that have taken place here, a in

)

this poem, presenting the on=gecing life of +th

tions. Not yet have the things acquired the m

thi

tender

1t
7

1
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@ cosmic relaticnship,

i

¢t the atmosphere is warm and

fre

4}

L a

Leburtshaus I
2

2

o
I

e
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H

traysl of a warm and happy home,

S

a the measure occurs here

o
F
i

@]

very phase of Rilke's work, feeling

¥R

n

m

nsification,

3
)

emzmbrance as a

(

poem provides the pa

feeling of homelessness

We

ot

3

)
a

now gives way to warm, happy memories, The very

Larenopfer, or offering to the 'Lares', the
=2 fENDPTer
gods, sucggests this,

The meny poems of the Czeck land and i
evoke a nostalgia for "Heimat," Volksweise,

like a fragrant dream:

Mich ruehrt so sehr
boehmischen Vaolkes Weise
schleicht sie ins Herz s
macht sie es schwer,

V!
. 7
i

ich leise

N

i

The sensation of being

Verbs like

"faellt" penetrate

ro 1

] ttab

iness. Unforge le 13

nes

Yenn ein Kind sacht
singt beim Kartoffeljaeten,

household

ts people
I, 39, is
leep-seated
o KR
singt,
his loneg=-
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are charged with the emotion of remembrance. The humble
potato is again referred to in Mittelboehmische Land-
schatt: 1, &4

Im hellsten Licht

keimt die Kartoffel; dann

ein wenig weiter Gerste, bis der Tann
k3 m k3

das 2ild begrenzt.

ragt der Hegerhuctte Bau; -
pin Himmel, blank und blau.

There is an intrinsic unity between the great dome of
sky to the humble cottage among the pines. Once again,

the adiectives strike a characteristically Rilkean
J

v

R N

eschatteter Saum —ee-
hoher Aehrenfelder —-.
Kirchturmkreuz herueber,

I

They are lavish and ornate, but they provide vivid
splashes of colcur which concentrate attention on
ic points in the landscape., Later on, Rilke
exhibits a new element of discipline in the flow of

meless know

or
.
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cosmic space is intensified. But always, as here, he

shares the joys and socrrows of everyday life,
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is really not an essential degree

ference betweesn the poems of Larenopfer and

Cansider

Then comp

two early poems about autumn:

st lau, wie in dem Sterb

an dessen Tuere schon der Tod steh
auf nassen Daechern liegt ein blas
wie der der Kerze, die verloeschen
I,

Im Herbst

Ein Riesenspinngewebe, zieht
Altweibersowmﬂr durch die Welt sichg
und der Laurenziberg gefaellt sich
im goldig - braeunlichen Habit.,

are two others in Buch dexr Hilder:

Herbsttag

Herr: es ist Zeit. Der Sommer war sehr g

Leg deinen Schatten auf die Sonnenuhren,

und auf den Fluren lass die Winde los,

Wer jetzt kein Haus hat, baut sich keine

er jetzt allein ist, wir gs lange blei
I, 398; 19

Herbst

Die Blaetter fallen, fallen wie von weit

als welkten in den Himmeln ferne Gaesrten

sie fallen wmit verneinender Gebaerde,

Und doch 1

s
unendlich sanft in seinen Haenden

I, 400;

iner, welcher dieses Fa
’ hael+

e

1902
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0h nhoher Baum des Scheuns, der sich entlaubt:
nun heisst gewachsen sein dem Uebermasse

von Himmel, das durch die Aeste bricht.

Lin Aeusserstes: des wir wis Vogelflug

uns werfen durch das neus Aufgetane,

das uns 1 n mit dem Recht des Raums,
der nur ungeht, ——-

Aber ein Heimweh meint

The first two poems already bear the unmistakahle

stamp of Rilke, Adjectives are many and varied, but

not highly original: "nassen Daechern,!

[dm]

"blasser Schimmer,” "gescheuchter Bekassinen," "goldig-

brasunlichen Habit." Nouns are unusual and composite:

HB

0
t—J

laetterleichenschau," "Riesenspinngewebe,! "Strahlen-
kruecken," Foreign words are min
ones: "Bekassinen," "Laurenziberg," "Habit," "Vallado-

ligd. " T

id. he sign of death is on

@

he landscape, but that

ar as it goes, T

he next two poems are only a

few years removed in time of composition, but both move

o~

to & more sublime existence, from

0
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Ain extension has taken place in Rilke's language and

widened its capacity for expression. A new conscious—
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ghtened inwardness,
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thly to supernatural,
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nore spiritusl but at the same *ti

[
)

more factual, Distance bhetween subject and object are
gone, All is one in the "Weltinnenraum" of which Rilke

is becoming increasingly and consciously aware, In

he giver of the {final

i

Herbsttag, . God is invoked as

«Qa

-

ruiticn: "Befiehl den letzten Fruechten voll

zu sein ~=." In the last stanza comes the sombre note:

Wer jetzt kein Haus hat, baut sich keines mehr --."

This is a2 more meaningful "Herbst," a spiritual time

1

Rilke sees and grasps this extension of
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everent, intuitive way. The theme of

H

meaning in a

"Herbst" as it was presented in Lareno moved

to a new and heightened plane, Similarly in Hexrbst:

"Die Blastter fTallen «-- als welkten in den Himmeln

—t

erne Gkaerten." In 2 few simple words, the analogy

tekes us from the actual falling of leaves to the cosmic

cycle, The everyday 1s moved to the supernatural, the
zarthly is joined to the spiritual, and the key word

"fallen" takes its place in endless space, "Und in den

Naechten Taellt die schwere Lrde --." The language

the earth, and then

oo
T
l

to & universal falling: "Wir alle fallen —~--." The final

intensification - "Und doch ist Einer, welcher dieses

1len/ unendlich sanft in seinen Haenden haelt!" -

nlaces immanence beside transcendence, and the fallin
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Finally,

increasing consciousness,

is replaced by ever

upon the

.

[

h the shepherd of words

it is futile %o approach a

Meue Gedichte =

there is Emmaus in

Noch nicht im Gehn,
zu ihnen trat, fuer
und aob er gleich die
hinueberschritt als

tremendous extension of language

Rilke's language 1s becoming "volle
as he had desired that it should,
tripped of daily involvement and

of pure expression., The sweet word -~ music of A

every word comes to assume

from its sound, The degree

en, nannte ma

LGedichte:s

ihren Gang bereit;
cchwelle

is observable:

a ripening of

more precise relationships,
its own signi
of inner tension depends

and Rilke

creativity of the poet,

AtY

means ol langusge, he transforms

spiritual and so into a new reality. Fo:

without first becoming intime
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whole body of &f “orm and meaning cannot be
separated. From the corpus of words which is the form
of a poem, the meaning radiates.

Traumagekroent, published a year after Larenopfer,
is an example of flawless rhyming and brilliant verse-
making. Paul Zech calls these poems "Kunstuebungen,”
or poetic exercises. He goes on %o say:

Fr tat, was er konnte, und dichtete nicht
fuer die Eroeberung irgendeines Zipfelchens
Ruhm, Er zerrieb sich in Erregungen und
fand erst die Sprache von Uebermolgcn,
nicht die Ewigkeit. Er spannte den Bogen
fortwaehrend straffer, £r geriet auf dem
polaren Spannungsfeld dex Seelenkraefte, an
ein Uebertragungsorgan, dessen Funktionen
ihm noch reichlich ungelaeufig waren. Des
rlich Fanatische und das sphaeren-
Symbol hatten hier ihre Wurzeln., Da
war mit reizvollen Referaten nichts mehr ge-
tan. Nichts mehr mit balladesker Daesmonie,
sympathetischen und gedankenmagnetischen
Ueberredungen. Er musste frei von allen Re-
flexbewegungen, sein Ich endlich entbloessen,
—e= musste er vom Ich zum All die logische
Entwicklungskurve aufdecken und die Kreuzun-
gen der Erregungflaechen mit seinem Blut
speisens,
Crowth is evident everywhere in these poems, Rilke is
striving for hardening self-discipline and the per-
fecting of his language. He is forming the thoughts
about a God whom the artist can help to build. We sens
the solitary yet splendid pride out of which will come
the humility of the monk of the Stundenbuch The poem
which provides the motto for this collection, Koenigs=-
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I, 91, "erschlafft," I, 93 "gepresst," I, 92, "ergoss.
I, 84, Adverhs are used less extencively but they, too,

are heavy with their own meaning: "glueckverschneit,
elfenschlank.” I, 91 Fforeign words cccur here and

dir die Gouvernante/

[l
o
w
H
o
&l
0
=
H
~
a
},J
o
-
8y
et
0
@
1ot
|
3
o
s

N

den "Werther® aus den Haenden nahm." I, 89 Flowers are
nemed specifically and accurately. The flower named

must carry the right color and scund for the poem, as:

i

"der Taa der weissen Chrysanthemen," I, 88 "Ein Maitaeg

Y

m—— vOn weissem Jasmin," I, 88 "Zyklamen --- Lilien-

1

@3]
-
J

4l

bhe

-
.

samen —~-- Feuerlilie," I, 9 Die Rose hier, die ge

I§

e T 77 Alliteration is used liberally, oft

0
3
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with vowelling or assonance: "Quellenguirlen,” "Blueten-

baeumen," "Staub und Strauch.” I

sometimes employed as in Mein Herz gleicht der ver-

5]

gessenen Kapelle I, 75, where we have "Kapelle - Gesell

frei - entzwei - Reih - vorbei.' But just as often rhyme
is fluid and harmonious, as in Yeltenweiter Wandrer.
I, 82
Rilke endeavours to express a wealth of meaning
with a great many words, often words that the reader
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prayers, Nothing exists for Rilke but his art, and his

noems are reflecticns of ©
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The third collection in LErs sdichte Rilke

L

called Advent., The poems are grouped into four cycles,

Gaben, Fahrten, Funde, and Muetter. They are uniformly

lovely, depending on ornamental, skilfully-woven words,

}J.

Conflicting interests are being amelgamated so that

Rilke's own melody is now clearly distinguishable. The
historical moment of these poems in Rilke's development
is important, for he will not again surrender to beauty
with such continuous confidence. His senses are fTully
EN

nast them but the

1
i

awakened now; the world flows

-

Freely

gentle s is hardly perceptible.
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The mottc poem, Advent, I, 101, describes a pine
tree growing in the winter woods. The wind drives "die

Flockenherde wie ein Hirt," and the tree "lauscht hin-
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reit, / und
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The prese expressed is to

"Streit!
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tj

in Streit:
tgeweiht’
Tage schweifen,
k und breit,
nd Wurzelstreifen
s Leben greifen -

.
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will be Rilke's constant companions,

tinsamkeit, I, 103,

weisses Schl
ie

reich und rein und

wachender Garten,

'lge Einsamkeit du

hem here. The graphi
during this ti

o o ot 2 =3 amn

88 in weiss
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chleichen

elinen
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readr
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und
den
aend
Rilft sich die Sehnsucht T irren Haenden-—-—-
Uie Uhren stehn im Schloss arb die Zeit,
, 111
Here, too, rhyme and alliteration are part of a much
wider play of sound which flows into the endless space,

5]

fauenfeder, I, 105, the younao poet transoose
5 9 o h

sadness and nostalgia into beautiful melodyv, The verbs

<

o

o

"liebte," "traesumte," "suchte" form the structure of +the

poem. Adjectives are simple: "kuehler Nacht," "feinen

Fasern,™ "kluge Kraft." Rhythm and rhyme are suggestive
of the mastery of Neue Gedichie., The words sprinc from
Y f g

the unity of the soul, and can only be approached by
intuitive contact with this sphere. Impressions and

feelings are brought into direct correspondence. Cvery-

thing merges; outer becomes inner:

Der Abend kommt von weit gegangen
urch den verschneéiten, lezisen Tann.
Jann presst er seine Winterwangen
n alle Fenster lauschend an,

I, 108

n

The words '"gegangen," "verschneit” and "lauschend"

give a presentiment of emptiness and joylessness., Furthe

~== Der Abend horcht nach innen.
und innen horchesn sie hinaus




of +he poems of the Laben group turn on
£ 7 [y o PN P 1 ¥ = 1 [, S
of "Koenig," "Schlgss," "Palaeste," and connote an
EalN . ot o . } K P - P KR
of aristocratic fTancy which leads to unreality:

in prunkenden Gebreiten

wie ein leiser Gott,.

n ovor! Jetzt will dich reiten

nurbunte Einsamkeiten

leichtem Trzeumertrott,
Ich atme tief., Ich werde Kaiser,
Mein heller Helm ist losgeschnallt,
und meine Stirne streifen Reiser
und rauschen so, Ynd leiser, leiser
hallt Huf und Ruf im roten Wald,

T, 113

The words "Abend" and "Cinsamkeiten" exnress rea

et

hut no line can be drawn between real and unreal.

1

nrunkenden, " "purpurbunte," "buegel-

t," "rauschen;"

‘.._l

verbs like "reiten," "hal

adverb "leiser” combine to evoke a scene that is visible
1

audible, and palpable,

In Ich liebe vergessene Flurmadonnen, 1, 104, +the

get's desires permeate everything, overflowing into
i p A4

"Madonnas," "

"Maedchen," "Kinder," "Sternen,”" "Naschte":

und die Tage, wenn sie mir Lieder b rxingen,
und die Naechte, wenn sie in Blueten stehn.

Rilke's experiences were fTundementally in movement
and in time, but his art was to express those experiences

as form in space - "Gestalt im Reum." He writes:



-=-=- lch lag
im Silberhimmel zwischen Traum und Tag.
I, 131
Nouns like "Himmelsrain," "Schienenreihn,”" "Eahnhueter-

haeuschen," I, 109 show how Rilke expressed what he

in contour. A fTascinatin of

example

o]

L

prmation

of movement into contour is the recurring use of "Haende"

in the poems called Funde.

noch immer ihre Haende falten, I, 123

Uu, Haende, welche immer geben, I, 125

Das sind die Haende mit den schmalen/Gelenken, ——= T,
mm= zu zweien gehr/und sich bei den Haenden halten, I,

Haende werden reicher
mit jedem Gruss., I,

. . 17
unusual noun "Handineinanderlegen
= 2

and the lovely lines:

ohne Kraonen und mit leeren
Haenden -
aber jung. 1, 128
The last lines of the last pecem conclude with the

of hands:

Uz weilss sie: Das lLeben ist fremd und fern-
und faltet die alternden Haende.
1, 141
Love ripens from springtime in these poems: "Ein
Tor geht irgendwo/ draussen im Bluetentreiben,"1, 125

N
N

fot
(S
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Then of summer -~ "Hist du so mued?
Ieh will dich ledise leiten." I, 127 Then - "Der
Tag hat alle Traesume mix ZtIIiSSBﬂ: 1, lZB) and
finally only remembrance:

\Lr;ﬁ&mglg}JZTZHiﬂ;w:duwggd: )

meine muede btrinnerung.

I, 136
Jie Fruehen Gedichte
In 1980 the volume Mir zur Feisr appeared, This

was later revised and published as Die Fruehen Gedichte,
The collection is a continuation and completion of what
he had begun in Advent. There is no line of demarcation,
but the language is more conscious, freguently dark in
tone, even tragic, and the surrender to images is less
ingenuous, At this point it is useful to think about

1
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the decisive el

ements

gn so Rilkes Dichter-
iner voellig nesuen
ringste -~ doch be-
gen und Verschiebungsn
inns, der Wortstellung
r Ebene das Verwischen
n und Innewo Beide
derselben Uuelle: dex
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and more a participant in life. The difference between

ne =
L

"Erleben' and rfahren" is becoming more easily

distinguishable, The very fact that he now writes under
the rame "Rainer" rather than "Aene® is significant,

The choices are being made, the way is becomi
He sets out a conscious pragram for the development

of his art, much as he did earlier in Koenigslied, but

in a more mature way:

Ich moechte werden wie die ganz n
Nicht auf der Stirme die Gedanken denke
nur eine Sehnsucht reichen in den Reime
mit allen Blicken nur ein leises Keimen,
mit meinem Schweigen nur ein Schauer schenken.
Nicht mehr verraten und nicht mehr verschanzen
und einsam bleiben: denn so tun die bLanzen,
i 15

~
5 doad o

The knowledge of the necessity of restraint and solitude
for personal triumph in his art is evident, a
a feeling of pride in his dedication to the highest,

But mixed with the pride is humility, for he realizes
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cn he must lose IMSeLT An EVRELTVINING, N
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the world is contained in symbols, and the

ultimete unity is toc become one with the symbols. The
importance of silence in comprehending this unity is

many times:

Vor laut
du mein
du weiss

eh noch

Una wenn dir
lass deine S5inn
Jedem Hauche

er wird dich liehen

Und dann weine Sesle sei w weit,
dass dir das lLeben oeli
breite dich wie ein

veber die sinnends

. i

Werner points out that it was precisely because Rilk

able to give himself over to a stat

eptivity that he could get

I

~h
5]
!‘.J .
;..1
I
]
ot

o the root of his errars

ci-

his creative powers into halance., He writes:

4

Die vollendetsten Werke sin

das Schwe JCEH eingeht in se L=
huellt und ihre Raeume unen T,

1

und in denen die Verzueckun T
fernes Wetterleuchten aus m e innenraum
sie zuweilen beglueht,’

le. No one knew this better +han Rilke. It was

or him to conceive his poems in silence, and
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We sense

- 43 .
here was the reaching cut beyond what word
press. Ihe overwhelming compulsion of expe

stock of words inadequeate, Ernst Barlach'
nt of language and silence has meaning in
Rilke:

Ls geht nicht mit Worten zu, es fasngt mi

Stillschweigen an. Die Zunge ist debei da

allerueberfluessigste, und was am letzten

gilt -~ es laesst sich nicht sagen, hinte

die Zunge und hinter den Worten fTaengt es

a J J

8N, "
deep sensitivity about his art extends to
tion of the future:

Ich geh jetzt immer den gleichen Pfad:

am Gharten sntlang, wo die Rosen grad

Einem sich vorbereiten:

aber ich fuehle: noch lang, noch lang

ist das alles nicht mein Empfang

und ich muss chne Dank und Klang

ihnen vorueberschreiten.

I, 149
that Rilke is losing his childlike surren

5
rienc
s
relae-
.%.

3

x

an
der

the moment, He must pass by what is of fleeting impox-

tance "bis die kommen, die seliger sind/lichte, st
Gestalten." I, 150 The premonition of the future
cludes the conviction that the path into the inter

he "Bin

images:

nenland,” may lead to peace and to more ec

leh bin so jung. Ich moechte jedem Klange
der mir vorueberrauscht, mich schauernd s

ille
in-

ior,

i

S

b
chank

Q

atic




o in die Binnenlande leitet,
i, 147
Important for our purpose are two poems in
Fruehen Gedichte which Rilke devotes to the words he so

)
i

loved:

e armen Alltag darben,
lie unsche Ao lieb ich so0.
Aus meinen Festen schenk ich ihnen Farben,
da laecheln sie und werden langsam froh.
sie sind noch niemals im Gesang gegangen
und schauernd schreiten sie in meinem bLied,
I, 149

he feeling of fellowship for the poor, which was so

edichte, has in some measure trans-—

ferred to things and
but he did not come by his riches through

it was cut off the life~giving forces which =
popular traciticn can give., The poet who is close to
the people can draw on the simplicity of language and
on direct, natural utterance., Rilke had to build ugp

way was to take the old

Cl

perience, and give them special meaning by superim;

his own emotions and experiences on them, He rejscted




&n

the 'concepts' that people heve made of words:; concept
which render everything prosaic and lifeless by killin
_;_) -' .. A3 oy - M
the meaning and magic in things:
Ich fuerchte mich so vor der Mpnschen Wort.
Sie Sprechen BJle sag deutlich aus
Und dieses heisst Hund und jenes hciss* Haus,
und hier ist Beginn und das Ende ist dort,

immer warnen und
e singen hoer ich so gerna
vt sie an: sie sind starry und stumm.
gt mir alle die Dinge um,

ke's concern was not with the languace of 'concepts

7
) O i

5
R
—

but with the language of the human heart and soul which

o
5
oL

expresses the nuances and correspondences of moods

-

Lonships come through in

«rr
|

tTeelings. The essentiel rela“
the juxtaposition of images like "Acker-Strom,” "Wald-

Jerg,” "Mensch~Tier," "S5tall-Palast." Rilke's resolve

18 "nicht auf der Stirne die Gedanken denken," I, 153,
but to conserve himself and wait with patience, in
silence and solitude, until the language he yearns for

Du musst das Leben nicht verstehen,
dann wird es werden wie ein Fest,

Und lass dir jeden Tag geschehen
so wie ein Kind im Weitergehen
von jedem Wehen

sich viele Blueten schenken laesst,

The brevity and succinctness of these lines borders on

n

[§8]

H




the aphoristic. They suggest Tl at of openness
Rilke constantly strove in order to be truly
receptive, The effectiveness of language is no lon-
1 i A 1 b I £~ . > )
ger based on ornamental words with facile, ready made
associations, but on & sure mastery of the tools of
language. He has achieved & balance, a distribution of
weight and accent, a firm yet varied melody:
Das dist dort, weo die letzten Huetten Sidd
und neue Haesuser, die mit engen Bruesten
sich draengen aus den bangen Baugeruos*en
und wissen wollen, wo das Feld beginnt,
I, 166
3
Some of the most beautiful language of Rilke's poet:

may be Tound here, in Lieder der Maedchen, and

=

der Masdchen zu Maria,

awakened, hardly comprehended f

in unbroken intensity:

Eh der Garten ganz beginnt
sich der Guete hinzugeben,
stehn die Maedchen drin und beben
vor dem zoegernden Exleben,
und aus engen Aencsten heben
sie die Hzende in den Wind.
I, 176
Fach word vibrates with an inner certainty and

R I T s
b ois vibrant with newl

1

‘_\/

feeling. The stream

and the tension compares only with the Sonnets,

hitherto unknown tende

feelings of self and of desire which

Rilke exp




is trying to find words, Rilke goes inward, not outw
to discover the reality of feeling, and with his sver~
increasing command of language he achieves the fusian

hetween innsx and outer. Lonsider these lines:

e wir auch alles in dexr Nacht benannten, -
nicht unser Name mecht die Dinge gross:

es kammen Pfeile, stark und atemlos,

aus Bogen, h@lbhe sich zu Spielen spannten,

Und so wie Pilg
da eines letzt
den Altar schau
und nicht mehzx

ger, welche unvermutet,

en Vorhangs Falten fielen,

un, darauf der Becher blutet,

rusckwaerts kogennen aus dem
Heile:

so in die Kreise stuerzen sich die Pfeile
und stehen zitternd mitten in den Zielen.
I, 196

The tragic attitude of "und nicht mehr rueckwasrts

koennen aus dem Heile® is related to the consciousness

of subsiding into his feelings, and of being driven by

¥
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language is nearing completion, the ims may be too
. ! e n s s »
great to express, Rilke wanted intuitive perfection,
A

preparation his intellect de-

1 and conscious =

conflict with this, The fif+h tlegy tells us somethinn
J J
of this problem:
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n
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=

m muehsamen Nirgends,
plostzlich

“re unsaegliche Stelle, wo sich das Teine
Zuwenig
~ . . ]
unbegreiflich verwandelt - ; umepringt
in jenes leere Zuviel,
Wo die vielstellige Rechnung
zahlenlos aufgeht,

-

Lach time +the "vielstellige Aechnung" is nullified

s

poet is threatened with new dangers, Technical per-—-
s s e

rection of lenguage is meaningless i

unavailing repetition., A late poem, Eros, written in

{

ound the means +o express it, it alreadvy

seemed empty and superfluous:

Masken! Masken! Dass man Eros blende,
der ertraegt sein strahlendes Gesicht,
WEenn er wie die Sommersonnenwende
fruehli / i unterbricht,
"J.«" l

£

er unversehens im Geplauder
rs wird und ernsthaft —ee Etwas schrig —mwm



und er wirf

}_)
il
0]
i;)
3

[

-

-

:._4

o

[@s)

Rilke revised Die Fruehen Gedichte in 1909,

lines in various poems were changed, The meaning re-

resulting technigue in handling it may be noted, In

o

ion th

s passage reads

ve

o

In the revised edi

Senke dich, du langsames Serale,

das aus feierlichen Fernen fliesst,

Ich empfang dich, ich bin die S5chale,

die dich fasst und haelt und nichts vergiesst.
I, 195

St

2

assage 1s overloaded with ornamental allit-

P
eration, This has been largely remedied in the later

the decorative but redundant fourth

£

a new Tourth line from the original

the new line substitutes the firm

giesst" for the alliteretive "die dich schoen und scheu

segnendes Serale”

oy
o
o
£




setzen;"

und Herde

~ ooy [F ey
38 bDecome "Kinder

sammeln' 1s more simply "die Alten sich zu Aberd

and the somewhat contrived "heisae Herde

Jluehn und hellen,”" In +the firg+t edition

Weiss ~ weiter Weg,

Sonnenwucht auf
ann aut einmal: w i
breit ecingebaut in unsichibare

elaender.
Taum -~ ein 1o

aende,

x»..!
[63]
a
o
o
o
W
o
=]
|51
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8
(o

Blendender Weg, der sich vor Licht verlor,

vom Hetzen,

die Alten sich im




Sonnengewicht auf allem YWei
Und dann auf esinmal, wie im
breit eingebaut in unsichtbare
The enjembement which is part of Rilke's characieri
language, is shown in these lines:
Schau, wie die Zypressen schwaerzer werden
in den weiten Wiesen, Und auf wen
die Ges prLpn mit den Steingebaerden
warten in den wachsenden Alleen?
111, 222
In the revised version, +*he enjaimuement occurs at
end of three lines, and is usged eas part of Rilke's
natural cadence rather than as an artistic device:
Schau, wie die Zypressen schwasrzer werden
in den YWiesengruenden, und auf wen
in den unbetretharen Alleen
die Gestalten mit den Steingebaerden
weiterwarten, die uns uehbersehn.
.
I, 163
Die Fruehen Gedichte stand as a first neak in
Rilke's work, The angel's significance in relation
the self has been established: in Fact, the angel o
Gebet T, 160 has much in common with the angel of
Flegies:
Ernster Engel aus Ebenholz:
Uu riesige Ruh,
Uein Schweigen schmolz
noch nie, in den Braenden
von Buesserhaenden.
Flammenumflehter!
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Rilke's eyes ars wide 0Open. He geses in & new, CONSCLIOUS
way, yet intuition remains the central force, The

poems are often visionary, reflective, even hymnical

in expression. A deepening of nuances is traceable;

mast of +he dynamics and possibilities of language.
ITmmediately apparent is the evident variation in

I, 402, and Pont du Carrousel, 1, 393, are short and
concentrated, in the manner of Meues Gedichte., The con-
struction is deliberate, the language mOVES heavily

}.l
3
ISE
|
e
fat:
k_.l -
s}
"]
Ll
[£4]

about one hundred and fifty lines, Here

held fast in the wealth of impressions and feelings,

Rilke cennot compress the grand and awesome vision. He
e2ttempts to vary the poem by changing the metre and the
length of line, Zarern,

I, 428, Rilke divides the poem into sections. Neither

device is successful, disturbing the continuity anc

guage of Das Buch der Bilder, Rilke ranges

flective contemplation In Fortschritt, I, 402, to youth-
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ful passion in 1, 386, to the wild rhythm of
storm in fus einer Sturmnacht, I, 460 to peace ul

contemplation of a landscape in Aus einem April., I, 371,

In Die Stimmen, I, 447, the languagse is harsh and

grating; in Ritter I, 377, conscious word and sound

play creates a contrast of light, bright outer spac

and grim, concentrated inner space. A compariscn of the

two cyclic peems, Die Stimmen I, 447, and Die Zaren

1, 428, becomes startling. Die /aren is centred around

one image but there are many distracting highlights

with all the oxrn

Stimmen is a

unique

0
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0
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terse and force
and simple. Most of the wo

what Rilke wants

sglf-restraint s
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from the way he says 1t. |
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ideas depends on the force

sense & new CONSCioUuSnESs
Snto the world. As in Die

ate sloguence

ng Rilke's paems. [ach se
a peak in itself, self-

ful. The language
I ]

rds are monosyllabic,

he persuasiveness of his
Fulness of his language.

Fruehen Gedichte there is

of the fTuture

D

premonition

Mit deinen Augen,

welche muede ka
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age is closely related to his developing
ehl." The eye, also the egar, are T

cating senses, [he lovel

]
xpresses it best:
sieht, meine Hand las
anderen Haenden.
icht mit den , die ex
betri
meine Stimme nimmt jeder Vogel mit
aus den taeglichen Waenden.
Ich muss nichts mehr entbehren jetzt,
alle Farben sind uehersetzt
In Geraesusch und Geruch.
nd sie klingen unendlich schoen

n
[
8]

n -0

oEneE .

Was soll mir ein Buch?

In den Baeumen blasttert der ¥Wind;

und ich weiss was dorten fuer Worte sind
und wiederhole sie manchmal leis,

is striving for the same highly developed degres

ivity which the blind reveal, where all

senses are sharpened and acutely sensiti




lonely journey inte "Resum" is 1i

and "Weltraum," D&

Eay
i

s this econtrast of innexr anc ere is the
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lonely man, turned away Trom the world,

nothina, and the scglitary men, open to &
g7 v k4

1

embracing solitude, the poet can

confines and enter into the relatedness af movement in
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Those who live in extreme conditions of existence - the
widow, the beggar, the orphan, the leper whose songs

he sings in Die Stimmepn -~ can most easily move intoc this

L

position of relatedness and receptivity to &ll, In Lrnste

Stunde I, 405 Rilke listens into

to the hope and pain which may enter freely into his

receptive heart. In [ort

techritt I, 402 he strains for

@
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utter involvement with every level o

N

Mit mein
ich in den e e

und in den abgebrochnen Tag der Teich
sink ie auf Fischen st i
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the world, The words "Tor"
. " ,
into, an opening. They
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Life is valid only when

jai}

mit vielen/

i

Kreisen des weithin weachsend

In Zum Einschlafe
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w

listening atti
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open to impre

Silence and solitude bring

—
(&S]

characteristic act

191 Another valuat
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which characterizes
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The humility of Lrpste Stunde with its penetration

of testimony to include the whole world, comes through
again in Die Spanische Trilogie, II, 43, also in
. I8 h) 1 1. .
te Ledichte:
Auf dieser Wolke siehe: die den Stern
so wild vsrdicht, der sben war - (und mir),
zus diesem Uergland drueben, das jetzt Nacht,
Nechtwinde hat fuer sine Zeit -~ {und mir),
aus diesem Fluss im Talgrund, der den Schein
zerissener Himmels-Lichtung faengt -~ (und mir];
aus mir und alledem ein einzig Uing
zu machen, Herr: aus mir und dem Gefushl,
The "Hirt" of the second part of the Trilogie is strange-

lv reminiscent of the man on the bridgs in Pont ¢

Carrousel in whom

Al

re "viele wirre Wege hingestellt.?

Rilke's words in the Trilogie are:

astehn wie sin Hirx
Hehermass von Einfluse,

The idea of the poet as a shepherd of language was con-
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and without. As impertant as his exacting choice is the
way Rilke uses them, He places an adjective with a noun
to which it does not relate = "fruehe Flanke," I, 485, -
or he may combine it with another adjective or an ad-
verb as "rosagrau," or "ruhiggelb," I, 507, The word

"rein" first appears in Neue Gedichte and is used more

and more frequently, with great versatility. 1t takes

on so many different shades of meaning that it functions
as a new word, Rilke uses it as a seriocus and expressive
modifier, referring to a thing, a2 relationship, a state
of being, or a direction, depending on the trend of
thought or the context in which it is used., On the other
hand, the word "leise," which occurs so frequently in

Das Stundenbuch, now is rarely feound. "Verwoehnt" and

"geschont" are used effectively, as adjectives, adverbs,
or in participle form,

There is wide variety in the poems of Neue Gedichie.

In Dexr Panther, I, 505 the long-=drawn vowels and the

recurrence of nouns describing action = "Woruebergehn,
Gang, Schritte, Kreise, Tanz" = create a visual surface
for the poem, In Leda, I, 558 +the vicarious transfor=
mation takes us into the swift moment of absolute, meta-
morphosed existence. Such objectification of feeling is

the uniqueness of the "Dinggedicht." In Die Flamingos,

I, 629, alliteration and word-shading are important,
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Symbol, simile, analogy and personification are lightly
and softly linked., Here Rilke brings in the name of

the painter Fragenard, as elsewhere he does Duerer, I, 637
and Patenier, I, 532, He seems to measure his powers
against those of the plastic artisté9 But painters and
sculptors work with the stuff of the earth, and Rilke's
raw materialz are "die armen Worte." Through words, he
recreates sounds, metaphors present viswal images,
illusions of motion give perspective, and- -the inward=
pulling of the reader to the objiect creates & psycholo=
gical effect. Through the things, we may see with open
eyes the true being of the world.

The two parts of Neue Gedichte are separate in that

Part II reaches ocut a little higher, a2 little deeper,
a little wider. Twe poems representative of the two

parts are Blaue Hortensie, I, 519, and Rosa Hortensie.

I, 633 BRBlaue Hortensie uses humble, everyday similes

as "wie in alten, blauen Briefpapieren" and "Verwaschnes

wie an einer Kinderschuerze." In Rosa Horiensie the

borderline between visible and invisible is crossed. The
fading of the flower's colour is symbolic of the passing

of the soul:

Sind Engel da, es zaexrtlich zu empfangen,
wenn es vergeht, grossmuetig wie ein Duft?

The object of Blaue Hortensie is the fading blue colour

2
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of the flower, Rilke assembless a1l the objects that re-
call this peculiar shade of blue, and the accumulation
of these images creates the vision, Visual and emotional
are blended, as "verweint and ungenau" and "dem nichts
mehr geschieht" with "blauen Briefpapieren" and "Kin-
derschuerze." However, the visual sphere predominates.

In Rosa Hortenmsie the emcotional images take precedence.

The process of fading, the dissolution of colour is the

theme,

Conclusion

Neue Gedichte form a poetic enclave apart from

Rilke's other poems. A new tone is set. Will and in-
tellect are finding voice. The faculty of quiet obser-
vation has grown, and he has re~established and re-
ariented his talents, He has turned from the ysarning

of Die Fruehen Gedichie and the ambiguity of Das Stun-

denbuch, Meue Gedichte bear witness te Rilke's concen-

tration on craftsmanship, but remoteness of language
~is the price he sometimes has to pay. In a letter to
Baron Uexkuell, he defends the hard objectivity of

the poems and insists that Das Stundenbuch already

had a degree of the same determination:

Vielleicht sind Maengel meiner Natur
oder nachzutragende Versaeumnisse meinexr
Entwicklung die Ursache jener harten Sach-
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lichkeit und Ungefuehlsmaessigkeit des Dar-
gestellten: vielleicht sind gefaelligere
Wege denkbar: ich muss auf meinem, schweren,
weiter. Glauben Sie nicht, lieher Freund,
dass schon das Stunden=Buch ganz erfuellt
war von der Entschlossenheit, in dex ich
{(einseitig, wenn Sie wollen) zugenommen
habe? Die Kunst nicht fuer eine Auswahl
aus der Welt zu halten, sondern fuer deren
restlose Verwandlung ins Herrliche hinein,
Clara, Sept. 15, 1905, Brief 109

The two Reguiems of 1908, for Pauls Becker-Moder-
sohn and for Wolf, Graf von Kalckreuth, already show
the change in the current of Rilke's poetry. The Requiem
for Paula is an intense, sorrowful, emotianwéharged
poem,. He accuses Paule of having returned inte time and
settled for the human task after all, The key to the
Requiem for Wolf is contained in the searching guestion
"Wer spricht von Siegen? Ueberstehn ist alles." I, 624
This was also the key to Rilke's life, for patience
and endurance were his watchwords to the end.

At the close of this middle period, the first two
Elegies had already formed themselves at Muzot im 1912.
With them, Rilke achieved a summit he had not yet
touched, Without either rhyme or alliteration, their
austere beauty and immense concentration of meta-

physical ideas reaches out to the limits of what can

be expressed by words.
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THE LATER POETRY

Siehe, ich lebe, Woraus? Weder Kindheit
_ noch Zukunft
werden weniger..... Heberzaehliges Dasein

entspringt mir im Herzen.
I, 720

Reonrientation

In his later poetry, Rilke turns to a jubilant
summary of all that has gone before; a summary in which
he celebrates the 'heart-work! which is given to man

£

alaone to do, The essential creativity of man amounts
to "ueberzachliges Dasein," and it is this that gives
him the finpal advantage. All that Rilke has seen, and
thought, and experienced is transformed and sublimated
into "das Unsaegliche" and "das Namenlose." Nothing
has been lost. Rilke has persevered through the land
of sorrow and "Klage," and wen through to the synthesis
of all powers in harmony. Everything leads to "Raum,"
endless space, where the angel functions. The word
"Bezug® is first used in the Elegies, and from then on
it is an important personsl word of Rilke's, It means
relationship in an artistic, philosophical and even
metaphysical sense, All things are related in the

"reinen Bezug," I, 759, "unendlichen Bezug," II, 53,

"der klarste Bezug,® I, 734, "in wirklichem Bezug." 1,738,
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The same theme appears in every successive work - the
theme that fesling is reality, is endless remembrance,
is the true measure of being and of knowledge. Feeling
creates "Raum," and Rilke's choice of words, metaphors,
analogies, sven of syntax is governed by space in which
all things exist in relationship,

With Rilke's poems, we may move in either direction,
The language of the early pecems clarifies and illuminates
the later work. Conversely, the later poems help us to
understand what Rilke articulated imperfectly in the
early work, The "Mitte" which Rilke refers to so often
is the essence, the main bedy of language which he must
hold to, It is like the torsao of Apolle: the language
of his poetry emanates from the main body, from "jene
Mitte die die Zeugung trug.® I, 757. The later poems
had to wait to be written until Rilke could assemble
the langquage to give shape to the profound thoughts they
express, The importance of the thought now transcends
perfection of form, but when thought and form are as
closely related as in Rilke's later work, neither can
be loocked at in isolation,

Rilke's poems are about life, and they express
what Rilke held to be most important after a lifetime
of thought and experience., The image rules the sphere

of poetry, and experiences can be translated into
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images more easily than can thoughts, valuations, and
visions. For the latter, a new plane of language is

necessary., W.l, Graff sums it up this way:

In retrospect, his mature symbols very.often
present the best formulas for the characteriza-
tion of moods whiech in their earlier stages
lacked full articulation.... A progressive
thickening of substance which ultimately
reveals the fruit contained in the seed,

Rilke's deepest law of life was to give himself
over to the process of "Wachsen" and "Werden" = growing
and becoming, By placing himself in a position of
"Offenheit" - receptivity = he could sense the "Wehen"
of a higher being and so enter into 2 spiritual "Weite®

which approaches the cosmic. He writes to Herr Kappus:

Es ist aber klar, dass wir uns an das Schwere
halten muessen; alles lLebendige haelt sich
daran, alles in der Natur waechst und wehrt
sich nach seiner Art, und ist ein Eigenes
aus sich heraus, versucht es um jeden Preis
zu sein und gegen allen Widerstand,
Lernzeit aber ist immer eine lange, abge-
schlossene Zeit, und so ist Lieben fuer lange
hinaus und weit ins Leben hinein-: Einsamkeit,
gesteigertes und vertieftes Alleinsein fuer den,
der liebt., === es ist ein erhabener Anlass fuer
den Einzelnen, zureifen, in sich etwas zu
werden, Welt zu werden, Welt zu werden fuer
sich um eines anderen willen, es ist ein
grosser, unbescheidener Anspruch an ihn,
etwas, was ihm auserwaehlt und zu Weitem be-
ruft,

Kappus, May 14, 1904, Brief 24

On March 17, 1922, after he had completed the Sonnets




and the Elegies, Rilke writes to Countess Sizzo:

Schreiben zu koennen ist, weiss Gott, nicht
minder "schweres Handwerk," um so mehr, als
das Material der anderen Kuenste von vorn-
herein von dem taeglichen Gebrauch abgerueckt
ist, waehrend des Dichters Aufgabe sich stei-
gert um die seltsame Verpflichtung sein Wort
von den Worten des blossen Umgangs und dex
Verstaendigung gruendlich wesentlich zu unter-
scheiden, Kein Wort im Gedicht (ich meine hier
jedes "und" oder "der," "die," und "das") ist
identisch mit dem gleichlautenden Gebrauchs-
und Konversations-Worte: die reinere Lesetz-
maessigkeit, das grosse Verhaeltnis, die
Korstellation, die es im Vers oder in kuenste
lerischer Prosa einnimmt, veraendert es bis
in den Kern seiner Natur, wacht ss nutzles,
unbrauchbar fuer den blossen Umgang, unbe-
rushrbar und bleibend.
Graefin Sizzo, March 17, 1922, Brief
359

Such uytterances testify to Rilke's advance, An inevitable
consequence of this development is that new problems

are posed and execution becomes more difficult, The
capacity to write the later poems was always there, but

for long years Rilke lacked the means to do seo. The

quality of language that sufficed in his early poems

soon proved inadequate. In his early writing, Rilke
approached language from the outside, through form. In
his later poems, he had mastered it from within, assimie
lating and harmonizing the disparate elements, In Die

Prettadtundy

Fruehen Gedichte language expressed his emotion, or

"Sehnsucht:®
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Ich moechte werden wie die ganz Geheimen:

Nicht auf der Stirne die Gedanken denken,

nur eine Sehnsucht reichen in den Reimen,

mit allen Blicken nur ein leises Keimen,

mit meinem Schweigen nur ein Schauern schenken.
T, 153=4

NEW DEPARTURES

The break with early poems, where intuition and

subjectivity were the determining factors is expressed

in these lines from Regquiem fuer Wolf, Graf von Kalck=-

reuth:

==== (0 alter Fluch der Dichter,
die sich beklagen wo sie sagen sollten,
die immer urteiln ueber ihr Gefuehl
statt es zu bilden;
I, 663
Rilke's desire now was to collect impressions and
sensations and then process them into an independent

work of art which could stand free, without reference

to his own life, thoughts or feelings. In 1914, Wendun

expresses Rilke's conviction that he had concentrated
too much on visual experience, and that teo achieve his

purpose he must fuse subjective and objective slements:

Denn des Anschauns, siehe, ist eine Grenze.

Und die geschautere Welt

will in der Liebe gedeihn,

Werk des Gesichts ist getan,

tue nun Herz = Werk

an den Bildern in dir, jenen gefangenen, denn du

ueberwaeltigtest sie: aber nun kennst du sie nicht,
11, 83-84 '
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There is evidence here of the most striking and
significant transformation of all, and the beginning

of a gestation which would ripen inwardly these "Bilder,

jene gefangenen” which he had caught in the "Dingge-
dicht.” It all forms part of a process of growing, of
constant search for a larger dimension of being. Space,
"Raum," is at the root of all things. It consumes and
pulls all separate entities into itself. Rilke's ex-~
perience of movement in space is the key to his feeling
about the universe, It explains why, in the end, it was
Urpheus who symbolized the poet's vocation. The post

is in the centre of things, and the inner world, which
applies to his poetry, encompasses all other realms as
well, Everything flows together in the poet. This inner
world, "Weltinnenraum," is a place of endless movement.
Here the poet finds anonymity and a reality which

eluded him in the cuter world. More and more Rilke

strives for knowledge of movement, "Bewegung," in space,
- 9

where the transformation of the sensual into the spirit-
ual, and of the spiritual into the sensual takes place,
and where 211 the powers are joined in harmonious

reality.

What Rilke has said about faelling, as it applies
to ripe fruit, autumn leaves and broken pearls, appliss

to life itself as it does to language. His constant
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endeavour was to bring language to a state of ripeness,
to make it "voller, dichter, fester," to strip it of
daily involvement and bring it to a state of pure ex-~
pression which would render the true state of being.

Scon after the Stundenbuch, Rilke came to distrust the

harmonious music of his verse. He compares his search
for the gxact relationship of words to the lonely
challenge of mountain climbing:

Ausgesetzt auf den Bergen des Herzens. Siehe,

wie klein dort,
siehe: die letzte Urtschaft der Worte, und
_ hoesher,
aber wie klein auch noch ein letztes
tehoeft von Gefuehl.-==
11, 94

Here, too, he meets the silence so necessary hefore
poetry can emerge:

=== Ach, der zu wissen bhegann

und schweigt nun, ausgesetzt auf den

Bergen des Herzens.
Ilg 94"”95

Rilke's most successful works are those where silence
has entered into his language, enveloped it, and ex~
tended its mearing, In the lonely heights, the great
bird wheels silently and the secret, sure-footed moun-

tain animals stare without a sound, Heaven is very

close:
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w== Nichts ist so sthumm
wie ein Gottes Mund. Schoen wie ein Schwan
auf seiner Ewigkeit grundlesen Flaeche:
so zieht der Gott und taucht und schont
sein Welss,
1T, 53

Rilke's later poetry fulfilled the demands he set
for verse in a much quoted passage in Malte where he

says thie about the peoetic function:

Ach, aber mit Versen ist so wenig getan, wenn
man sie frueh schreibt. Man sollte warten damit
und Sinn und Suessigkeit sammeln ein ganzes
Leben lang und ein langes womoeglich und dann,
ganz zum Schluss, vielleicht koennte man denn
zehn Zeilen schreiben, die gut sind, Denn
Verse sind nicht, wie die Leute meinen, Gefuehle
{(die hat man frueh genug), = es sind bxfahrungen.
Um eines Verses willen muss man viele Staedte
sehen, Menschen und Dinge, man muss die Tiere
kennen, man muss fuehlen, wis die Voegel flie-
gen, === Und es genuegt auch noch nicht, dass
man Erinnerungen hat. Man muss sie vergessen
koennen, wenn es viele sind, und man muss die
grosse Geduld haben, zu warten, dass sie wie-
derkommen, Denn die Erinmerungen selbst sind
es noch nicht. Erst wenn sie Blut werden in uns,
Blick und Gebaerde, namenlos und nicht mehr
zu unterscheiden von uns selbst, erst dann
kann es geschehen, dass in einer sehr seltenen
Stunde das erste Wort eines Verses aufsteht
in ihrer Mitte und aus ihnen ausgeht,

VI, 723=25

In Wendung, written in 1914, we sense the poetic

crisis im Rilke, Disciplined observation, as in Neue

Gedichte, implied renunciation of much that was natural
to him, Now he gives up the pursuit of immediately

apprehendable details and writes nothing until such



noetry comes +o him which represents synthesis and springs
from forgotten memories gathered in the course of a life-
time., There can be no forgotten memories until memories
have been stored, For Rilke it was very hard to weait
patiently, His urge to be constantly creative conflicted
with the sleow gathering of memories for later use., Always
there was fear, fear that he might not be fruitful

enough because he lacked the resources of the gathered
and forgotten memories which he eveokes in Malte. The new
orientation to "HerzeWerk," however, brought with it the
most marked ascent of all. Putting things into sharp

relief, as he had done in Neue Gedichte, helped to bring

put the "Mitte" which is his centre of gravity, or focus.
His anxious questiening during this period is evident
in his poems:

Hab ich das Errungene gekraenkt,

nichts bedenkend, als wie ich mirs finge,

und die grossgewohnten Dinge

im gedreengten Herzen eingeschraenkt?

I1, 81
The year 1921 marks the end of the most painful

and frustirating period of waiting in Rilke's life. He
spent the winter of 1920-21 at Castle Berg in Switzer-

land, under propitious circumstances,; but nothing came

of it. He writes to Graefin M. in November:

Ein Fremder, der hier eintraste - sein erstes
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Wort waere: Wie muss sichs hier arbeiten
lassen! = Werd ichs koennen? Meinme Furcht
{meine Feigheit, wenn Sie =8 sc nennen
wollen) ist genau so gross wie meine Freu-
de, - aber diese Freude ist wirklich immens.
Graefin M., Nov. 25, 1920,
Brief 306

We sense Rilke's lack of self-confidence on the very
gve of his fulfilment, It is to be the last winter of
his ceonstrained relation to his work. The conflict
between life and art was not yet finished. Rilke could
not feel at home in life, and in art he felt secure
only during moments of inspiration. At the end of that

winter in Castle Berg, Rilke writes again to bGrasfin M.:

Jeder erhebt schliesslich nur einen Konflikt
im Leben, der sich nur immer anders vermummt
und anderswo heraustritt <, der meine ist, das
l.eben mit der Arbeit in einem reinsten Sinne
zu veriragen; wo sichs um die unendliche in-
kommensurable Arbeit des Kuenstlers handelt,
da stehen die beiden Richtungen wider einander.
=== Da doch letzten Grundes meine Produktivie
taet aus der unmittelbarsten Bewunderung des
Lebens aus dem taeglichen unerschoepflichen
Staunen vor ihm hervorgeht (wie waere ich sonst
zu ihr gekommen?), so saeshe ich auch darin
eine Luege, sein mir Zustroemen irgendwann
abzulehnen; jede solche Versagung muss auch
schliesslich innerhalb der Kunst selbst, mag
sie potentiell noch so viel durch sie gewinnen,
als Haerte zum Ausdruck kommen und sich raechen;
denn wer sollte auf einem so empfindlichen
Gebiet ganz offen und zusagend sein, wenn ex
dem Leben gegenueber eine misstrauische Haltung
hat! - So lernt man, ach, wie langsam, das lLe=
ben geht usher lauter "Anfangsgruenden" hin -
wofuer kann mans dann am Ende ein klein wenig?
Graefin M., March 10, 1921,
Brief 320
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THE ENCOUNTER WITH VALERY

Before Rilke was equal to writing the Elegies and
Sonnets the long, slow gestation in silence had to take
place. He had to perfect his craftsmanship and assemble
the massive language capable of expressing the new
themes., Influences concern us only *to the degree that
they have helped teo develop those aspects of Rilke's
language and personality which were incomplete. Russia
enabled him once to release what he already possessed.
Rodin showed him where he was lacking and helped him to
develop his technique through the discipline of work,
Cezanne brought understanding of relationship. Now, in
1921, Rilke was ready for the encounter with the work
of Paul Valéry. The change had already taken root in
him before the encounter took place; it corresponded
to an inner necessity which was bound to find expression,
The reorientation would have taken place nonetheless.
But the very fact that Rilke had progressed to the point
where he could respond to Valery, where he was looking
for just such an example to guide him made the encounter
a momentous one. Valéry extended Rilke in a2 new area of
growth which had already begungz Other factors combined
in the summer of 1921 to drew him to Muzot, where he
settled at the end of July,

Paul Valéry was a poet who had arisen in the same
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difficult time as Rilke., His life had taken a different
course: his attitudes were different, but he shared
Rilke's sharp awareness of beauty. Valéry had ripened
during a twenty-=five year period of silence, and in
1921 he was writing poetry in which his world feeling
had become spiritualized without losing its intuitive
nature. For \/aléryg sensory and spiritual elements had
merged and become interrelated in a flow of poetry which
was synonymous with an inner freedom. Like Rilke, he
concentrated on the language of poetry. The werds, and
not his will, must have their way., The poet's task is
to ssarch out the living words, to let them move from
likeness to likeness, to write poetry for the sake of
the words, Like Rilke, Valéry erected obstacles to
poetic expression - and in so doing he achieved greater
creative freedom. We may sense a similar feeling in
Rilke befoxe Valéry entered the picture. In a letter of
1919, he has this to say sbout the emotional outbursts
of the Expressiocnistis:

Der Expressionist, dieser explosiv gewordene

Innenmensch, der die lLava seines kochenden

Gemuets ueber alle Dinge giesst, um darauf

zu bestehen, dass die zufaellige Form,in der

die Krusten erstarren, der neue, der kuenfii-

ge, der gueltige Umriss des Daseins sei, ist

eben ein Verzweifelter, und die Ehrlichen

unter ihnen mag man auswuetern und gewaehren

lassen, === Eg ist so begreiflich, dass die

Menschen ungeduldig geworden sind, = und doch,
was tut jetzt mehr not als Geduld, Wunden
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brauchen Zeit und heilen nicht dadurch dass
man Fahnen in sie einpflanzt,
Anni Mewes, Sept. 12, 1921, Brief 291

In the light of these expressed views of Rilke's, it
is not surprising that Valéry made such an impact on
him, Rilke's own account of Valéxy in a letter of

November 1921, is most illuminating:

w== waere mir dann noch Paul Valéry eingefallen,
ein Wichtigstes, das 5ie nicht versasumen duer-
fen, === ich kenne ihn, seinen Inhalten nach,
erst seit diesem Fruehjahr, aber seither steht
er mir unter den Ersten und Groessesten, = ja,
Grossen. Das ist ein Mann, etwa aus der Um-
gehung und, wie wohl zu sagen erlaubt sein
muss: Schulung Mallarmes, der zeitig mit merke
wuerdigen, an die Erscheinung Lionardos frei
angeschlossenen Betrachtungen und einzelnen
Gedichten hervortrat, demals nicht unbemerkt
blieb, = dann aber zwei Jahrzehnte oder etwas
mehr, aller Produktivitaet absagend, mathemati-
schen Studien gehoerte und erst um 1919 wieder
vor der Oeffentlichkei%t erschien, Vollendet.
Ein Dichter, der sich in jenen Beschaeftigungen
nur neue Masse und Praezisionen gehelt zu haben
scheint, um das Grossartige seines Gefuehls-
raums und die lLage der darin erlebbaren Dinge
unbestreitbar auszusprechen.

Knoop, Nov. 26, 1921, Brief 330

DUINESER ELEGIEN

The mest noticeable change in the Elegies is in
language., This language matured in Rilke during the
long, barren years when he waited for the power to
complete them. There are signs of it in those poems

published in Spaete Gedichte and Letzte Gedichte which
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he wrote during this waiting period. It is a language
of contrastss; terse and abrupt and then again diffuses
harsh and then sweet; essentially simple but with a

wealth of stored-up meaning beneath the surface. What

could be simpler than:

Wollen es werden. = Wem es geben? Am liehsten

alles behalten fuer immer ~-= Ach in den

: andern Bezug,

wehe, was nimmt man hinueber?
I, 717-18

Contrast this with:

=== Um diesen

Stampfer, den Stempel, den ven dem eignen

bluehenden Staub getroffnen, zur Scheinfrucht

wieder der Unlust befruchteten, ihrer

niemals hewussten, = glaesnzend mit duennster

Oberflaeche leicht scheinlaechelnden Unlust.
I, 701=2

For the most part, Rilke's early poetry is charac-
terized by a2 quiet, even flow of language with only
subtle variations. Now it is different, The language
is heavy, majestic, sustained, marked by deep disturb-
ances when thought is overpowered by emotion, An example
is in the second elegy:

Fruehe Geglueckte, ihr Verwoshnten der Schoepfung,
Hoehenzuege, morgenrcetliche Grate
aller Erschaffung, = Pollen der ﬁigz?enden botte

Gelenke des Lichts, Gaenge, Treppen, Throne,
Rasume aus Wesen, Schilde aus Wonne, Tumulte
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stuermisch entzueckten Gefuehls und ploetzlich,
einzeln,
Spiegel: die die entstroemte eigene Schoenheit
wiederschoepfen zurueck in das eigene Antlitz.
I, 689

The language here is suddenly intensified and continues
so until almost the breaking point, when fhe word "ploetz=
lich" and then "einzeln" bring release and return the
tlegy to its original slow tempe.

Nothing in the language is superflucus. There is
concentrations every word carries such significance
that no other would serve the purpcse. Each word must
stand in perfect relationship te all others., Such is
Rilke's reverence for words at this point, In Erste

Gedichte he used ornate words, awkward composite words,

often for their decorative effect. In Die Fruehen Ge-

dichte and in Buch der Bilder he chooses more carefully

from a selective vocabulary. In the Stundenbuch the

vocabulary is still less ostentatious, the diction

simpler, and in Neue Gedichite he has the facility of

choosing gne precise word to express the exact meaning.
Nouns and verbs have now displaced adjectives and ad-

verbs in importance. In the Duineser Elegien a new

atmosphere pervades., The words are different from those

used before., 0ld, simple words recur as: Herz. Enael
9 5 g ¥

Gesicht, Mutter, Nacht, Baum, Vater, Blut, Gott, Tag,
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Held, Sterne, Raum, Schicksal, Exde, Ding, Hand, Tier,

Tad, Vogel, Kind, Gefuehl. Words such as these carry a

wealth of common human experience as well as of poetic
associations, but Rilke gives them his own psculiar
meaning which may easily escape us. When Rilke super=
imposes his own emotions and experiences on words like
"Engel" and "Raum," their meaning is extended tc some-
thing we have not known before. Recurring as they do,
and offset by words and phrases of a subtler, more com-
plex nature, they add strength and simplicity to the
texture of the blegies.

There is only one way to unlock the language of
the Elegies, and that is by entering intoc the life of

Rilke. Heerikhuizen has this to say about the ELlegies:

it is the drama of a soul which in its per=-
plexing wealth, consistency and purity,
mysteriously became, the mirror and pattern of
cultural occurrencevits entirety. Only because
Rilke's art was so purely individual, "New
Poems" signifying merely a partial deviation,
was it able to attain this general validity,
The content of the drama (and once again: life
and work are utterly inseparable, though this
detracts from the independence of the work
itself no more than it detracts from the truth,
apart from literature, of that which has been
experienced), the data, are the laborious and
spasmodic release of mature intuition, the
final release of the human life out of the
perplexity into which it had fallen on reaching
adulthood.?

]
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enies are a matter of ripeness and intuition,; and
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not of intellectual ability or esven of reflection. They
are about life. Looked at im this way, they are easier

to understand than the stundenbuch and Neue Gedichts.

Nevertheless, the vocabulary has undergone such a Pro=
found change that if we do not first take the important
step into Rilke's life, the language may well seem
obscure, Rilke himself, when asked about the Elegies,

declared that they reached +o infinite heights above

and beyond him, They a

o

e his extreme effort te say
"das Unsaegliche." To do this in poetic language is
sometimes even bevond such a master as Rilke had become,
and sometimes he comes close *g prose in his expressiaon:
=== Aber Lebendige machen
alle den Fehler, dass sie zu stark unterscheiden,
Engel (sagt man) wuessten oft nicht, ob sie unter
Lebenden gehn oder Toten,
I, 688
Here, as elsewhere, the conjunction adds to the prosy

language. This close proximity of poetry to prose is

Aot new in Rilke's work, Reguiem [lara Westhoff gewide

met, written in 1800, is an early example of this,

Form determines +the texture and style of the Elegies,
We use the term "form' as the total of the elements used
in translating thought into poetie language, The elegiac
form was best suited to express the selemnity of ex-

perience and the pent-up emotions of the years of silence,
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But Rilke modifies the elegiac form, as he later does
the sonnet form, to suit his thought. Forerunners to
this work, but weak forerumners, may be found in the two
Reguiems of 1908, for Paula Becker-=Mcdersohm and for

Wolf, Graf von Kalckreuth. The Fuenf Gesaenge of 1914

also have parallel rhythms., But before the materizl of
the Elegies could be produced, misery and desclation had
to return again and again, for prolonged and agonizing
periods.,

The importarce of the message transcends averything
else in the Elegies, They sum up Rilke's thought from
earliest childhood and recapitulate all that has gone

before. In Neue Gedichte Rilke learned +to use form as

the final compression of his experience.into shape, This
helped him give direction to his inner forces. In the
Elegies, he had to do two things: incorporate Very com-
plex thought and express strong emotion, Although he

suspends many of the devices he uses in Neue Gedichte,

his mastery over form was of great help in accomplishing

this task, Whereas in Neue Gedichte Rilke avoided the

expression of emotion, in the Elegies the regular move-

ment of language is frequently disturbed by eruptions of
feeling. Lyrical passages contrast with agpaque and heawvy
ones, and everywhere the sheer weight of thought and ex-

perience contribute to the density of language, Meny &
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line in the Elegies has material to spare for an entire
poem.

Although they are long poems, the Elegies are short
for what Rilke has to say. The early pbems are nox
characterized by condensation. A phrase like "durch
schmale, schmachtende Spalten," I, 55, shows how Rilke
used wards for effect, when the meaning did not require

them, In Neue Gedichte he writes on a different plane,

compressing his thought and cutlining a situation with
a bare minimum of words., The Elegies carry condensation
yet further, with a wealth of meaning only partly ex-
pressed. Indeed, what Rilke leaves out is as expressive
as what he articulates in words:
Und wir: Zuschauer, immer, ueberall,
dem allen zugewandt und nie hinaus}
Uns ueberfuellts. Wir ordnens. Es zerfaellt.
Wir ordnens wieder und zerfallen selbst,
I, 714
Rilke's thought ranges from idea to idea with
breathtaking rapidity, touching only the essentials.
The rest is left in silence., The authority of silence
is well known to Rilke,
~== Uns, die Schwindensten, Ein Mal
jedes, nur ein Mal, Ein Mal und nicht mehr.
Und wir auch '

ein Mal, Nie wiedsr,

I, 717
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Silence runs parallel to the majestic fleow of language
in this, the ninth Elegy. In the first Elegy, Rilke finds
solitude and human silence a necessary prelude to ex-
periencing the sounds of nature. He must be ruthless,
like the angel, for however much he needs human compan-
ionship, it drives him out of touch with the endless and
vultimate silence of the "Innenraum." In the closing
lines, Rilke invokes the name of Lineos, who, like the
poet, stands outside fate, but whose mystic song en=
ables the dead to sense each other in space by silent
movement through all dimensions. In the second Elegy,
all things in nature conspire to silence = perhaps
because they are ashamed of men, perhaps because they
hope for them. The eighth Elegy Rilke calls his ‘'silent
Elegy'. Here he laments the loss of "Erinnerung," name-
ly primal memory which is a recollection from within,

The fate of man is to be ever opposite:

Dieses heisst 5Schicksal: gegenueber sein
und nichts als das und immer gegenueber.
I, 715

This is the fate that Rilke anticipated in Die Fruehen

Gedichte, but there it remained imperfectly articulated:

Das 1st die Sehnsucht: wobhnen im Gewoge
und keine Heimat haben in der Zeit.

-== HBis aus einem Gestern
die einsamste von allen Stunden steigt,
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die, anders laechelnd als die andern Schwestern,
dem Ewigen entgegenschweigt,
I, 145
s 1
In the Elegies, Rilke brings us his thoughts about

life and death and love. To transform these thoughts
into images and make them into poetry, he needec a
language entirely his own, The traditional language
of German poetry, which his contemporaries adapted, would
not do for him. Rilke's material was different, and to

find accurate expression for what he had to say, the

]

lements of language had to be rearranged in relation-

shin %o his material, The language resulting is both

=

new and old. The time-honoured-words- adjectives like
"reiﬁ" and "heil,® verbs like "lieben" and "halten® =
are used in a new way, yet their original meaning 1is
also called up., It is condensed but suggestive. It seems
to come from a strange region, often inaccessible to us
and transcending us.

Three important features of Rilke's language in
the Elegies are his use of clauses, of the subjunctive
mood, and of gquestions, Lyrical poets generally avoid
the first tws, and Rilke's extensive use of them shows
how he thinks and feels differently. He needs clauses
and the subjunctive mood to express accurately and
exhaustively what he has to say. His poetry does not

just give the results of a process, but the process
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itself. And all the while there is questioning and
searching for accuracy. 1f necessary, he will heap
clause upon clause to give an idea clarity and precisian.

In Buch der Bilder we have passages such as:

Und seine Haende halten, wie erschlafft,

sein bhraunes Haupt, das schwer ist von den
Saeften,

die ungeduldig durch das Dunkel rollen,

und sein Gewand, das faltig, voll und wollen,

zu seinen Fuessen fliesst, ist stramm ge-

strafft

um seinen Armen, die, gleich starken Schlaeften,

die Haende tragen, welche traeumen sollen.
1, 413

2

Six clauses impede the flow of language. This involved
train of thought is common in the Elegies, but the
difficult, intricate sentences are alternated with short,
simple aones. In the fourth Elegy an intense thaought,

heavy with emotion, is barely carried in eleven lines:

Hab ich nicht recht? Du, der um mich so bitter
das Leben schmeckte, meines kostend, Vater,
den ersten trueben Ausguss meines Muessens,
da ich heranwuchs, immer wieder kostend
und, mit dem Nachgeschmack so fremder Zukunft
beschaeftigt, prueftest mein beschlagnes Auf-

schaun, =
der du, mein Vater, seit du tot bist, oft
in meiner Hoffnung, innen in mir, Angst hast,
und Gleichmut, wie ihn Tote haben, Reiche
von Gleichmut, aufgiebst fuer mein bisschen

Schicksal,
hab ich nicht recht?
1, 698

In the same Elegy are scattered short, elliptical



sentences:

Ulie ist wvell."
"Hier, Ich bin davor.®
"Irh bleibe dennoch.™

"Es gibt immer Zuschaun."

Questions are much used by poets, but often they
tend to be rhetorical, used for suggestive purposes.
Rilke's Elegies form one searching, unanswerable
question. He addresses himself to God, to Fate, %o
the Angel. The questions are weighted with meanings they
erupt from the depths of anguish. In early poems, Rilke

used questions extensively. Der Nachbar congists entire~

ly of questions, except for the concluding line:

Fremde Geige, gehst du mir nach?

In wieviel fernen Staedten schon sprach

deine einsame Nacht zu meiner?

Spielen dich hunderte? Spielt dich einex?
T, 392-3

In the Elegies, questions play an even more significant
part: "Hab ich nicht recht?" I, 698 "Habt ihr Beweise?"
I, 691 Ffour of the Elegies begin with searching gues-

tions, and the fourth Elegy ends with this series:

Wer zeigt ein Kind, so wie es steht? Wer stellt
es ins Gestirn und giebt das Mass des Abstands
ihm in die Hand? Wer macht den Kindertod

o o o s o wm £ oo

von einem schoenen Apfel? I, 699

= = == ace -
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The very character of these questions is peculiar to
Rilke's way of thinking, as is the subjunctive mood.

In the seventh Elegy, we have "schrieest,” "wusrbest,"
"truege," "kaeme," "gaebe," "staende," "hegriffe," etc.
The vowel change usually necessary fits into Rilke's
scheme of vowelling, but more importantly, they express
the unreality of his metaphors,

Rilke's metaphors have developed from Die Fruehen

Gedichte and Buch der Bilder, where they were elaborate,

sometimes not integrated, at times unpoetical. Now, in
the Elegies, they are part of the thought content, They
contain the abstract elements and the suppressed symbols
necessary to develop the theme. Compelling examples
occur in second tlegy:
Fruehe Geglueckte, Ihr Verwoehnten der Schoepfung
Hoehenzuege, morgenroetliche Grate
aller Erschaffung, = Pollern der bluehenden
Gottheit,
Gelenke des Lichtes, Gaenge, Treppen, Throne,
Rasume aus Wesen, Schilde aus Wonne, Tumulte
stuermisch entzueckten Gefuehls === I, 689
The accumulation of metaphors speeds up the tempo of a
slow=-moving poem, adding to the effect by contrast. In

most instances, the spiritual nature of the metaphors

is evident:

und das verzogene Treusein einer Gewohnheit
1, 685



=== und manchmal
schreckt ein Vogel und zieht, flach ihnen
fliegend durchs Aufschaun,
welthin das schriftliche Bild seines ver-
einsamten Schreis. =
I, 724

The similes in the Elegies are equally spiritual. They

are unusual and the more striking because they are un-

expected:

reinlich und zu und enttaeuscht wie ein Pastamt

am Sonntag
I, 722

=== und selbst den eigenen Namen
wegzulassen wie ein zerbrochenes Spielzeug.
I, 688

Repetition of words and phrases is another signifi=

cant element in Rilke's language. In Buch der Bilcder

we noted its effect in Herbst where the word "fallen®

is repeated many times, and in Bangnis where the phrase

"im welken Walde" recurs., The repetition is not refraine-

like, and in the Elegies it is massive, often emotional:

sondern die Naechte! Sondern die hohen, des
Sommers,

Naechte, sondern die Sterne, die Sterne der
Erde,

0 einst tot sein und sie wissen unendlich,

alle die Sterne: denn wie, wie, wie sie ver-
gessen!

I, 710

In this passage the transposition of language = "sondern



die hohen, des Sommers, Naechte," - has a further en-

larging effect. There are many such transpositions in
the Elegies. They are not used for the saks of novelty
but to heighten the language and give it majesty or,by

contrast, a sombre tragic colouring:
Wo, ach, hin sind die Jahre, I, 694

Den sie von weitem erkennt, ihren Juengling,
was weiss ex I, 693

0 Baeume lLebens, o wann winterlich? I, 697

New words appear and persist in the Elegies, Two
such words are "entwoehnt" and "verschont! and derivae-

tives of them:
man entwoehnt sich des Irdischen sanft I, 688

Fruehe Geglueckte, ihr Verwoehnten der Schoepfung
I, 689

=== erleichtert gewoehnt er
sich in dein heimliches Herz --= I, 694

=== pgder dass mein gebrauchtes
Gesicht in ihnen sich schont,. I, 691

fuehlt sich unendlich verwoehnt und entbehrt
nichts,
I, 703

Nur die jungen Toten, im ersten Zustand
zeitlosen Gleichmuts, dem der Entwoehnung,
folgen ihr liebend, I, 723
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The use of names in the bLlegies is subtly different
from their use in sarlier works. They are more intimate
in character, often related to a private experience in
Rilke's life. Here, too, they become intelligible anly
if the reader takes the important step into Rilke's life,
In the first Elegy, examples like "Gespara Stampz,'" "die

End £

Tafel in Santa Maria Formosa," "Linos," are all charged

with associative meaning. Unusual names are frequently
used: "Tage Tobiae," "Chartres," "Bilder wvon Karnak,"
"Seele der Etrusker," "Pschent=Rand" are only a few

examples. The names of flowers occur less fregquentl
now, but they peint up morxe than ever Rilke's passion

for accuracy. In the tenth Elegy he writes:

siehe, zeigten vielleicht auf die Kaetzchen
der leeren
Hasel, die haengenden, oder
meinten den Regen, der faellt auf dunkles
Exrdreich im Fruehjahr.-
I, 726

Rilke had first writtemn "Weide" in place of "Hasel." He

explains the change in a letter:

Es gibt alsc keine "haengenden" Weidenkaetzchen
== [ie Gedichtstelle, die ich auf die sach-
liche Richtigkeit hin kontrellieren wollte,
steht und faellt damit, dass der Leser mit dem
ersten hefuehl, gerade dieses Fallende der
Kaetzchen ergreife und auffasse, --- Ich weiss
also, was ich wissen musste und vertausche im
Text "Weide" gegen "Hasel,"

Aman=Yolkart, June, 1922, Brief 365
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The adjective, the participle, and the interjection
have acgquired new significance in the tlegies. The ad=
jective has always been an important slement, and it
evolves and changes as Rilke's language grows. We have
noted its lavish use and ornate character in Erste Le-

dichte and Die Fruehen Gedichie. Irn Buch der Bilder it

has become an organic element, used more sparingly to
gualify and restrict. In the Elegies, adjectives are
emotionally charged, and have gained in imaginative ex-
pressiveness and inherent mystery: "dunkelen Schluch-=
zens," "der riesige Ruf," "wuergendem Wachstum," "un-
vordenklicher Saft," "teilnahmslosen Teich," "auf un-
saeglichem Teppich,”" "der grimmigen Einsicht," "milden,
muldigen Bildern." "Leise" was a favourite adjective

in early poems. It rarely occurs at this stage. Instead
"rein'" is used with new and ever changing shades of
meaning:

in ihr reines Gesicht nicht aus dem reinen Ge-
stirn? I, 693

Faenden auch wir ein reines, verhaltenes,
schmales
Menschliches, sinen unseren Streifen Fruchtlands
zwischen Strom und Gestein.
I, 692

~~= fuer einen reinen Vorgang. I, 699

ein erworbenes Wort, reines, den gelben und blauen

I, 718
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ein reiner bejahender Tag.
I, 709

Rilke's ways of emphasizing the participle are
different and peculiar to his own language. He uses
the participle as a participle proper, hut also as a
noun, as an adiective or adverb, or in combinations of
these uses. Accumulated, they produce an effect of
grand, sweeping intensity. In the Elegies, they express
novel ideas and sensations and lend an original meaning

ta them:

es bleibt uns die Strasse von gestern
und das verzaogene Treusein einer Gewohnheit
I, 685

0f the interjection, Wolfgang Kayser has said:

Ein kundgegebener Ausruf des Schmerzes, des
Jubels, der Klage, stellt demnach, das Ur=
phaenomen des {sprachlich) Lyrischen dar; in
der Interjektion Ach! wurzelt sozusagen alle
Lyrik,S

Rilke uses the interjection economically but very

effectively. In the Elegies, they convey joy and sorrow

and deep emotion as never before:
w== 0 Laecheln, wohin? 0 Aufschaun. I, 690
0 des Blutes Neptun, === I, 693

Wo, ach, hin sind die Jahre,--- 1, 694
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Wo, o wo iet der Ort === I, 704

Ach, in den andern Bezug, wehe ===

1, 717

The Elegies cover such immense spaces of thought
and experience that contrasts in language are needed
to diversity the tempo, the pitch, and the tone. The

seventh Elegy opens majestically, emphatically:

Werbung nicht mehr, nicht Werbung, entwachsene
Stimme,
sei deines Schreies Naturi; zwar schrisest
du rein wie der Vogel,
wenn ihn die Jahreszeit authebt, die
steigende, beinah vergessend,
I, 709

Then the lyrical tones takes aver:

Hiersein ist hexrrlich. Ihr wusstet es, Maedchen,
ihr auch,

die ihr scheinbar enthehrtet, versankt =
I, 710

In the celebrated ninth Elegy, a series of short lines,
marked by sustained alliteration, gives a light and
quiet interval before the Concluding organ tones of
praise to the angel:

Zwischen den Haemmern besteht

unser Herz, wie die Zunge

zwischen den Zaehnen, die doch

dennoch, die preisende bleibt.
I, 719
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Then Rilke strikes up the hymn of praise which is the
final release from the world of questioning and lament:

Preis dem Engel die Welt, nicht die Unsaegliche,

ihm
kannst du nicht grosstun mit herrlich Erfushl=-
tems; im Weltall,
wo er fuehlender fuehlt, bist du ein Neuling,
Rilke seldom departed from the slow, soft intensity

of his characteristic language in his early poems. In
the Elegies, however, he cries out from the sheer force
of dammed up emotions:

Wer, wenn ich schriee, hoerte mich denn aus der

Engel Ordnungen?
Ueberzaehliges Dasein entspringt mir im Herzen.
I, 720
The sound of what Rilke says is inseparable from

the effectiveness of his language. His ear for variations
and relations of sounds in language is extremely fine.,
Vowelling, assonance, and alliteration came geasily to
him, and he used them extensively. However, the way he

uses these devices in the Elegies is a far cry from his

early techniques, In DJie Fruehen Gedichte alliteration

may be stiffly aligned:

Jeder Schimmer ist scheu,
und kein Klang ist noch zahm,
und die Nacht ist zu neu,
und die Schoenheit ist Scham,
' I, 164



In the Elegies, alliteration may not occur for long

stretches, and then be used profusely where it can con-
tribute to the final, exhaustive expression of thought,
It is profoundly linked to the inner meaning of language,
so that it is part of it and not merely a decorative
device:

=== Und verschluckte den Lockruf

dunkelen Schluchzens.,
I, 685

It may add to expression by stressing unusual thoughts:

-== gsondern die ganze
lautlose Landschaft ===
I, 696

und fallen ein auf teilnahmslosen Teich.
I, 697
The adjectives "lautlos" and "teilnahmslos" are undere
lined by the alliteration. Frequently Rilke combines
alliteration with vowel sounds: und niemals Nirgends
ohne Nicht: I, 714
Und sie leitet ihn leicht durch die weite

Landschaft dexr Klagen,
I, 724

mitten im Schicksal stands, im vernichtenden,
mitten
im Nichiwissen - Wohin stand es, ===
I, 712
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Vowel sounds hawve always been a feature in Rilke's work,
and with the later poems his technique is masterly, In

Erste Gedichte we find entire poems modelled on a

single vowel sound:

Das ist mein Streit
Sehnsuchtgeweiht
durch alle Tage schweifen,
weit aus dem Lehen reifen,
welt aus der Zeit!

I, 103

Here Rilke extracts from the "ei® sound the many pessi-
bilities relevant to his theme. Compare this with the
skilful use of the "as" sound inm the seventh Elegy:

=== Aber nicht sie nur

kaeme === Es kaemen aus schwaechlichen Graebern

Maedchen und staenden —e= Denn, wie beschraenk

ich,
I, 710

or the "au" and "ei' sounds in the tenth Elegy:

schaukeln der Freiheit! Taucher und Gaukler des
Eifers!
I, 722

or the sombre "u" sound in the third Elegy:

0 des Blutes Neptun, o sein furchtbarer Dreizack.
0 der dunkele Wind sesiner Brust aus gewundener
Muschel,
I, 693

Assonance is closely related %o vowelling. Rilke uses
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it to bind his words together, creating greater density
through the relationship of sounds. Often, as in "Tau-
cher und Gaukler," it is a natural concomitant of the
rhyme, alliteration, and vowel music in the poem,

The beginnings and endings of the Elegies are
masterly examples of Rilke's mature skill with language,
The opening words are given importance in that they set
the tone and atmosphere of the poem, Four of the Elegies-
the first, fourth, fifth and ninth = begin with a
searching question. This is fitting, for the whole work
is an inquiry into, and a lament about the state of
extreme loneliness and confusion which Rilke has endured.
Not until this point in time has Rilke attained the
linguistic power nécsssary to give shape and form to
the feelings generated‘by the great conflict. The
questions are urgent, linked with his feeling of insig-

nificance, but they alsoc carry infinite expectations:
Wer, wenn ich schriee, hoerte mich === I, 685
0 Baeume lLebens, o wann winterlich? I, 697

Wer aber sind sie, sag mir, die Fahrenden, diese
ein wenig
Fluechtigern noch als wir selbst, === I, 701

Warum, wenn es angeht =—===
sich sehnen nach Schicksal? I, 717
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The second, third and eighth Elegies begin with a re=

markably compressed and definite statement:
Jeder Engel ist schrecklich, I, £B89
e ¢
Eines ist, die Geliebte zu singen. I, 693

Mit ellen Augen sieht die Kreatur das Offesne.
I, 714
The sixth, seventh, and tenth begin with a flood of
intuitive certainty, as if ths sorrow experienced has
become fruitful, Only @ richly experienced life can
develop such maturity of sorrow, and the length and
majesty of these openings befits the complex thought:
Dass ich dereinst, an dem Ausgang der grimmigen
Einsicht,
Jubel und Rubm aufsinge zustimmenden Engel.
I, 721
The endings are even more clearly set off. They
are significant in thought, making the peet's most pro-
found statement, while the language brings the poem to
an artistic conclusion, The integration of thought is

completed in sach case by characteristic language.

Schliesslich brauchen sie uns nicht mehr——e
I, 688

Faenden auch wir ein reines, verhaltenes, I, 692
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Wer zeigt ein Kind, so wie es steht? Wer stellt---
I

, 699

Engel! £s waere ein Platz, den wir nicht wissen---
I, 7058

Glaub nicht, dass ich werbe, Engel ===
I, 713

Wer hat uns also umgedreht === I, 716

Siehe, ich lebe. Woraus? Weder Kindheit ==-
I, 720

Rilke's Elegies are not concerned with partial
questions, but with the central gquesticn of what is
real. They contain what Rilke felt were the most impor-
tant thoughts about life., They set out the essential
function of the poet in this world:

Sind wir vielleicht hier um zu sagen: Haus,
Bruecke, Brunnen, Tor, Krug, Obstbaum, fenster,-
hoechstens: Sasule, Turm --- aber zu sagen,

verstehs,
oh zu sagen so, wie selber die Dinge niemals

innig meinten zu sein,
I, 718

DIE SONETTE AN ORPHEUS

When the struggle of the Elegies has been waged,
the way is open to the world of the Sonnets. "Klage"
and "Werbung" culminate in the triumphant "Gesang ist

Dasein." I, 732 Rilke's previous work has been prepara-
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tion for this final synthesis of sensuality and deep
religious feeling, We must, therefore, approach a study
of his language as one would the study of a living
organism, There is a continuity in its growth which
runs parallel to the extension of Rilke's life ExXperience.
His larmguage cannot be hroken down into clearly defined
units, but must be seen as movement, as development, as
constant changing of form. There is nothing hard and
Tast or static about i+, Relationships are the key to
language, as they are the key to life, Language cannot
be studied apart from meaning, It is a process at work,
a8 process that includes thought and feeling, It should
be understood as a unity, Integration is another thing;
it implies parts that can be examined separately, This
cannot be deone with a whole such as language is,

Rilke's later poetry engages the whole of his life
again, It is part of a dynamic stream of movement, back-
ward=looking and forward-locking at once, The under-
standing of the beginning depends “Ypon &n understanding
of the end, and vice versa, The one determines the
other, forming a whole which is bigger, impersonal, uni-

versal, The impressions of Malte and Neue Gedichte emerge

again but they are differents; they have lost their
heaviness. What has changed is Rilke's depth of under-

standing, and this is reflected in the language he uses,
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The Sonnets must be taken as a whole, just as Ril-
ke's life work constitutes a whole., Taken in isolation,
certain sonnets express the ultimate in dazzling joy,
but in the context of the whole they are balanced by
quieter, more reflective ones, and these in which the
outlook appears as disconsclate. Joy is tempered by
recollection of sorrow. The extrsmes of fesling cannot
be maintained at full strength, and the result is a
rhythm that is natural because it is human.

In the Sonnets, we do not find the startling iso-
lation of certain images so evident in earlier poems.
Images appear momentarily and abruptly. The weight of
thought is translated into song. The result is an un-
evenness in language, which shows its basic spontaneity

and is in contrast with the perfection of Neue Gedichte.

The ideas, phrases and images of the sonnets were
shaping themselves through the years, but the poetry
could nét be released until Rilke had isclated his
personal difficulties and could give himself over to

spontaneous utterance. In January, 1922, Rilke wrote:

Solang du Selbstgeworfnes faengst, ist alles
Geschicklichkeit und laesslicher Gewinn =3

erst wenn du ploetzlich Faenger wirst des Balles,
erst dann ist Fangen - Koennen ein Vermoegen,-
nicht, deines, einer Welt. Und wenn du gar
zurueckzuwerfen Kraft und Mut besasssest,

o - = oo om = £ L s e o - - o oo a




-== Aus deinen Haenden tritt
das Meteor und rast in seine Raeume.
11, 132
Not until the poet becomes receptive, becomes catcher
of the ball, can he release the meteocr from his hand
and into space.

Receptivity or openness, is the key to spontaneous
response, Rilke calls it "Offenheit." It is a state of
silence, a listening to what he names the "Urgeraeusch."”
Mandel sees in it a state of "perfect telepathic
hearing,” He says:

Although man has cried louder than the storms
and seas, there must be an over-bhalance of
silence in the universe with its toneless
stars to permit us %o hear the crickets. When
do we become listeners to the most ancestral
of sounds, when do we resclve the conflict
between the artifice of language and the
totality of contact with nature?
The gods speak through rnature, if man will but listen
and understand. Rilke admires thes capacity of the Greeks
to be receptive in Sonnet XXIX, Part 11:
Stiller Freund der vielen Fernen, fuehle,
wie dein Atem noch den Raum vermehzt.

Im Gehaelk der finstern Glockenstushle
lass dich lasuiten, =—===

Ist dir Trinken bitter, werde Wein., I, 770

Just as "Offenheit" is necessary to receptivity,




so winter is to Rilke a necessary time of withdrawal
for renewal, of turning inward upon oneself, of gather-
ing resources for the burgeoning neriod of growth ahead.

In the tenth Elegy, he writes:

Einsam steigt er dahin, in die Berge des Ur-lLeids.
Und nicht einmal sein Schritt klingt aus dem
tonlosen Los.

=== oder :
meinten den Regen, der faellt auf dunkles
Erdreich im Fruehjahr.-
I, 725=6

This 'death' of the tenth Elegy leads directly into the
realm of death in the Sonnets, where the sound of silence
can be heard, It is not the anguished and despairing

death of the second Elegy:

Denn wir, wo wir fuehlen, verfluechtigen; ach
Wiz

atmen uns aus und dehins von Holzglut zu Heolz-
glut

geben wir schwaechern Geruche.

I, 689
In the Sonnets Rilke says:

Fuerchtet euch nicht zu leiden, die Schwere,

geat sie zurueck an der Erde Gewicht;

schwer sind die Berge, schwer sind die Meere.
I, 733

and again:s

Michts kann das gueltige Bild ihm verschlimmerng
sei es aus Graebhern, sei es aus Zimmern
ruehme er Fingerring, Spange und Krug. I, 734
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A
Near +he end of his life, Rilke says it again in §

Lacrimosa:

Wie wird es deutlich und wie nah, dein Schmerze

land,

unter des strengen Himmels Einheit. Wie ein

in seinem Liegen langsam waches Antlitz,

das waagrecht denkt, Welttiefe gegenueber.

11, 183

Rilke has made a life experience of death, and the Sonnets
are a metaphor that express his experience and conviction,
The vitality of these poems is rooted in Rilke's reaction
to the world arocund him, as it stood after the upheaval
of the war: in his reaction to himself and his state of
development: and above all, in his intrinsic way of
life. In the Elegies, "das Unsasgliche” weighed upon
him. In the Sonnets a consciousness of "reiner Bezug"
~ pure relatedness = and of spontanenus transformation
sweeps him along. Orpheus becomes his symbol through
recapitulation of the mythical vision, but the poems
are not a re=telling of this myih. They are praiss of
"Yerwandlung® as the key to life's meaning. The old
symbols recur,but the language is different, charged
with private meanings and associations:

Da stieg ein Baum, 0 reine Uebersteigung!

0 Orpheus singt! 0 hoher Baum im Ohr!

tind alles schwieg. Doch selbst in der Ver-

schweligung

ging neuer Anfang, Wink und Wandlung vor,
I, 731
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The old joys of the senses and the intuition, the
old scrrow and pain are reborn teogether in a final unity.
There is no more struggle between intellect and intuition
for intuition has regained its freedom, It is a world
of paradox; it signifies freedom within the widest
contreol, beyond the reach of the inhibiting intellect,
Through "Ruehmen," praise, the paradoxical becomes
complementary:

-== Sein Herz, o vergaengliche Kelter
eines den Menschen unendlichen Weins.

sz = e an - @ o = = < = = o

Fr ist einer der bleibenden Boten, I, 735

"yergaengliche Kelter" complements "unendlichen Weins, "
and "bleibenden" stands beside "Boten." 5o also:s
Nur im Raum der Ruehmung darf die Klage
gehn, = = = = = = = = = = = = = = = = =
Jubel weiss, und Sehnsucht ist gestaendig,
I, 736
Life and death are related in a happier. more earnest

way than in the earlier works. In Die Fruehen Gedichte

we have only a presentiment of reality; now we are
given the mature experience of life, distilled from
intuition. Death has become one with sorrow, and life
with the rebirth., Death and life are organically linked,
for death plays a part in life, and life is in death,

Rilke feels at home in the land of "Klage"” because of
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his own long experience of sorrow, and his joy at

o

birth is both earthly and unearthly:

Nur wer die Leier schon hob
auch unter Schatten,

darf das unendliche Lob
ahnend erstatten,

Nur wer mit Toten vom Mohn
ass, von dem ihren,

wird nicht den leisesten Ton
wieder verlieren.

I, 735

At the lsvel of life and at the level of art

own progression may be traced through three major

tuit

o
e
o

as an unconscious part of nature, reacting
as a2 time of increasing self-awareness when he wa
vulnerable because he reacted intellectually; Tin
as a fusion of the two, 2 restoration of unity an
harmony through understanding, Rilke is describin
very process in Sonnet XII, Part I1:
Wolle die Wandlung., 0 sei fuer die Flamme
begeist
drin sich ein Ding dir entzieht, das mit

Verwandlungen prun
I, 758

S

Progress cannot take place witheut movement for:

Was sich ins Bleiben verschlies
das Erstar
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Then comes "Trennung,'" "durchgehn," and "wandeln
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Jeder glueckliche Raum ist Kind oder Enkel von
Trennung,
den sie staunend durchgehn, Und die verwandelte
Daphne
will, seit sie lorbeern fueshlt, dass du dich
wandelst in Wind,

The next Sonnet in the group, with its rise and fall
of rhythm, is alse very close to the central idea of

"Verwandlung."

Sei allem Abschied voran, als waere er hinter

dir, wie der Winter der sben geht,

Denn unter Wintern ist einer so endlos Winter,

dass, ueberwinternd, dein Herz uveberhaupt
uebersteht,

Sei immer tot in Eurydike =, singender steige,
preisender steige zurueck in den reinen Hezug.
Hier unter Schwindenden, sei, im Reiche der
: Neige,
sei ein klingendes Glas, das sich im Klang
schon zerschluge.

o == < e £ o = = e e - o = £ o

Vorrat der vollen Natur, den unsaeglichen
Summen,
zeehle dich jubelnd hinzu und vernichte die
Zahl., 1, T759-60
Two thoughts are expressed again and againsg the
hope for mitigation of pain through acceptance.of fate,
and the continuity of life through transformation, In
the Elegies it was "Bleiben ist nirgends;" now staying
is everywhere, staying is transformation. The peoet's
function is to say this, to verbalize the transformation.

Orpheus is the symbol for this, the personification of



the surging vitality and the relatedness among the
elements, For when the earth has forgotten:
zu der stillen Erde sag: Igh rinnes,

Zu dem raschen Wasser sprich: Ich bin.
I, 771

The magie in the sonnets is im the language, "Engel ., ®
o b} = &

a favourite word in the elegies, occurs only once, hut

ok

other plain wards Predominate: Tod, Herz, Got s Tein,

Erde, Baum, Ohr Maedchen, ochicksal, Rilke must pene-
4 " bl 9

trate into the essence of the thing to draw out its
exact 'mame' in 5 magical sense., The poet must name and
pPraise, That which is nameless is lifeless, The name
conjures up assaciations which link it with everything

else, The poet cannot settle for das Unqefaehrsg the

approximate; giving the right name is the function and
nature of art, Rilke's relatienship with words was go

sensitive that +he meaning sought out the right wor 0

and not the word the meaning,

The names used in the Sonnets are exact and suggesg-
tive of the Precise shade of meaning: der Zauher von
Erdrauch ung Raute I, 734 suggests the rich world of
the dead, The flower ”Bienensaug" grows in the ancient
Roman Sacrophagus in Sgnnet X; Part I, It ig unusyal
but poetical, homely and remote, The old, plain nouns

are used in close harmony with rich composite nouns
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and sometimes with foreign words. In Sonnet V, Part I,
"Metamorphose" fits naturally with "Orpheus." In
Sonnet V, Part II, "Anemone" is balanced by "Blumen-
muskel.” In Sonnet XII, Part I, "Antennen fueshlen die
Antennen/ und die leere Ferne trug," gives balance to
the heart reaching out and beyond for signals from
somewhere. Compound nouns are rich with meaning and
association: "Doppelbereich," "Rosseblut," and in
Sonnet XVII, Part I, this series occurs:

Sturmhelm und dégerhornﬁ

Spruch von Ergrauten,

Maenner in Bruderzorn,

Frauen wie Lauten
When a particular noun is needed, Rilke creates one,
but less often than in earlier poems., The noun must
be precise rather than ornamental: "Fuehlung," I, 739
"Ruehnmung," I, 735, "Genist,"” I, 731, "Beschwerer,”
I, 760, - the latter denoting people who impose their
weight as does a paperweight, or "Briefbeschwerer." The
noun "Bezug" is used in various situations, denoting
exact shades of relatedness: "der klarste Bezug," I, 734,

"reinen Bezug," I, 759, "wirklichem Bezug.," I, 738

The adjective "rein,"

a personal word for Rilke,
is used with ever intensified shades of meaning, as

"reine Spannung,” "rein eingetauschter Weltraum,” I, 731,



"reinen Bezug," I, 759, etc. Graphic adjectives abounds

"die schmale Leier," I, 732, "unendlicher Empfang,”

I, 783, * lﬁei} ruehmliche Teppich,® I, 765, " [ﬂasj
muerrische Schicksal," I, 767, " |die] usbertriebene

Nacht." I, 766. For additional effect, Rilke may pile

modifier upon modifier:

klar zu werden, wach und transparent,
doppeldeutig, sonnig, erdig, hiesig «:
0 Exfahrung, Fuehlung, Freude -, riesig:

1, 739

The prefix “"uebexr" also makes for intensification of
languags: "ueberschreiten," I, 734, "uebertrieben,”

I, 766, "ueberwinternd, dein Herz ueberhaupt uehersteht,”

I, 759. The present participle often serves as a modi-

fier. Rilke uses it in the comparative form: "singender
steige, preisender steige," I, 739, and even in the
superlative: "deine leidendste Erfahrung." I, 770
In Sonnet XII, Part I, present participles are used as
nouns, adding to the metaphorical character:

Wiy sind die Treibendens

Aber den 5chritt der Zeit,

nehmt ihn als Kleinigkeit

im immer Bleibenden,

Alles das Lilende

wird schon vorusber seing

denn das Verwsilende

erst weiht uns ein,

Knaben, o werft den Mut
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nicht in die Schnelligkeit
nicht in den [lugversuch,

Alles ist ausgeruht:
Dunkel und Helligkeit,
Blume und Buch,

I, 745

The need for condensation is such that Rilke resorts

to short, concise sentences for economy of words:
"Da stieg ein Baum.," I, 730, "Sie schlief die Welt.,"
I, 731, "Ein Gott vermags." I, 731 '"Das genuegt." I,
"Die Erde schenkt." I, 738 When the end of such a
sentence is also the end of a stanza, a firm, rounded
guality results. Often, Rilke enhances the effect by
combining one or more lenger sentences with several
short ones:

Wir gehn um mit Blume, Weinblatt, Frucht,

Sie sprechen nicht die Sprache nur des Jahres,

Aus Dunkel steigt ein buntes Offenbares

und hat vielleicht den Glanz der Eifersucht

der Toten an sich, die die Erde stasrken.

Was wissen wir von ihrem Teil an dem?

I, 739

Here three short sentences combine with one that is

three lines long, 2nd includes the esnjambement of

"Eifersucht/der Toten.," Elliptical senternces are also

popular with Rilke, What is left unsaid, what the reader

must supply, is as important as what is said: "Und

schlief in mix." I, 731 "Du mein Freund bist einsam,
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weil ===." T, 741 "Schreien den Zufall," I, 768 In

Sannet XI, Part I we have:

Ao

Weg und Wendung. Doch ein Druck verstaendigt.
Neve Weite., Und die zweil sind eins.

Aber sind sie's? Uder meinsn beide
nicht den Weg, den sie zusammen tun?
I, 737-38
The reader must complete the idea that horse and rider,
seemingly one, are really worlds apart, as the ellipti-
cal allusion, "Namenlos schon trennt sie Tisch und

¥

Weide," implies.

As in the Elegies, Rilke often uses a questicn to
épeh and set the tone of & Sonnet:
Hoerst du das Neue, Herr
droehnen und beben? I, 742
Ist er ein Hiesiger? Nein === I, 734

Deen,searching questions are scattered throughout:

Ach, der Erde, wer kennt die Verlust? I, 752

Ist die Kindheit, die lpfeg versprechliche,
in den Wurzeln = spaet - stil1?7 I, 769

Was ist deine leidendste Exfahrung? 1, 770
Unusual word order often will stress a passage or give
relief to a particular word, lLike the participle, it
extends the meaning of the sequence:

Manche, des Todes, entstand ig geordnete
1

h
gel, I, 757
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Nun wie das Gruene, das Blaue heisse,
duerfen wir fragen: sie kanns, sie kannsi
I, 744

treiben sie ihre, des Kreischens, Keile., I, 768

Enjambement is very much a part of Rilke's rhythm.

A distinctive counter rhythm results when a sentence
ends a2t the beginning of a line.

-== Ing reine, ins hohe, ins thorig

offene Herz traete er anders, der Gott

wirklicher Milde, I, 756

5chon, horch, hoerst du der ersten Harken

Arbeit: wieder den menschlichen Takt

in der verhaltenen Stille der starken

Vorfruehlingserde. Unabgeschmackt

scheint dir das Kommende.

I, 767-68

Here "Arbeit" and "Vorfruehlingserde" receive particular
emphasis due to enjambement. Rilke often separates nouns
and adjectives in this way:

=== An der Kreuzung zweier

Herzwege steht kein Tempel fuer Apoll. I, 732

Ist er ein Hiesiger? Nein, aus beiden

Reichen erwuchs seine weite Natur. I, 734
Sonnet XV, Part II is the sonnet to the fountain. It is
linked by enjambement and participles, making for a

flowing rhythm:
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-== Und im Hintergrund

der Aguaedukte Herkunft. Weither an
Graehern vorbei, vom Hang des Apennins
tragen sie dir dein Sagen zu, das dann
am schwarzen Altern deines Kinns

vorueberfaellt in das Gefaess davor,.
I, 760-61
The Sonnets are not linked by narrative or by
metrics, but rather by pictorial ideas, and by language

which extends from sonnet to sonnet. The metaphors and

e

similes change, but the theme of yearning in spite of
separation remains constant, As an example for the
continuity of a sequence, Sonnets XII to XV, Part I

may be singled out., In Sonnet XII there is the analogy

of the antennas of the heart, reaching for relatedness:

Ohne unsern wahren Platz zu kennen,
handeln wir aus wirklichem Bezug, I, 738

The final triplet of this sonnet establishes the link

bhetween it and the nexts

Selbst wenn sich der Bauer sorgt und handelt,
wo die Saat in Sommer sich verwandelt,
reicht 2r niemals hin. Die Exde schenkt.

I, 738

And Sonnet XIII begins:

VYoller Apfel, Birne und Banans,
Stachelbeerse === Alles dieses spricht

Tod und Leben in den Mund === Ich ahng ===
Lest es einem Kind vom Angesicht, I, 739
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The fruit conveys life and death into the mouth. It
becomes

=== langsam namenlos im Munde?

Wo sonst Worte waren, fliessen Funde,

aus dem Fruchtfleisch ueberrascht befreit,
Word and sound have become taste=sensing joy. In Sonnet
X1V the theme of sense and sensuality continue in the

image of real and symbolic fruit:

Wir gehen um mit Blume, Weinblatt, Fruch
I

In Sonnet XV taste is transferred to sound, and sight
to movement., The taste becomes the dance, the dancers
become the orange:
=== YWenig Musik nur, ein Stampfen, ein Summsne:
Maedchen, ihr warmen, Maedchen, ihr stummen,
tanzt den Geschmack der erfahrenen Frucht!
Tanzt die Orange.
I, 740
The magic is "das Ruehmen.," UOrpheus can work any trans-
formation through praise. Images are transformed into

objects just by the naming of them:

Alles wird Weinberg, alles wird Traube,
I, 735

ruehme er Fingerring, Spange und Krug.
I, 734

The sum of Rilke's despair is contained in the




sixth Elegys

—== Wir kennen den Kontur
des Fuehlens nicht: nur, was ihn
formt von aussen.

I, 697
In the Sonnets, the same feelings bring forth z rich
symbolism, Orpheus, who neither lacks nor desires any-
thing, has everything that Rilke longs for but can

never have:

Singe die Gaerten, mein Herz, die du nicht kennst;
wie in Glas
eingegossene Gaerten, klar, unsrreichbar.
Wasser und Rosen von Ispahan oder Schiras,
singe sie selig, preise sie, keinem vergleich-
bar, I, 765

In Neue Gedichte, Rilke had pursued the very essence,

which may endure but for an instant. In so doing, a
wealth of feeling was lost. The war did further vioclence

to his sensitivity of perception. Yet for those who can

still see and respond, life remains fruitful,

Was haben Augen einst ins umrusste

lange Verglushn der Kamine geschaut:

Blicke des lLebens, fusr immer verlerne.
I, 152

-8

The lovely things in life eventually return., "Erinnerung"
- recollection - perpetuates a living moment, and through
it the cherished symbols, as the anemone, the rose,

fountains, mirrors, statues, fruit, the dance, return



to delight Rilke:

Siehe die Blumen, diese dem Irdischen treuen,
denen wir Schicksal vom Rande des Schicksals
leihn,
I, 760
This sonnet speaks of the flowers, and relates them to
man and to the world - "was sind wir den Dingen fuer
sehrende Lehrer."” The last line suggests a world para-
doxically evanescent, yet indestructibles; "allen den
stillen Geschwistern im Winde der Wiesen.,”

The Sonnets are rich in metaphors, similes and
analogies. They suggest a world of meaning, and are of
a more delicate and spiritual nature than ever befores

Ruehmen, das ists! Ein zum Ruehmen Bestellter,
ging er hervor wie das Erz aus des Steins

Schweigen.
T, 735

~== Llie Erde
ist wie ein Kind, das Gedichte weiss;
I, 744

ploetzlich liegt er wie Ruhm in der Luft.
I, 754

The analogy of the anemone is particularly significant
in terms of the "Offenheit® which made the Sonnets

nossible:

Wir, Gewaltsamen, wir waehren laenger,
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Aber wann, in welchem aller lLeben,
sind wir endlich offen und Empfaenger?

Migliera, written in 1907, articulates the same ideas,
Pt Buemdsamedl | ?

but less perfectly:

=== Wir knennen alsoc so
am Abend zugehn wie die Anemonen,
die Tiefe sines Tages in sich schliessend
das ist es, was wir sollen, zugehn lernen
ueber Unendlichem,
IT, 206

Rilke writes to Lou Andreas=Salome in June, 1914:

Ich bin wie die kleine Anemone, die ich einmal
in Rom im Garten gesehen habe, sie war tags-
ueber so weit aufgegangen, dass sie zur Nacht
nicht mehr schliessen konnte, === Ich bin auch
so heillos nach aussen gekehrt, darum auch
zerstreut von allem, nichts ablehnend, meine
Sinne gehen, ohne mich zu fragen, zu allem
Stoerenden usber.

Lou, June 26, 1914, Brief 218

In this way, by looking at nature, Rilke gains deeper
understanding of his human condition., Rilke's Sonnets

contain many nature analogies:

Rose, du thronende ===
=== die volle, zahllose Blume,
der unerschoepfliche Gegenstand.
I, 754

Blumen, ihr schliesslich den ordnenden
Haenden verwandte ===
I, 755

¥
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The latter instance, the analogy of the wilting cut
flowers and the hands of the maidens, relates back to

the lovely "Maedchenlieder" of Die Fruehen Gedichte.

Both the flowers and the maeidens are revived by life-
giving water. "Verwandlung® is visualized through this
bold interplay of images and personifications.

Orpheus is hardly mentioned in the second part of
the Sonnets, but he is ne less present, He is in all
things. Rilke sees himself in the same way, related to
all as a thread in a great tapestry is part of the
design:

Meide den Irrtum, dass es Entbehrungen gebe
fuer den gescheshren Entschluss, diesen: zu seini

Seidener Faden, kannst du hirein ins Gewebe,

an = - e o == = s - - = = = o

;ue;l, dass der ganze ruehmliche Teppich gemeint
ist.
I, 765
Rilke blends intent and technique to a high degree

of perfection in the Sonnets, His intent is to praise
transformation; his technique is to visualize and
verbalize transformation as a continuous process, Trans-=
formation is present everywhere in Rilke's language.
Verbs become nouns, nouns hecome substantives, transience
becomes permanence, time becomes literal. The drinker

becomes the wine; the dancers become the orange, feeling

becomes its name. Reality is turned into a metaphor:



"Sieh den Himmel, heisst kein Sternbild Reiter?" I, 737

Rilke looks for an enduring analogy for man.

fde

b

Lightness is a distinguishing mark of the Sonneis.
Rilke still makes wuse of his many devices for creating

density, but he uses them differently, not massed as

®

before. There is an immediacy about the way thought is
translated into poetic language. In some of %the more
rapid=flowing Sonnets, there is little use of allitera-
tion, vowelling or assonance., Sonnet XXII of Part II has
only the recurrence of "ei':

Wir sind die Treibenden,

aber den Schritt der Zeit,

nehmt ihn als Kleinigkeit
im immexr Bleibenden,

I, 745
The twenty=third Sonnet of Part II makes use of enjambe-
ment, but no other device:
0 erst dann, wenn der Flug
nicht mehr um meinetwillen
wird in die Himmelstillen
steigen sich selber genug,
um in lichten Prefilen,
I, 745
The slower=moving Sonnets contain many of Rilke's
characteristic devices for creating density, but bscause

of the way they are used, the language remains light

in spite of them:
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Wo, in welchen immer selig beswaesserten Gaerten,
an welchen
Baeumen, aus welchen zaertlich entblaetterten
Bluetenkelchen
reifen die fremdartigen Fruechte der Troestung?

I, 762
This passage is made up of lines of seven trisyllabic
feet, along with alliteration, interior rhyme, and
pronounced word cadence., Each Sonnet emerges as an indi-
vidual entity, with its own distinctive language and
its own particular variation of line, metre, tempo,
rhythm and rhyme. The following passage is controlled
by "u" and "o" sounds, along with strong alliteration:
Zu dem gebrauchten sowohl, wie zum dumpfen und
stummen
Vorrat der vellen Natur, den unsaeglichen Summen,
zaehle dich jubelnd hinzu und vernichte die Zahl,
I, 759=60
Rhyme plays an important part in expressing a poet's
meaning. Rilke uses interior rhyme as an even more

subtle way of conveying what he wants to say:

sein, rein eingetauschter Weltraum, I, 751

und im bangen des langen Jahres, I, 756

The rhythm is free and singing, spontanecus in quality.,

Short lines give a gquick, even rhythm:

Zwar ist kein Hoeren heil
in dem Durchtobtsein,




doch den Maschinenteil
will jetzt gelobt sein.

I, 742

Elsewhere, the longer line gives a slower, more re =

flective rhythm:

Alles Erworbene bedroht die Maschine, solange

sie sich erdreistet, im Geist, statt im Ge-
horchen zu sein,

I, 757

> 9

Direct utterance is used to give 2 simple, direct,

compelling metre:

Da stieg ein Baum, 1, 731

Tanzt die Orange. I, 740

Sonnet XX of Part I marks an impressive example of

expression through rhythm:

Herueber wvom LDoxf kam der Schimmel allein,
an der vorderen Fessel den Pflock,

um die Macht auf den Wiesen allein zu sein;
wie schlug seiner Maehne Gelock

an dern Hals im Takte des Uehermuts,
bei dem grob gehemmten Galopp.
Wie sprangen die (uellen des Rossblutsi
I, 743-4

The heart-beat of the lonely animal in the night comes

through in the strong emphasis on every stressed syllable,

and the sound of heoof-beats runs through the entire

poem,
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Rilke's use of alliteration is not a separable
device but forms an integral part of the language. Often
it is intimately connected with vowel sounds, and both
alliteration and vowelling are enhanced thereby. There
are many instances of alliterative word pairs: "Weg und
wendung," I, 7373 "Sternbild unserer Stimme," I, 7363
"Maedchen zum Manne," I, 764. In "Persisches Heliotrop"
Rilke expresses his delight in vowel harmony:

Denn sieh: wie suesse Worte nachts in Saetzen

heisammenstehn ganz dicht, durch nichts getrennt,

aus der Vokale wachem Viclett

hindueftend durch das stille Himmelbett-:

1, 630

The eound of "a" adds speed in "zu dem raschen Wasser
sprich: Ich bin," I, 771, and to YWandelt sich rasch
auch die Welt/wie Wolkengestalten, I, 743, Sharp,
accurate incision is denoted by the "ei" sound in
"ochneidet sie steifer den Stein," I, 757. "0" expresses
hanelessness in "Bis es nach schrecklichem Pochen/ trat
in das trostleose offene Tor." I, 747. Fulness is in
"Jarrat der vollen Natur," I, 760, In "Ist er ein Hie-
siger? Nein, aus beiden/Reichen erwuchs seine wesite
Natur," I, 734, we have delicate transparency, and the
realm of the dead lies heavy in "alles Geschaute/ und

der Zauber veon Erdrauch und Raute." I, 735. Where the

Sonnet begins with an invocation, vowel sounds set the



Da stieg ein Baum. 0 reine Uebersteigung!

I, 731
neu, aus gelockertem Lehm!
I, 767
0 Brunnen-=Mund, du gebender, du Mund,
I, 760

3

Raose, du thronende, denen im Altertume—--

Assonance goes along with vowel music as part of Rilke's

H )

wordepnainting: "Frauen wie Lauten," I, 741. The un-
surpassed lines that conclude the Sonnets are an sxample

of hoth:

Und wenn dich das Irdische vergass,

zu der stillen Erde sag: Ich rinne,

1 dem raschen Wasser sprich: Ich bin.
I, 771

-

N
-

I'rn October, 1907, Rilke writes to Clara:

Der Maler duerfte nicht zum Bewusstsein seiner
Einsichten kommen (wie der Kuenstler ueberhaupi):
ohne den Umweg durch seine Reflexion zu nehmen,
muessen seine Fortschritte, ihm selber raet
haft, so rasch in die Arbeit eintreten, dase
er sie in dem Moment ihres Uebertritts nicht
zu erkennen vermag.

Clara, Oct, 21, 1907, Brief B4

T -

Rilke knew that inspiration alone does not create
language. Language is perfected only after long periods

of striving for knowledge and technique. The preparatory
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work cannot be passed by, Inspiration joins the sum of
the poet's labours and an unconscicus work of creation
may emerge. The Sonnets are such a creation. In them
we have clear thought and deep feeling, combined in
joyous urgency and expressed in the form of Rilke's

language,

SPAETE GEDICHTE AND LETZTE: GEDICHTE

In Volume 11 of Saemtliche Werke we find Sammluna

der verstreuten und nachgelassenen Ledichte aus den

Jahren 1906 bis 1926. These are the poems puhlished

separately as Spaete Gedichte and Letzte Gedichte, along

with previously unpublished poems. [he poems, written
at various periods between 1912 and 1922, run parallel
to the years of frustration and despair which followed

Neue Gedichte., They were years of a new, developing

language; years when Rilke felt he had lost the "Mitien
=~ the focus or centre from which he ecould function., The
conflicts attendant upon this tortuous search for new
elements of language are expressed with powerful con-
centration in many of these poems. The language becomes
increasingly intellectual, sometimes abstract, yet
personal emotion asserts itself more and more,

In this group we find a series of Biblircal posms
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in which Rilke finds release by projecting himself into

the title figure, Auferweckung Lazarus, Christi Hoellen-

fahrt, and Der Tod Moses are the most notable. Confession-

type poems are rare with Rilke. The subjective element
is straonger, but by @Qntrasﬁg the language is concise
and exact, Every word, svery phrase, is chasen for the
precise shade of meaning it can give. The clarity and

purity of the language is reminiscent of Die Fruehen

Gedichte, but it has maturity now. Rilke speaks with
certainty, and only of necessity. There are longer
intervals between poems written than ever before., Rilke
has accepted the idea that only what is essential should
be said, and that a poet's worth is not measured by his
productivity but by the guality of his "Sagen." Each
poem must help in its own way to express the unity of
outer and inner reeality, and the mystery of being. These

poems arouse emotions - sometimes of fear but more often

of love, With Rilke, confusion and lament are accompa-
nied by purification and release. The inner conflict
is being resolved,

Heerikhuizen sums up this period in Rilke's develop-=

ment:

Before 1910, everything had contributed, step
by step, to exacerbate the crisis of his lifeq
after that year everything contributed to

its solution.
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Rilke's recovery during this period suffered many set-
backs, but the checks in his advance are important too,
because they contributed to the grandeur of the final
outburst. The early poems were written in the language
of intuition, Then he tried consciocusly to subjugate

the laws of human life to his will, They defeated him,
but in the process they also demolished his obstacles

of pride and fear., When these nbstacles were gone, Rilke
could again find his way back to the freedom of in-
tuition,

Letters written at the beginning and at the end of
this period show Rilke's urge to push out the boundaries
of language and express a new dimension of inner space,
He writes to Lou in December, 1911, about his feeling
toward art:

-=— 5 ist das Furchtbare an dsr Kunst, dass
sie, je weiter man in ihr kommt, desis mehr
zum Aeussersten, fast Unmoeglichen verpflichtets
Lou, Dec, 28, 1911, Brief
144
This passion to transcend his own language at every
stage intensified until the outpouring of 1522, In
January, 1923, in the relaxed aftermath, he writes %o
Low:

Seltsam abgestumpft bin ich, war es, zu meiner
Erstaunung, schon im Sommer-, gegen die Land-
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schaft selbst, deren so tief erfahrene Gross-
artigkeit ich mir angestrengt und absichtlich
vorhalten muss, um noch an ihr teil zu haben.
Geht wirklich so weit die Abflachung unserer
Sinme unter der immer angesstzten Gegenwart
der sie berushrenden Umgebung?
Lou, Jan, 13, 1923, Brief
374
This is indicative of the twe years of relative
inactivity which followed the Elegies and Sonnets. The
Elegies had been the cord on which he ranged "die ent-
rollten Perlen” of his poems, and the Sonnets were like
a bright light that had risen after a long darkness.
After this great work was done, Rilke could shed the
burden of his anxiety and turn to inner gardenings. Ths
new direction he will take is already suggested in
the Sonnegts:
Sehon, horch, hoerst du der ersten Harken
Arbeit; wieder den menschlichen Takt
in der verhaltenen 5tille der starken
Vorfruehlingserde. Unabgeschmackt
scheint dir das Kommendx. Jenes so oft
dir schon Gekommene scheint dir zu kommen
wieder wie Neues,., Immer erhofft,
nahmst du ss niemals. Es hat dich genommen.
1, 767-8
The writing of the Sonnets brought Rilke yet
closer to the French language which he had always known
and loved. He worked on translations of Valéry and

Verlaine, and the poems that do appear are more than

. < . .
sver akin to Valéry's. Nature analogies appear again



and again, The new unity is incarnated in directly

experienced moods of nature to which Rilke surrenders
in serene happiness, Thankfulness and praise are the
kevnotes. His single-minded devotion to art has heen
amply rewarded. In November, 1921, Rilke writes:
-== die Entscheidungen meines lLebens sind
laengst gefallen, = ich kann nur noch einer
Sache durechaus gehoeren: meiner Arbeit, und
muss um ihretwillen manches Grosse und Gute
zurueckstellan,; das den Anderen, mit Recht,
ueber alles geht,
Carl Siebher, Nov, 10, 1921,
Brief 328
The die was cast long ago. As with Valéry, only total
commitment counted for Rilke, His growith was a dynamic,
on=going process of evslution, of formation and trang-

formation. Nothing could ever be repeated, In Sonnet

A11, Part Il:

Wolle die Wandlung. 0 sei fuer die Flamme
: begeistert,

drin sich ein Ding dir entzieht, das mit Ver-
wandlungen prunkt;
I, 758
When Rilke felt he had made & significant consclidation

in his progress, he used it as a bases for new transcen-

dence. The poem Sclang du Selbstgeworfnes faengst,

11, 132, praised the idea of spontaneous participation
and set the stage for the Elegies. Now Rilke transcends

this and goes on to the magical naming language he
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extols in Der Magier. II, 150 The poet is like the
magician, the weaver of spells, like Valéry's Charmes.
The poet penetrates to the essence of things and binds
words to his will.

Three poems, ascribed by Ernst Zinn to the twenty-
third of Febrvary, 1922, throw further light orn Rilke's
state of mind. He now remembers his childhood with
gentlsness, and he blames his adult bewilderment not
on barrenness but on profusion. In Neigung he proclaims
"Alles ist Ueberfluss,™ II, 139-40, and:

-== Wie koennten wir jemals Verkuerzte

nder Betrogene sein: wir mit jeglichem Lohn

laengst Ueberlichnten ===,
This poem is a grateful acceptance of relatedness,
analogous to the inclination of the hills %o the Rhdne
valley:

wo sich ein Huegel langsam, mit sanften Ge-

lasnden
zu der empfaenglichen Wiese neigt,

Manchen ist sie wie Wein, II, 139, writien on the same

day, is a testimony %o Rilke's response to art. The

cryptic nature of the lines is characteristic of this
period, The reader is assumed to be acquainted with
Rilke's terminology and use of metaphor, Unity of life

and death is part of the realm of pure contradiction,



where opposites are not only reconciled but organically

related:

Denn auch jene, nichts als sich Sehnenden
leisten,
nur unscheinbar vertesilter, den ganzen Bezugs

Total relatedness - "den ganzen Bezug" = has shifted
the emphasis from dark to light symbols. 0ld metaphors
are broadened to embrace new ideas, The mood is festive.
Reconciliation and preopitiation prevail, Rilke is in a

state of heightened awareness and exuberant creativity:

Wann war ein Mensch je so wach

wie der Morgen von heut?

Nicht nur Blume und Bach,

auch das Dach ist exfreut,

Aus Scharen von Licht

war ihr Dunkel gemacht,

das sich rein widerspricht,
IT, 470

This is in close affinity with the poetry of Valéry,
which Rilke had come to know in 1921 and which hs

translated now with assurance and satisfaction:

Ich habe herrliche Paul=Valéry Gedichte usher-
tragen. Gipfel der Herrlichkeit, und nie noch,
auch in meinen besten Uebersetzungen, ist mir
solche Annaeherung gegeben gewesen, =-- Hosren
sie selbst diese Strophe aus dem Gedicht
"Palme," wo der kuenstlerischen Geduld dem
Reifenlassen der Fruechte in scheinbar an-
stehender unleistender Zeit, das Wort geredet
igt, ===

(In meiner Version:)
Gedulden, Gedulden, Gedulden,
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Gedulden unier dem Blaul
Was wir dem Schweigen verschulden,
macht uns das Reifen genau!
Auf einmal lohnt sich der Glaube:
Dory Von der Muehll, Feb. 7, 1923,
Brief 377

Lo}

In 1924 ancther spontanscus, if smaller flood of
poetry welled up, Some of these poems of 1924 contain
traces of both the Elegies and Sanneﬁs9 but the lan=
guage is more peaceful, The vulnerability of human
beings is accepted. This poetry is not a declines rather
it is as if Rilke were @Entinuing in a volplange, withe
out conscious use of his combative powers, The poem

Da dich das gefluegelte Erntzuecken, II, 157, outlines

e

Rilke's hone of future achievement:

Mitzuwirken ist nicht Ueberhebung
an dem unbeschreiblichen Bezug,

immer inniger wird die Verwebung,
nur Getragensein ist nicht genug.

Deine ausgeuebten Kraefte spanne,
bis sie reichen, zwischen zwein
Widerspruechen =-- Denn im Manne
will der Gott beraten sein,
Rilke's attitude to life is one of dignity, part of
the surrender "der Tiefbesiegte, von immer Groesserem

zu sein." I, 460 But facile adoration of nature is

past

XY

Starker Stern, der nicht den Beistand braucht,
den die Nacht den andern mag gewaehren,

= £ £ o - - = o~ - £ o= = s = = o=




= 160 =

bis zuletzt verklaert und nie verkohlend,
niedersinkt, wohin die bSonne sank:
tausendfachen Aufgang ueberholend
mit dem reinen Untergang.

11, 482

Other poems of this group are Veorfruehlinag, Ergs,

Der Magier, Das Fuellhorn, Welt war in dem Antlitz dex

Geliebten, Durch den sich Vosgel werfen ===, An der

i et

sonngewohnten Strasse, Die Frucht. The language 1S

deliberate in tone, clear, composed and robust®: rinened

wa

rich in imagery: disciplined in rvhythm; close to life,

Nie Frucht, 11, 148, embodies the new feelin of com-
s 5 s g

HEE Lkl

nleteness and shows how far Rilke has ventured into

new epaces. In this poem he tries to express the feeling

fde
sl
&

of the flower and the struggle in the swelling fru
He sees through the outer shell to the dynamic beginning,
and to the triumphant end, which has within its core

the seed of another beginning., It is a majestic cycles

an ascent "wider den teilmahmslesen Raum,' and a falling
back "zurueck in seinen Mittelpunkt." All relationships

have been resolved and oriented toward & new "Mitte":

Schwerkraft
Mitte, wie du aus allen
dich ziehst, auch noch aus Fliegenden dich

wiedergewinnst, Mitte, du Staerkste.

S+tehender: wie ein Trank den Durst
durchstuerzt ihn die Schwerkraft

Uoch aus dem S5chlafenden fasllt,




wie aus lagsrnder Wolke,
reichlicher Regen der Schwere.
I1, 179
A new dimension of poetry has been created. The object
is isolated from its environment, presented so that

abstract properties are personalized and specific ones

made abstract, In Schwerkraft, weight falls from the

sleeper like rain, In Handinneres, 11, 178, hands walk

>

on water. Nothing is what it seems, but possesses a
ritualistic meaning. Rilke's unmistakable stamp is in
the transience and momentariness of experience. For
him, renunciation meant giving up the ordinary life
and turning himself so that the "Innenraum®™ absorbs
the external into a "Weltinnenraum." Rilke uses the
analogy of the swing to shaw how the poet must overshoot
or transcend his original position.

Da schwang die Schaukel durch den Schnerz.-,
der Schatten wars des Baums, an dem sie haengt.

S5p lass uns herrlich sinen Baum vermuten,
der sich aus Riesenwurzeln aufwaertsstammt,
durch den unendlich Wind und Veoegel fluten
und unter dem, im reinen Hirtenamt,
die Hirten sannen und die Herden ruhten.
IT, 176

This is the larger picture of the poet's function. Such

thoughts are also expressed in:

Schaukel des Herzens., 0 sichere, an welchem
unsichtbharen
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Aste befestigt. Wer wer gab dir den Stoss,

dass du mit mir bis ins Laub schwangst,

Wie nahe war ich den Fruechten, koestlichen.
Aber nicht Bleiben

ist im Schwunge der Sinn., Nur das Nahesein,nur

am immer zu Hohen ploetzlich das moegliche

Nahseine.

11, 254

Instead of "Selbstgeworfnes fangen," instead of "Mit-
wirken," Rilke has transcended both to teke part in:

Ballspiel fuer Goetter. Spisgelspiel, in dem

vielleicht drei Baelle, vielleicht neun sich

kreuzen,
11, 255

in the same paem, Rilke affirms that it has all been
worthwhile:

Nur dies. Und dafuer war die lange Kindheit,

und Not und Neigung und der tiefe Abschied

war nur fuer dieses., Aber dieses lehnt,
Physical and spiritual are one in the "Weltinnenraum,"
where being is experienced through the highest degree
of intuition. This is the ultimate reality. The dividing
realities of life - as inner, outer; man, woman; body,
soul; life, death = are merged in a greater unity.
Contradictions become pure, "rein," for they are comple-
mentary parts:

Brau uns den Zauber, in dem die Grenzen sich

loesen,
immer zum Feuer gebeugter Geist!
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Diese, vor allem, heimliche Grenzen des Boesen,
die auch den Ruhenden, der sich nicht ruehrte,
umkreist.
1T, 466

Vorfruehling, II, 158, shows Rilke as the recorder

of the minute changes and delicate nuances in nature.

It is as if he were the "Antennae! which he praises in
the sonnets, registering and expressing every variation
with sensitivity and accuracy, relating every experience .
to his art, pushing the language ever outward. This is

vision, rather than just obhservatison., In Vorfruehling

the cbstacle to movement, the "Haerte" of winter, has

gongasze

e

ok

iaerte schwand, Auf einmal legt sich Schenung
an der Wiesen aufgedecktes Grau.

Kleine YWasser asndern die Betonung,
Zaertlichkeiten, ungenau,

4

greifen nach der Erde aus dem Raum.
11

The essence of spring lives and works in Rilke, the
music of its movement is in the language, Only the
keenest perception can see "seines Steigens/Ausdruck in
dem leeren Baum." Sensual and spiritusl perception have
become one.

The early symbols of Rilke's language recur in
these poems, but in a broader sense, The fountain images

appears again in Vergaenglichkeit,II, 159, expressing




the ascent into life and the descent into death, or
renewal. "Bleiben" and "halten" are key words., We must
understand his question:

Aber Verfall: ist er trauriger, als der Fontaene

Rueckkehr zum Spiegel, den sie mit Schimmer
bestaubt?

in order to grasp the significance of the conclusion:

Halten wir uns dem Wandel zwischen die Zaehne,
dass er uns voellig begreift in sein schauendes
Haupt.
The words of transience run through the posms: "Flugsand

der Stunden," "fortwashrende Schwindung:;" "picht mehr

tragenden Saeulen,"

The compression of language surpasses that in any
previous poetry. It is as if the focus, the "Mitte, "
has moved outward into a new region, and the vearned
for vision, the far-off unattainable, is miraculously

turned toward him:

So fasst uns das, was wir nicht fassen konnten,

voller Erscheinung, aus der Ferne an -
IT, 161

In "Handinneres," II, 178, the essence of feeling is

caught through illusion., The use of the verbs of
wandering and change capture the tenderness of the

hands and their power to transmit innermost feeling by




- 165 =

ct: Y"geht," "haelt," "empfaengt," "wandelnden, "

m

cont
"wandert," "ankommt," as well as the nouns "Yege,®
"Verwandlerin," and "Ankunft, "

hese late poems still show fluctuations and
variations, New turning peints ocCcurs new points of
advance and transcendence are reached. Rilke wished
to see life through in snite of whatever terror or
pain it might hold:

Unaufhaltsam, ich will die Bahn vollenden,

durch die beginnliche Not
neuer Geburt zu entgehn?
IT, 184

It is like a cry for a new breathing space, a new be-
ginning, a rebirth, Another turning=peoint can be

sensed in:

Jetzt waer es Zeit, dass Goaestter trasten aue

bewohnter Dingen, = - = = = o« -

Moch einmal sei es suer Morgen. Goestter,

Wir wiederhelen. Thr allein seid Ursprung.

Die Welt steht auf mit euch, und Anfang glaenzt

an allen Bruchstelln unseres Misslingens -w=
i, 1858

The language wvaries with the mood of the poem.

Yollmaeht, 11, 187, and Elegie, II, 271, offer such =

"ty

contrast in mocd. Vollmacht echaes the thought of Sonnet

o]

1T, Part 11, It is an urge for experience:

i

[iw]

=== in 480 | yeften der Frushe
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fuehlten den graden Betreff!
Solches war uns bestimmt. Leichte
beschwingte Erscheinung,

Flegie feels that the descent into the fall' is neazr:

meew Night=5ein, Weisst du's, wie oft

trug uns ein blinder Befehl durch den eisigen
Vorraum

neuer Geburt --- Trug: uns?

IT, 273
Opposites run through this poem: praise and lament:
memory and intimation; melancholy and rhapsody:
niemand verhuelfe uns je wieder zum Vollsein,als
der
einsame eigene Gang ueber der schlaflosen
Landschaft,
The magical act of naming, so characteristic of Rilke,
is never more evident than in the late poems. He is
like the magician:
Exr ruft es an. Es schrickt zusamm und steht.

Was steht? Das Andere; alles was nicht ist,
¢ ¥a

wird Wesen, s=ew=
IT, 1508

The abstract is made concrete, the conecrete abstract.
by "das beschwoerende Wort." By penetrating into lan-
guage and binding words to his will, he shrinks the
world into the essence. The opening lines of the pcems
give the key word, define it by analogy, then elaborate

and transform it:




Musik: du Wasser unsres Brunnenheckens,
1L,

fQuellen, sie muenden herauf, ===

Schaukel des Herzens, 0 sichere, an welchem

1,

267

162

unsichtbaren ---= 11, 254

Nacht, Oh du in Tiefe gelaestes
Lesicht an meinem Gesich:.

Mitte, wie du aus allen
dich ziehst, ===

Dumpfe Erde: wie hiess es, ihr jeden
Stein entringen als wie ===

Schweigen, Wer inniger schwieg,
ruehrt an die Wurzeln der Rade.

Dies ist Besitz: dass uns vorueberflog
die Moeglichkeit des Gluecks.,

Falter, ueber die Kirchhof=Mauer
heruebergeworfen vom Wind,

17,

11,

178

168

Elsewhere, Rilke sets the tone of the poem by beginning

with an interjection, as "Ach" or "0Q":
0 hoher Baum des Schauns,
Aber die Winter!?
Ach, nicht getrennt sein
Ach, wie beschaeftigt wix sind

Ach, im Wind geloest,

He may begin with a searching cuestion:

Warum vergessen? --==

Wie geschah es? E£s gelang =-=
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Entging ich je === Bereich? I, 154
Welcher bist du, mein lieber Stern?
1T, 211
Uccasionally, Rilke experiments with a new struc-
ture of poetry. An unusual example is
Taube, die draussen blieb, ausser dem
Taubenschlag
11,318
where the lines can be read in several ways. The ideas
in this poem are as bold and daring as the structure,
vet the lines are tightly interlocked. By transcending
the limitations of language, he makess the limitations
more meaningful, Just as the dove that has left its
home, or the ball - "Ach der geworfere, such der ge-
wagte Ball/fuellt er die Haende nicht anders mit Wider-
kehr' - have felt strangensss and terror, so the poet,
too, must venture into the "Ueberall" and return grea-
ter for it.

The highest symbol for Rilke remains "der Hirt,"
the shepherd, It is an intimate expression of the poet's
function as shepherd of the word, This is expressed in
one of Rilke's last poems, writien August, 1926, It
begins;

Nicht Geist, nicht Inbrunst wollen wir entbehren:

eins durch das andre lebend zu vermehren,
sind wir bestimmt, und manche sind erwaehlt,
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in diszsem Streit ein Reinstes zu erreichen
wach und geuebt ~ccwe-

11, 276

In the fourth stanza we have the analogy of the shep-

herd:

Sie muessen dastehn wie der Hirt, der dauert:
Und wie fuer ihn der Gang der Sterne laut ist,
muss ihnen nah sein, wie es ihm vertraut ist,
was schweigend steigt und wandelt in der Nacht,

7

The barrierxr

0

are gone. Language can soar above and

beyond the bounds that held it. In Rilke's youth,love

5 e

and art were one. Now they come tocether again to the

T
i

ter

)

e
gIe
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lory of art, The merging of outer and inner,

of self

)]
03

nd the all, in a mystical unicn, is epitomized

by the shepherd:
Das Unaussprechliche, das uns von fern vermehrt,
von fern vermindert auch, und fast wvon ferne
bricht:
unwirklicher Besitz und wirklicher Verzicht.
During his last years, Rilke found that he could
achieve new kinds of expression by writing in French,
He would write in French and conduct his daily affairs
in German, or vice versa, and so shut out conflicting
sounds, This way, he could work in pure concentration,
Also, he could look at his work in both languages in a

new way. The transformation that ideas and images under-
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go when expressed in another language, can broaden the
whole experience. Nuances in one language are impossible
to duplicate in another., Rilke admired the enchanting
quality with which Paul Valéry was able to express the
relation between body and soul, Rilke had experienced

it in much the same way, He could appreciate the physi-

cal as well as the spiritual, for many of his impressions

were received through the body., Only through the body
can we participate in the world., The body enriches the
soul and should be valued for this, Rilke wished +o
experience these rich sensations in the life of the
French language, By doing so, he found new contrasts

of sublety, and boldness, and new words, sometimes more
exact words, to express thoughts and feelings,

Rilke's originality does not lie in his ideas, His
views may be open to attack, but this does not detract
from their velue, His ideas were genuine and, at the
time of their inception, they were necessary to him.
His strength lay in the suble and persuasive way he
articulates his thoughts. Moreover, Rilke's instinctive
creation did not always correspond with his deliberate
thinking., He says what he must say. This was his way
of life, Survival is all - "Ueberstehn ist Alles "
Patience, "Geduld," practised in a positive way makes

growth and transformation pessible, For transformation,
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"Verwandlung," to take place, the poet must be open
and receptive as the anemone, waiting, enduring and
working,

Rilke created to live, and when language failed

ot

. 3 . - - N .
him, he, like Valery, fell silen he temptation

o

n
38e
]
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and the need for silence often presented itself., He had
learned that what mattered was to say the essential,
With the war, the essential was in danger, and Rilke

resorted to silence. So eloquent is silence that what

Rilke did not say during the last three vears of the

5

war expressed more than words could convey. This was

not a silence to spare himself. as was the case at
other, less crucial times. Silence can be a luxury,

can be "Schonung," and this only the gods may enjoy:

Ueber dielluelle geneigt,
ach, wie schweigt Narziss:
und in den Waeldern schweigt
schweifende Artemis.

0 welches wehe Los:
reden trotzdem:

fluestert man liebend bloss,
hoerts Polyphem,

g

I, 133

Again we have the lines:

=== Nichts ist so stumm
wie ein Gottes Mund, Schoen wie ein Schwan
auf seiner Ewigkeit grundlosen Flaeche:
80 zieht der Gott und taucht und schont sein
Weiss,
IT, 53
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Such silence is the prerogative of the gods. Men is not
justified in sparing himself for his own sake,

Lertain key words are constant throughout Rilke's
work, As his language develons and transcends itself in
a widening spiral, we may see transformations in +he
meanings of many key words., One such word is "Nacht,"
In Der Fremde, I, 626, "Nacht" is the synthesis of

searching and wandering, In Die Grosse Nacht, II, 74,

the original idea has been penetrated and transformed
until everything appesars in a new way. The word "Engel"
can only be followed in 2ll its subtle changes by

entering into Rilke's life., In Die Fruehen Gedichte,

Rilke has already shaken off the yoke of the guardian

angel: Ernster Encel aus Ebernholz, I, 160. As Rilke's

spirit grew, the angel waned. The soul grew conscious

of its power but alse of its impotence. The angel of
ebony became a wrestler with the soul in a struggle that
can only end in victory for the angel, But the soul,

the "Tiefbesiegte von immer Groesserem," is exalted by

the defeat. In Neue Gedichte, the angel demands every=

thirng of the soul, driving it teo its extremity., An ex-
ample is Der Engel, I, 508. Then, in the Elegies, the
angel has become absolute and is indifferent %o the
situation of man:

Ueber uns hinueber spielt dann der Engel, I, 699
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Man feels yet more powerless because nothing is
demanded of him, The relationship has changed from one
of subordination to longing on the part of man for the

unattainable:

Wer, wenn ich schriee, hoerte mich denn aus der
Engel

Ordnungen? = = = = = = o« & = = = = « =

= = = = = « Jenn das Schoene ist nicht

als des Schrecklichen Anfang, den wir n
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The symbol of the rose has never left Rilke's poetry,

T

Like "Engel," "Raum," "Nacht," and other key words, it
gathered many associations and meanings, some of them
cantradictory, In the earliest poems, the rose represen-

ted festive, sentimental loves or it stood for longing:

or for the grave, In Neue Gedichte it was the work of

art, the transcendental flower that mirrored what was
heavenly, In the late poems, it came to represent "rei-
ner Widerspruch," the pure contradiction that sums up
Rilke's own life. Both Orpheus and Narcissus are re-
lated to the rose, the medium in which all oppeosites

are reconciled and all tensions are resolwved. Now BVETY~
thing belongs %o the great unity = life and art, ab-
stract and concrete, staying and parting, sensuality

and spirituality, isolatien and participation. The rose

is a surrogate, expressing for Rilke both exterior
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tenderness and interior will. In Ankunft, II, 188,
written in June 1926, it symbolizes the birth<bed:

ploetzlich gegen dir ueber, werd ich im Auge
gehoren.

The final rose epitaph:

Rose, oh reiner Widerspruch, Lust,
Niemandes S5Schlaf zu sein unter soviel
Lidern,

11, 18h

achieves the ecuilibrium of the last paradox for Rilke.

Words had unlimited possibilities in Rilke's hands.

Let us take the word "Winter." The strands of thought
Rilke has expressed in the fourth Elegy, in the Sonnets,
and elsewhere, are drawn together in the late poems:

Aber die Winter! Oh diese heimliche

Einkehr der Erde. Da um die Toten

in dem reinen Rueckfall der Saefte

Kuehnheit sich sammelt, ===

11, 183

Here, the hibernating strength of winter is expressed.
Winter is a time of secret withdrawal to 2 place where
the past can nourish the roots of the future. Lament
is done with. Rilke has only praise and tranquillity.

He has returned to intuitive perception, and to under-

stand the language of the late poems, the reader too




must be guided by intuition,

CONCLUSTON .

The important thing about the language of the late
poems is that the dense, closed style of the "Dingge-
dicht" was left behind, New elements have entered in,
Devices are used more sparingly and the language is
lighter becsuse alliteration, vowelling‘and assonance
are used less., Personal emotion comes to the surface
as it did in early peoems, and we have more interjections
and exclamation marks, Abstractions occur more frequent-
ly. Rhythmical repetition is used and new words are
coined. The accent is on expressionrn rather than on
structural and verbal harmony. The inner being, the
hidden existence is praised in language more spiritual
than ever before. The perceptible and expsrienced are
sublimated into "das Unsaegliche." Thus, Rilke's langu-
age is developed as a living, organic growth, and as
such, it fits into no system of thought or philosophy,
Rilke's language moves away from any confining structure.

Two letters, one to Kappus in 1903, the other %o
Hulecwicz in 1925, will show the continuity of Rilke's
thoughts about life and art. To Keppus he writes:

Yie die Bienen den Honig zusammentragen,

s0 holen wir das Suesseste aus allem
und bauen Ihn. Kappus, Dec. 23, 1903, Brief 21.




To his Pelish translator he writes, twenty years later:

= = = unsere Aufgabe ist es, diese vorlaeufige,
hinfaellige Exde uns so tief, sc leidend und
leidenschaftlich einzupraegen, dass ihr Wesen
in uns "unsichtbar" wieder aufsteht, Wir sind
die Bienen des Unsichtbaren,
Hulewicz, Nov. 13, 1923,
Brief 410

The poet must listen to the things, and see into the
life of them, for there the firal truth, the ultimate

lastic artists ecould do

m

reality is to be found. The

3

th

buds

s more easily than the poet, because their mediunm

s the stuff of the earth, whereas the poet must wrestle
9 ¥

e

with lanouage, Rilke spent his lifetime developing
his own, unique language. What he has given us is
solitary and pure, all of one piece, related %o the
earth and to God, It is a language that grew and ripened
through the stages of Rilke's development:

Uh ich weiss, ich begreife

Wesen und Wandel der Namen:

in dem Innern der Reife

ruht der urspruengliche Samen,

nur unendlich vermehrt,

Dass es ein Goettliches hinde,

hebt sich das Wort zur Beschwoerung,

aber, statt dass es schwinde

steht es im Gluehn der Erhoerung

singend und unversehrt.

11, 256=7
Christmes, 1923

"
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NOTES

Quotations from Rilke's work are from Saemtliche
Werke, 6 vols., ed. Ernst Zinn, Insel-=Verlag, Wieshaden.
They are documented in the text, immedistely following
the cuotetion, as: Wintermorgen, I, 27.

Quotations from Rilke's letters, unless othsrwise
indicated, are from Rainer Maria Rilke's Briefe, ed. Karl
Altheim, Insel-~Verlag, Wiesbaden, 1958. They are documen-
ted in the text as: Kappus, Feb. 17, 1903, Brief 15,

INTRODUCTION

lNora Wydenbrueck, Rilke, Man and Poet. London:
Jehn Lebhmann, 1949, p. 5.

ZManfred Hausmann, Ueber dis Sprache, Eine Antholo-
ed, Karlheinz Daniels. Bremen: LCarl Schuenemann Ver-

1966, p. 617.

in}
10,

U]
@

?-—-l

o
[€n]
A<

".{

“Thirty One_Poems by Rainer Maria Rilke, introd.
and trans. Ludwig Lewischn. New York: The Buchhurst
Press, Bernard Ackerman Inc., 1946, p. 7.

PART I

lFritz Klatt, Rainer Maria Rilke, Vienna: Amandus,

1948, p, 152,

Ibid. p. 230.

BHarbert Read, Collected Essays in Literary
LCriticism. London: Faber & Faber, 1938, p. 19.

4. .
Briefe aus Muzot, 1921-1926., Leipzig: Insel-Ver-
lag, 1937, n. 220,




~ 178 -

“Payl Zech, Rainer Maria Rilke. Dresden: Weolfgang
Jess Verlag, 1930, p. 60.

Guenther Werner, Weltinnenraum. Bern-lLeipzig:
Verlag Paul Haupt, 1943, p. 269,

BErnst Barlach. see Ueher die Sprache, p. 606,

10_ . . . . -
Fritz Dehn, Rainer Maria Rilke und Sein Werk,
Leipzig: Insel-=Verlag, 1933, pp. 50-51.

PART II

lWydanbrugkg n. 94.

Selected Paoems by Rainer Maria Rilke, tramns. and
introd., J.B, Leishman. London: Hogarth Press, 1941,

3., 5
Wydenbruck, n., 116,

¥

‘H.W., Belmore, Rilke's Craftsmanship. An Analysis
of His Poetic Stvle. Oxford: Basil Blackwell, 1954, p.

5cf An Graefin Marget Sizze-Noris Crouy, March 17,

1922, Rainer Maria Rilke's Briefe, ed. Karl Altheim,
Wieshaden: Insel=Verlag, 1958, Brief 359,

PART 111

.

“W.L., Graff, Rainer Maria Rilke, Creative Anguish
of a Modern Poet. Princeton, N.,J.: Princeton U. Press,
1956, p, 6.




w 179 =

Karl W, Maurer, Rilke and Valéry. unpublished

3.
Ihid,

4 . . . . . .
F.W, Van Heerikhuizen, Rainer Marias Rilke, His

l.ife and Work, trans. Ferrnand G. Renier and Anne Cliff.
London: Routledge and Kegan Paul Lid., 1951, pp. 247-8,

SWlegang Kayser, Das Sprachliche Kunstwerk,
Bern: A, Francke Verlag, 1951, p. 336,

6 . . . . .
DSiegleed Mandel, Rainer Maria Rilke. The Paoetic
Instinct., Carbondale and Edwardsville, Southern Illinois

U, Press, 1965, p. 165,

7 . .
Heerikhuizen, p. 303,




NOTES

Quotations from Rilke's work are from Saem he
We 6 vals%? ed. Ernst van? Insel-Verlag, V haden.
T re documented in the +text, immediately following
the qucta+zcn3 as: Wintermorgen, 1, 27.

Uuotations from Rilke's letters, unless otherwise
indicated, are from Rainer Maria Rilke'!s Briefes, ed. Kerl
‘1theim, Insel-«Verlag, Wieshaden, 1958, They are documen-
ted 4n the text as: Kaeppus, Feb. 17, 1903, Brief 15,

INTRODUCTION

1y . . .
Nora Wydenbruck, Rilke, Man and Peoet. London:
John Lehmann, 1949, p. 5.

&

2 .

Manfred Hausmann, Ueber die Sprache, Eine Antholo
gie. =d, Karlheinz Daniels. Bremen: Carl Schuenemann Verm
lag, 1966, p. 617,

3 . .

Thirty One Poems by Reiner Maria Rilkes, introd.
and trans. Ludwig Lewisohn. New York: The Buchhurst
Press, Bernard Ackerman Inc., 1946, p. 7.

.
“Fritz Klatt, Rainer Maria Rilke., Vienna: Amandus,
1948, », 152.

':l .
Herbert Read, Collected Essays in Literary
Criticism. London: Faber & Faber, 1938, p. 19.
4

Briefe aus Muzot, 1921-1926. Leipzig: Insel-Ver-
leg, 1537, p., 220.




1875

18845

1894

1896

1897

1900

1901

1902

1503

1904

1905

1906

1907

CHRONDLOGY IN BRIEF
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Military school at 5t. Poelten and Maehrische-
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Leben und Lieder.
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Larenopfer.
Acguaintance with Jacobsen.,

At Schmargenderf-Berlin,
first Russian journey.
Die Weisse Fuerstin,

Mir zur Feier,

Second Russian journey.

Das Buch vom Moenchischen Lebszn,
At Worpswede with Vogeler,

Marrised Clara Westhoff.
Ruth Kilke born.
Uas Buch von der Pilgerschaft,

Das Buch der Bilder,
Meeting with Rodin,
First stay in Paris,

Das Buch von der Armut und vom Tode.,
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