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An Absiraci

This thesis ai;lenpLs t,o gain irrsÍglrl- in'¿o trlö¡:il<ers poetry

tl-ri:ougtr a stuciy o1'this poe-tts LJse o'1:i-magery. By rneans oj'ernal)'iical-

exatrinaiion ancl inlerpre Lalion ol' seve¡:aJ- poems l'ron each o1' ['1Üril<ets

more intense crca'i:-r'-v.e periocls, and by clrariinç¡ ihe 1'rec¡uencyr pJ-ace,

anrJ manner of his pririraly uorcJs, i'¿ Luas cll'-scoverecì iirab the lrio oÍ'

t'Zr,:ielicht, tt " Zaubert! anci trB.ì--iLzrr have an ali'init)' f or each oLher,

th-at these syr,rbol-corrrpone nts alre of bas-i-c and ef emenlal siq¡n-i- f icance

in lltJril<e I s poetry ancJ ihat, iogether, ihe¡r ¡6¡tn one corrìposi'be uni'i'

in the poer¡s tlrrouqhouì; ali- l-tre creative years of l-he poeì;ts 1il'e'

This uniL j-s seen as one parij-cu1ar rnonlent in tine, The emplrasis of

the mornen'¿ seerns Lo remaj-n cons.Lanl- but i.he rûannet of presenial-ion

changes" Frori thÍs van'¿age-po-in'c a study tuas underi.aken l-o del-ernine

the charac'üer of tlre clrange tuhici-l occLlrs in the presentation ofl this

tmomenl.r and aÌso Lo shour hou.r tlre J.maqery builcls up to tlre cl-imaciic

I mor¡en l-.r

It uas îound Lþal- the r rnomentr in 11örike t s earl-y ùJni.iings is

comprisecl of a very clynamic, instantaneous and icjaemonicr irlager¡r' It

emphasises the i-mmediacy of 'l-he expeïj.snce uhi-le at tlre same time it



ii.

underscor.'es tlre 1'act oí' l-lris r¡onlenit s if eeÍ:irìclness" l\ i<i'n to the aLua::e--

ness oí'the irrerril:ability o'i'che pass-ri-ng of'ti.me is a icne oí'nos'cali-ç;-i-a,

bui; i:h:i-s nosl;alrli.a bears urith-i-n ii a îresh ¿lnci vit¡rant bouyarrcy uhícl'l

seerfls to be -ì-ost -in lhe l-a.l;c poetry oi'thj-s poet.

During t'lürj-lcers mi-cld-Le ye¿ìrs o1'r:-rrii-ing, in t.he m-id.-l"ou::i;ies,

hi-s irnagery::eveals an iniensj-l'j-ed preoccLJpai.j-on t;iih ii-re probler¡ of

¡i¡¡1s yþ-Ì.-ì.e, s-inulianeor-tsJ-y, the form of his poems adopi a more rc;-Lassi--

cal-I appearar'lce. ,1.ì-so, a'¿ this time, an eari-y precliJ-ectj-on iouard the

rgolclen meanr broadens iis base o1" emphasis" Assocj-aLeC uith Lh:t'-s ex--

pansion is the errrerg€lnce of'an en'c-irej-¡r netu poe'cry in Gernan l-ii.era1-ure

--'thai of Dill-q,_d-iç-]fl_Lltt9_. This Ding_ç|:=çlrj.utçi seel<s t'.o ccrnve¡r the spi-r:'-t

Ínheren'¿ in inarn:'.maì:e objects or in criheruise intangitrle and clii'ficul-1-

to defirre or if,Lusive enlr'cies, suclr as ihe ei;ernal- verities of'honot,

J-ove and res¡recl" -[he progressive na'cure o-î this .D:!flç]-lq_[!_U_f'å is

seen to reside ín its objectivity and emotionaJ- d-i-siance betueen poet

and h-i-s objecl-. Th.is marl<s a disì;-i-nci siep in advatrce of ear-l-ier

poetryo both as pertaj-ninq to 1-h-i.s poe'u and to his p::edecessors ancl

contemporar ies.

The precision and brevity r¡hich is so character-istic of l'iör,ike I s

9_f_æ_+S_l-fL_u¡-9" and ol'all the poetry oî his r,r-iddl-e yealrs? rnal<es rooin i'or

a sti-i-1 broader base oi' ref ationshi,ps i.n the poel-rs l-a'cer uriì;ings,

Cfassical- J-eanings are largeJ-y abancloned; the neu arl of OÐqçlj_g_h!Ðg

is bequethed to his successors; and the poet, hinse-L{"curns, priniarily,

to an outrrrarclly more homely and I ess cornpressecl fc¡rm---as is appareni
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in iris i-ei'cer*--lil<e ep-istl-es, ruJhe ::e 1-he irn¡raci o1' bitners r rncr¡en L' LJas

objeci;j-f-ied in '¿ire lii-ringr j-n [']ör-i-l<e?s rc.iassica-l-' years ol= urítin¡

t,irner s fÌeetingness achieves d:'-si;ance, j-n hj-s lai;e poens, -i-n i:hai t-he

life*lorrg vej-.1- oi'irnaqery becomes j-r'rc::e¿,.s:l-nç,Ly subiJ-e ancl i.l-l-t-lsive"

In tlris tlre ers'cuhil-e ari o i' uncJerstatcment r,rlrich is coupJ-ed uith a

funclional abil-i.ty and sl<ilf of s:l-muftaneous t':r'iting on severa.l l-ayers

o1' meaning, assumes a dee¡.ler and nore pene'crating tclaemoni c I qual-i-1-y

than u-ras evelr possible be l'ore"

lJo'ceuorthy also, 5-s ihe i'inding thai i'lör-i.l<et s rnethod o f

uriting and his s1-ance i;or.larcl J-:'-1'e ancl poetry apllears to have been

one of syn'chesi s rather than ol analysis" Th-iLs illannel of oui:l-ool<

f ost,ers 'che b-irth o fl t,he precise and poÍ-nled phrase and tha'c freshness

ancl aplness oí'imager¡, uhich lorms lhe l-i1'e oj'l"löril<ers poei-.ry"
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T" Ini.i:oriucli.on

Toua::ci s a def iniiion o1' rrlrnac.;el¡rn

f ve ry t,ì-me riran nanes a th.i-ng, he creal-es an .image, a p:'-c Lure.

Tl'rus l(luge's tracing of i.he FI-iqlr German L''lord rrB¡l-l-drr io the uo¡:cl

trG.Leichnisil clj.scove::s'¿lre 0l-d H-iqh Gertnan root to bu _Þ1..f.1.1i, 
;reíls'u

I LJesen, Ges ba-ì-te'l-es¡ , danach ' Abbi-Ld, Ll;rchb.ildungt . aircl ÞLlf{gt

ist ej.ner Sache Gesl-af t-. uncj ldesen geben r. r¡f S.irn-r.-ì.ar-f yo FrhiJ.ip t,itreei-*

ur:'-gl-rb, e><pl-ains, an inarge, a sound, and l"inally a r;lr-il-ten uorcj lras

cone to tìstarrd as surroqal-e f'or sornethi-ng e1 ..s" "2

!lalte¡ ZuJ-aui', in an article errtil.l-ecl rrl'lòir:'-l<es Bilder-s¡-rracherrr

speal<s of I'löril<e's 'rBilcllichl<e-i-t-1' as beinE t.he poeLrs most or':Lginal

and outs'¿anding characteristic, Ancl he states fulthe r i rruJas abe¡:

schon seine ersten Freunrje t¡euunderten uncl uas seither aJ-s se¡'-ne

Hauptstär[<e imnrer anerl<ann'c uorclen ist, das ist sein B-i]derreichtum,

se'j.ne rgrosse Kral='u cler Anschauunq uncl InrJ:l-vicluai-isietungt . ."3

J._-' Fr i e d r :'- c h [( I u s e n L!¡lg_--t-g-ç,!S-L[q_q_jflqì.!g¡þ!_ç¡__qg ¡_?gg!_qgle n
gplgqllq, i-9" Au1'1. bearbeiiet von ual-thcr I'lit.zl<a (ÐerJ-in; lJaÌL'er
De Gruyier 3c Co. , J-963), p" 76"

2^..^.PhÌlr-p UheeJ ur-ight, t'leia¡ho_r _gn_¿_ _tggi-!!y_ ( Bloomington :
Indiana Universj-iy Piess, i962), p" J-7 

"

3ri"1l"t Zul-auf', rt[']örikes Bilclersprachett, Rechenschaf is-.
bc-:¡ichl- des Schuabischen Schiilervereins 29-34 (i926) î 'J9-62:
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5o too, Friedrich Theodor VÍscher--close friend of tvltríke--in a

commemorative speech at the poet,rs graveside, reflers to the ttgestalL-

anden Kraft seÍner Sprachetr and that he, Iïdríke, t' in dj.ese unsere

ldel-t eine zueite, eine Uelt von hoÌden und ger:raì-tigen lLJundern hinefn-

gestellt, . o u den Flor aus zartem Goldgespinst, den er um die kahl-e

Deutliehkeit der Dinge uindeL,,,4 Therefore, in order to see lvl8rikets

ttBildhaftigkaitii in context and in order t,he beLter to understand

his peculiar contríbution to the uorld of imageryn it seems fittinq

to first, look more closely at a basic definÍtion of the image and of

imagery, and at hou other poets--forerunners and contemporaries of

lvlörike--have created their imagery, and used it.

Aristotl-e speaks of metaphor Ín Greek t,erms of space ( rrpu¡rrr)5

t¡lhich can be carried from place to place. LJe retain the Ídea of

transference but insist on a sÍmilaríty of tulo things rrlhen applying

it to spíritual- ph"no**nr.6 The capacity to see simil-arity in the

uidely-differing or flar-apart, is, to Aristotle, the most significant

endoument, of the poet--the only one r¡hÍch cannot be learned but is

purely a natural- gift.7 And this is consistent r¡ith Aristotlets

vier¡ of t,he aim of poetry as being imitatÍon of Naturee the language

4_'Friedrich Theodor Vischer, rtGedenkfeier am Grabe Eduard
Ivldrikes, It Ibid. ¡ ppu 2I, I9-2O.

5H""r"nn Pongs, Das Bil-d in der Dichtunq I (tïarburg: No G"
Eluert Verlagr 1965), p. fo

6rbid., p, 3o

7lbid,, p, 4o
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of r¡hich is reverent,, beautíful, elevated, sublime and God-inspired.

The important part of the metaphor, and of therrlvletatris the tension

r¡ihich is based, not on the int,ellect, but on the hea¡t of the poet

rrlho can correlat,e t,he impossibl-e in a miracul-ous LJay,9 Pongs shorus

hor¡ the German uordrtBi.ldrrdiffers from that of the Greek uord

Itmetaphor rt 
3

Im Deutschen spricht man sLatt von lvlet,aphern von rrBil-derntr der
Sprache. Der Begriff des Bildes aber ist noch viel-deutiger als
der der lvletapher; das sprachJ-iche rrBifdrr umspannt Abbilder
von Gegenständen, Vorbil-der, Sinnbilder, Denkbilder, Begriffs-
bildar, Erinnerungsbilder, Traumbilder, Visionen, Gleichnisse,
AllegorÍen, aLLe Arten einer Verbildlichung psychischen Inhalts.

In the English language this type of I'Bildr is spoken of as an

imaga. [Ietaphor is a particular kind of image, rrThè image is the

constant in all poetryo and the poem itself is an ímage. rrff C. Day-

Leuls asserts t,hat, trends, di.ction, metrícaI fashion and tteven

eLementaf subject-matter may change almost out of recognitÍon: but

metaphor remains the life-principle of poetrye the poet,ts chief test
12

and glory.rt--

The poetic image may be composed of a feul ulords or of a phrase

and axpress its content, at face value, It may aLso reflect or suggest

a thought o¡ reaLÍt,y by implieation, as in metaphor or apostrophe,

t0

8_...-Ibid. , p. 7.

o-rbid., p. Ls?,

10_. . .--Ibid., p" 1o

llc. D"y-Leuis, The Poetic Imaqe (London:
1947), p. I7.

I2_. _

LÞrd "

Jonathan Dape,
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and thereby convey various Levels of meaning" A poem may be comprised

of many related or contrast,ing images, or t,he image may Ítself be the

theme and unífying link in a chain of images urhich t,oget,her present

the total picture or over-all image. Thus imagery is at the core

of every poem, and a poem may consist sf either one simple image

sr of a multiplicity of images.

Imagery is usually basically sensuous in that ít appeals to

at least one, or more, of the readerrs senses. To the sighted per-

son visual imagery seems to make the first, and frequently Lhe strong-

est and most permanent, Ímpact" This vÍsual- imagery gains moinentum

as it is emphasísed and supported by an appeal to the other sensast

and even by abst,ractlon. Ivìü¡ikets poem ttEr istsrr aptly demonstrates

the ínvol-vement of the various senses and increasingly underscores

the sense of sight, culminating in the deeper sight, or insight, r¡hich

is cont,ained in the final LJord rrvelnommenrr:

FrtlhJ-ing Lässt sein blaues Band
tdieder flattern durch die Lllf te;
SÙsse, urohlbekannte Dûfte
Streifen ahnungsvol-I das Land,
Veilchen träumen schon,
UolLen balde kommen,

-þls¡sþ, von fern ein leiser Harfentonj
Frühling, ja du bistr _sl

Dich hab ich vernorr"nifS

llörike ulrot,e this poem ín 1829, at the age of tuenty-five. It coul-d

perhaps be called rornantic sÍnce the poet himsei-f remains passive and

l_3_ .--Eduard lÏörike:
3, Aufl. lliõ¡"nãire cu"r
clted as ldetke,

5ämtl-iche Uerkeu Bdo Herbert G" Gdpfertt
Hanser Verlag, 1964), p. 29. Hereafter
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lets the poùJer and beauty and uonder of nature react upon hÍrn--as he

sensas the stirring of the forces of nature in Spring.

lLje immediateJ-y sense the exultanL feeling of creatÍve pou;er.

This Ís Spring in process. The verbs chosen create Lhe impression

of ongoing movement,; shou a proqress in action; give lifa to the

image of Spring. Yet all the verbs are also someuhat il-lusive and

thereby add to the secret magical quality of the season--rrflattern

:StreÍfan--träumen--vernomlreFto¡r ThÍs process is intimatel-y con-

nected to the rhythm of the eosmos, of nature, and of its beauty.

All tha senses are tota.l-ly engaged in the making of this poem;

and this impressÍon is heightened by personifícation, The first tr¡o

fines appeal to the visual sense. Spring lets it,s blue ribbon flut-

ter Ín the fragrant, bleeze. AÌmost, u;e Dan hear the faint fJ-uttering

and flapping. This sets a carefree atmosphere for the littIe poem,

LÍnes three and four add the seent of Spring to our ablareness of Íts

imminent approach: these are sueet perfumes, delicate but envigorating

and excÍtfng. It emphasises Lhe visual aurareness to the sighted per-

son ulho finds it difficult to think of scent, urithout recalling, símulta-

neously, the contours and colors of the object.

The r'lordtrahnungsvolJ-rrrin IÍne four, is the only one ln the

poem ulhich can be cafled reflective in SchilLert" t""r",f4 It indicat,es

a sanse of lntuitÍve a¡.lareness in the poet, He cannot see the st,irrings

14--'FrÍedrich Schiller, r'Über

fn Schiller: Phifosophische LJe¡ke,
pp. 532-623.

naive und sentimentaLische Dichtungrt
( Leipzig; Im Ins e1ver1ag, 1906),
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of nature as yet, but he keenly senses the process of grorrrth and

development r¡hich is going on all around hlm in nature. Everyt,hing

in the poem Ís a forashador.ling of the beauty r¡hich Ís tc come.

The thought ofl Springrs beauty reminds the reader aLso of

its fertilÍty and this again deepens the Ínitial irnpression of the

síght ofl Spring. Natu¡e uas flirst, seen flom a distance, but nouu

(ttnes 5 and 6), at the thought of the delicate and fragile litt1e

violet, the poet takes us very close to the heart of nature itself-

t,o good mother earth in uhose bosom the viotets are still dreaming

of the pleasure they urill bring. They uÍIl soon be near at hand.

Tha pause in lÍne seven calls a special alert, and accents the

import,ance of the monent, The flrst r¡ord after the pause--t'Holchrr--

height,ens this effect. This line then: r'--Horch, von fern ein l-eÍser

Harfentonitt combines the cumulat,ive sensual impression of the first

six l-ines uith the spiritual aurareness r¡hích these impressions have

evoked. The sound of the harp, i. Bo the rnusic of Spring, u.lith its

buzzing of bees and trilling of 1arks, is almost here, fverything is

sensed, yet not feLt and ssen--except by the imagination.

rrVelnommenrr means perceíved. Both mínd and the senses are

auare of the change uhich uilI soon be in evidence everyuhere. Spring

t¡Í.1-l- come ulth its neul fragrant strength, vigor and stimuLation. lt

uilI c¡eate neu beauty, LJe sense t,hat the r¡hoi-e cosmos is involved,

and the r¡hole Dosmos inspires the young fvlBrike. Pfeíffer emphasises

t,he fluctuatlon of the met,aphor in thís poem--a fluctuation betureen

t,he scene of the landscape r¡ith its premonJ.tions of Spring and of the



still hidden, but Índicated image of Spring.fS

ItEr iststr afso demonstrates that the poet is concerned Llith

the imperceptible r¡rorld of the spirit t¡hich speaks to him through the

perceptible ulorld of matter, This is fu¡ther exemplifÍed by llörike

in poems as ItAuf ein altes Bild, r' rrl'lein Flussrrr rrJosephinert and

trGðt,t,eru.linktr uhere the poet attempts to compress the total complexity

of a sÍtuation, mood, event or rapture lnto one single image of a

moment. The sensitÍve reader, in permitting the image to aflfect him,

may sense something of the aue-fílLed tone and intensíty of the authorrs

original experíence, for it is t,rue t,hat only art can capture, hcLd

and make experíenae, or time, timeless. And rt" . o only art can

stabilize the passing experÍenca, the fleeting mood, into something

bot,h momentous and perman"nt. "16

The poetrs task involves the rranimismrr of the ínanimate.

E. Day-Leuis notes thaL poets. are trconcerned r¡ith the exploration of

rJ.ife, naked livÍngte at its most íntense, and uith giving us the feef

of Ít, c c. . Their task is to shoul the moment,ousness of lifers most

1'r
commonplace happenÍngs . . c n 

tt'' Thera is ample evÍdence that lvlöríke

animated the inanimate: a beech t,ree, the butterflyr the inscriptíon

on a cLock as sentinef over a sick monk, an audacious cock on a

15_-"Johannes Pfeifferr @r 5, Aufl. (Hamburg:
Friedrích trlittig Verlag, 1960), p. 76"

16C. Day-LeurÍs, The Poetrs lJay of Knoufedqe (CambrÍdge:
University Press, 195?), p. 11,

At the

fTrbÍd., p. 30,
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LJeathsrvaner day and night, wlörikeIs uork also shou¡s that he presents

life naked and in its highest moments of bl-iss and of despair--as in

the rrPeregrinarr sequence¿

Yet, ín t,he poetry of intense personal experience, IYidrike,

like many another author, has hidden behind his imagery. The under-

lyinq cause for doing so ís fittingl-y st,at,ed by Sheruood Anderson¡

trA stroke of nry pen saves me from real-Ísm " . Fn¿ converts the ex-
--'l

perience to] a denizen of my oun imaginative uorl-d , . o . ,,IB And a

stroke of lvlürike's pen drapes the illusive veil so t,hat, Ímagery t¡hÍch

is the result of an emotional experience trgives to the expression of

thought coJ-our, vigour, intensity

clarity. Thus imagery may either

do both simuftaneously, as is the

lvlägdleinrr and in rtPeregrina V. t'

o o ,rr but not necessarily j-ogíca1

lo
obscure or ill-umÍr1lo-- It may also

case i-n wltrikets rtDas verfassene

Irnagery is relevant only in its oun sphere or cont,ext. The

associative value of the concret,e object in reLatíon to the abst¡act

Ldea becomes pertinent only uithin a famlLiar realm of reflerence, as

for example ¡ihen ]tan Austlalían aboriginal ulil-I describe a book as a

mussel, because it opens at the sides l1ke the valves of a shel I.,28

A sinilar auareness of the kinship of ideas is inherent in our

lBSh""rood Anderson, A lüJriterrs ConceptÍon of Realism (Otivet,
Mich.: publ. by 0j-ivet, ColJ-ege, 1939), p. 19.

t9^.*-St,ephen J. Brouin¡ S" J., The lJorld of Imaqery (Neu York:
RusseL & Russel-l-, 1966), p, 57 "

20*,..
IÞJ.d.



descriptlon of a ship as

rrfurrolrrr in its ,uk",2I

9

'rploughingrtthrough the LJavas and Ieaving a

Thus Killy believes that it is the aim of the

poet, to make the old and famÍliar neul and st,range in order to restore

its lost and actuaf inner ÌÍfe or value Lo it.22 lYlörike does this by

placing uell--knoun Ímages or symbols in a neLJ or contrast,ing situat,ion.

An Ínstanco of thÍs might be the juxtaposition, in the poemrtDenk es,

o Seelerrt of the symbolic images ttTänn.Lein grünet;'t' r¡Ein Rosenstrauchrn

ttuel-chem Garten?rr rrGrab, n t¡ZLJei schu¡arze Rdsslein.rt Consequently it

is apparent that the poet st,rengthens and reinforces the old image by

placing it into a neùJ context. KiÌIy states that perhaps this is r,ihy

Ivlürike revived the meLaphor, aft,er the Romantics had discarded, and

,.1
even Goethe avoided, it. -"

Iïetaphors, as those above, stress simii-arit,y and ignore differ-

BrìcBSo They reveal- in an ínstant r¡hat might otheruise require detailed

enumeration ofl fact,. Ez¡a Poundrs definition of an image is pert,inent

here, for he int,erprets the image rtnot as pictorÍal representat,Íon

but, as tthat r¡hÍch presents an rnt,eLlect,ual- and emotional complex in

an instant of timerr a tunification of disparat,e ideas or,,24 The effÍc-

acy of an Ímage is therefore based on its intrinsic symbolic quality

21rbid,, p. 6r,
22t,J"Ith"" KÍì-ì.y, [rfandlunqen des Lyrischen BÍ1desr 5. Auf]..

(nOttingen: Vandenhoeck & Ruprecht, 1967)" pp. eS-eO.

23tbio., p, 86.

24^--Rene Ue11sl( and Austin llarren, Theory of Literature (Neur

York s Harcourt, Brace & trJcr!-d, InÊ. e 1956 ), p. 187,
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rather than upon its abiLíty to evoke a concrete physical vísuaÌ imageo

Nonetheless, true art comprises both a vísibi-e aulareness and an in-

visibLe one,

It is uelf to remember, therefore, that a study of imagery

often leads to a great,er understanding of the poem than does the first

surface reading of it" Image-patt,erns or cl-usters may suggest a deeper

meaning than is apparent on the surface, or they may suggest unconscious

motivations of the ulriter; a particul-ar use of image-patt,erns may also

shoul changes in the authorts interpretatíon of Life.25 This may be

observed Ín lvlörikers changing and deepening emphasis of lbhe rose imagery.

Thus the apt use of both metaphor and imagery opens doors hither-
\

toplosed to the teader and helps him gain a nebr and clearer vísion.

And this permÍts Kayser Lo assert that poet,ic language is character-

ized by iLsrrBildhaftigkeÍtr'rt rnd that,, rdhere Lhis is so, there Ít is

also Lrue that the text of the poem becomes vÍtally alive for the

.26readel.-" Then too, the imagery can be understood in al-L its layers

of meanings and relationships.

Houever, the most, beautíful and most memorable imagery comes

as a surplise. It arises from the poetrs ability to see Lhe unusual

similarity, connect the unrelaLed, to drau meaning from the heart' of

erature, rev, & enl. by C,
1960)r pp, 233-34.

26.. - ^--ldolfgang Kayser,
(Aern & lvlünchen; Francke

25tJil1i"* Flint Thrall & Addison Hibbard, A Handbook to LÍt-
Hugh Holman, (Neu York: The Odyssey Press,

Das Sprachfiche Kunstr¡erk, 10. Aufl.
VerJ-ag, 1964), p" 119.
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an experiencB, t,o evoke a neblr precÍse and unexpect,ed image-'pattern,

Ivlürike is an artist of thÍs kind. His poetry is the more refreshing

because it, bears r¡ith it, the inpression of uinter just, passed. This

characteristic is conveyed by the contrasting imagery of serene nighL

and bubbl-ing springs in trUm flìitternachLt' (rczl)z7 ; iL is in the quick

song of Lhe rrlind r¡ith its urgent ttHaft, uns nichb aufrt to the question-

ing child in "Lied vom lJinde" çtazl)zg; it may be seen in the much

later ttschillerndem Blautt of the surprise butt,erfly in rrlm l.rJeinbergrl

(fasa)29; and it, is still present in the lat,e t'BÍlder aus Bebenhausenrl

(rao:)=o in I'Eurenspiegeltsrr teasíng of a frust,rated monk (3), in the

admonition to the "llädchen am t/aschtrogtr (S), and in the poÍnted

ambiguÍty of the voÍce of the belI (?)"

But ule recognize alsou in t,hinking of lvlöriker t,hat poetry is a

transmutatÍon of an experiencer or sven a condensatíon of many Bxper-

iences--and an articulation of the unspeakable, 0r, as Kil-Iy r¡oul-d

express it; ttDie Poesie o o o r¡ill zum llJorte bringen, uas lJorte lJber-

?i
steigt. tt"* It r¡as so for l4ürike"

27..
uJert(8,

28Ibíd,,

oo'-Ibid.,
Sorbid. 

,

StKitty,

p" 100,

po 49"

p.105"

pn I92,

po 83,
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Terminology

The imagery ofl a poem conveys the idea r¡hich is being presented,

It is a ulord-picture. It is the fÍgurat,ive language of the poen.

Imagery includes figures of speech such as símí1e, metaphor, ant,ithesis,

personification, apostrophe; it also incfudes symbolísm. Imagery may

appeal to one or more of the sensas as uell- as to int,eli-ect and emotÍon,

0ptic impressions vivify imagery but are not indispensabJ-e to it.

ldords or Ímages alone do not create the complete Ímage but

rather the re.l-ationship in uhich the individual images stand to each

othe¡ and hou they ínteract ulith each other creates the greater imageo

i, êc the imagery rìf a poemo A Chinese poem of Tao Teh Ching expresses

the meaning of imagery very uell:

tLJe put thirt,y spokes t,oget,her and caf l- it a r,rheel;
But it is on the space uhere there is nothÍng t,hat the useful-

ness of tlre uheef depends,
[rJe turn clay to make a vesseJ-;
But it ís sn the space uhere there is nothíng that Lhe usefui--

ness of the vessef depends,
LJe pierce doors and ulÍndous to make a house;
And it is on these spaces uhere Lhere is nothing Lhat the use-

fulness of the house depends.
Therefore just as ue take advantage ofl uhat is, ue shoufd

recogni.ze t,he usefuf ness of rrrhat, i" not.32

None of the cornponents--spokes, unfo¡med clay, slaths of doors and

ulíndous--are in themselves more than primary images. Thirty spokes

lyinq separately are of little consequencee houever, aptJ-y amalgamaLed

4c"'Phil-íp uheeluright, fvletaphor and Reality (Bloomington:
Indiana University Press , 1962), pp, BB-89,



around a central and common hub

decoratíve. So too, a pJ-easing

formed by the apt juxt,aposition

more ímagistic e.l-ementso

l3

they may become both useful- and

and meaningful pattern of imagery is

ofr and the tension betueeno tuo or

A Delphic oracLe stat,es that t'A person of Íntell-ectual: senèiti-

vít,y is plagued by the sense of a perpetual Something llore beyond

anything that Ís actually knoun or conceived,,,33 lrJhen images have

been successfully amalgamated, correl-ated and fused the reader gains

a more profound insight into that tSomething llore'than a visual image

or uords per sB can communÍcat,e to hÍm, The r¡ords become animated by

the spirit uhich they represent, It is in this basic sense that the

uord rÍmageryr is to be used here"

Imagery ís only one of a number of interrelat,ed component,s

r,lhich compríse a poemc CJ-osely related to a díscussÍon of imagery

is t,he Ínternal rhythm of the poem, as is also symbolism,

In the inLroduction to his massive u,ork, Cescniçnte ¿er ¿eulm

Lyrík, Johannes Klein asserts t,hat ilDer Rhythmus íst die grosse Kraft

der deutschen Lyrik; e . ""34 Klein explains, houever, that the rhythm

he refers to is not that uhich is marked ,off Ín metars and beats" It

is a spiritual- entíty, It is the product, of the soufrs assimilation

and synthesis of experience, Lherefore the rhythmic principle Ís trder

33Ibid., p, 172,

34_Johannes
(trlíesbaden: Franz

Klein, Geschich'¿e der deut,schen Lvrik. 2" Aufl.
Steíner Verlag GtvlBH, 19150), p. 6o
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Leidenschaft und dss Erl-ebens . o . o " This rhythm shous t,he

the passion and of t,he experience uhieh t,he poet is deaì-ing

a system of hÍghly complex rei-ationse one in r¡hich the dominant

is aluays a polarity, l-ínking the physícal and metaphysical

¡t It may, t,herefore, be quíte ambivalent for evsry symboì- bears

t¡ith. It is the quality uhich sets the pace of the inner l-ife of a

poem" IhÍs rhyt,hm is heard in the t,onal quality and choíce of

imagery in every psem, It announces the thinking and feefing of the

poet and, possibi-y, of the times in r¡hich he lived. It reveals also,

in part, the rrinfinite plast,icity of imagery . . , "35 r,ihich can assume

such a multíplicity of relationshíps"

lvìörÍke did not seem overtly to seek to Donvey symboLic mean-

ing,"" Yet, keepÍng in mind t,hat rhythm is a prímary phenomenon of

nature--and of a poemi that a typical uord ofl lvldrike is t'Geist-Gefüh]-

0rgantr; 'and that t,he poet declaled, in old age; rrEs gibt mehr un-

sichtbares als Sichtbares in der lLJelt . o . "37 it seems that r¡e are

justífied in studying the method of his urítitng r¡ith a v.ieu to deter-

míning uhat rnakes the invisibl-e visibfe. And vice versao Inevitably,

this touches upon symbolism.

SymboJ-ism, as defined by Cirlot in A Dictionarv of Svmbols, is

il

factor

uorlds.

35St"ph"n UIlman, Language and Style (oxford: Basil Blackuelt,
1966), p. 2oo.

36tul""c"l-l-a Burger, Die GeqenstÐrdl-ichkeÍt ín lvlörikes Lvrischem
Verhalte¡ (Diss, Heidelberg: Ruprechts-Carl-Universität, 1945), p. l-0.

37 rui¿.
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the possibiJ-ity of a range of meaning",,3B Another definition stresses

that, rrAn timaget may be evoked once as a metaphor, but if it persist-

ently recursrt it becomes " symbol.39 For the purpose ofl this study

t,he I symbol I r¡ill- be re f erred Lo, prinarily, in its broad sense as

ttan I[vlAG[ uhich evokes an objective, concrete rea]ity and has that

reality suggest another l-evel of meaning. u40 0r simply, as somethíng

ulhich shous, or seems t,o transmit or suggest, an ínner-out,er relat,ion-

ship ín the language of a poet,

Aim of thesis

Imagery here r¡iII be consídered in Philip lLjheeJ-urrightrs Lerms

h1of semanLics'* rather t,han as grammatical or rhaLorical- Form" In Lerms

ofl semantics imagery pertains to signÍficance and meaning of text, and

content. fvlörike does not use imagery purely for decorat,ive purposes

but, rather t,o enhance--clarify or veil--content. lLJe are not concarned

here uJith the development of imagery in any broad, historical senset

but only r¡ith its use in the nineteenth century and more specificalJ-y

r'rith the peculiar manner in r¡LiÍch fïürike creates and uses it.

3BJ. f o cirlot, A-Dictionarv of symbof s, trans, Jack Sage (Ner,r

York; Philosophical Líbrary Inc., 19)62), p" XVL

39i,l"lr""k, p, lB9.

4oTh"rl], p. 478,

4fput"" lvlaurice Da1y, Die lrletaphorik in den t'SoneLten't der
Cat,harina ReqÍna von Greiffenbero (Oiss. Zllrich: Juris-Ver1ag, 1964),
po 17,
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It is the aim of this sLudy, firstly, to recognize basic tenden-

dies in llörikers use of imagery as these tendencies recur in the various

periods of his r-uriting, seeondly, to recogni-ze change or development

uherever possible, and perhaps, t,hirdly, to drau at,tention to tendencies

r¡hich point to the poel- | s deveJ-opment in irnagery beyond 1-he scope of

some of his predecessors and coniemporaries.

lrlarcelf a Burger has touched on the question of l1ùrike'= itug""yr42

houever a more extensive analysis of it seems just,ified since this

prornises to reveal- nuances u:hich contribute notably to an understanding

of his poetry, Prominent among these nuances is the linl<ing of mutual-ly-

excl-usive ad jectives and nouns ( "holcler Schrei, mei-odische KJ-age, uohl--

laut\ende lLJehmut, süsses Erschrecken, heitger Gram" ); the adaptabiJ-ity

ol'imagery'co circumslance under di-scussion; and t,he range of el-ements

r¡hich enter ínto the imagery; as uel-l as the unique manner of intensil'i-

cation uhich a'¿tains climactic proportions,

This clirnactic ef 1'ect,, uhich is achieved in l'1örike I s poetry

means ol' imagery, justif ies the tit,le and study of t,his l"hesis" Ït

the charact,er of the imagery uhich contributes t,o t,his I moment I of

Î'lörike uhich is to be examined here,

A comparison in the use of i¡nagery

by

is

LJerner Zemp poetically describes f\löríke in terms

tale prínce urapped in dreams alL lris life, asrrin der p

ofa

up

l"airy-

pe der

42^.'-|'larce.l-l-a Burger, Die _Geçlen_stèindl-ichl<eit, in Plöril<e.s Lvrischem
VerhalLen (Oiss. Heidelberg: RuprechLs-Carl-Universii.ät, 1945.)
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Fal-ter. rr '- And Ponqs speaks of I'das Bild als die Substanz der inneren

lLJelt des Ktlnstlers, . . ."44 noting that the concept of ttBiJ-drrhas,

through the centurÍes grasped and reffected the devefopmental and

hist,orÍcal import of the t,imes. Thus the eíqhty year-old Goet,he bras

able to say: t'Ich sucht,e mÍeh vor diesem furchtbaren lLJesen (Oem

Ínneren Dämon)'zu retten, indem ich mich nach meíner Geulohnheit hinter

eln Bild flüchtete. "45 The picture, or image, gives the poet distance

from that r,lhich he is immediately and emotionaÌly involved ulith or

from that r,lhÍch const,itutes a t,hreat t,o his inner stabitity Ín the

onrush of the uorl-d around him. The problem of escape appears to have

been an even greater concern to lvlörike than it uras to Goet,he, for the

laLter uas aluays keenly Ínvol-ved Ín many problems of hís day, uhich

is a fact that cannot, be cl-aÍmed for wlörike"

And yet, Guardini speaks to the problem of al-I uriiers of all-

tÍmes uhen he statesS

rdie LJeItr ím eigent,fichen Sinn ist ja nicht nur die Summe der
objektiven Dinge und Geschehnisse, sondetn das, uas erstelrt, bJenn
eÍn [Iensch den Dingen begegnet und von den Geschehnissen berlthrt
r.'rírd; urenn er erkennt, Stellung nimmt, Schicksal- erfährL,46

Therefore a study of t,he Ímagery Ín fïörikers poetry may gainfully be

4s..
[L,erner

Leipzig: Huber

lL lL''Pongs,

ItrtJ_. . .

I Þl-d,

46_
l-( omano

td erkbund-V erl ag,

lemp, iÌörike;- Elemente und Anfäncìe (Frauenfeld und
& Co" Aktiengesel-lschaft, 1939)e p, 51.

po 16,

GuardínÍ, Sprache-Dichtunq-Deut,unq (UJUrzberg: Im

1957), p. Io4.
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prel'aced by a cursory examination of trends in the use of" imagery

by severaJ- poets prior to, and contemporary uith, l'{örike,

The three poems t,o be touched upon brieflly, ate representative

of three uideJ-y-dil'fering historical styles in Ge¡man l-iterature.

Poems of a simiLar theme--that of night--have been chosen in order

to'simplify and clarify the picture of the devefopment under study in

the fol-i-or,.ring chapl-ers and to be better abLe to assess i/ìörikers cont,ri-

bution t,o German J-it,erature, in respect to the use of imagery"

The poems to be discussed are: t¡lvlondscheinrtr uritten from the

rational-istic vieupoint, o f the Auf kfåirunq by Barthold Heinrich Brocl<es

(tSAO--tl+l); "Um l'lit,ternachtr' (f ef e), r¡ritten by Johann UoJ-fgang

Goethe (tl+l--rcZZ) , during his 'cl-assicr period, at age sÍxt,y-nine;

andtrNachtsrr(-fAZO), a poem of the rromanl,icr poet, Joseph von Eichen-

dorff (fzoe--foSz)" l1örikers ilUm wlitternacht" (IgzT) is a logical

choice r¡ith uhich t,o conclude this prelimi-nary investiguLion.4?

The four poets in question share a basÍc t,rÍad of emphases j.n

their poems, This t,riad determines their choice of uords and their

method of achieving a total image in the poem.

Briefly st,ated the t,riad may be seen asl firstly, the aspect

liqht as a corollary to the sense of sight-symbolizing inner st,ance

the poet; secondly, the (apparenl-) prevailing mood of the poet:

4TAtt"nLion should be draun to the thesis of James Friesen,
Form & Pleanincl in 11öril<ers_Poetry_ (tLJinnipeg , 1962), ulhich deals in
considerable detail uith the comparative aspect (p. 70 ff), using alJ.
the poems invol-ved in t,his di-scussion, except that of Brockes.

of

of
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Does he inflict his mood upon his landscape? 0r does he impute i1" to

the fandscape?; thirdly, the sense ol'touch in its relationslrip to real--

ity: Does the presence or absence of the tactile sense in a poem of

this natu¡e contribute something important touard ou¡ understanding

of the poetrs grasp of reality? Defínitive ansl;ers can not, be arrived

atr houever a Look from this vantage point may stimulate deeper in-

sight, into t,he nalure of a poetrs imagery.

A cursory investigation shor¡s thaL, alt,hough t,he four poems aIl

deal r¡ith the subject of night, each poet gives a someuhat different

interpretat,ion of the qualilty of the phenomenon observed and of its

effect upon him, Supporting imagery or suggestive adjectives and

figures o1' speech alter l-he ímpression of nÍght from poem to poem

inspit-e of similar basic images, such as moonr skyr darkness, To

iflustrate: ue might ask r¡hat is the cause of the darkness--or light?

Brocl<es states that, t,he night is not fully dark; he emphati-

cally statesu and repeaLs, that the shador¡s of day lingered over the

night" 48 He stresses the uords ttscheÍ"n, rt rrtdiderschein,rr and trschien, rl

NighL and J-ight appear to merges rtschíen Nachl und Licht/ In einem

sanften Grad vereint.rr This merging creates an rralj-gemeÍne rein und

helLe Dèimmerung r/ Vott t(tlhlung, Still-r und Lust; , .rr fttatic"

mine]. 'tVolL Kühì-ung, Slillt und Lust" is a strange combination of

attrÍbutes peculiar, in part, to nature and, in part, to man, Here

they overlap and l¡ecome attribul-es of trDämmerunç" (or Luiliqht), The

4BBarthol-d Heinrich
ed, Ro[¡ert l'1. Bror,rninq ( Neur
pp. 43-45,

Brocl<es, Îtùlondscheinrr in German Poetry,
Yo¡l< ¡ Appleton-Century-Croflt,s , 1962) ,
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epithet,, trrein und hel-lerrr seems Lo indicate the rhythm of the poem,

and t,o dicLate its tone.

Light and sight are almost. one in this poem, tlrey are so in-

t,imately Linked:

lLJie stutzt t ich, al-s mein BJ-ick,

Den hel]en Hond in vol-]em Liclrt
An einem grünen Himmef fand. (tqo l?-l8)

Then, al"ter seeing himself (not as ¡eflect,ion, but as if in real-ity )

glÍding on the smooth slippery surface of the lake, ruhile the moon

is mirrored on the green refl-ection of the shore and trees (as seen in

the uater), the poet notices Lhe acl-ual moon in the bl-ue sky and,

correl-at,ing the tu:o moons, exclaims !

Der reine Glanz so schöner Licht,er drang
Bei der so süssen Abendst il-le
Und kühlen Heiterkeit, mit einer rechten Flllle
Von Anmul- mir ins Hexz, dass ich, hafb ausser mir,
0b al-Ler Kreaturen Zier
Dem Schöpfer dies zu Ehren sangs (afSZ)

In the ensu\inq prayer an anai-ogy is draun betueen the moon in the

green s[<y and the promised nearness Lo t,he one in the eternaf heaven"

These met,aphors clearly indicate that Brockes, in lhis poemt

cel-ebrates the sense of sight, This idea is coupled uith his ecstalic

mood and accentuates it. Several- of 1-he many exampJ-es of this are:

Ich l<onnte mich nicht satt,
An diesem Erd- und Himmelsspiegel s-ehn., (fS-fe)

.: unglaublich rei!. und schön
LJar uestenuärts die fichte Heiierkeit
Am Firmamen'c im lrJasser auch zu sehn" (ZO-ZZ)

Ich hat te meine Lust, die Gl-eichheil- dieser Schatten,
Die sie, im lJiderschein, mit ihrem Urbild halten,
Beu.rundernd anzusehn. ( gf -¡:, It,al-ics mine' )
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JusL as al-l- the images are doubLy rel'lected in the r.later, so

the poet?s ecstasy is doubled in the joy of nature. Auditory involve-

ment is al-.tuded to by indirect mention of its absence: the speaker in

the poem refers several- times to rrsanfllen Schritt-en" " The surface ofl

the ualer is rtUnglaublich still und 9la Lt. t' It is a time of rrsÜssen

Abendstille"; in this Brockes introduces the oxymoron as uefl- as the

sense of taste" Another oxymoron--"kÜh1en Heiterkeilrr--combines ex-

ternal fleeling, or t,actile senser u;ith emotional fleeling-Lone" This

underscores the aspect of ce.l-ebraLion uhich is prominant in lhe poem.

This poem seeks to convey the effect of night--tuil-ight--

moonlight on the poet. But the effect breaks dou.rn due to the too

frequenl rnention of shifting shadotrs. This, and the repetition of the

uJordS ItScheÍnrrr rrUiderscheinrtr and rrsclrientr Seem to suggest that the

poet ís striving to penetrat,e these impedÍments of natureí that- he is

groping to make contacL uith reality. And he infl-icts his oun mood

upon nature. lLJhile the terminology aims to be matter-of-lactl-y object-

ive, the poem is really a very subjecLive interpretation of nature by

night,. One is temptecl to question r¡hich one--irHeilerkeitrt,or shadours--

is, basically, Lhe mood of the poet al- Lhis uriting.

But finally the poet does make a slight gesture t,ouard animat-

ing his images:

Und zr¡ar der u.rahre [ìondt
Hervorlrat und am bl-auen Himme1 sta¡d. (+O-+t. Italics mine. )

The personifical-ion here differs from that of Goethe and Î'ldrike for in

B¡ockes t,he moon is an exception ulithin the t,otal picture described"

Not night per se, ulith all its att,ribul-es, but onJ-y one of these
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attributes--the moon--made one movement, as íf animated try a spirit;

then immediately stood still again, compl-etely static. In the summar-

izing prayer the totaÌ image becomes a didactic and deisticrrHimmel-s-

spiegel. rl

Brocl<es t poem ovetfl-oLJS uith infinite detail-. Bul it remains

static and, in the u.rords of Pfeiflfer, uJe see that t'Die dichterische

Anschauung neigt hier dazu, in lauter kfeine Einzelbeobachl-ungen

auseinanderZufaf.Ien, die am Faden der Refl-exion aneinandergereiht
/n

uJerden,tt*' Ande although the poet ís an accuraLe observer, his images

remain static, his descriptions superf icial-, 0nly the eye is in-

volved, not the romantic soul-. He seems l-o stand arrlay from his object

--yet he states numerous Limes t,hat he is in the very centre of this

scene--and to describe it, in a detached, uninvol-ved manner uhich is

very dífferenl- flrom that ofl the ot,her three poets to be discussed

here. Kleín finds that, LhÍs is because flBrockes NaLurbil-der sínd

nicht durch die Seele g"g"ngun" "5Û This assertion testifies to the

neu maLte¡-of-fact tone r¡hich is representative of the neu; dj.scern-

ment and secui-arized religious expression as attributed to the in-

volvement of reason, urhich characterized the Enl-ightenment' And this

atmosphere of the Enlightenment imputes it,s characteristic rhythm to

the uritinqs of this poet'"

49Pfniff"", p,6s.
Sot{t-uin, p,2rr.



The romant,ic niqht of Eichenciorf f al-so is sil-"nt.5l
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The light

aspect is epiLomized by a moon intermittenily, sJ-or.lly and secretly

stealing out 1"Iom behínd a dark shroud of cfouds, bu1- the basic im-

pression is that of the absence of J-iqht and of claritys greyness and

stillness predominate. The silent rhyt,hm of the unduLating moon is

occasionally interspersed by not.es of the song of the night. The

poeL exclaims ecstat,ically3 tt0 uunderbarer Nachtgesang . . o nt' The

nightingale auakens periodically, but Íts song is only vaguej-y hinted

at by Ieference to the ensuing atmosphere; trDann uieder al-Ies grau

und stifl-e,rt Sounds of rivers are heard in t-he distance.

Thus there is a merging of the intermittent enchanting sonq of

¡he night, the occasíonal- notes of a nightingal-e and t,he fainl- sounds

of dÍstant rivers. This creates a dream-l-ike atmosphere. In nature

rrschauernIt denotes a sudden l'lurry o fl rain, But the bJord also carries

the spiritual- implications of shudderinq for fear or horrorr52 o" of

"Fröstefn, ehrfürchtige Scheu, Grusen, Angst ' ' ' " "53 ALl- tl-¡ese

characteristics ofl rrschauelntt seem t,o coalesce ín Eichendorfflrs poem

and to intensify the impact of this night upon l-he poet': t'lLJirrst die

Gedanken mir; o o n o't Attribut,ing these characl-eristics to the t,rees,

in conjunction r.¡ith Lhe da¡kness of these tree, magnifies t h e

sfJo""ph von Eichendorfí', Ljerke I, ed. Ansgar llillach (l/lünchen:
uinkLer-Verj-ag, n. d.), pp. 49-50.

52r(u"r rrJitdhagen & uill- Heraucourt, The Neu lJi.ldhaqen German

Dictionarv (Chicago: Follet,t Publishinq Co., 1965).

53F.'4. Brocl<haus, ed., Der Sprach Brocf<haus, ?. AufI . (Uies-
baden; F. Au Brockhaus, 1968).
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romantÍc mood. This quality is absent in the poem ol'Brocl<es, u-rhere

reason, not feeling, strives to be in control-.

This romantic atmosphere expresses 1-he feeling-tone ol'the

poet as he deci-ares that the song of the night,r and the dreamsr con-

fuse his thoughts and j-ncrease the distance betuleen himsel- f and real-ity:

tJirrst die Gedanl<en mir,
[4ein irres Singen hier
Ist r¡ie ein Rufen nur aus Träumen. (f0-fZ)

Eichendorffts met,hod in this poem seems to be directed at

stimul-at,ing the romantic mood and outl-ook, He imputes his personal

mood t,o nature. Tlre attemptrrto make contact uith the unattainabl-e"54

is sytiibolized by a reaching out into unreachable space--to t,he skyt

to disi;ant l-ands and slreams, lo shuddering trees, uncertain voices

in dreams, These characterisLics, and the shifting moone the vague

song, and the l-ack of cLear vj-suaL and audiLory impressions portray

Eichendorffts romantÍc disposition" The aura of Eichendorffrs Heimueh

is really a romantic Fernueh ulrich encompasses the total-ity of the

uorld. Il- is not, as in wìùrikeIs fater lyricu a longing for a defin-

ite tÍme or place in past or futu"n.55

',rJhere the imagery of Brockes shou.rs that he aims not to become

ernotionalJ-y invoJ-ved, and that of Eichendorflf refluses to l-et' reason

quash his emotions, Goel-he I s imagination l-inks itsel-f to lris emotions

54_, "-James Friesen, Form and lleaninq in llörikets Poetry (fI" Ao

Thesis: Universily o1= l'laniLoba, 1962), p" ?5.

55,,--Heinz SchLal.fer, Lyrik im Realislngs. (Bgnn: H, Bouvier & Co.

Verlag, 1966), p, 22"
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and create an ordered cyc.lical- image of his li l'e, over uhich Lhe re-

frain 'rUrn [,]it,ternachLtr suspends an aura of anLicipatory fu-lfil-Lment.56

This r¡as one of Goet.he t s favoril-e poems. He call-ed it 'rf ine Art Lebens-

bild,rr And Klein ca.l-Is it u "ong.57 IL might, uell be calf ed the song

of Goethers Life for it is a summary of his life, in lyric form, uith

poetic variations on his experience of reality, As in thís poernr so

in most of Goethets poetry, the motifs are taken from real-ity and from

personal experience" This can also be said of the poetry of Pìdrike,

In bol,h, the firs'L-hand touch adds vitality, immediacy and spontaneiLy.

The poems ol" Iichendorff and Brocl<es, aJ-though they afso use Lhe con-

vention of the l"irst person, reaì-1y are not as immediate and spontaneous

as Lhose of Gce the and t\örike. In Goel-he l-he first-hand touch creates

a mood lacking irr external- or inLernal- restrainL r¡hich is ín accorcJ

r¡ith his classical ideal of beaui-yo uhich is t,o him'rdie harmonische

DarsLelÌung edJ-er f infal-'u und sliLler Grösse" "5B It stands in sharp

conl-rast to the romanLic flree play of phantasy so evident in tlre poetry

59of Eicl-lendorf 1"" "

Eíchendorf l' bei-ieved

revefatíon and the poeL onlY

t,hat,, for Goethe, nature uas the

the mirror of this r¡orf d =oul"'60

Lo taL

I f this

56_""Johann iLJolfgang GoeLher "Um llitternacht'r in Goethe: Sel-ected
Poems, edo Barker Fairì-ey (Lcndon: Heinemann Iducationaf Books Ltd.t

1965) g p.2OI.

57..--'Klein, po 359,

. 58..l-lenry Iï. RosenuaLd, The Aqe ofl-Romanticism III (New York:
Frederick Ungar Pub, f,oo? 1959), p. 11.

59
Ibid,
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st,atement is t.ruly pertinent, 1-hen the direction of rrUm llitternacht¡r

achieves symboJ-ic dimensions in t,erms of Goethers oun deiinition: lilDie

Symbolik verr¡andel-t die frscheinunq in Idee, die Idee in ein Bild, und

sor dass die ldee im Bil-d immer unendfich uirl<sam und unerreichbar

bJ-eibt und, selbst in alfen Sprachen ausgesprochen, doch unaussprechlich

6lb.l-iebe.rÌ"* The beanty ofl Goethe I s poem is enhanced by the flact that

it both reveals and conceafs.

In,Goethets poem;the nighL and light aspect, does not create a

visíbly discerni'o1e tuilight, either in the sense of Brockes or of llöril<e.

It attains, rat,her, to a cosmic dimension due t,o the coupling of person-

al experience ulith Ímages spatÍalJ-y Îa¡ rernoved from this experience:

stars, aurora boreaLj-s (Ootfr clear and lrrighl here), and quarrel in

stetfar space ("Gestirn und Nordschein über mir im Streite . "")
This enrphasises the profundity and universality of the experience de-

scribed and places it in the centre of the universa.l- rlrythm--both of

t,ime and of space.

And yet, this poem is free ol" the inordinate longing of the

romant,ics. Pongs poinis out thai in Goethe I s rrUm I\itternacht¡' af I the

poetts inner pict,ure-creating poulers are eLevated t,o r¡ithin that uhich

is possibi-e in run.62 The earf ier idea of becoming (uerd.endes) is nou.r

insight int,o t,he Being o1" the uorfd and ofl himseLf and has become a

6û_
Pon qs,

6lKitty,

62^
Pongs,

p" 33û,

pp" 15-16,

po 15.
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symbol of Lhis.

In this poem the spiritual and physical- dimension of an ex-

perience are presented simultaneously. Thus uhen Gray dec.ì-ari:s thaL "Goethe

ulas one of t,he first in his generation to recognize that a landscape

. ..63is.i a moodr'r"" uJe see that the fandscape actuaÌ.Iy becomes synonymous

r¡ith the mood. This thoughtl may be traced through the three stanzas

of t'Um Fìit,ternachti'r In stanza.bne Coethe presents a simpl-e si'uuatÍon:

the little boy feels a kinslríp uith the shining stars; in stanza tr¡o:

the young man, and the situatíon, have become more complex--the bright-

ness of the lights in the sk¡r ¿n6 Lhe quarrelin space epitomize the

attraction and rejection felt by the speaker touard his loved one (and

perhaps touard his aduLt place in the r¡orld of men and of literat,ure);

and in stanza three the cycle is complete: the brightness of the moon

attesïs t,o the surety and serenity attained in ol-d age, The hesit,ant,t

fearfuL steps of stanza one are gone; so too, are the ujould-be vacii-l-

ating ones of stanza tu.ro, r¡hich have become firm and decisive because

ofl t,he îorce ofl the love-caLL from uithin, Past and future are nouJ ín

harmonious. re.LatÍonship and l-ink 'rr,rilligr sinnig, schnef l-e . . ' rr in

the speaker r s memoÌy, The phrase, ttUm l4j-t,ternachtrrr bears the ueight

of the imagery in t,he poemo The suing of t,he pendulum seems Lo demand

the progression that, the poem deals r¡ith.

Each stanza deafs tr.rith a greater expansion of space: from the

CNUJ-
Jol'lann

(Cambridge: At,

ìJolfgang Goethe, Poems of_Goether ed. Ronald Gray
t,he Universily Ptess, J.966), p. 29"



2B

footpath leading to home and safety; t.o trdes Lebens lLJeiterr; to the

direct path betueen full- moon and the darl<ness o f ll-re poet I s t,houghts ;

yel each stanza is a complete image of a specific phase of life--the

life of man, and of the poet" The intensification from stanza to

stanza Leads to a high vantage point, present and future are seen to

cornbine and coalesce rUm tlittelnachtt" This is time seen from the van-

tage point of eternity. rr64

Goe¡¡ets poem reveafs a more real-istic than romantic insight,

into the secret of being. He points directj-y t,o the universal- emotions

and he bares t,he scene to its essent,ials. FairJ-ey adds: r'This is the

signature of t,he poet tlho seLs douln r¡hat he knous and stops Lhere " .

r'ì
[.9_lut t,he connect,ion in Goethe t s mind back and forth is nevet broken

. o u o,,66 He deals símilarly uith nature, The balance r¡hich pivots

delicately on the moment "Um l'litternachtrtseems to emanate 1"rom tlre

character of a poet uho, in the uords of CharLes lLJaldemaro has attaíned:

rrschöpferische Geisteskraft, Gedankenklarheit, Lebenserkenntnis und

..66
-ujer-sne1t. "

The naturai- vívidness of imagery seems to be an explession of

natural rhythm of the life ofl man, and of al-L the cosnic forces'

it seems to fuse thern inseparably, This fusion of things tangible--

64-"'Friesenc pp, ?'L-52,
CEUJ-""Fairleyr pp" XXIII' )(V-XVI.

66Chu"fn" ttJalclemar, ecJ" I
(i,tUnchen: Süd-uest Verl-ags- und

the

And

Goet,he: Das Schdnste aus seinem Uerl<

Úeri;riebs=Gl'lBHe 1962), p" 9o
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boy, yout.h, maì;ure man, cemetery, parsonage--r¡ith t,hings intanqible

and unreachabl-e of cosmic space, ext,ends the re.Lative space of man and

his uorld and gives it cosmic import. All Lhings affect each other.

As Ín Goethe I s "lLJii-.1-l<ommen und Abschied"6T the clip-clop of Lhe horsets

hooves is one r¡it,h t,he heart,-beat" of Lhe.i-overo so here, t,he change in

naLure is in unison r¡iLlr the progression: boy-youth-man.

Goet,hers selene cl-assical simplicity and his resilience of

mind endorse the lorcefui-ness of this poem and make perfection possibJ-e.

üne questions, r¡iLh Ki-einr 6B rh"ther Goet,he t s poem ulere possible r¡ith-

out, t,he accompJ-ishment of his loterunnet, Broc[<es, rrlho had taken such

a decisive step fo¡u-rard from the schematic Baroque presentalion of

nat,ure to that, of a physicalJ.y afive and sensuous reality.

The mel-hod ol" Broekes is noul Liberated from its binding Baroque

after-effects" The poet is not apparently attemptÍng conscÍously to

impress by shotuing the neu freedom uhich r¡as his, Brocl<esr r¡as the

freedom of the Enlightenment; Goethers ùJas the freedom of sel-f. Goethe

refused to be pJ-aced in chains--be they of leminine orÍgin, oî socia.ì-

pedantery, or o1" inherent mentaf quirl<s" Consequently his poetry most

fit,tinql-y epitomizes the dÍctum o1" ArchibaJ-d ûiacLeish, (made in favor

of Keatsrs rr0de to a Grecian Urnr'), rrlhich stateså rrA poem should not,

Âo
nean/ But be, ""- GoeLhers poem is really a mere sl<et,ch. But, it,

67ûraye p.5.
6BKl"in, p.2rs,

69Cleanth Brooksr "[(eaLs's Sylvan FlisLorian: Hist.ory ulithoul



30

speaks eloquently--simply because iL rris. rr

The imagery in l'1örike's t'Um llitternacht"T0 is an example of

another decisive st,ep foruard. This is parl-icularJ-y noteurorthy since

lvldrike uas only t,t.renty-three years ofd at the time of" it's uriting.

Friesen apt,J-y refers to tlret!cLassicaltrand ilcontrol-led harmony" of

this poem, He not,es ai-so tlrat nThis poem is not reflective, not

int eLlectuaÌ , o o . Yet the all-import,ant, sensuous eLement never

trails off into vagueness ô c " even thouglr Linl<s r¡ith the Verschtuom-

menheit of romantic Ìyrics rnay be discerned.rr The polarity betueen

I'cl-assictrandtrromanlicÍ l,ensions is inherent in the poemr but the

\tensions areþo uell bal-anced and so uell- resolved thal one can ascribe

this perfection only to t'the lyric genius of the poet, "7f

The tu.ro nUm flj.l-ternachl-rrpoems stem from different time periods

in the lil'e of t,heir authors: one uas uriLten by the r.late-Goethe I t

the other by the young |"löril<e, Both are in control of their night,

but in a differenl manner, i. êa both have the open, uncontroLled

daemonic aspect, of nighL, but in the poem the authols are in control-

of their artistic subject-matter. Goethers conl.ro1 is apparent in the

progressive nalule of his imagery, lrom stanza to s'¿anza, and Ín the

( Coni.
tdil bur

) Footnot.esrt' in Five Approache-s of LiteraÐ¡ CriLicism? ed.
5o Scott (Ner.,r York & London: The Placmillan Co,, 1962), p, 23I"

70..'-trjerl<e, p. t0û"

7r_'*Friesen, p. 83,
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conoiLiatory concl-usion reached in fine four of each stanza--ending

in the summation, "Um l'lit'uernacht; r' |"lörÍke I s poem, on the other hand,

Lacl<s the serene, Lime-proven overvieul o1'the sage" His distincl-J-y

yout,h1"ul rhythm of the springs is a finl< uit,h romantic lyrics, as

noted by Fri.esen, as are al-so therruralt al-te Schlummerl-iedrrandrrdes

Himmels BLäue.tr But, aJ-though l'ltrike uses romantic symbo.ls, the dual-

rhythm of lris rrUm l'litternachtrr suggests that, the poet I s dualism is

polarized and cont,roLl-ed, St,í11e the possibiJ-Íty of uncontroll-ed

effervescence is inherent in the nature of the springs.

LiqhL is not specificalJ-y nrentioned in [vìöril<ers poem; houever,

the eye of night is said t,o observe the bal-anced scal-es of time,

llotlrer night is ueary, but her eye is af e¡t t,o t,he motions o fl the

universe. Complex imagery s¡rells out, t,he musicaü. rhythm of the cosmoss

the'rcont,rapuntalii 72 relrrica.l- variat,ion is beaut,ifuLly caught up in the

contrasting rhythm of night and of the springs, and is an organic

compJ-ementary linl< betueen these tuo. This faudil-ory colort, cast, by

the contrasting rhythr,r of springs and mother night, influses vitalit,y

and an excit,ing tempo inLo the poem. The changing rhythm to ihat of

the constantJ-y tuakefuL and alertly singing springs is not deeply dis-

turbing buL seems to add an unnamed question, namely: Uhat, of this day

just, past, and its sígniîicance? This too is invol-ved in the bal-ance

o1" the scales and uanLs l-o deLract from the atmosphere oi'complete

peace and sere¡ity as it is epitomized by mot,her nighl,

72_l rLesen, p, a l.
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The changing rhythm emphasises the fleetingness of this st'il1

moment. But during this one stroke of Lu;e1ve, the poem exemplil"ies

perfect harmony. NighL here, inspi'ue of potentiaJ-J-y disturbing eJ-e-.

menis, is unmindl'ul of the secrets of day that the sprinqs are

bubbling abouL.

This equilibrium is evident in both form and content of IYIörikers

t'Um 14ittelnachl, I' as it is also in Goethe ¡ s poem' It creat'es an appear-

ance of'eternity in the poem. Balance in fines three and four of each

sLanza anchors doun the meaning of the poem' In stanza one these

l-ines depict ever-recurring night as observing time equally bal-anced

betueen past ancJ future, in the present momenl-, It, is as if aIJ- time,

f rom its beginning ini:o eternit,y, is ureighed bef ore her. And in l-ines

three and four ofl stanza tr¡o mother night prefers lhat r¡hich is.Last-

ing--t'des Himmefs Bläuetr--t,o i-he fl-eet,ing hours uhich passr t'hough

they are balanced nou" These lines emphasise the animate quality of

this nÍght., Tn the first stanza night seesr observes urith insight,

and is aulare of implicat,ions; in the second stanza night draus a

mental comparison and, herself, ueighs the momenl of eternÍty--and

makes her choice,

The very f irst uord, rrGel-assen, " is tl-re key Lo the poem and

sets its Lone of underJ-ying ambivalenceG I'Ge.l-assenrrin the sense of

t,he mystics, and so famil-iar to l1örike, involves a toLaf resignation

to the uill of- Godi it means to seel< only Godrs name und hono".?3

73Ju"ob Grimm & biilhel-m Grimm, Deu.tsches LJörterÞuch (Leipzig;

Verlag von S. l-lirzel, lB7il )'



JJ

This Gelassenheil frequentJ-y assumed the form of total indifference

and inactivity. Therefore ['1örike creates tension in his poem by

juxtaposing t,he contrasting elements of of a complet,ely cal-m and un-

invol-ved niglrL, and a uatclrful and perceptive open eye, Thus, t.rhen

night is dreaming, she is, at the same time, alert to pas{- and luture

forces in her control, and r¡hich control- her--the forces of time and

of change:

Ihr Auge sieht die goldne [Jaage nun

, Der Zeit in gleichen Schafen stil-l-e ruhn,

And immediately, the momeni is made siart,Iingly a-líve by the lÍne

'rUnd kecl<er rauschen die Quellen hetvor . . o nrr The guslring action

of the springs: rrSie singen der l'lutter, der Nacht, ins Ohr, o o"

characterizes ihe springs and juxtaposes a daemonic el-emenl to the

static tranquil.ì-ity of night,. It afso suggests the polar opposit,es

of night and day r¡ith its darl< and light overtones" This accentuates

the tone of ambivaLence in the poeme It al-so adds a note of enchant-

ment or magic, ulhich dynamizes the dual- meaning of Gei-assenheit still

more. The repetition 'tVom Tage / .Uon heute geuJesenen Tagelr serves a

doub-Ie--auditory and vísuaf--funcLion: to echo lhe song ofl the springst

and to emphasise day as a baLance for night--uhich the poem deaLs rrrith,

primarily.

Stanza t.uo conLinues this theme, Surprisinglyr night, recog-

nizes t,he beaut,y of day and thinl<s this superior to her ot¡n" She notes

i-he necessity of balance u-rith he¡ mate, l'or she speaks of "Der flücht I gen

St,unden gleichgeschuung I nes Joch. 'r LJat,er, source and symbol of life
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and of beauty, links the trLlo stanzas into one complel-e unity:

Es si-ngen die l/asser im Schl-afe noch fort
Vom Tage,

Vom heute geuesenen Tage.

And so there is perfecl- ba.Iance beLueen uaking and dreaming.

This poemo lil<e t'f r ists, " beats a sense ofl the daemonic in

Lhe centrat image--ofl sprouting violet, and j-n the song of the springs.

The i.magery in both poems creates an intimation ofl uorking and ueav-

ing of the forces of naturer uhich is a typical- trait of llörike I s

poetry, This highlights the poetic creative process as r¡efl and makes

it appear effortless and intuitive.

Night, in [1örike I s lrUm l']itternacht, tt is personified as one

complete poetic unit, lJe are made auare, in thisr that personifica-

tion is an especially adept mode of conveying emotion Ín depthr and

that, it is bot,h connotative and denotative in scope.

l4örit<ets method is one of synt,hesis, rather than of analysist

as is Blocl<esr. This is true of nature poems such as nUm llitternachtrl

uhere night hersetfl has achieved the qual-ity of the universal eye:

seeing the balanced scales ol' tíme; of the universal- ear: hearing

the ancient sl-umbersong of the springs of the r¡orld, The perfecLion

of the synthetic process is expressed in terms of synaesl-hesia:

Ihr kIÍngt des Himmel-s BÌäue sÜsser noch
Der fl-üchtrgen Stunden gleichgeschuungnes Joch.

wìöril<e I s love lyrics, uhere maniflol-d incidents touching each

other have been caught up into one olganic and poetic unit, al-so shot¡

evidence of this method of synaesLhesia. 'rPeregrina III" confirms

t,his: the lover stil-l suf fers and is l-orn by indecisions and guiltt
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but, the poem has an undertou of reso.lution uhich indicates t-hat all

factors mentioned, ( "Irrsa1,rr rtBeLrug, I' banishmento undying J-ove,

'¡Zauberfadenorr ambival-ent thoughts of a future return), are irreducible

parts of one composi.te and r¡hofe experience,

ln t'lörikers poem, ttUm lÏitternachtrrt the analytic fragmentation

of B¡ockes is gone" So is the vaguer indefinite mood-dominaied aL-

mosphere of Iichendorf f . l'lörike I s rrUm Pìitternaehtrr is, in a sense,

the reversaL of that of Goei-he, lLJhere Goethe expands the physical

and spirituaf dimensíon to cosmic realns, l'ldrike brings the cosmic

laus afflecting night and day dor¡n to Lhe reaLms of man. In the over-

all personífication the cosmic order, and the eternal order of t,imet

is g5-ven the spiril-ual- and physical characteristics of man. Ït is

possessed of manrs animation: in the physical reafm (ttGel-assen stieg

o e , "), in t,he spirÍtual ( "Lehnt t,räumend . . " ), r¡hiLe spiritual and

physical characteristics unite in t,he synthesizÍng process oi" ItIhr

Auge sieht, " o ortt the inner eye assimiLates the input of the outer

eyet and produces the harmonious image so vividly portrayed as Lhe

moment, "Um Pìiltetnachttttrlhen past and fuLure time is sensitively

bafanced in the present moment, Thus t,he rhylhm is dynamically arrest-

ed in mid-suing of timefs pendulum,

The moment of "Um lvlitternacht,rrand that of rrPeregrina IIÏrr--

that of perfect balance--must ineviLably fade into Lhe pastr yet üldrike

has, remarl<abIy, achieved an aura o1' a perfectly held moment in both

instances. Tlre physicaL moment, passesr but the spiritual one linqers

in the memory of the poet" This is, in part, a neu; achíevement of
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f,18rike, that he can pin doun, hotleve¡ ilJ-usiveo time past and fluture

in the present moment. Thís functional abiì.ity in the poeLts method

of composition is a developmental sl-ep beyond that of Goethet" "Ut

ljlitternacht" uherein t,he time aspect is progressive--from child to

young manhood l-o the maturity of a sage-'rather than all-incfusive

in one moment of time"

The themes of the poems discussed deal r¡rith the consciousness

of t,he srrliftness of passing time, symbolized by nature' Implicit in

al-L is the desire 1-o extend the brevity of the moment, to create perma-

nence ulhere there is flux, Each poet seems to add dept'h to the qual-ity

of the former night,; ule are auJare ofl an enrichment of lyric expressiont

throughout these four sLages of literary development, ulhich is duet

largely, to a refining process in the creation of rl-iver imagery. The

dynamic rhythm of night has îinally itself entered into the later poems

and given them neu and enfivening fluidity and daemoni-c potrer" This

leaves the reader uith the feeLing of having experienced an intensely

vibrant and refreshing encounter, one r¡hich contains r¡ithin it a myth-

ical vieuL to the future. Furthermore, and sign:lfÍcantly so, it reveaLs

the validiLy of Kl-einrs decLaration¡ namely that the internal rhythnt

of a poem--r¡hich is comprised of t,he spiritual entity and is the pro-

dUct of the soulrs assimilation and synthesis of experience and of

passion--provides a basic clue to an understanding ol" inherent meaning

in all- il-s Ìayers and ref ationship".74

741{I"in, pn 6o Also see footnoLe no' 34 of present chapter'
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ParadoxicalJ-y, Brockesr image of night disintegrates because

of an overly-meticulous recording of every nuance that contributes t,o

the authorrs Ï-mysel-f feel-ing of this night; because of multifari-ous

disparal-e el-ements ascribed to this night; and because t,he lyrical-

subject is unable to bridge the distance uhich separates it from the

subject ofl Lhe poem, Light, mood and realil-y are at variance ulith

each other.

But Iichendorl'fl's sensual re.]-ationship uith nature finds t,he

heighL of expression r' þ] n aur veru.rischen der Grenzen zu¡ischen kosmisch-

em und seeLischem Geschehen . nt'75 Brockest vatiance of lensions,

as evidenced in light, mood and vieu of realit,y, are, in Eichendorffr s

ttNachtsrrr dissolved, lacking all suggestj.ons ol' borderl-ines or defimita+

tions,

Pongs notes that Goethers basic stance, throughout his develop-

meni;, remains 'rdas Götterselbslgelüh1, das sich die Umuelt anvertuandeltt

auch r¡.ro er die Uel-t schauend und ordnend du¡chdringt und ins Symbo1

hebt, sinngebend oder sinnfinde nd."76 So also, in his poem rtUm flitter-

nachtrrt Lhe poet evolves as the conquering PromeLheus" Night and mood

are subject,ed to the intensive torch-ligh1" of real-it,y. The strictest

delimitation of stat,ement is observed" And yet one is impelled to agree

r¡ith Killy uho, upon correJ-at,ing observed nature ulith feei-ing-tone of

the observing poet, nol-es l"hat, in Goethe, tlris process aluays resufts

75P̂onqs,

76tuid.,
329.

216.

p"

p"
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in an atLempt on tlre part of the poet to keep the idea in a state of

suspended animation.TT Thus, in Goethers poem, memory ofl the past

transcends the present moment. SimpJ.e, ¡:recise, and polarized imagery

reveals a vigorous clarity of both sensory and emotional percept,ion.

Il reveals, simultaneousJ-yr the neutrnote':f refinemeni:, refl-ectiveness,

spirituality" of the poetrs lJeimar and post-classicaf y"u"".78

wìörikers imagery, like that of Goethe, is notabfe for its de-

limitation of descript,ion" In'rUm l'litternachtttthis is apparent despite

the fact that these early nature poems contain unmistal<able romantic
,]o

e.l-ements,'' The posture of night as dreaming, and the music of the

springs fend a romantic touch; bul KLein is aLso right in emphasising

the classicaL character of this oo"r, 
o0 

lLJe sense that i'lörike has had

an in-depth experience uilh night, uhich transcends rai;ionalistic

thought, but he ref¡ains from g--''.vÍ.ng overt expression to his 1'ee1ings.

In Brockes the seLfl-invol-vement is openì-y expressed, in l4örike iL is

veifed in i*ug""y. BI

1.7
' 'Kil-l-y, p.zo,

7B_'*Fair1ey, p. XXI

79vi"to" Gerard Doerksen, l'4örikes-ffeqien und Ipiqramme--
Eine InterpretaJion ( Oiss. Zürich, 19ír4), p. 2t,

80.. -"-Kl-ein, p" 54I,
81_--0ne of t'lörike I s ma jor cont,ributions to German Literature is

his synthesis of styles past, present and future. The preceding classic
and romantic styles are harmonÍ.zed; the present, Realism, is sensitized
and refined; and lhe anticipation of future Impressionism fends to his
poetry an aspect of neu.rness and surprise, See Klein, p. 534.
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InItUm l'litternacht" night, mood and reafity take the measure

of each other, In later poems, as for example in the concLudj.ng Lines

ol'r'An eine Äol-sharfe" andrtschlaflendes Jesuskind, time achieves

statuesque immobilily, as i-n Goethets "Dauer. im Uechsel't (fgOf-fgCÐ.82

Then, in l1ö¡ikeo the moment becomes all-important and al-L time becomes

static in it. The I'fo¡mtt of time is increasinqly spiritual ízed, The

kafeidoscopic image of transience is eclipsed in the mornent and given

pe¡manenee. The essenee or spÍrit of t,his moment influses these poems

and gives them a superhuman aulac In thet'Äolsharfert poem this eX-

presses itself as the moment is caught and heLd at tlre time of climax

betuleen the uaxing and rrlaning of human J-onging" In t'his one instant

of time the souL of man is one in mood r,lí1-h nature, There is a mys'ui-

caL relationship beLuleen the tr¡oB3 ulhich is enhanced by the musical

eLemenL and rhythm of the poem. ln trDie schöne Buchett Lhe moment is

of harmonious accord uÍt,h nat,ure also" : The speaker is both observet

and observed" The magic circle both incl-udes and excludes himr but

the sel-f-conscious rIt is sifent. 0nly the spirit of the moment is

given voice. In "HermÍppusrt the spirit of present tÍme is immersed

in that of the pastrand extended into the future, r,.lhile ínrrSchlafen-

des Jesuskíndtr the intangible tbeingr of man-God receives a spiritual

dimension r¡hich ímputes to the physical- image of the scene Lhe aura ofan

invisibl-e indescril¡abJ-e presence, In these poemsr and in ot'hers, the

82G""y, pp. lBl-82,
83_Benno von uJ].ese,

Verlagr 1950), p.2I9,
Eduarcl jlë4ts_e. ( S tuttgart : Rainer ldunderlich
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spirit,ual-izing el-ement seems closeJ-y reLated to lvlöril<ers au:areness o1=

the daemoni"E4 and to his mystical- and mythical inLerests in life,

It is not my purpose here t,o try lo estabfish the origin of

this deve-lopmentaÌ step in the poetry of l4drike--be il derived from

a st,udy of the cl-assics and of Goethe, be it, en1-irely of int,ernaL

origin, or be it, a combÍnation of these, and possibly ot,her factors.

ït is the purpose only to shot¡ that such a development, does, in fact,

exist, and that it may be gainfuJ-ly illustrated by a close attention

to the Uh_el and the þotu of this poet,f s imagery, particularj-y the imagery

u.rhich concerns ítself uith the t,ime element. Not i-he t,otaL time-

spectrum of t/ìürit<e is to be discussed houever, but only that uhich

is pertinent l"o his crucial- rmomentr.

Aú,-'The rrdaemonicrt elemen'u is central in t,he uritings of l1örike,
It contàins a mysterious and magical pouler and is closely rei-ated to
th{poet r s vieu of fate, of Schicl<sal" (See von lLJiesers chapter uith
this headins), It is a poruËT*6ãfóñä the control of him in r¡lrom it duefls,
uebst,er equates the "daemonic" r,Lith genius. It is in t,his sense that
the nouns rrDaemonrt and trDaemonierr and the ad jective or adverb 0daemonic"

r¡ill be used here,
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II" Ea::.ì-y Componeirts o i [1tir:l-l<ers [''lonent

The emphasJ'-s on a specific noment. in lrme and/ clr in e><perience

is ofl pri-ne imporiance j-n 1-he poel-ry of Iduard [']öril<e. Tlre tlrree key

syrnbol-s tuhich cornpri-se the essence, and epjtotnize the si'gnificance oí'

the ¡ mornen'cr aue those of rrZuiel-ich'i:, tr rrZauberrr and tlBL.ii'.2,,r¡ F::eciueni.l5r

these el-emen1-s forr¡ an undercurrent of convergi.ng lines of irnpJ-ica'¿ion

or exprression in a poem, and their dramal-j.c efiect. is nc¡i l'el-i or in--

tuiteci unti.'Ì- the three suddenly neel-, precipitating the cl.irnaciic Ino'-

menl-. t l.'löri!<e r¡ro'Le t,o Lu-ise lìau concerning the 'rbli-z-artiges Iirr-'

l-eucþten delr LJirl<l-ich[<eitltas oí= a momenlrruo gleichs¿rrn ein rascher

Blitz cles innersten Bet,.russl-seirls uns das, uas uir tt"qitz=ql und sj-ncl ,

in se-ì-ner qa¡z-en Gesial-t sehn l-åisst'-*-in cier über¡rä.ì"Ligerrden Fül-l.e seiner

trlirk-L-ichl<ej-t, ruåìhrend es dann scheint, al-s u.räre man bislrer nur uj-e in

e j.ner¡ çeu.röhnlichen Traum geuJesen. u ('r. V-. 1829 ) . 
I

tïlJril-<ets p:'-voial- tmonentr ofl rrZuJiel-ich[-'Ì is no'u synonyinous

urj-til truil-igþt" It is cornprised of an antilhesis ol' rrLhite and bl ac!<r

lighi anci clark, day and nighi, ancl o1=ten it j-s, sirnui-taneousJ.y, bl-iss

t_* Friedr ich
Rainer tliunclei:lich

Seebass, ed" , !.qqe¡cl-[p-ff.tfq. -91U"!e (Ttibingen:
Verla-oo n" d. ) o p, 158"
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and despair, confidence and defeat, smiles and tears, ItZtuie-l-ichl-rrl

even uhen not specÍfically mentioned, is real-ly the medium uhich de-

termines the mood of this poet most frequentj-y" This characteristic

has been studied by Doerksen, ulho summarizes the findings of several-

eminenL t'ldrike schol-ars thus: ItDas Zuielicht der llorgendämmerung ist

die eigentlÍche Zej-t unseres Dichte¡s. In diesem l4oment des Übergangs

erinnert er Vergangenes und ahnt, zugleich das Zukünft,iqe. Die Nat,ur

uird al-s Traum geschaut, Ín dem Zeit und Raum, Innen und Aussen, in-

einanderfl-iessen, "2 The decisive quaì-ity of the rrrnomenttt is deter-

mined by the daemonic and elemental poue¡ uhich thrusts it foruard

into the mind and pen ofl the poet. Invariabfy this pouler is akin to

t,hat urhich dominates and dictaLes every turning-point in f'laLer Nol-ten,

as in Lhe life of the author: Pereqrina-Efisabeth, gypsy and rrschLimme

Zauberbfume. "3

The antithesis ulithin the rrmomentrris born of both a basic

dual-ity in itsei-f and polarizat,ion in the poet" This is nourhete more

graphical-Iy illust-rated than in poetry uhich expresses t,he poetrs re-

lationship to Peregrina, u.rhere desire and revulsion constanLj-y inter-

lock, The principle of dualily and polarization is particuj-arLy appar-

ent in the juxtaposition of antiihetical nouns and adjectives uhereby

1'1üril<e creales melaphors of great originality and beauty. The primary

uord and Íls modifier determine the quality of each other; they melt,

2Doerksen¡ pp. Ig-2O.

3^-See von Uiese, p, 188,
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fuse (as in the process of gJ.ass crystallization)/t und merge as a neuJ

quantity ulrich contains the inseparab.l-e entity of its original- compo-

nents, plus a vital infusion of the poetrs personal- synl-hesis oî life"

Ïn this manner wlörike paints strikingly vivid images and poem-pictures.

He shot¡s us nekl rel-atÍonships and thereby i]luminates the o1d, reveal-

ing neu facets in the old and intensifying the reality and impact of

the conc¡ete image in the metaphor,

This affinity of opposites for each other precipitates surprise

kernel-s ín al-l- periods of l4örike t s uriting. By means of the foJ-rouing

representative examples this tendency may be traced through Pìdrikets

u;ritings, as the dates of these quotations indicate:

die verbit,tert, bis zur Betèlubung süssen Zauberschal_en.

mir traf freudig ein Schauer das Herz, (feZS)6

von Trauermelodien trunken, , (fgSO)7

lvìir abe¡ in geheimer Brust eruacht,
Eín peÍnJ.ich uiderspiel von Fül-l-e und Entbehrung , .

(rezz)s

(:. esz ) 
B

4Hoelterer cites an illustration from Jean Paul, stating that:
rrJean Paul bringt in seiner rVorschul-e zur Aesthet,ikr das Beis\piej- der
Glasszubereitung, bJo aus Sand, Asche, Quarz ein Neues, Ganzes erstell-t
ulird: durch Verschmelzung. Die Bestandteil-e schmel-zen rzu einem dichl-
Enr durchsichtigen Gusse | . tr lJalter Hoell-erer, Zu.lischen Klassik und
Floderne (Stuttgart: Irnst K]ett Verlag, 1958), p. 13,

UrU"O=, ttBesuch in Urach, " p. 32, vc 55.

6loio,, r'LJard-ïdyrre'r, po ro4, vo 38,

7l¡iU., ttKaruJocherrr p. g5,

8Ibid,, trNachl-sr,, p. 306.
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himml-ischer Kälte bafsamsÜsse Luft. (feaf¡9

die Ferne drängt, o o (rg¿g)10

. f achend, und ein sanfter Geist ', t
Des Ernst,es doch ergossen um die ganze Forn-- (1846')'*

LJie mit fremdendem Ernst, Lächel-nd halb, ei2 Daemont

Nicl<st du mich an, Tod ueissagendl (feOS¡rZ

The fusing quality in each antithetical juxtaposit-ion of disparate

experiences is the efement of intensit,y" The poeL, though hiding be-

hind his veil, his mask, seems to be inLensely invofved personally'

bJe become aurare of this in Looking at llörike|s method of buildinq up

to the climactic rrmomentlS

An einem iJintermorgen, vor Sonnenaufgang (fgZS)

0 flaumen]eichte Zeit, der dunkefn FrÙhej
lJeIch neue lLJeft beuLegest du in mir?
ldas ists, dass ich aufl einmal- nun in dir
Von sanfter irJollust meines Daseins g1Ùhe?

Iinem Krist,al] gleicht, meÍne Seele nuno
Den noch lcein fai.scher St,rahl- des Lichts getroffen;
Zu fl-ulen scheinL mein Geist, e¡ scheinl- zu ruhn,
Dem Eindruck naher uunderlcråifte of lent
Die aus dem klaren Gürt,el bfauer Lufl-
ZuIeLzL ein Zauberuort vor meine Sinne ¡uft"

9Iuio., rrAuf eine Christbf umer " p. 72t.

loloi¿., I'Früh im trJagenr " p' 95.

11t¡i¿., rrAuf eine LampÊr " p. 85.

12Ïbid., rtErinna an sapphor " p, 86.
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Bei hell-en Augen glaub ich doch zu scht;anken;
Ich schliesse sie, dass nicht der Traum entureiche.
Seh ich hinab in fichle Feenreiche?
lLJer hat den bunt,en Scht.rarm von Bi.Idern und Gedanken
Zur Pfo¡te meines llerzens hergeJ-aden,
Die glàÌnzend sÍch in diesem Busen baden,
Goldfarbgen Fischlein gleich in Gartenteiche?

Ich hö¡te bald der Hirtenllöten Klänge,
lLJie um die Krippe jener lLJundernacht,
Bal-d uleinbekränzter Jugend Lustgesänge;
tder hat das friedenselige Gedränge
fn meine traurigen uände hergebracht?

Und urelch GeflJhl entzücl<t,er 5tärke,
Indem mein Sinn sich frisch zur Ferne lenktJ
Vom ersten llark des heutgen Tags get,rânkt,
Fühl ich mir llut zu jedem flrommen LJerke,

Die Seel-e fliegL, soueit der HimrneÌ reicht,
Der Genius jauchzt in mirl Doch sage,
LJarum ulird jetzt der B1ick von lLJehmut feucht?
Ists ein verl-oren GJ-llcko uas mich erueicht?
Ist es ein uerdendes, uas ich im Herzen trage?

-Hinueg, mein Geisti hier gilt kein St,illestehn:
Es ist ein Augenblick, und AÌLes ulird veruehni

Dort, síeh, am Horizon lüpl't sich der Vorhang schonl
Es träumt der Tag, nun sei die Nacht enLflohn;
Die Purpurlippe, die geschlossen lago
Haucht, halbgeöffnet, süsse Atemzüge:
Auf einmal b-liizt das Aug, und, uie ein $gtt, der Tag
Beginnt im Sprung die l<önigl-ichen FJ-ùgel'r

t'An einem lJintermorgen c , .tt is a direct presentation of a

process in nature, and at a deeper and very intensely vibrant level, it

depicts the concrete moment of poetic inspiration in ali- it,s immediacy

andrrdaemonicrrmagic. CIearly, t,he poet is in compJ-ete harmony ulith

hÍmse1f and uith nature--quiescent and receptive of the momenl- in

present time. tHis i" the characteristic stance of tYìörike ín the earJ-y

13tbio,, p" 9o
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group of poems discussed in this chapter' And in t'hese poemsr too,

b;e sense the poetts conscious aulareness that he must maintain his ba-

lance. It seems apparent that his daemon is quíck to upset the balance,

in favor ofl either ecstasy or despair. This is apparent in rlUJinter-

morgen.rr And in "Um fvlitternacht'r (rczl)Ia tni" precarÍ.ous situation

is symbolized in the image of the scales of time' Ïn ¡lIm FrÜhlingnfs

the baLance is upset in favor of a total-J-y romantic image uherein the

poet, becomes one uith nat,ure:

DÍe LJolke r¡ird mein FJ-üge1t

Der Sonnenblume gleich steht meín GemÜte offen,
Sehnend,
Sichdehnendooo

In I'An einem bJintermorgen , . .]t the exhi-larating upsuing of poetic

genius:

Díe SeeLe fliegt, sor¡eit der Himmel reichtt
Der Genius jauchzt in mirj

ís immediately correlat,ed r¡ith melancholy:

Doch sage,
lLiarum uird jetzt der B1ick von lLJehmut feucht?
Istts ein verloren GfÜckr ùJas mich erueicht?
Ist es ein uerdendes, uas ich im lìerzen trage?

This three-fold question emphasises the paradox of the situation. A

sinking feeling undercuts the moment of híghest bliss. The image in

r'érr,.reichttrcance]-s the effect of the body-building stamina inlrerent in

the image of fresh marrour of day in the poetts blood. In this poem

1ú.- 'Ibid. 
,

15Ibid",
p.

p.

100 "

to
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the equation betueen rrverl-sren Glücl<rr and "ein tuerdendesrr is actually

verbal-ized. ïn faLer poems this duality in the poet enters by means

of subti-e suggestion, innuendo or impJ-icit metaphor. In I'Uintermorgenil

the poet quickJ.y reverts back to his l'ormer jubilant mood. He conscious-

ly ínvokes his oun spirit and conquers his mel-ancholy by a deft st,roke

of creative u:ilJ--pouler å

--Hinu.reg, mein Geisti
E s ist ein Augenblict<,

And this is foflor¡ed by the

uhich the poet cries:

hier 9i1t kein StilLestehn:
und AlLes uird verulehni

concluding posit,ive and ai-ert gest,ure in

Auf einmal blitzl das Aug, und, t¡ie ein Gott, der Tag
Beginnt im Sprung die königLichen FllJqeI

Nou the dream-efement has been repÌaced by cl-assical cJ-arity; undu-

lating emot,ions have gained equÍJ-ibrium; and tr:e see, even in this

early poem, an intimaLíon of t,he poet t s later extended rrequili-bri-um,

permanence and masteryrr urhich are distinguishing features of cLassicaL

.16
poe try.

Far¡ell noles that one of the most characteristic expressions

of l'1ürike is t'p1ötzlichrtorttauf einmal ,r'uhich he frequently uses to

indicaterrinnere UmschlêÌge dieser Art, oder die jåhe Irschütterung der

Seef e anzudeuten. So tief ist dies I\otiv mit sei.ner f rl-ebnisarL ver-

bunden, dass ihm auch Vorgänge in ddr Aussenuelt häufig aIs t'pÌötzLichrr
'l 7erscheinen.rr- Thus the moment in t'tiintermorgentr seems Lo be an ex-

ternaL representation of an internal condit,ion, 0uter and inner aspects

16R. Bo Farreì-I, 'rllörike t s Classical- Verse, ,, in Publications
of the Engtish Goet,he Society N, So, Vol. ZSr(ÌSSO), p, 62.
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complement each other, and, as Flarcel-1a Burger has so sensitiveJ-y ex-

plained: the outer situation, lhe "lL.lintermorgen'r remains merely rrr fl-aum-

enl-eíchtr angedeutet, "rand yeL it forms t,he frame of the inner pro-

cess, I'Das Innere schöpft seine Phantasie aus den augenblickl-ich ein-

uírl<enden oder nur geträumlen Bereichen cles IAussenI o ."18

But the il-lusive veif ofl impenetrable myst,ery suspended over

the poem is created by the apt interueaving cf the three main symbol-

components of the rtmomentrr--of ItZuj.elicht; t' rrZauberrr and "Bl-itzrr--t¡ith

their chains of suggestÍ.ve imagery, as t'[lJunderkräfLe, 'r rtZaUberuJoltr rl

trFeenreichet' and t'lJundernachtort And the st,artling sharpness of 'rBIitzrIt

rather than tearÍng the veil of imagery, adds a deeper dimension to its

il-lusiveness. Nothing can be mote transparent than the deficate and

fragiJ-e crystalu but here its analogy t,o the poetrs soul adds to Lhe

imppnet,rable mystery of the moment of poetic inspiration. This poem

is an excellent example of a definil-ion-in-practiee of t,he vatie tradi-

tion of poetry, It linl<s feelingly tuith t,he suans of l-löl-derlin and ofl

Yeats"

t'lürike I s t,hree primary symbolic ef ements have a co-ordj-nated

function, The ant,ithetical poles of darl< and light jointty create the

rrZuielichLt' of I'ILJintermorgenÊ'r Here t,he poet is auare of 'uhe approach

of day uith its bright dízzying magic:

17R. B. Farrellr "Aufbauprinzipien Gedichtentr, ed.
(rcaz), p. 3e1.ALberL Fuchs & Hel-mut lìoiel<at' FeSlSçl-t¡iI!

in lvldrikes
B orschar t,

lBBr"g*", po 18.
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Beí hel-l-en Augen glaub ich doch zu scht.ranken;
Ich schl-iesse sie, dass nicht der Traunl entueiche.

TnvofuntariJ-y he cl-oses his eyes in order to retain the dream, This

Latter is a typical-Iy romantic gesture as in the poemItNachtgesicht,erl
'to

(rcZl ), -' u.rhere the poet depicts his dream-confrontation u-rith Greece,

the epitome ofl ci-assic aniiquity, and cries:

Ja dies ist uirklichJ Du bist es, mein Heffasj drllckt euch,
ihr Hände,

FesL auf die Augeni denn dies dürfen die meinen nicht sehni

But lLjilliams reminds us rrthat the sunrise and daun uhich are the osten-

sibLe subject have been tefl- far behj.nd' uhen the talk of dream arises

in tru j.ntermorge¡. "20 rrìJhat, ùJe aDe concerned u.rith is the poet I s state

of mind, and a very speciaf and particular experience is being conveyed, "2Ì

SÍmilar imagery describes the experience in t'Gesang zu Zu.reien, ,"22

uritten Luo years earf ier than rrLJintermorgenutt in 1825. Here, rrf ltr and

r'Sieil represent the polarities in the poet--dark and light, night and

day.

Undefined rrlLJunderl<räf ten open the poet I s mind to l"he fl-ood-tides

o'f sensual impression in 'rlJintermorgen.It The presenl- moment and thatþf
I

the past,, together, form pictures as vÍvid and reafisl"ic as those of

ItGol-dflarbrgen Fischlein. , . im GarLenLeiche.rr 0nly nou the poet speaks

symbolical-ly of the colorfuf and speedy darting abouL ofl his i;houghts.

1nr""*, p. zgs.

20ì.,J" D. lJilliams, rrDay and Night Symbolism in some Poems of ßìörÍke't
l_n

po

The Era of Goethe."

16 B.

21--Tbid"

Essays presented Lo James Boyd, (0xford, 1959),
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As dreaming day auakens, the animated uorl-d of nature animates lhe inner

uor.l-d of the poet, Thus uZr¡ielicht0 is just Lhe opposite of tuil-ight

uhere borderlines are indistínct and visions blurred'

But the poet, in this early poemr is passively receptive to

that, ulhich acts upon him. [very phase of memory and of nature inspires

him. And everything reminds him of the transience of the moment i.n

nature and j-n the life of man. This brings ecstasy and despair into

close proximity of each other" And in the t'Peregrinarr cycle Lhese

emotions no longer folLor¡ consecutively but remain, simult,aneously

fused 
"

lvlörikers t'ZaubetbJottrr in ttlJintelmorgenil evokes the manifol-d and

colorful picture o I t¡inter. The shepherd' s bugle-cal-l---as at the night

of Christrs nativity--, the implication of antique Dionysian dances

and of bright faeryland mexge uondrously. This is a rare and highly

suggestiv"û-int i.ng of three contrast,ing images or events. It imbues
I

the poem uith a deLicate-l-y scintill-ating rhythm, The aura and symboJ--

ism in each of the three heightens the anl-icipation and surprise-impaet

of the total- picture and becomes one ulith the mood of the poet in his

early uinter morning. This mood is almost t,hat, of hal-lor¡ed ecstasyt

such as is re-],ated to us concerning some of the 0rientaf religious sun-

rise ceremonies.

The images ulhich depict the sense of rrZr¡iefichtrrin its pre-

paral-ion lor the moment of ItZaubern and ¡tBfitztr are anlitheticai- and

"Yur*, p. 44-
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oxymoron-like: 0ne does not somehou associate rrfi-aumenleichtil t¡ith

t'dunkf en Frühe I ; nor is "glühende liJoLi-ust" generally described as

rrsanf trr; the poet both rests and is in transition; 'rhe11e Augenrt

signifies afert aulakeness, here it means thai day is dreaming-- day

has caught a dream uhich it is fearfluL of J-osing. The three-fold

faery-Chrislian-Dionysian pict,ure r¡hich arises as one is caLled a

rrfriedenselige Gedrängerr--"friedenseligrrrr.loul-d seem to denote a stat,e

of perfect rest and peace, uhereas'rGedrängeil denotes pushingr elborr-r-

ing, crot'rding--anything but peace. Thus the poetr rejuvenat'ed and

fortified r¡ith courage by a drink from the very marrou¡ of this dayt

aptly describes his dualistic self and l-he impressíons uhich lead up

to hÍs capÍtulatipn lo the magic quality of this pre-dau.rn r,.rinter

morning"

Then, rtAuf einmal blitzt das Aug . " " CItalics mine] and afl

the precarious duatristie balancing cl-imaxes in this one superb ltmoment'r

of equilibrÍum, the process of r¡hich Hoei-Lerer has very accurately de-

scribed as: trDer Augenblick er1öst' aus dem Schulebezustand ' . ' das

Erschrecl<en des lyrischen [u]oments, "23 Dual-ism becomes baf anced polar-

ization, The daemonic moment of "Bfitzrt incLudes the fuff moment from

the ttzr,.rielichtig" ttf laumenleÍchte Zeit der dunkei-n F¡ühe'r to the rrZauber-

uortrr and the symbolic J-eap of day from its embryonie beginning. The

ueXultant feeling of creative pauer . o , renders the sense of genius

st,i¡rinq as a phenomenon t,o the birth of day from the t¡omb of night,

23Hoeilerer, p" 355.
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il24

St'orz marvel-s at the I'uahrhaftige lLJunderuerkrtof a tuenty-one

year-o1d as portrayed in 'rAn einem [Jint,ermorgen , , o tt and ttBesuch in

Urachtr and notes that ihis is neu.r, except in the aged ( "greisent')

Goethe.25 This unusual capacity in a poet, so young--to create dynamic

and pulsaLing imagery--suppties ample proof of the Ínnate intuiLive,

dynamic and spontaneous creative vein ¡.rhich uas fltril<eIs birthright,

The fl-ashing rrmoment,tt comprised o1" the qualities of "Zulielichtrtl

magic and lighl-ning is unique to Flùrike but resembl-es cl-oseIy the ',epi-

phanyrt of James Joyce, to the extent that both uJriters symbolize in

thei¡ trmomenttt an insLantaneous and momentous insight int,o past and

future, and this insight marks the essence of the present moment, Thus,

in Stephen He_ro James Joycerrexplains hÍs conception of art as an tepi-

phanyr, a sudden illuminal-ion, if not a divine revelationo a slight but

definite insight into other lives, a fragmentary clue t,o the meaning of

life as a ulhole, "26 In llörike this epiphany reaches its highest clim-

aetÍc intensity in poems asrtAn eine ÄoÌsharfe" (183'i), but it also

seems to be more pert,inent to'rBesuch in Urac¡tt (142?) tftan to the t'tLJinLer-

morgenrt poen.

2&-'Farreì-1,

25ĥelnatd

rrCLassical Verserr,

St,orz, fduard flörike

P,46,

(Suttgart: Ernst Kj-etL, 1967),
po 86.

26..-"Harry Levin, ed., The Portabl-e Jarnes Jovce (Neu York: The
Viking Press, 1947), p" B.
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Besuch in Urach (excerpts)

Nur fast so uie im Traum ist mirs geschehen,
Dass ich j-n dies geliebte Tal- verirrt,
Kei-n tdunder ist, ulas meine Augen sehen,
Doch sehulankt der Boden, Luft und Staude schuirrt,
Aus tausend grLlnen SpiegeJ-n scheint zu gehen
Vergangne ZeiL, die l-ächel-nd mich verr:.rirrL;
Die LJahrheit seÌber uird hier zum Gedichte,
l4ein eigen Bild ein fremd und hol-d Gesichte j

l-lier uird ein Strauchn ein jeder Halm zur Schlinge,
Die mich in liebliche Bet,rachtung fängti
Keín flìäuerchen, l<e:in Hofz ist so geringe,
Dass nicht mein Blick volL lLJehmut an ihm hängL:
Ein jedes spricht mir halbvergessne Dinge;
lch fühlee t:ie i von Schmerz und Lust gedrängt
Die Träne stockt,, indes ich ohne LJeile,
UnschIllssig, satt und durstig, r¡eiLer eiLe.

Hinuleg! und Leite mich, du Schar von Quellen,
Die ihr durchspielt der llatten grünes GotdJ

0 hier ists, r¡o Natur den Schfeier reissti
Sie bricht einmal ihr übermenschfich Schueigen;
Laut mit sich sei-ber redend r¡ill ihr Geist,
Sich selbst vernehmend, sich ihm se.l-ber zeigen"

-Doch ach, sie bleibt, mehr aLs der l}lensch, veruaist,
Darf nichl" aus ihrem eignen Rätsel sLeÍgenl
Dir biet ich denn, begierge lrlassersäule,
Die nackte Brust, ach, ob sie dÍr sich teilei

Vergebensi und dein l<ùhles Element
Tropft an mir ab, j-m Grase zu versinken"
lJas ist,s, das deine Seele von mir trennt?
Sie flieht, und möcht, ich auch in dir ert,rinkenJ

Hinureg aus diesem tlppgen Schattengrund

y"]t. n:":":". o:.:n:'. o:u. o:u:o:": 
:t:n" 

erschùttert'j

Erinnrung reicht, mit Lächel-n die verbittert
Bis zur Betäubung süssen Zauberschalen;

:". 
t:t:u. t:n. n:":t: :': :":':":':n" 

n:"]":'
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Umsonst, dass ich die Arme nach dir strecke,
Den Boden, uo du gingstr mit Küssen deckel

l-lier r¡i11 ich denn l-aut schluchzencl }iegen bleibent
Füh1j-os, und all-es habe seinen Laul',r--
lvìein Finger, rnatt, ins Gras beginnt zu schreiben:
Hin ist díe LustJ hab afles.seinen Laufj
Da, plötzlich, hör ichs durch díe Lüfte treibent
Und-:ein entflernter Donner schreckt, mich auf;
El-ast,isch angespannt mein ganzes lJesen
Ist von Ger¡itterl-uft uie neu genesen"

SiehJ u.rie die [do]-ken finstre BaLi-en schliessen
Um den ehrurf-lrdgen Trotz der Burgruinei
Von ueitem schon hört man den alten Riesent
Stumm harrt das Ta1 mit ungerrlisser ftlienet
Der Kùckucl< nur ruft sein einförmig Grüssen
Verst,eckt aus unerforscht,er uildnis Grüner--
Jetzl kracht, die tLJdlbung r und verhallet, langet
Das ulundervofle Schauspiel ist im Gangel

Ja nun, indes mit hoher Feuerhel-Le
Der Blitz die Stirn und ldange mir verklärt,t
Ruf ich den Lauten Segen in die.;grelle
wlusik des Donners, die mein ìLJort beuährt:
0 Tali du meines Lebens andre Schuei-]ei
Du meiner tiefsten Kräfte sti.Li-er Herdi
Du meÍner Liebe UJundernest, j ich scheide r o.7
Leb uohll-- und sei dein Engel mein Gel-eite!'''

ttBesuch in Urachttis seen from a difflerenL perspecive Lhan

iilrJintermorgerì,tr The poet, and narrator has returned to a once-famif iar

spclt, Each st,anza presents another image ofl the aff-incLusive moment.

There is a fusion of lhe earlierrrlnneulerden einer Naturseefe'r and of a

Õo
neu trZurücksLreben in vergangne Zeil, "'" The poet here has fost the

feeling ol' inner-outer refationship and is at real- odds, as he aLso

z7LJ.rlr", p, J2.

28^.btorz, po 9r.
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Ís in rrl4ein Flussr 29 in trying to identily r,rith nature. Imagery reveal-s

that a significant change has taken place in the reÌationship betueen

nature and poet, The nature imagery in 'tr¡iint,ermorgenrr symbolizes that

r¡hich Links ulith man i bui the nature imagery in "Besuch in U¡ach'l

symbolizes that uhich separates her from man" In trflein FJ-ussrr Urach I s

Lheme of excLusion and the desire to idenLify is carried to its extreme:

the poet.craves t,o immerse, even droun himself, in this dynamic medium

of natu¡ee urhich rushes so musically by in total obl-ivion to the needs

of this creat,ure--poet-man,

Both frBesuch in Urach" andrrl4ein FLussrruere urritten in 1827--

during the first of llörikeIs most inLense periods oi poetic creat.ivity,

and ten years before the fi¡st of t,he three periods of uriting in uhich

his poet,ry most, closely approximates that ofl t,lre cfassicaf tradition.

In Itl4ein Flussfr sl<y and rj.ver react, uith each other as soul and

body to become one unit. But the soul of the poet is unabl-e to enter

into this reLalionship r.uith nature, as Zemp obsetves, flor here, as in

rtUrachrrr the poet, can scarcely read the language of the rocks, cLouds

30and springs. -- He cannot, make contact r¡ith Lhe soul ofl nat,ure, uhich

he so desires" Hor,.lever, in his attempt to do so

Iïörike con jures up the many coj-oured garment of I'lature , . , t¡ith
a sensuous poüJer unrivaLl-ed except by Goethe, lJhile Iichendorl'f
sees Nature as a green shimmering sea and f.Ioats through or above
it like a disembodied spirit, û1öril<e, r¡ithout J-osing hj-s sense of
the r¡hole, perceives the smal-lest and most inconspicuous objects

'n¡-uu, p' g9.

30_
LemPe p. !! I c
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ancj abscrrbs tlrem, so t,o speal<, through every pore. As in Besuch
i-n Urach, uhere, though driven onulatds in his quest for the souf
of Nature and afmost overuheJ-med by the l-uxuriant Landscaper he
nevertheless opens himself lovingJ-y to the meanest flouer that
b'-r o¡Js. His sensuousness extends to bçdily sensations as the
feeling of urater in llein Ffuss. .

fn trBesuch in Urachrrr as in rrltJiniermorgenr lt P]öril<e emp]oys an

especially selecLed group of main uords, and these key uords lecur in

every period of his creative activity, and in doing so Lhey achieve

specific famil-iarit,y and symbolic signilicance. InrrBesuch in Urachrt

the same t,rilogy of trZuieLicht, rt rrZauberrr and rtBl-itzrrr as in rrtdinter-

morgen, " may be observed to lead up to, and cufminate in, the ci-imactic

rrmoment. rr And this is accompanied by the same reversafs of mood, rrZuie-

Iichtrr here j-s achieved by the dream element ulhich is charact,erized by

the statement,s: trNul fast so uie im Traum ist mirs geschehen, ' ïtt

rrDass iclr in clieses Taf. verirrtr.rand "Doch schr¡ankt der Boden, , ,'"

and by tlre fact tlrat green blades and t,rees become confusinq mirrors

of past ti.me" Stanza tuo notes that even at high noon 'rSchatten mischt

mi¡ bafsamreicher Schuüle" and recal-l-s the times the poet fled tiere

rtbei süss-schLäfer*""-*rohfe.'r lratrr"" nlin".l

Vehementl-y the poet cries in stanza seventtSo trj-nk ich qierig

die enl,zuckten QuaIen, t' uhich are his trsüssen Zsuberschal-enrr of memory'

But Lhe fusing inage of present and past causes a vacillat,ing mood: joy

of return t,o an intimatel-y-knoun spot includes the I'LJÍntermorgen'r quaj-ity

of rrBf ick vo11 idehmut" " The imagery again abounds in antitlretical

31n. Bo Farref l-, rrThe Art of Eduard
Society Proceedings (tssz-1953)r pP' 22-23.

IIöriket', Ausi.ralian Goet,he
Hereafter cited as rrAti. r'
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sfatements: shrubs and blades ensnare the poet in "LiebLiche Bet,rachL-

ung"i the eari-ier sense of a florcefuL pressure of opposing emot,ions is

seen in lhe coupring of rrschme¡z und Lustr'; ancj of ,Entzückenrr and

ttQual- " Ín 'rentzllckten Qualentr ; he is undecided, yet hurries on; he is

boLh rrsat,L und durstig. tt

In joyous anticipation the poet, exclaims: t'0 hie¡ ists, LJo

Natur den SchLeier reisst jtr only t,o end in its ¡eversaj_ c

--Doch ach, sie bJ-eibt, mehr al_s der llensch, veruaist,
Darf nicht aus ihrem eignen Rätsel steigenl (Stanza 5)

IÏan I s brevity of life is accentuat,ed by sii-houetLing it agaínst images

of= timel-essnessr such as the ever-recurring thunder and lightning uhich

are flashed into t,he r¡orrd by the t,imel-ess '¡alten Riesen, ¡r rhus the

poetrs consciousness of the gorge .ulhich separates him from naLure

Leads him to a deefter auJareness of the basic difference betr¡een man and

natu¡e, and of naturers unalt,erability, as contrasted'to manr brevity

of life.

A tr,lo-flold'rHinuegrr and ttVergebenstt underscores the hopeless

aspect of this happy event.. Ant,itheticalJ_y, too, the poet cries, as if

in utmost existential agony:

Hier uill ich denn l-aut schLuchzend liegen bleiben,
Fühllos, und al-l-es habe seinen Lauf,t (Stanza 1O)

ËÜhLlos'r denol-es a state uLithout feeling, and the uhole l-ine st,ates that

t'he poet couLd not care less, uhereas ttl-aut schl-uchzend " suggests a great

intensity of feeling and invol-vemenl. The sense of uninvol-vement is

emphasised by the repet,ition ofl the t,hought in 'Hin ist die Lustj hab

aIi-es seinen Lauf irr
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The first four verses of this st,anza stand at, opposite emotiona]

and el-ectrically charged poles from each other. Tt talces buL t-he moment

of pressing a button to achieve a fl-ood of light under appropriate cir-

cumstances. so here, Lhe entire reversal hinges on the one uorcj

rrDonnerr, and the expostul-ation of t'plötzl-ich' is the first spark of

the inst,antaneous process:

Da pl-ötzlich, hör ichs durch die Lüfte treiben,
Und ein entfernter Donner schreckt mich aul;
El-astisch ançespannt, mein ganzes lLJesen
Ist von Ger¡it,terl-uft uie neu genesen" (Stanza lO)

The connecting imagery betueen 'tplölzlicht' and ttBJ-itz" ( ttrlo

stanzas l-ater) reveals an intensification of the forees active j-n nature

and¡ symbolical]-y, in the poetrs mind. It, consists of an accumulative

heaping ofl fact,s concerning the ongoing process. ttDonner schrecl<til and

finally is heard asrrgrelle l4usik't (stanza l2), and as accompaniment

Lo the poet I s shout, of blessing. The paradox underl-ying 'ttrJintermorgenrt

is the basis here also: the valley is l-istening si:l'entJ-y and uncertain-

ly emphasised also by Lerms as rtschuanken, r' rrschuirren, rr rrver¡Jirrt, rr

Itunschlüssig,tt 'rschattengrund'¡ and rtBetäubung, " r,rhile thunder crlashes,

the ol-d giant, (the element,al force) is heard in the distance, the hidden

coocoo cal-Ls. This depict,s the dynami-cs of the poetic process, the t,uo

sides of the poet representecl in "Tag und Nacht. il

Here the dynamic foreeîuL foruard thrust, of inspirat,ional acti-

vity is bal-anced by the quiet, uaiting and receptive part of t,he poet

uhich may appearr as so flrequently and symboJ-ically portrayed by tvlürit<e

in the image of dreaming, night, or darkness. It, is in real-it,y nothing

of the kind. This dream quality symbolizes the very apex of the poetic
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receptivity behind that f.Laming florehead:

Ja nun, indes mit hoher Feuerlrel-i-e
Der Bl-itz die Stirn und liJange mÍr verkJ-èÌrt, (Stanza j-Z)

The spindles of thought are shooting rapidj-y back and l'orth betueen

memory of t,he pasL and of presenl- impression, ueaving a grand design

as do the "sifberne SpindeLn" ofrtGesang in der Nachtrt ç|AZS¡,32

uil-l-iams t,elLs us rraLl- is f lux--is lhe burden o f lÏdrike I s

77poet,ry.,t" This creates tta sLate of suspensert uhich is so ueJ-l epi-

tomized in therrflux, shiflting, drifting, hor.rering'r of lrldintermorg*n"'34

Therefore Mdrikets typical key ulo¡ds embody the spirit of antithesis

and suggest, t,hat various paradoxical forcesl are interacLing uithu oI

counteracLing each ot,het, There aluays appears to be an intimation of

the'rFüLLe und "EnLbehrungrtso st,ril<ingly exemplified in the poem

nNachtsi, lfeSZ¡,35 Rhyt,hnric antithesis forms a particularly mefodious

syncopation inrrNacht,srr but imagery qives the cue to the melody.

The poet enLers into t"hettmomentrras iî he uere enveloped by a

deLicale luminescent fiLnr of t,ime and space in it,s primeval- essence of

being, Sight and sound--inneçánd outer--illuminate and transform the

process and theret¡y highlíght the aspect of movement in the poem.

KilJ-y draus aLtention t,o the original form of trNachtst'uhich uas part

o f the exceeding.ì-y musical- cluet u.rith t'Gesang zu Zueien ' . o rt In

32,,.l"d1u, pn 44.

33t,lil-Liu*", po 165,

""Ibid. p, 16?.

35. .lJerke, p, JU5.
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l4al-er Nol-l-en these too poems fo¡m a convelsation betueen the King of

0rplid and the magical Thereile u;ho .loves hi*,36 This combination

accentuales the basic contrast bel-ureen night and day even more, The

tuo sets of images--those of quiescent brooding and of underground

rrdaemonicrrprimeval- forceflul activity are pitted againsL each other.

The effect is one ofl e'ul-lereal harmony, rathe¡ than bf disharmony.

ThÍs earl-y poem of l'1öril<e, u.rritten in the same year as "l/inter-
morgenj'rr fittingly exempJ-iflies Killy's fíndinqs concerning recurring

images uhich achieve Lhe quality ofrrZeichenrtuith ever reneured Life

and impetus in l4örike I s poet,ry" And these signs creat,e a complet,e

r¡orld by means o1' detimitation ( r'Beschränkungrr) of description" 37 But

Killy does not, different,iate, here, betureen the earl-ier and Later poetry

of lldrike, t.rhich, i-t seems, must be borne in mind for the delimitation

of description increases no.t,iceäbly during the poeL r s rcl-assical- | periods

of uriting. (f fris r¡il1 be deai-t urith in qreater detail- later ). Killy

accurat,el-y states, hotr.lever, that, l1örike uses a comparaLively smaLf

number of fnequentJ-y recurring signs orttlyrischen Uruortetrto creale

the basic piclures of his poems. These k"y ( rrKerntr ) uords are al-so

the firstrrEl-emente unserer Lebensuelt, der LrJirkl-ichl<eit und dem Traum,

der Gegenr¡art, und åil-tester Irinnerung . ot, They include rrLicht,

Sonne, Tagr Nacht,, 1'1ond, Sternu Traum, llorgen, HimmeJ-, GoJ-d, GrlJn,

3uKitty, po B?.
37rbid., p. 7g,
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B1au, Queli-e und Fluss, Jungfrau und Braut, l.4utter und Schoss, Tüne,

See]-e, Herz-- " . . ."38

The first eighL of tlrese r'rords deal- r¡ith lime and its effect

upon man and the universe; I'Himmefrr conveys the image of t,ime-present

--of day and night,--and of lime-future; the lhree col-ors epiLomize the

beauty of nature in il-s aLl--dimensional lime-aspect, r¡ith 'rGoLdrr in

its manifold significance joining I'BLaun t¡ith its tranquil in-depth

implÍcatíons, to form naturers most prolilic verdancyi ItQuel-Le und

Flussil depict the bubbling vibrancy, depth and cfarity of the spirit

of man, as uelf as his et,erna.L timelessness; rrJungfrau, Braut, [Yìutter

und Schoss¡r encompass lilers basÍc l-ime-transitions and imply time as

evo.Iving from primeval night to the maturit,y of day; 'rTöneo SeeIe,

Herzt'of man receive their col-orÍng from Lhe part,icular combinations

of the l'oregoing charact,eristics and, consequently, are responsibfe for

the l-ona1-coJ-oring of the poem. 'uJe glean then, from t,his very brief

sketch of the signil"icance of l4öril.<ets primary signs, an indicaiion of

the immense importance and precision connected uith the choice of uords,

and of their îar-reachÍng symbolic impJ-ications.

lTörike's key uords become recurring mot,ifs and form an associat-

ive chain uhich points to real- and lasting values. This use of mot,ifs

and variations on a theme shor'.rs a modern tendency tor¡ard abstractiont

buL Kilty pertinently observes, regarding the "Spiel mit Zeichen, I'

that f\ùril<e aluays maintains a borderline in his play r¡ith tlords,39

38 
I bid.

39rbid. o o, 82.
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lltsril<e I s abstractions, aj-though based on universal e><perÍence, contain

uithín themsel-ves an iLl-usive, but del"inite, impression oi'personaJ_

experience.

The three symboJ--components of llörike t s rrmomentt' in nature and/

or time are rrZuielichtr r' trZauber'r and "Bl_itz. I' The earJ_y poems dis-

cussed so far shou an interueaving and inter-dependency of these com-

ponenl-su 0ther images appear to be ancillary, and t,o contribute, Lo

that, ofl ihis rrmoment" " The meeting of t,hese three flactors--of 'rZuie-

lichtrrr 'rZauberrr and rrBfitzrr--seems to precipitate a climax, an epi-

phany, 0uter manifestations ofl lhe rrmomenttt represent the poetrs in-

ternaf sLand, cbnsequenì-1y the outer sit,uaiion frequently becomes the

frame of an ínner process,

tYìöril<e tends to reveal an emotional- curve in t,his early poeLry,

uhich he seems, conscious.Ïy, to at,tempt Lo stabil-ize. Thus ÍnrrAn einem

LJintermorgen . . orr he starts on a high point, emotionally, suings Ìor.r.r,

and then achÍeves a bal-ance at midpoint betr¡een jubilation and despair,

IntrBesuch in Urachil the reverse occurs! the poem begins on an emot,ion-

ally 1ou key, suings high, and ba.l-ances bet,r¡een these tuo points" Neither

of the tuo extremes of rnood ever seem l=ar auay, And the cause of this

seens to be related to the poetrs keen auareness of the t,ransience o1"

time, But this aurareness is draped by a veiJ- of imagery. Ant,it,hetical

imagery has the dual function of concealing biographicai- fact and of

intensifying both val-ues in an inherent or apparent paradox.

The poet, in these early poems, is passively receptive of ùhal
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uhich acts upon him, yet, he refLects upon this state. He cannot be

classified uith the romantic poets although some romantic Aestures

are in evÍdence,

Key r.r;ords or images, in lvìdrike, become motifs and form associ-

ative chains uhich may be traced in his urilings--r¡it,h some variation

--from early to fat,e. These uords or images are important contribut-

ing factors in t,he foundat,ion and structural frameuork of the poems

and fead up to the cLimacticrtmomenl-rlras r¡iÌI be shoun further in the

follouinq paqes.
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III. Tempero-cfassicaf Poetry

,fvidence ofl Development

ClassicaL traits are evident in llörikers earliest uriLings, as

has been shoun in respect to the "tLJinl,ermorgen" poem ( p, 44 f f), Hor¡-

ever, the poetrs c.Lassical period may justly be described as spanning

t,he years 1835 through J.846"

ïn refation to t9örike the t,ermrrcl-assi-calt'incl-udes t,he over-

tones of the accept,ed definition of the uord based on Greek and Roman

anLÍquit,y and upon the assocíations t:hich the t,erm has acquired t,hrough-

out the centuries: rtobjectivity in the choice and handling of ihe

theme, simplicity ofl styJ-e, cJ-arity, restraint,, and florma.l struct,ure,,'f

But ulithin this f rameuork lìörike I s rrcl-assicaL'r verse shouls a t,endeniy

to gravitate t,ouard the golden mean: there is an ambiguity in bot h

f orm and content r¡hich ol"ten makes the designaLion rtclassicaJ-It question-

abLe" This tendency t,ouLard the golden mean seems to indicate a philoso-

phy of life uhich uas expressed earLÍer in the poemrtGebet" (1832), as

foJ-Lor¡s:

Herri schicl<ee uJas du uillt,
Ein Liebes oder Leides;
ïch bin vergnllgt, dass beides
Aus Deinen l-låinden qùillt,

lThraLl, p. BB,
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lJol-l-est mit Freuden
Und r¡o.Ifest mit Leiden
l]ich nichl- überschütteni
Doch in der llitten 2
Liegt, hol-des Bescheiden" -

Chronologically, coo, l'ldrike I s rrcLassica.l-rr period flal-ls into the middLe

of his life-span,

Stylislically, Plörikets gravitation tor¡ard the golden mean may

be seen in his avoidance of earLier expressions of extremese as those

r,rhich uere evident in trlJachtgesichterr and in fllaler Nglte!, Conscious

thought not¡ enters uhere forrnerly poemse as for example rrlm Frühlingrr

(mZl )r' u.rere emolion-tinged, romantic or mood-dominat,ed.

In ttlm Frllhlingtr the sensual impressions play on l-he poet, I s

emotions. All the senses seem to be supersaturaLed by the at,mosphere,

the mood of Spring. The longing here is undeflined and romanLico like

Eichendorffts Fernuleh: t'Ich sehne mich, und ueiss nichi- recht nach uas:

. o o ott The antit,heticaL poles of this longing are comprised of

romantic eLements: rrHaLb ist es Lust, halb ist es Klage; o orr

This is not a "cLassicalrtlonging for a return t,o a specific place or
4

time as ín the faterttAch nur einmaf noch im Leben" (fS+S), or as in

"Peregrina IV'r (f gZZ).5 Love, in rrlm Frtlhlingrtt seems to hol-d promise

of being a tangible essence, if only it could be found, It ís personi-

fied and addressed in apostrophe:

'r-B=, p.

3Ibid,, p,

ú,'Ibid. , p.

5_...
lÞl-dn, p,

I27,

co

16 3"

oo
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Ach, sag mir, all-einzige Liebe,
lJo du bleibst, dass ich bei dir bliebei

But then love is quicl<ly correfated u.rith an inl-angible essence, one

uhose effecl- may be seen2 feltu experienced, but, ulhieh can never be

overtly confronted or induced to account, for itsel-f: trDoch du und die

Lüfte, ihr habt kein Haus"rr The poetrs heart is made responsibl-e flor

the uleaving of these effects of memory and, Lhough only aged t,uenty-

three, Lhe poet speaks of rr--Al-te unnennbare Tage,rr This t,oo, l-inks

uith romantic merging ofl lines ofthought and indefinabl-e time elements"

In strong cont,rast to the romanticrtlm Frühl-ing" stand poems

like trGefunden't (1845) r 
6 

"Johrnn KepJ.er" (1837) r 
7 and the first half

of ttHermippusr' (f eoo). B Here t thought t seems t,o be expressed more

real-isLically and lor its ouJn sake. These poems rel-ate ideas, actuaL

or ímputed accurrenu,as., not undefinable feelings, emotions or moods,

The poet does not, enter the scene" He has become the observer, the

rel-ativefy uninvolved narrat,ol. Tmages are noùJ expJ-icit and time-

recognized: Zeus--a mythological god, Johann Kepler--an authentic

seventeenth-century astronomer, Hermippus--a Roman sagec

ïn rrGef undentr Zeus set out lo establ-ish a certain fact ¡ to

ascertain the centre of the earth. The statement of intenLion is ex-

plicitly verbafized in the first line; the method and procedure is

succinctly presented in i"he f oll-ouring J-ines; and in line six the precise

6Ibid.,

7rbía.,

BÏbid, 
o

74"

75"

Lg-l_.

po

p"

Pr
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resuLir is stated. Tt, is a poem of classical, almost mathematical ¡

precision. The l-ast tr¡o fines drau a sententious concfusion.

But this near approach to tlre cLassicaL ideal is atypica.l for

Ílörike, even in his rtcl-assical-'t period. l4ost of the poems of t his

period are thought or idea-oriented buL feu arer like the three just

mentioned, entirely devoid ofl the aut,horrs plesence" Even in ncla-

ssicaltrpoems asrtl'lit einem Anakreonskopf und einem FLèischchen Rosenö1 rr

o(feaS)r'on" seems to sense the poet and the clock behind the veil- of

the sententious conc.luding Ímageryl

Doch nur uo ein Liebende¡ singL die Töne des Greisent
Fü]let Hafi-en und Saa-L uieder der herrliche Duft.

Time del-ermines the result. Thís does not invafidater for l'1drike,

Farrel-Lrs designation of the classical-, uhich is mastery, equil-ibrium

l-nand permanence;*" t'ltsrike significanLly adds a neul dimension t'o lhe

former al"tributes. His poetry becomes tempero-cfassj.caf: Lime al-ters

and modifies the classical- eLements of his poems; time softens the

contours by its veiled suggestion of past and future; time present

stands betueen time past and time future al-most as an personífied

embodiment"

Thus time achieves increasÍng significance in llörÍkers ulritings.

In the poet I s rrclassical'r peri-od it, enters persistenlJ-y as a potent

cont,ributary factor in Lhe creation of dynamic imagery. And in the

trDingdichtungtr il prevent,s t,he images uhose thingness is being described

9rbid,, p. Bz"

10s"" p" 47,
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--a Lanp, a beech tree, Lhree little appJ-es on a ttr.rig--from becoming

static, col-d and l-i1'eLess. There is a sense of ongoing time uhich

prevent,s it from becoming static,

Poemd of 1837-1838

Key u:ords gain momentum and intensiy in Mörikers poetry as they

focus on, and contribut,e t,o, the magic moment, of cLimax. This becomes

increasingJ-y apparent throughout the poetrs mole creative periods. The

increasing momenl-um in vocabulary and imagery is evident in the poet,ry

after the hiatus in creÐtivity during t.he years lB30 through 1835. In

1837--r¡hich is lvìdrike I s second period of prolific output--ue note a

pointedness of imagery ulhÍolr is neu t,o this poetrs art" Simiì-arly, ue

notice an increasing concern r¡ith time, an aulareness of its e1'fect.

Some key uords of llörike, as has been intimated earlier, deal

more tangibly uirth the intangible qualities o1'charact,er--of mood, feel--

ingr sensitivity to índefinabl-e influences of internaf and external-

nature" Reversafs of mood--as',that of thert[Jintermorgen'r t'Jauchzenrtto

rrtdehmutrr to uidely-aLert, acceptance--are accompanied by a particular

vocabu.Lary of intensified antithesis t'lhich builds up to the cLimactic

moment of 'rp1ötzlichrit rrabet, rt or ItDa, mit einem fvlalort trAn eine äo1s-
tt

harfe't (tB3?)-*iu an outst,anding exampJ-e of this.

tt'*B=, po 35.
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his poem is pre faced by flour lines 1'rom an Horatian ode ulrich

have been transl-ated as fol-l_ous:

Thou, friend, in endLess anguish day by day
llournest thy l4ystes snat,ched auay,
LJeeping, uhen l-lesper rises on the night,, Izideeping, rLlhen Phospor fl_ees the sun r s returning liqht, *

Hdrike chose this cLassic expression ofl grief to speak for him for it
coincides uith his oun keenly-fe1t loss of a fevorite brot,her--August--

ulho died at age seventeen. The untimeliness of this earj-y death is

graphically portrayed in the imagery of the "äoi-sharfenrr rL1here the sr¡eet

but sorrouful lament, becomes a metaphor flor personal human emotion, The

pet,als of the rose, like the deceased one, fari- in earJ-y spring, sudden-

ly and unexpectedly.

This poem is.an apostrophe t,o the uind-harp; ItAnrn not ilAufl

tro o c eine Äol-sharfe" rr' l-lerman Kurz cal-1s it rreine musikal-ische

l'lal-erei' "l'3 And Friesen draus attent,ion to the harmony o f classica j-

and lomantic ideals in this poem, and t,o the movement toulards abstrac-

tion and t,he rtDingdicht,ung, tr to seeing t"he !,1ife I of things per se,

things ulhich'r:.rithin their bounds r.¡iLl reveal a compLete and universal-
1L

beauty. - ' To these observations Farre-L1 succinct]-y adds a deeper

lzfnn OO"" of" H*, Latin text r¡it,h trans, by various hands
chosen by H" [n But,]-er (Londont Co BélI & Sons Ltd., IgZg), p. IlS,

13.*"Herbeli; Thiele, quoting Herman Kurz ín 'An eine Äol_sharfe:
Zu dem Gedicht von Eduard 1"1örÍke'ro lLJirl<endes [rJorl, voÌ. B, rgsT e p. ll.

14_
l' riesen, p. 183 ,

15Fu""nli-, rrAufbauprinzipien'r, pp. SBI-82.
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interpretal-ion of the meaning of this col-orful- net of imagery:

Die Äolsharfe, clie in dieser¡l Gedicht der rea,l-e Gegensl-and ist,
an dem sich das zatLe SpieJ- der Seel-e entzündet, kann man ganz
allgemein al-s Syrnbol der seel-ischen HaJ-tung l'1örÍl<es ansehen, der
al-l-en Eindrücl<en tueit offen ist und mit diesen mitgeht, uohin
sie ihn auch t,ragen mögen. 15

And Farrell, in tai-king o f the individual-ity of wlörit<e t s poetry; draus

on the "äoÌs l-nrfetr as a typical example, stat,ing t,irat, the highl-y picLur-

esque images in this poem have nothing to do r¡i-ülr Lhe original instiga*

tÍon from uhich this picture evol-ved, "Die lLJinde, die aus cjer Ferne

kommen, rufen in der Phantasie [rinnerungen Jach o o . I' r¡hich join uit,h

those of the t'r frísch-grünendem FlügeJ- | | Frühi-ingsbJ-üt\en t das Säusel"n

der Harferr Lo create a picture of synaest,het,ic experi"n"". f6

ItAn eíne äol-sharfen epitornizes the uniqueness of a cryst,al.Ìized

transient moment, Il- fuses past experience and present impression and,

in doing so, it creates a nebl image,

The adoLescent rose of rtErinnerung,, ( IB2z) 17uhi"h is infused

urith nostalgic memory of a last, meaningfui- moment r¡ith first-love

Kl-aerchen Neuf fer:

Und ich bat dich um ein Röschen,
Das du an der Brust getragen,
Und mit schäuen Augen schnel-l-e
Reicht,est du mirs hin im Gehen:
Zitternd hob ichs an die Líppen,
Küsst es brünst,ig zulei-und dreimal;

16ïbíd., p. 38r..

ttr""*, po lo.
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in the rrAolsharfeil becomes a ful-.ì-y ma'uure symboJ-;

, --die volle Rose sl-reut, geschütle1t,
aIl- ihre Bl-aetter vor meine Fllssej

Only a master of both insight and of Sprachcefühl is able to simul-t,an-

eously veil the secrecy of t,he emot,ional moment and to spel_l it, out,

The significance of lldrikets antithesis here achieves a neuJ beauty in

its penetratÍon o1" artistic life.

The uindo elementa.L symbol of t,he spirit, plays in Lhe harp and

produces a rrmelodische KLage.rr But, I'Klage?' al-so denotes dissonance,

not only a sad me-l-odic harmony. S0, t,oo, ILJohl- and lJeh are both cont,ained

in ltulohLlautender lJehmul"rr And so afso, the r¡ind causes both the cry of

the harp and the flalling of the petals--bot,h an internaf and an ex-

ternal shedding of emot,ion, It is a picture of daemonic beauty, yet of

innocenceo Tuo equally strategic factors baLance and supplemeni: each

other: r¡ili-ingJ-y and freely, the rose gif t,s ('rstreut" ) its petals to

t,he r¡ind, but, at t,he same time 1 the rose is aLso shaken by thal. very

ulÍnd, to the extent, uhere it, is unabl-e to uithhol-d from posterity, from

art, anyl"hing that is in its poùrer to give"

This poem íllustrates Staigerfs premiseconcerning "Stilbruch

und Neubeginnrr in r¡hich t,hat criLic explains the cyclical course of

literatureo as pertaining to ages, epochs and aLso to the rrrritings of

individual poets, An end stage of development is reached, after r.rlhich

a breal< is ímperat,ive--if ulriting is to cont,inue--; a "hiatusrrr occurs,

giving r:l-se to a neu' l<ind ofl poet,"y.lB According to Slaiger such a

t'hiai:us, I' ol bleal<, is apparent in l'lörike t s poet,ry of the years
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lB30-i-835 urhen the poetrs prolific creatÍvity of IB27 had dr¡indi.ed

dot¡n t,o lit'cle more t,han t,he l-r¡o documents of sei-f-doubtS trVer-

borgenheit" and I'Gebetrrr and r¡hen llörike fel-t deep-rooted conceln as

to the possibility of further creativity. Again, tuo poems indicate

the neu and very difl'erent, phase of u.rriting: "Aufl das Grab von Schill-

ers l'lutter" (1835)rf9 uhich is the first of l'lörikers poerns in the efe-

gÍac mode, 20 und 'rAn eine Lieblingsbuche meines Gart,ens', lte:O). 
2l rtAn

eine ÍioÌsharfeil is representative of llörikers neur beginning in 1837, It,

is only one of the many precise and beaut,iful image-pictures sketched

by the poe{. in that yeare among tuhich are such titi-es as rrLose llarerrt

rrEin SlündLein uohL vor Tag,tt ItVicia I'aba mínor,¡t ttl'1ârchen vom sictbern

f\annrr and the sent,entious epigram rtldeal-e LJahrheitrr and the eJ-qies t,o

Johann Kepler, Theok¡it, and TibulÌus.

But trAuf das Grab von SchilLers Flutt,errris not only a nebl crea-

tion in form; . it a.Iso adds a neu dimension to the symbol of the rose.

The early loss of love (rrf rinnerung" ) is noLJ assocÍated ruith l-oss of

lil"e, suggesting time after earthj-y life, The poem, urritten a1"ter t,he

pdet r s visit t,o the grave t,o commemorate the memory of' the mol-her of

l8Erit staiger,
chapt,er I.

S tí1t¡a ndel (ZUrictr & Freiburg; Atlant,is Verlag),

tnt="*, p,

2oDo""k"un,

"rtaL", p'

76.

po 27,

76,
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one ulhom he idoJ-ized, is free of earlier ¡omant,ic charact,eristics, It

is anchored dourn to a definite time and space. Pointing gestures in

imagery emphasise specific details and reveal objective observalion

and recording.

The symbofic vafue of this rose is based upon Íìörikers anti-

thet,ical polari'uies: it draus uater (its spiriluai- qualit,y) from mysL-

erious daemonic springs; and it obtains energy from the bright golden

rays of t,he sun, Together, dark and liglrt, forces create this "Tausend-

hlåìtrtcl'g'lrprofusion of beauty, evÊn as Lhe poet does in his art"

A noteulorthy factor of'this neu beginning in the poetry of fïdrike

is the deLimitatione imagery is nou rel-ated t,o speciflic time, object

and placeu and there Ís an obvÍous movement touard a concl-usion. The

summarizing sententious conc-Lusion here3

Iines UnsLerb]-ichen Plutter liegt, hier best,at,tet; es richten
DeutschÌands llänner und Flauen eben den llarmor ihm aul'.

is an early example of his sent,enLious sLa'uements as found l-ater, for

instance in t,he concl-usion of rrAuf eine Lampe.rr But signiflicantly, too,

is the aLJareness.. that ttlörike nou combiires immediacy tuith refJ-ection,

r¡hich is neu"

l'4öril<e I s exul-t,ani- af firmation of nature I s generous accoLade at

the feeb of the deserving, t¡lrere man r¡ithheld aee]aim: "Ja, beschàÌr ,e

sie nur, brich aLs e i n LJunder hervori 'r 'ì,inks r¡it,h the ecstat j,c con-

clusion of rrAn 
"ine äofsharlc,rr NatureIs inhere¡t, miracufous quai-ity

of rrldunderrr is a variant ol' the magic noment, in it.s atmosnhere n f

rrZauber" an.J rrBl-itz, r' This is enphasÍsed in the elegy to Schii-lers
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mother by a quick succession of four rxcLamatory sentences, eaclr punctu-

ated by an exc.l-amat,ion mark.

The 'tüoi-shat fetr poem shot.ls a sim j J-arly c.lassical- ooin"'edness

and delÍmitation ofl imagery as does the poem addressed to Schil-Lerrs

mother. The uind-harp is Leaning againsl a specific ivied ual-l- of a

specilic terrace 3

Angelehnt an die Efeuuand
Dieser a.l ten Telasse, . .

It is a secrel-ive (t'GeheimnisvolL") instrument,

fervency of

And the immediacy and

Fang an,
Fange uieder an
Deine mel-odische Klagel

acceLerat,es throughout the poem, clima><ing in'"he linai- sudden gust of

uind uith its . accompanying aniithetical result of I'süssem frschreckent'

deep in the poetrs soul and u¡hich coincides uith the effect, of the urind

upon the rose.

An associat,Íve pattern of memories linking days and events shared

ulilh a brother 1"orms the j.nner frame and poinLs t,o the daemonic depth

of t.his poemc The r¡inds uhich play t,he song of this harp have come flar

--from the f¡eshJ-y-green mound, Grief is emphasised by the excfamation:

ilAch!"--quick, brief, alL-incl-usive. Antithetical imagery is becoming

more indirect than in early poems"

[Jind, and storm in particular, is one of Pìörikefs important

eLements. Its effect upon tlre rose has undergone change since the

[(]-aerchen Neuffer days ol= t'Begegnungrr (rczl)z2 witn its humorous boy-

girl t,heme" Basic t:ords, even in this earJ-y poem, cont,ainrrNachl-s'r
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and "Stulmtr (each used tuice), rtscheintrtt rrträumt, " rtEirtzÜck.ofio t' t'lauschl, ¡r

Antj-thesis is in its beginning stages: "freudig und verfegen"; "von

Anmut hingerissen, " But the main proqless in imaqery is seen in t,he

uindrs infl-uence upon the rose:

LJie Rosen, die der lLiind zerbl-asen
So unstet ihr Gesichi-chen glllht.

'rZerbLasenrtdenotes destruction, not gracefuf and mature floating dorrln

in response to a meeting ulith the masLer-el-emenl as in the r'ÄoLsharfe.rl

This is underscoredi by the efementaL force inherent in the uord t'91Ühen. "

Tn t'An eine äolsharfe" the absolute sovereignty of the romantic

eLement in trBegegnungt' has achieved a deqree of control, order and

vigorous intensiLy r¡hich immensely heightens the daemonic impact of the

poem in ils accelaration of imagery to its dynamíc concfusion. Here,

in the t'7Íolsharfeorr the associative pattern rel-ated to rtFrisch grÜnendem

Hügej-¡' implies a neuJ death" But ít also implies bLoominq life spring-

ing from death, Spring is suggested by t'FrÜhlingsblÜtentr and as a con-

sequence of the r¡indstabundant cofLection of fragrance of these spring

blossoms t,he harp is nou 'tÜbersättigt mit uohlgerÜchen.rt

The harp is fully personified and addressed in the firsL stanza

of the poem. In stanza tr¡o Lhe poet seems io be musing and reflecLing

--ueaving together effect of memorye uind, distant grave and spring-

bfossorn-fragrance until he cries, as if involuntarily and antithet"icalJ-y:

"LJie süss bedràìnql ihr dies Herzi" This ends in another doubl-e joining

"yn"uu, p, r?.
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and dies:

It)

'ruohl-lautender ìiJehrnut, " uhich simuf taneously increases

Uachsend im Zug meiner Sehnsucht,
Und hinsterbend uieder.

Stanza three contains the height of poetic ambiguity and of

suggestiveness, The l1örikean moment, of I'Zr¡ielichtrrr rrZauberrr and

I'81Ítzrr--a pouler against rrlhich he, the poet, is defence.Iess--is clearJ-y

implíceçi ín trAber auf einmaf r " "lLJie der LJind heftiger herstÒisst, tt rtEin

hoi-der Schrei der Harfe . n ,rt rtliJiederholt " . ./ ftteiner Seel-e p1ötz-

l-iche Regungrr; I'mir zu süssenn f rschrecken, I' and then the Daemon shakes

t,he rose-buslr, IÈ is the moment of epiphany. But, it is a.Lso the moment

of the ill-usive veif" The imagery suggested by the beeuty of rose-petals

spontaneously deposited at tlre poet t s f eei conveys a r¡ea.l-th o I' meaning--

much more than is overLly expressed: the petals lrave flallen due to t,he

blouing of the r¡ind. All that the rose uas r¡aiting for uas the perfect

moment, the right timÍnq l'or this meetÍng uilh the ot,her of natureIs

eLernents uhich uou.Ld produce this magic moment" Therefore t,he rose is

noLJ a dynamic agento acting on its or.un behalf, but in conjunction utit,h

another of naturers prímary elements,

This reaction of the poet to the rose gives evidence of progress

in dealing uith l-ife t s elemenl-al- confl-icLs as they are precipitated

upon man. The erst,t¡hile l'eeling of ineptitude, in t,he face of Urach I s

thunder, in the t'äol-sharfleil shor¡s an aLt,empl- Lo resolve the problem

t¡hich the efemenls have brought, InrtBesLtch in Urach'r the poet is very

conscious of his inabiJ-ity io cope uith nature. Then nature does u.rhat
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he cou.l-d not do. lt estabi-ishes cont,acl urith him by reaching out to him

in a sudden clap o1' thunder and conveying its message to the poet, though

il- does noL reveal its deepest secret, But in the ii.{ol-shalfetrthe in-

tangible message of nature [:ecomes a tangible sign of change, The e]-ement

breal<s into human experience i-il<e a visible and human action, The r¡ind

he¡e is symbolic of change. This metaphor is an extension from that ofl

ilUrachrrr and it correl-aLes cfosely rrlith the one of Peregrina,

The simil-arity r,lith rrPeregrinaI' is apparent in the f atter I s

associative uords such as "Sc,harlachtuchr'r "SchbJarz gekj-eídetrrt trdie

LrJeymouthsficht,e mit schutlarzern. Haar / Den SpiegeJ- des Teiches haLb ver-

håÌngl-r r' rrRosen branntenrrr and uith its sensuous close-upness of 'rÌangen

[dinpern, tr rrzucktent' and trglühen"rr f n bolh 'rPeregrinarr and the 'rÄo]-s-

harferr the poet stands at an abyss. The moment of time is both rrgrausamr?

and spins out a life-j-ong ttZauberfladenrr; it is both rrs[iss" and "er-

schreckend.rr In both, the moment is based on memory, on past t,ime"

This, too, is part of t,he abyss of the artist, lloltene uiho, at

the labyrint,h is described r¡ith simiJ-ar imagery of rrGeuitl"err breaking

in upon his lifer 23 und of t,he gypsy []isabeth uho is constantl-y de-

scr j-bed in terms of rL¡ind imagery and uho LJas, herseJ-f , the artist, t s

r,:ind of ecst,asy and terror, his heaven and his abyss, his foiL and back-

ground againsl uhich al-L the act,ion of his life look place, ït uas she

uho caused the artist to see the inner depths ofl himsel-f as j-n a milroto

and it, uas she r¡lro ruÌed the poel I s inner, and outer, uor.ì.d al-l- his lif e.

'3'!uryn, l'1al-er Nol.ten, p, 7 63,
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far ull'ren uJe see the f using image o l'

cul-rninate in the polar opposites o fEl-isabeth-Agnes, of l4al-er Noften,

ItsLteul-, geschüttel-tJ ?rr

l4örikefs unique and unseffconscious, precipitous imagery mal<es

trAn eine ÄoLsharferra superb poem of art and l-iîe, of masks and real-ity,

And it is extraordinarily contemporary t,o the tulentieth century" Furiher-

more, it contains far l-oo much of real-ity to equate uith romanticism,

It shous us someLhing of t,he hor¡ of ninet,eenl-h century presentation of

realism. And, undoubledly, even t.he starkest realism contains some

elements of romanticism, and vÍce versa. And this also applies to

tïörike, And it is significant, as al-so Henel- and Slaiger agree,in their

controversy concerning lrErlebnisdichtung und SymboJ-ismusrrr that the

romant,ic symbol springs f¡pm t,he unconscious, from t,he seat of ttdes

Geheimnisses und des lJundels.tt 0ute¡ and inner is experienced in identi-

cal fashion. The thing becomes symbolic only uhen these tuo become

24
one o

These tuo poems of Lhe rose, trAuî das Grab von Schil-l-ers l'lutterrl

and ilAn eine Äolsharferrt particularj-y the lat,ter, are in tune r¡ith the

ecstatic rhythm o1' the cosmos r¡hich is so audib.Le in the music of the

spheres in rrGesanq zu Zweíen in der Nachtrr and in the perpetual ferment

of "Nacht,sil ulith its I'peinl-ich uiderspiel von Fülf e und Entbehrung.tl

There is an íntimation of nat,urers incessant, and harmonious underground

activiLy (the German unterirdi-schrJühfen expresses tlre idea more

24..- Hein¡ich Hene1, r'[r]-ebnisdichtung und Symbolismus'r, in Dt,vjS
32, 1958, pp. 7I-98.
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concretely ) uith its infl-uence upon man, but uhich man is unabl-e l-o

influence, It aLters man but temains, itselfr unafl-ered. Before t,his

force 1,1örike cries: ltSo beuge dichJ denn hief ist l<ein Entr¡eiche n,"25

ln this r.rray the antithes i s in the poet becomes representative

ofl i-he antithesis in his poetry. Ecstasy and terror are aLmost insepar-

abLe, The momenl of either of these tuo immediat-eJ-y bears in it an

intimation ofl the other--as ín the 'tÄolsharfer'r Farreffts obselvation

ís apropos hereS lrllan cannot gaze an suprerne beauty t¡itlrout a sense of

26terror,tt'" And, lor Î4örike, llre poet, the sense of beauty admixed uith

terrol explodes into creativit,y; something is given birth; and for him

it. is true that: rtDet l(ünstfer schaf ft Leben"'27

Tlre dynamic controL and order over emobions and poetic idiom

in 'l-he t'äoIsharl'elr gains momentum in l'1örike t s lu1ly mature poetry as

r,lef f , rrDie schöne Buchett--uritl-en during one of the poet I s sparse

poetic periods, ín IB4Z28--is a poem replesental-ive of the neu mature

near-classic cfaril-y and distinction noted in the rrÄolsharfe"'t trDie

schöne Buche, " so it uould seem, shotrls signs of planning and pulpose-

ful craftsmanship, but I must disagree uith Slorz in his assertion that:

tdird doclr kaum jemand glauben uo11en, ein Gedicht uie beispieJ-s-
ueise trÂn eine ÄoLsharfett sei ebenso in einem einzigen Zug

afLJ,,--!!e¡!u, p, 305,

26--"Farrel-l-, trClassical Versetr, p. 47,

27..-'l-leinz Fischer, rrPomelanze, 0range, Apfelsine
der Begriffe in lvlürikes 14ozart, auf der Reisg nach Pracì'r

pp, 58-62,
)R-"l,Ju$s, p, 74"

zur Verieilung
, iictiLL 2, r97o,
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niedergeschrieben t;orden uie die BalladerrSchön RohtrauL'r odet
das Rol-l-enl-ied "Die Schuestern' "29

for it seems to me that this is preciselv a po_em'uhat uas bJritten in

one su¡eep during an inspired I'moment. r' It is a precipitous poem ín

every tespect. Both form and imagery attesL to this' And uould not

Staiger, uho teaches that one must first gain the feeling of a poem

before analysis and interpretation can beqinr30 ug""" that I'An eine

ttÄoi-sharl'e" fairly eXudes'¿he authentic and unique, unrepeatabÌe feel

of the inspired moment? In fact, it is Staiger uho asks: 'rlLJas hat der
?l

lSensch seiner eígnen Kraft, tuas hat er dem Kairos, zu danken?tt-- f'ldrike,

I befieve, uould have t,o attribut,e.his "iÍol-shatfe't to his Xqitqg., and

not t,o his por,.lers of inl,ell-ect or organization.

InttDie schöne Buchertthe poet has taken anot,her decisive step

touard cl-assicaf perfection" The first l-ral-î of l-he poem is an objec-

ive descripl-ion ol' a beautiful and cherished spot in nature. The

e.Iegiac form gives ability of greater control- than did Lhe free verse

of ltAn eine Äol-sharl'er'r since its long 1i-nes al-l-our for expanded state*

ment. Every couplet seems t.o indicate precisioned pJ-anning and con-

tinuity. Storz comments on l-lre poet I s clrange in descript-ion t¡hich he

ascribes to his'truhige Aufmerl<samkeitil r¡hich is noL concentrated

29^,-'St,orzr P, 13.

3oEo'i1 staiger,
Verlag, 1955); cha¡:ter

31Ibio., pn zJ,

Die l(unst der Intejpretal-ion ( ZUricfr: Atlantis
I"
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any l-ongerrtauf das Grenzenfose und Unfassbare von I'Jatur schlechthin,

sondern auf ein einzefnes.. ganz bestimmtes Gebilde " die eíne frei

sLehende Buclre, "32 There is a conscj-ous division oj' lhis poem into tu.ro

parts: ihe first part, (lines l-Ilt), is object.Íve, epíc, ordered and

non-dynamic descriptiono uhereas the second part is subjectiver drama-

tic and:dynamic, "The epiphany ofl the gocì, that, moment of sÜsses fr-

schrecl<en from r¡hich his being tal<es fire and his poetry is bornr "33

that, moment so significant in the t'i\ol-sharflertpoem seems t,o have been

Left far behind. But, suddenly, in Lhe Ìast fine of the first parl,

ßlörike I s innocently dynamic uord ttahnent' ( t'Lässet die Hellung mich

ahnen das of fênqlFel-d" ), fol-lotued immediately by his highl-y imporLant

dash, alert the reader to an impending change: a reversal, or intensi-

fication, ofl mood,

ttPLötzlich" the t'Staunenden?ris introduced t,o this secret place

of magic by "ein freundlicher Geist, des llains aufLauschende Got,theit,t

o ô o o 'r The poet t s t'Entzùckenrr rel-ates to the trsè'ssÉs Etschreckenrr

of the "?iol-sharfe.'r The moment is compouncJed of various elemental

facLors: it is high noonr the time of Pan; rtlaut-los alles, es schuieg

selber der Vogel im Laubrt as if in obeisance to the ascendänce of the ..

god of nature; the poet hesitates to step on the t'zierÌichen Teppichil

of nature, buL r¡hen he does, it receives lris foot in a hushed and

festive manner; Lhe spot of the beech tree is described in terms of

32sLorr, p, 3lo,

33^""Brouning, lgryn_Pogþyr p. 243.
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the perfect circÌe: the tree cast,s a rrbeschalteten Kreisrn and, con-

versely from familiar phrasing, the lree is framed ín a dazzling circle

of gold--a frame suppj-ied by "die feurig strahlende Sonne"' The poet

stands motion!-ess, reverently he breal-hes c

o o . daemonischer Stille
UnerQründl-icher Ruh l-auschte mein innerer Sinn.

The lyrical, sub jective t Ï | of rrAn einem l,iintermorQ€Fì o

ttEtinnerungrrr ttNächtl-iclre Fahrl-rtt and other early poemsr has, in

schöne Bucheil become a compalat,ively uninvolved, impersonal- poet.

lyrical. momenL nou stands side by side uith the objective moment.

t daemonic I el-ement is presen1-, but dif lers f rom tlrat ofl the early

llãt

rrDie

The

The

poemso The rdaemonict moment here does not originate in the 'rZuielichtrr

of night, but in the sunrs fire of high noon: ItEs uar um die hohe

Stunde dês friittags. " This at,mosphere is heightened by refelence to

rdie feurig slrahlencle Sonnerrtand to tfdaemonische ir] Stille' " And Lhe

poet climaxes this mood ulith the propufsive couplet:

Eingeschlossen mit dir in diesem sonnigen Zauber-
Gllrtel r o Einsaml<eit, l"Üh]t ich und dachte nur dichl

There is a complete bifurcat,ion: the tuo parts are entireJ-y

different in character. At lhe same time the poet Ís both, entirely

part of the very heart of this scener "Eingeschlossenrr in the magic

goJ-cJen-ringed frame cast by the sun, andr(in part 1), standing auay

from it as tobjectiver observer. This uninvoÌvement is very neu in

tiìörike" The poet is nour reffective, and this qualily.ì-eads him to a

simifar insiglrt, or gives him t,hat instantaneous Ievelation, as did

the trinity of "Zuiel-ich1,rrilrZaubetrr and rrBfitzrt in the rnomenl- of
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the epiphany in the ttUintermorgenrr poem, in I' Besuch in Urachr r' 'rAn eine

Hol-sharferr ancJ numerous oLher poems" And part ofl the objectivity is

conveyed in contrast of shadou and bril-i-iant sunlight, that, is, t'Zwie-

l-ichtil is nou sulqgunleq by sunshine, 0f this neu situat,ion Guardini

tef ls us: Lhe beech tree is a small- r¡or.l-d al-l i Ls or¡n--fii-l-ed uith

"tiefem Leben und ordnende l(raft,, r' The surrounding shields the secret

of its beauty" This is symbolized by the uord I'Hain" ulhich carries

r¡ith it a deeper implication than does 'rlLJaJ-d und Garten' I' The desig-

nationtrHainlrhas religious ovettones. It' indicates that t'he spot is

a temple. Therefore the poet hesitaLes" He senses the secret,. The

ItSchauerrt and ef fecL of Pan is upon l-ti*.34 There is neiLher dream nor

morbidity in this shadour and sunlight. Sunlighl-, aJ-though it Ís earLier

balanced by darkness, Ís not, in l'1üril<er an enemy--as has af ready been

=ho"n,35 In '¡DÍe schdne Bucheil it forms t,lre frame and finishing touch

to Lhe shador¡ and its origin.

Important aJ-so, is the nerLr part,icui-arization of objecl-, as noted

in trAn eine ÄoLsharfe, " This is not only a ttee, buL a beech tree, and

a specif"ic beech tree. It, is in a particufar spot, not just one tree of

many? anyuhere in a forest. Doerksen effectively drarrrs a1-teniion to

this ner¡ e.Iement in |"lörikers poet,ry of t347-1842--Lhe pointed namingt

the cfarity of vision and sound, Comparing "An einem [JinLermorgent' (¡-AZS)

34Ro*uno Guardini, GeeenLrarL und Gehe j.mnis ('rJürzburg: Im lLJerk-
bund-Verlag, 195?)¡ pp. l?-19.

2EJJ-""Doerl<sen, pp. 2I-22,
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and 'rBei Tagesanbruchrt ( f O:Z ) , he states :

ô a o nun sieht der Dichter das Einzel-ne l<i-ar. DasseJ-be gij-l-
auch fflr die anderen Sinne, besonders das Gehör. Dort hörte er
eine l-lirtenflöte aus lang verscl'lolfener Zeit; hier uerden die
VögeI mit, Namen genannl-, ja von nun an urerden in den fJ-egien
und tpigrammen I'Jamen håiufig aufgezälrlt--von Freunden, Geschulist-
ern, Vögeln, Bäurnen--und mit dem Narnen uird das Individuel-l-e des
Gegenstandes hervorqehoben" Vom l'lakrokosmos t.lendet sictr der
Dichter zum Plikrokosmos, voff Irstaunen und Intzücken, dass auch
hier eine VolJ-koqr¡enheit--LLlenn auch auf begrenzlem Raum--
aufzufinden ist.36

And consequent,ly Lhe ner¡ imagery calLs flor a closer l-ool< aL specific

detai.l-s and at hor¡ these detail-s are finl<ed and presented, AJ-t.rays, in

l'1örike t s poetry, iL seems important to see the neu expression as one

that is superimposed upon t,raditional or ancienL ones. Pìore accurately,

it envelops, rathÞr t,han superimposes, the traditionaf ol ancienL"

The poet means, I bei-ieveu not to uipe out, or cover the old images and

values, but to ilLuminate Lhem afresh, Aluays, he seems to uish us to

read him r¡ith all our associative facul-1-ies brightly pol-ished in order

t,he better t,o grasp the neu depih lhal- is being added to t,he old.

lrje see this in IrDie schöne Buche. I' It is not enough that ue

particularized quaJ-ily assee the one specific beeclr tree in all it,s

the symbol- of sil-ence and peace and isofation, uilbh its dependency

for nourishment/and magic upon the daemonic efements of underground and

sky". But behind this tree are al-l i-he trees of antiquity; the tree as

the tree as part of the Pan Land-cenLre of the rituaL pagan dance;

scape uhere the god of nature and of sheplrerds bl-or¡s his flute.

36Tbid" r pp. 22-2s,
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Significanily, too, t"his 1-íme of Pan and mel-ody relates closellz tuith the

prominence ofl music and Qqemoll-e in 1-he uritings of t{örike uhich start

uith t he gypsy moiif and uhich achieves its ecsLatical-ly terrifying

high-point, in the "Don Juan" flinale of the poet I s novef J-a I'Plozarl auf

der Reise nach Prag" (1856), r,rhich, in turn, l-eads to the enigmatic

poem I'Denk es, o Seel-e . . .rr u;ith íts picture of a young spruce sapling

grou:íng in lhe forest in preparation for the composerts grave--to serve

as pJ-anks for his coffin, sr t,o shade and adorn the place of his burial.3?

The pastor, Pìdril<e, might even, perhaps, recai-l- the tree de-

scribed by ïsaiah:

He L*r"] cuts doun cedars; or he chooses aholmi:ree or an oak and
lets it grou strong among the trees of the forest; he plants a

cedar and t,he rain nourishes iL. Then it becomes fuef for a man;
he takes a part, of it and uarms himslfr he l<indfes'a fire and
bakes bread, al-so he makes a god and u.lorships it., he makes Ít a
graven image and fal-l-s dot.rn before it, Half of it he burns in
the fire; over the half of it he eaLs fJ-eshr he roasts meat and
is satisfied; also he uJarms himsef f and saysr rrAha, I am uarm,
I have seen the firei t' And the rest of it he makes into a godt
his idol; and falls dou.rn to it and r:lorships-it; he prays to it
and says, rrDeliver me, for thou art, my godi rrJu

finally all the trees culminate in the tree of Christrs cross, in

one port,rayed as grouing in the florest, of ItAul" ein aftes Bifd. rt

l4örike imbues the focos of his Lree uith the vital-ly-aIive

quality of |tllain.rt This connects cJ-osely uith the essence oî mystery

conveyed by a carefully chosen and profoundly symbolic vocabuJ-ary.

'1'7"'[rJerke, p. ]08I.
38_-"Isaiah 44: I4-I7, The loly Bible, RSV (Nerrr Yorl<: Thomas

Nelson 3r Sons, 1953).

And

the
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An associative chain of uords--uhich fiLs neatly into KiJ-lyIs.Iist of

primary lrìöril<ean uords39--linl<s lhe various elements ofl this picture,

and of the poem. tJo"d"40 dealing u.rith time and its eflfect upon man and

the universe ale: ttjähr" ttplötzlichrrt 'rbescl'latteten Kreis.rr ildie feurig

strahlende Sonne, 'r rrl-lef f ung" " there is a linking of time present and

eternal uith in-depth color symbolism in I'himmfischen Blaurt; the bLue

of t,he sl<y is dynamized by t,he'rgol-denen Lichtt'oi the sunr by the knou-

ledge that Pan reigns, and by the utmos! revelentia.l- sii-e¡ss-tt¿sf-

lauschende Gottheitrrt ttJ-autlos aL.Les, es scht.tieg selber der Vogel im

LaubrrrltJ.eiserrt trAbel ich, rÜhrte mich nichtrrtt'daemonischer SLiIIer/

Unergrundlicher Ruh lauschte mein innerer Sinn'r--uhich creates an afmost

haffor¡ed atmosphere.

To this, and to the perfeciion symbolized in rrdies i-íebLiche

Rund, tr is added the t¡ord rrkunstf ostr--artlessly nat,ure creates its most

beautifu-L images, pictures"

A small number of additional urords here supplement the picture

of those present,ed by KiJ-ly; the poet had not found this enchaniing

spot quite on his or¡n voLition buL he had been enticed (rrgelocld'r) by

messengers of the nature god (by flouers, birds, butterflies, so Guardini

tells us, and not by the dark Daemon)r4l to enter his secret domain

("Ganz verborgen im IJaJ-dr'), uhich had been anticipatecl (qeahnt,) upon i

39s"" also p. 60.

4ot¡i¿.

4r^-'*Guardini, Geqenuartr PP" 2I, 2Û,
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siqhi. c¡f the cpcn at'ea hicJrlen ("t,etstecl<lr;) behind a cl-j-Îf" No i;¡:odderr

pa'Lir -leads io I.his spot, The si¿'.'l-.cJ-y trec clesc¡.'-i-bed si-.ands al.n'iost.1 j-l<e

a bricie t'lith her bli cJesna¡-cis: a't' the per't'-pherSr oi' the 9oi'clcn ci¡:cl'e

arouncl her the oa!< urj-tlr its suqgesL:'-ve rrdunl<l e::e[nl fuf -f e " sLands

si--ì-entJ-y. Ancl l,he enormous j )/ suggest-,-ive inagery oî rrJut'tgftatl , Braut,

llut'¿er und Sclros u"1'?' i-t inherc-rn'c in lhe atteni j-on paicl tcr a nearby birclr

u.rhose clrou;ne ("junc¡r'räu-Liches l-laupir'), sulays st'ryly j-n tlre çolden frameS

Neben cle¡: cjunl<felen Fùll-1e cJes f:'-chbauins u.rieget clie Birl<e
Ihr jungl'råÌul-iclres llaupt schtlchlern im 9ol-denen Lj-cht,.

Aj-rnost, one has Lhe feel-ing llrai; l'löril<e did not attribute all- of t-.1¡ese

quaJ--itì-es tc his; one iree l¡ecause it might ltave expl odeci the 1'rarne o1'

his t eJ-.ì-ing 
"

. 
The uorci f Ir¡ef ch f ntzÜcken!r conveys the qualit,y o1 rrB.l-iiz. I' And

the clesignation oi'ihe poet as!teinsaffrrrrl'or-r¡ls a c-ircl-e L,.lith'¿he i-asl

f j-ne of thc poen uilrere i'u becorÌle$ synonymoLls tlith ilIinsarnlceil-"rr To

r.lh-l'-ch Storz acJcis a noie, sayÍng Lhat, t,he poet expelriences'uhe loneJ-y

isofaiÍon, ghich, in his very sharing of il uith hurnanity, separaLes

lrÍm from al-l- oihers. 
/t3 This I'uses poet ancj situa'cion inio one intage.

The l,uro become onu""4 j-hus the final- cot-tJ:ì.et of the poem emphasises

the perfect,-ion described throughout the preced-in9 flourLeen col-tp-ì-ets"

It cloes 1-hj-s ai-so by foL-'ni.n_e a larger circl-e througlr part one and tuto,

¿t2.^see tootno'Èe no, 39 ofl Present chaP,

L'1'-Slorz, p.3ll.

/r,4 ^"See footnoLe nc" 2/',,
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r¡ith the uords'rumzirktrrand'rumkränztil in part one, and uith the magic

trsonnigen Zaubergürte.l-" in concf usion, The poet is one uith Lhe I daemonicr

circLe. Bui- here t,oo, il is the qua.ì-ity of therrmoment" that is ¡e-

ve¡ed and celebrated. The tree itsel-f is nou synonymous uilh the I'Zuie-

lichtig'r shadou.r l-itaf i"s mine] r¡hich it, projects, "Zuielichtrtt f'ZaLJber"

and t'Blitzil are ai-L here--as befole, But they are subtfy veiled, and

the more suggestive because of it. tLJhat, is more, the tree feeds on the

'rQuelfe und Ffuss* highJ-ighted by Killy. And 'rTöne, SeeIe, lletzu45 rounds

out the union of poet and magic circl-e in the final- couplet.

C j-early, this imageryu in the cont,ext of rrdes l-lain I s aul'f auschen-

de Gott,heit, " indicates a definite progression, a deepening of insight

into the mysterÍes of time and of liflets involvement,s, The one-time

dreaming poet, is nou animated to a penetrating reflect,iveness" Storz

aLso finds that the romantic ident,ifj-cation uith nature, of some of the

early poems, is nou absenì-. Tl'le earfier fusion of uori-d-beat uj.th heart-

beal- has matured Lo a reaf Íst,ic appraisal" The poet listens-to t'his

daemonic sifence and ponders significantly the existential problemr Lhe

overuhel-ming mystery of the fact ol" his or.lln existence and that ofl t,he

t.ro¡fd, This is seen Ín the all-incfusive cl-assíc manner uherein neither

aùJareness of image nor of poet, is important, but r¡herein t,he total force

of the symbotic meaning is presen tnd.46

45su" p, 6o

46sror., po sLl-.
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The aspect of time--Lemporal and eternai---so important in the

uriting of l'i8rike, and noted in t'Die schöne Bucherrt fuses to a l-it'tle

six-verse picture in.Auf" ein aft,es Bil-d'r (fgsz)47 th""u the poetrs

frequeniJ-y termed anticipation, (t'ahnung"), becomes veiled vision'

Auf ein altes Bild

In grüner Landschaft Sommerflor,
Bei kühlem lLJasser, 5chilf und Rohrt
Schau, uie das Knåil¡lein Stlndefos
Frei spielet auf der Jungfrau Schossj
Und dori im lJal-de ulonnesamt
Ache grünet schon des [(reuzes Stammi

The associative r¡ord chain is cfearly marked in this poemá

The links fit neatLy inlo each ot,her, and form a circ.le betueen begin-

ning and end, and betueen end and beginning; rtgrÜner, rr rrSommerflor, 
'l

ilkühf em lJasselr rr trder Jungfrau Schossr l' trorÙnet¿ rr To these primary

uords oî l'lörike are added others uhich are signif icant t,o his poetry:

ttLandschal"t, tt rrKnäbi-eínrrr rtFrei spi.eletr rr trtr;onnesamrtt rrKreuzes 51-ammrl

(the tatter is l'requentty used in l-erms of trees)" These secondary

uords are used ext,ensively by flltiril<er most frequently.in terms ofl

aLlusions as for exampJ-e, Lhe tree is specified in Lerms of an oak,

beech and so s¡-s¿çþ uith its ouln distincl characteristS.cs, buL all

linkÍng in the one genus o

ttAufl ein al-tes Bild, r' though animaied by 1-he Virgin lÌlary uith

the Christ-child playinç¡ on her J-ap, seerTìs a still-lile paint,ing.

Dynamic act,ive verbs are missing " T t is an idyllic scene. The trrlo

I'igures are surrounded by a green landscape: the madonna uith child

is sÍtt.inq neat uaterrs edge; a forest forms the bacl<ground of this
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peaceful- scene, But the final couplet refates that Lhe ominous tree

destined to be the instrument upon uhich Christ-man is to become

ChrisL-God is marked--thirty-lhree years in advance of it,s mission,

This is a simifar apocolyptic vision lo that expressed some nineteen

years laLe¡ in the poem rtDen[< esn o Seei-e ' . . ,tr concerning the

early death-to-come of l'lozart"

trAuf ein al-tes Bildrrr like "Die schöne Bucherrr refers t'o a

specific moment of time and of space. The flirst coupJ-et deal-s uith

timeless nature-it shot¡s one stage of t,he nat,ural- cycle in all- its

beauLy. The second couplet deals uith God made lemporal"--t,he "l(näb-

lein Sündel-osrt is still unabJare of his lutu¡e mission--is stilL an

innocent chitd" And the concfuding couplet shot¡s redemption from

time: l.he greening tree, noul pari of nature, becomes part of GodIs

plan for tlre future, Therefore the third irnage incfudes the former

Lt¡o, Thus the divine plan ofl saLvation is artistically and simply,

real-ist,ically, presented, Time becomes timefess and eternal.

Tuo excfamations heighien the fleeLing-t'one ol't'his poem and

add a quick gasp ol" surprised breath to t,he otheruise slou and evenly-

moduLated tempo of the poema These are "Schaut' and rrAch"rr The former

seems to be addressed to future manl<ind, for none can by-pass 1-his

crosse and tl-re latter, too, has tlre funcLion of calling a quick afert

Lo the Christian paradox: to lhe tragedy of the saving Gross,

47u,""k", pn l-l-9"
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0n1y the uord rrgrünetrrr in the final- lineo shorlls a dynamic

eLement o1'gror.lt,h and devel-opment and points fort.rard to a specific

and unaLterabl-e purpose" There is no abst,racLion in Lhis descripion"

And, in efl'ect, this still-life picture is very much ai-ive. Killy

attesl,s to the facl" that these poems, u:hich appear so static on Lhe

surl'ace, such as t'Die schöne Bucher rr rrAuf eine Lampelr and rrAuf ein

altes Bildrr are in reality not in the least static--inspit,e of the

poet I s great siriving f or baf ance, trSelbst das stil-l-e Bild des "Knäb-

lein Sündelosrt stehi in einer Beu-regung: aus der Gegenuart und dem

Vordergrund ueist uns das rdortrin den Grund des Gedichts und die

Zukun ft--

Und dort im Ualde ùJonnesam,
Ach, grùnet, schon cles l(reuzes Starnmj4B

l(illy emphasises afso l-he consecut,ive fines o1" this poem, uhich

all point to the neurly begun t'Lebenslauf 'r; to the planned lightness

of uords and to tlre irrrportance of sensual impression",49 Again the

green and bl-ue of nature is seen; t he cool-ness of uater is 1'elt; and

the veil of ItSommerj".l-or¡ri-s slightJ-y lifted, here and there, t,o re-

veaj- glimpses of the scene beyond. TheltSchaurrof l"he poem is in appo-

sition to ttschon'r--the idyllic picLure conlains the cross. The sig-

nificantl-y pointing gesture is tuo-folcl theno it, poinLs Lo iime--

¡rschonrr--r and it poínts Lo pJ-ace--rrdorl. rr

ú.A'"KiJ.1y, po 76.

&q'- ïbid.
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Thus, inttAul'ein a.l-tes Bifdrr aLl- the progressive poj-nt,s of

P'lörike's development coalesce and the hou of his meLhod, at this stage,

becomes cl-ear, DefLly chosen imagery very succinctly encapsu.ì-ates the

eternal ansuJer t,o man t s quest-into the tiniest of spaces,

So too, the other poems of this period, r¡hiclr has been deal-t

r¡ith hereu reveal- a marked change, Imagery denotes a neùJ anchoring

dor¡n to a definíte and particular timer object and space in each poem.

There is al-so a neul combination of immediacy and refLecLi.on, as u;eLl-

as a movemenL tourards a concLusion, Irnagery is no l-ess ant,ithetical-

than in the earfier period of r¡ril,ing but, the antithesis Í.s presented

more indirectly than previously, Romanlic el-ements are becoming con-

trolled and ordered, in.l-ine ulith a more objecl-ive contemplation. This

is particularly evident in I'Die schöne Bucherrulhere the poet has be-

come a comparatively uninvoLved observern There is nou an aven greater

striving for balance. These neu images of IÏöril<er hou;everr are not,

static or lj-feless. They revol-ve around a specific moment o1' time

but are not dominaled by that moment,

ALl these flactors seem to denot,e a progress in the poet|s

dealing r¡ilh lifers confl-icts, St,ill, he remains del'enceless against

the moment of t'Zuielichtrrt "Zaubetrr and rtBlitz, r' buL noul the epiphany

is alurays veii-ed in imagery"
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Poems of 1B¿+5-1346

In 1843 l',lörike uas abl-e to retíre I'rom his pasloral- duties at

Cl-eversufzbach, upon his oun request. In the Fall of 1844 het uith

his sister l(laerchen, took up residence at lliergentheim in the home of

a pensioned Bavarian Lieutenant-Col-onel- and his daughter llargarethe.

The more settled.Iifle resulted in the poetrs third period of more

intensive rLrrilng during the years of 1845 and l-846. (The other tuo

periods had been LB27-23 and 1837-33). {Ylarked development is apparent

tor¡ard ..a near-classical mastery and per f ection in the poetry o f these

years¿ Imagery achj-eves ner¡ life as t,ime pivoLs betu¡r:en pas{- anci îu-

ture and as fIörike more objectively Lurns to ttDingdichtung.lr Thist

and the fact that fluture time is incfuded at alJ-, points Lo develop-

ment in imagery. This development--in imagery and in out.Iook upon

t,ine--is to be studied in the follor.ling paqes.

construction, betu:een 1-hese tuo, is apparent, even in lYìörike I s earÌy

uo¡ks" This is evident in the choice and buil-dinq up of imagery in

llaler Nol" l-en, as trlell as in the early poetry. This may be seen in

the frarning nosl"algia o1= t,he recurringrrzum fetztenmal-rrUsed tuj-ce

At,tention has been drar¡n Lo

uritings bear to the pJ-asti" u"l"' 50

50
Kurt 0PPertrrrDas

wleyer und Rill<e", in DtvjS

the reLationship rrlhich [']örike I s

That there j.s a similarit.Y in

Dinggedicht--Eine Kunstform bei lÏörike,
4, 1926, pp. 747-83"
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in each of the f irst and l-ast slanzas in rr[rinnetungl'; it may be seen

aLso in other framed poems, such asttln der FrÜhe"--framed by t'he poetrs

ttl(ammerfenstertr--; and asrrDer Feuerreiter"--also framed by a Fenster-

Ieiné,,--, and ín"Um lvliLt,ernacht'r utrere Lhe scafes of time are framed

by the bubbling springs. And so too, the auareness of the fai-sity of

a dream frames the stark reaj-it,y of 'rDas vetfassene l1åÌgdleín.rr Further-

more, construction peculiar bo the plaslic arts is apparent in build-

up of contextual- bi-ocl<A--al-ternaLing light and dark stanzas of the

convetsation betr:leen "siettand trfrrr--inItGesang zu Zueien. . ."i it'

is apparent in the seeming build-up of equaì- stanzaic bl-ocks in lhe

ballad of "Schön Rohtrautrrr and in the conscious use of the strict

sonnei forrn in ItPeregrinâ Vott

This is the first time rrrhen this similarity urith the plastic

arts becomes appalent as an underLying feature of the imagery of a

poem. Pongs refers to this feature uhen he states thai rraus dem

r Bi.rden t entsteht das clichterische t Bild t , ',51 No matter r¡hat the

orÍgin of t,he picture created in the poemr r¡hether dream experience

or reflection, the relationship of the part to the t'otal imagery of

the poem shot.rs this increasing independence flron former poetic prac-
Ã?

tice and a development touard 'tDingdichtung'tt"-

In "Dingdichtungil the poet attempts to extricate himself

compl-tely from t,hat r¡hich he presents, and lo l-et the object

5fPong", pn r4g.

52
5ee 0pperl"rs articLe: rrDas Dinggedichtrr. (Footnote no" 50).
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presented speal< for ílsel-f aLone. In so doing the total picture,

rather than its separaie images, achieves symbolic value, as is the

case in C. F" l4eyer t s rrZulei Segel. rr An abortive attempt to do this

had been undertaken by Brockes uho t:as unabLe to j.nstill i:hat peculiar

combination of imagery into his poetry, uhich t:oufd give it symbolic

imporL, " [8"] musste cJas Symbol gründticlr verfehf en¡ seine Gl-eich-

nisse erscheinen l<onstruiert, Ding und Deutung fallen auseÍnander, u-rie

im Epígramm. Irst das relÍgÍöse Er]-ebnis Rilkes vermochte überaI1 das

Dinggedicht zu erlüllen, "53 But it uas fïörike uho first shoued the

hor¡ of this hiqh art to Rifke.

The characteristic common to both Lhe plast,ic arts and to

ttDingdicht,ungrris described by 0ppert as 1'o.Ilór¡s:

Der bildende [(lJnsLler steht seinem Gegenstand im Abstand
gegentlber; nur so kann er ihn afs Gesondertes, zur Umuelt Be-
ziehungsloses und in sich Geschfossenes erfassen, al-s rïnselr,
überall abgelöst vom Kontj-nenl des UngeuS-ssenr, und Zug um Zug
gelassen nachbilden; in ruhig-objektiver Schau ve¡einflachend und
kIärend, das rrDauernde vom Vergänglichen Scheidendrr, nicht- einmaf
eigentlich sel-bsttä{.ig freischdpferisch (sogar Rodin l-ehnie i=ür
sich den Begriff der trlnspirationt' ab), auch ohne die eigene
StÍmmung hineinzutragen, 1åisst, ertrDingtrin itug und Seefe u:irken,
bis es, von aflem ZufäJ-1igen gereinigt, das Gesetz seiner Form
ohne fremdes Zulun und i'.rie von sel-ber enthüi-l-i" -- jenes trlJesen, 

c./t
, das ulir so sicher erfühl-en und doch nie recht begreifen können,tr'*

The presenL moment of lìlùril<e noùr seems to have lost it,s ?epiphanyt-

Lilce charact,er and urgency, yet it does, nonethefess, ret,ain the qualily

of an inherent rrZulieliclrtrr and magic. But, this qual-il-y b e c. o m e s

530pp""t, po 758.

54rbid,, p" 7s4,
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increasingly illusive, increasingly veiJ-ed, and, consequenllyr in-

creasingly subtle, This neu feal-ure may be laken as part ol' the re-

finemeni and rl-rythmic fluidity altributable to the stage of the "Epi-

gonett--as part of the t'Spät,kunslr rr of trVoflendungr il stage of uhich
qq

Staiger speal<s. "" AncJ thus the poet justly f its into the "lJinter-

morgenrrimagery of t,ransition from night l,o day--trda noch der freche

Tag verstummt"--r (although lldrike uas unau:are of being a pathfinder),

and ue perceive him, t'blinzelnd in den Tag, sein Geist. von den Liundern

der Nacht erschöpl"t--so s1-eht er vor uns auf der Schuel-Le der ZeíLen,

am Ende der Romantik und am Anfang einer fpoche, deren Nüchternheil:

ihn ve¡fe LzLe . " "56

Classical- characteristics nol-ed in the 1837 poeLry develop

in the 1840t s, It may just,ly be saíd of l-his period that,; trDas

unsichtbare GeisLige, das nach der romantischen NsLurauf'fassung

hint,er jederrr Sichtbarer,/=t"nto ist bei fïöril<e selbst sicht.bar geuorden;

o a , . "5? The t,hingness, the near-animaie quality, of the beech tree

in itDie schöne Buchertr is presenled in this spiritualized manner.

This qualily Ís apparent al-so in rrAuf ein alt,es Bilde't uhere it is

possibÌe for the poet to achieve a spirit,ual depth far beyond the

scope of the poemrs six short lines. The sapling gror4ing in the forest

trtrUJ^.--Staiger, St,il-uandel-, chap. ï
tu=-----, Kunsi, p.26,
tr.)
''Heinz Schl-aflfer, Lyril< im-Real-ismus, (Bonn:

Verlag, 1966), p. 57,
H" Bouvier & Co
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in preparation for its mission thirt,y-three years hence is vital-Iy

linked t,o the Clrrist-child playing on his molherrs J-ap" Here l4tÌrÍkers

imagery creates, in a sense, a mysticaL refationship beLuleen chi.l-d and

tree and, r¡ithoui stating it, lìtsri[<e underscores their grouing to

maturity logether, and their sharinq ofl a mission.

This spirituaL qualiiy gains prominence in, the 1845-46 group

ofl poems, rrGöttl-iche Reminiszenztt (f eaS), is a still- more symbolic

presentation of this quality than is 'rAuf ein alles Bild.rr trGöLtfiche

Reminiszenzr¡t like ItAuf ein aLt,es Bildr rt ís based on Lhe plastic arts

--oD â paint,ing seen by l'lörit<e in thertKi-oster der Kartau"u""'58 Hut

this poem uas uritt,en in response to an aual<ened memory of an object

frequently seen, not uhil-e in direcL confront,ation sílh the pici,ure"

The sudden emergence l'rom the clepths'of memory seems to have impressed

[Iörike lil<e a revelation, as Guardini explains:

Nur eruacht es, dringt mit der Plötzlíchkeit einer Vision vor
und ergreift, das Gel'ühl--isi aber doch nur Bildr ja Bii-d von
Bild; . . ô . So meint das liJort tulunde¡barI melrr, ai-s nur dass
de¡ [4aler etuas Schönes und Eindrucl<svof]-es geschaf=fen habe;
es meinfnauch díesen Charal<ter des Sich-Zeigens, der 0ffen-
barung.

Thís thought ol' the Revelation, gJ-eaned from the image of the

child at play is a progression from ihe suggestion of the cross r¡hich

is indicated in ttAuf ein al-tes Bild. rr It also impl i es more lhan does

the imagery of ihe faber poem. Intrschl-afendes Jesuskindtt (1S62) ulhere

EOJU^--Guardini, Gectenuart, p. 56,
qc)
"'IbicJ.
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the Dhrist-chitd is spoken o1= in terms of ihe oxymoron: rrnoch in der

Knospe dèimmerndr l' 'uhe child, in play, had fai-Ien asf eep on a Llooden

cross, (ttFlol-z der Schmerzen" ), in the carpenter I s shop. He is "die

Herrfichl<eit des Vaters"r¡ But beyond thair and the I'nochr'1 1-he poet

mal<es no gesture concerning the child I s future, and yet a manil'ol-d

quaniity ol' suggestión may l-ie in the Lines:

0 uer sehen könnte r r¡ef che Bilder
Hinter dieser Stirne, diesen schularzen en
tJimpern, sich in sanftem tLJechsel malenjou

Benno von hliese, in speal<ing of lìldrikers religious expression,

states that this, too, is couched in poetic languaqe, and tha'" iL carries

e"...n unmistakable ; rel-at,ionship r¡ith Sr¡abian Pieti"t. ul In each of

these three poems lhe Christ, is depict,ed as a chi1d" 0n1y in I'l(aru.roche'l

(fg¡O)0"' ," have the ominous imagery of; 'rKreuzes SchatLenrrr rtdumpfen

G-l-ockenkLänge, " rrEngef singen leise Grabgesängerrr and the mother ['lary

unå åuo"u;:Jffii";::'::ffi:"ll'il5Tll.uchsdü*en,

seeks, noi- her child, but her I'Bräutigam,rt in a ttllut,terqotteshaustt

ulhere violet,s r¡hich formerly adorned the blond head of the chÍld nou

shall- r¡il-t, as part of the dark florces r,llrich the Christ has chosen to

deaL r¡ith on t,hat day. But,rrKaruoche" stands in antithet,ical light

for it is silhouetted against the beauty and harmony ofl Spring, as

60..UJerl(e, po

61von tIJl-ese,

62..uJerKe, po

llo

po f31.

oq
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¡tAuf ein altes Bil-d'r al-so conLrasts summer landscape uit,h t,he idea of

the cross.

Von tLJiese finds it characterisiic of l'1ör:lke that he does not

hiqhlight, God as lhe jealous or judging one, but as sueet and innocenl

chíld3 rrEs ist, bezeichnend für t'löríke, dass ihn gerade das gölt,J-iche

Kínd inspiriert" Hier allein vermochte er für sein eigenes Kindsein

das euige Gegenüber zu finden, nicht aber im eifernden oder richtenden

Gott,. "63 And "Göitliche Reminiszenzrr is prefaced by the motto from

John 1:3, 'urhich siales: ¡rAl-1 t,hings uere hade 'chrough himr and uithout

him uas no'u anyi;hing made that t¡as made" "6lt So llörike based his poem

on ChrisL as leQlpr the uord, the God as Creator" But here the Log.os

incfudes bot,h Ch¡ist as creator and as child come t,o earth to begin

his devel-opment touards lhe accomplishment of his mission, Therefore

Ildrike forms a circle betueen beginning and end purpose of Christ.

Güttliche Reminiszenz (fe+S)

Vorlåingst, sah ich ein uundersames Bj-ld gemaltt
Im l(loster der Kartà'user, das ich ofi besuchi,
Heut, da ich im Gebirge d¡oben einsam gingr
UmsLarrl- von uild zerstreuter Felsentr[Jmmersaatt
Trat es mil frischen Farben vor die Seele mir"
An jäher Sieinkluft, deren dünn begraster Saum,
Von zueien PaLmen [Jberschatte", magre Kost
Den Ziegen beut, den steiLauf ueidenden am Hangt
Sieht man den Knaben Jesus siLzend auf Gestein;
Ein ueisses Vlies ai-s Polster ist ihm unterJ-egl-.
Nicht allzu kindlich deuchl-e mir das schöne t(ind;
Der heisse Sommer, sicherlich sein îünfter schont

63 v0n [rJiese, p. 131"

âL-'Bib1e"
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Hat seine Glieder, uel-che bis zum [(nie herab
Das gelbe Röcl<chen decl<et mit, dem Purpursaum,
lJat, die gesunden, zarten [Jangen sanft gebräunt;
Aus schularzen Augen leuchtet, slille Feuerkraft,
Den l'lund jedoch umîremdet unnennbarer Reiz"
Iin alter Hirte, freundlich zu dem l(Índ gebeugt,
Gab ihm soeben ein versieinerL lleergerrlèichs,
Sel-t,sam gestaltet, in die l-land zum Zeitvertreib,
Der Knabe hat das LJunderding beschaut, und jetzt,
Gleichsam bel-rofflen, spannet sich der r¡eite Bl-ick,
Entgegen dir, doch uirklich ohne Gegenstand,
Durchdringend euge Zeít,en-Fernen, grenzenlos;
Ai-s rrrittre durch die überr¡tÌlkte Stirn ein Bl-it,z
Der Gottireit, ein Erinnern, das im gJ-eichen Nu

Erloschen sein uird; und das uefierschaffende,
Das lJort von Anfang, al-s ein spielend Irclenkind eE
Pìit Lächeln zeigis unulissend dir sein eigen lLJerk, "

The poet slands in cfassical disbance from his object in this

He seems to be aiming at pure description uithout interpreLation,

G¡einer speal<s o f the daemonic background behind the rrUel'cerschal"f ungil

of Lhis poem and be.lieves rrGtttl-iche Rerniniszenztt to be the I'Quintes-

senz von t'löril<e I s DichLung " Ín unnachahmlÍch:er lreise, "66 And r¡hen

Zu.laul' rernarl<s on l'lörike I s great, masterye his rrunübertref fl-iche Beherr-

schung des lyrischen Ausclruckes . . .'r ancl sial-es lhat wlöril<ers pic-

tures I'immel aber ihre

Gel'ühlsmässigkeit doch

Überzeugungskral't behaJ-l-en, ueil sie bei afÌer

stel.s anschaufich und t¡ahr bfeiben . . , "6? Lh*n

LJe are reminderJ of Farrel-f I s Lhree prime requisit,es of lhe"classical

spirit in its most, developed f ormr'rr those of 'requiJ-ibrium, permanence

êEUJ.Ulerke, po lb¿t.
êCUtJ".--l'lartin Greiner, Zuisclen_Biedermeier und 9ogrqeouisie

(Götlbingen: Vandenhoecl< & Ruprecht,, 1953), p, L45.

67 zur^uf , pÍ1. 4t-4I.
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and mastery, 'r6B And u-re real-j-ze that l'lörike has come very cl-ose to

this perl"ection in'tGöttl-iche Renrinj.szenz. rl

The early antiil-leticaJ- imagery forms an important basis in

this poem as u.rel-l-, The ppet, ualkecl aLone ( I'einsam" ) u yet Lhe per-

sonificaLion in the follrluing l-ine makes him seem the centre of attract-

i-on; he is t'Umsfarrt von uifd zerstreuter Felsentrümmersaat.rr And

then, in this poem t,he poet st,eps au;ay, after lhe five introductory

1ines, and st,ands opposite to t,he picture--in his mind--trying to

describe objectiveJ-y. In the image ol' rrFefsentrümmersaairr l'1örike

accurately evokes a picLure of slim fri-nges of green seen in high rocky

mountain ranges" This image is in l<eeping uith that of t,he remainder

of the background of this pieture: I' jäher S Leinkluf Lrr tui bh its ildünn

begraster Saum'r and its sparce nourishment for the goats, the 1-uo lone

palms, r¡hich are trees of the souLhern 0rieni:, and their thin patches

ofl shade.

The ninth line catches the reader by surprise, for this ís an

unusuaL setting in uhich to discover Lhe Christ,-child. It is immediate-

ly evident t hat someone cares for the child, for they have brought along

a uhite fleece for protection against the cofd and jaggedness ofl the

rocl<s upon uhich he nor¡ sits" But Guardini adds a daemonic dimension

to this still rock urhen he correfates it r¡ith t,he hard mountain from

uhich Sucl<eLborst, of rrDas [']ärchen vom sichern liìannrruas born, Thus,

Guardini states, Lhe rocks and cliffls of t his picture are of special

68Fu"r"l-l-, rtClassical

69Gu""dini, Geqenu.rart,

Versert, p.62.

p.58'
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signif icance: 'rSie sind SymboJ-e f ii¡ den Bereiclr des Urhaf L-Unerschöpf-

l-ichenrr 1'¡om r¡hiclr "Göttliche Remin íszenztt takes íts origin and its
.69mood,"- This mood is underscored by the heat of the sumner and by

the comment concerning the years al-tained by the chiltj 3 ¡rsicherlich

sein funfLer schon. tr The l-aLter speci-fies t,empora.L time and contrasts

r¡ilh the second part of the poem uhere the child is depicLed -as one

r¡Íth t,he eternal order ol'time, in his relatj-onslrip to the godhead.

Another une><pected remarl< is f ound in the el-eventh i-ine: rrNichl

allzu kindlich deuchte mir das schöne Kind.rr This could be an under-

st,atement of sarcasm, but reading the sincerity in the remainder of the

poem, sarcasm is rufed oui---bul not the understatement," The uhole poem

seems to shot.l a conscious s',.rainíng at, logical unadorned clarity' And

this is successfuì-Iy achieved, together uith clear indication of timet

pLace and identity of the child. Ttre toial picture has Lhe J-iveJ-y ring

and appeai- of an extended metaphol.

It is a pict,ure made animate. 0r, as Pongs expJ-ains:

Die t'1e{-apher isL nicht,s, tr-las das Ich, die Seele, den Charakter
betrifft; sie ist der [Jeitblicko der Spürsinn im Aul'finden von
Analogien, dem Licht vergleichbar, das die UmuefL erhe.llt.
und jene Leistung der lleLaplrer, das Beseelen des Unbeseelten
ulird gefasst nul aLs ein rVor-Augen-Stellenr, afs Veranschau-

,qî
Jl-cnUng o r u

Here tl'le inanimate painting achieves the life of its characiers. The

frame in r.tlhich it is presenled serves to disl,ance observer from the

observed and thereby to enhance the magical- quality uhich the Christ,-

ToPongu, p,4,
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child casts over i-he scene. Il' naLure uJas, for t'1ör-ike, a "Göti-i-ichesr "Tl

the godly qualit,y here seems to have spilled over from tlre innocent,

enigmaLic child" Guardini perl-inentl-y declares: rrDieses Dasitzen

hat etu-ras Geheimnisvol-.Les. rr And he staies l-ha t bot-h the mythoJ-oqy of

psyclrology and 1-hat of t,he dream are of importance in t,he interpreta-

tion here, for the f igure of t,lre child symbolizes the announcement

of one r¡ho is to come--one t-rho symboj-izes the creat,ing of a neul begin,-

ning--and uho has as antithesis tlre old shepherd ( I'Greisrt), rr-lho symbol-

izes the end of l-ife and rrdie Hoheii llber ihm, rr There l=ore, in t,he shep-

herd and child are port,rayed the 'rUrbilderil of afl- lin.,72

The quality o1'rrverschmelzenrrbetu.leen poet and nature, noted

in early poetryrT3 h"" changed. Naturee in parlaking of the glory of

the Christ-child, seems to adore uril-h Lhe poet,. And the poet I s ador-

ation is apparently uninteniionaf" He inj;ends only to describe object-

ivaJy" Bub subjective feeling and mood enLers in the interpretative

ulords .li l<e I'clas schöne Kincl , rr ttgglllg Röcl<chenr' (denoiíng sunshine,

godliness, happiness), rtPupursaumlr (cJenoLing royalty and majesty),

"-gg:un!g!, zalten bJangen sanft, gebräunt, " fltatics mine I
InterpretaLion o1" personality is Íntensified in the an'¿i'¿heiical

lines sixteen and seventeen¡

7l_uoerKsen,

72b̂ualo l-n Ì,

73ûoerksen,

p. 36.

Geqenuarl-, p,59.

p.34,
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Aus schuarzcn Augen -leuchtet stil-le Feuerl<ral'c,
Oen I'tunã j-cloch umfremclet unnennbalet Reí2, fttatics mine.]

The eyes ref.l-ect man I s soul, his inner life. Tn I'Feuerl<raflt'r LJe are

reminded ol'ihe poLrer of lire uhj-ch burns--silently--purifying r¡ith-

out consuming, as gold is refined in the crucibfe ol' ote, or l-ike

f'loses at the burning bush,74 Tlren the verb tt]-euchLel-r " in iLs active

roleo equates uith the quality of purif ication, Lhat' isr the eyes

have this capacity. And Holt,husen informs us thatrrReiz'r is, in

lvìüril<e, 'rkeine leere Phrase. tr It is for him rretulas Berückendes,

geheimnisvolf Verfremdetes. "T5 This duplicates the essence of es-

trangement and distancing in l'lörilce I s phrase rtumfremdet unnennbarer

Reiz.'t And the uord "unnennbaril has accumulated l-he ulisdom oi exper-

ience since lhe poet I s early romantic rtalt,e unnennbare Tage rr of rrAn

einem [rJintermorgen, vor Sonnenaufgang,rr Tlre poet nou knous that Lhere

are nol- only t,hings uhich he cannot expressr but afso that there are

thinqs ulhích he cannot knoul,

In "Gtstt.l-iche Reminiszenz, " (18-29), it is particularj-y nni;ic'e-

abi.e hou tlre poetls keen perceptuaf sense animates and invigorates aLl

the senses of the Christ-child and the movements of the shepherd. Again,

adjectives and adverbs assisl in this and reveal tïü¡ike I s neui pointing

gestures: 'rein alJer Hirte, flreundfi-ch , . . -ggÞegg!.. " fÍtafics mine,l

The expression on the face ofl the +a€€-e+-+h€ child seems to shor¡ that

he sau 'che petre fact--rtaus Stein geu.rordenes Lebenr'76--giu"n Lo him t,o

74f*odu", chap, 3, Bible.
7SHun" fgon Holthusenr"Edua¡cJ llöriket',

1967)r pp" II22-II4D.
i,r llerl<ur 237, (Dec,
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play uith, as a ¡rlJunderding. I' This cha¡acteristic o1' the chil-d I s

vision causes him to penei,rate vast distanoes cf time and to gain

insighl into Lhat uhich is l'rom eternily to eterniLy, The image ofl

the petrÍîact, encompasses the Urqrgnd of being, ofl t,ime and ol' crea-

tion, ït is living vegeLation or other organic impression turned to

stone or preserved in rock, made timel-ess--anItversteineri. l'leerge-

ulåÌchs.tr In a sense, the pellrf fact symbol-izes Christ, the rtroot of

Jesse"?? r¡ho uas bo¡n on earth as a human child and achieved perma-

nent eternaf status r¡:'-th tlre Godhead, on t,he cross. The poem pivots

on tlris cenl"ral- image of lhe child and his petrifact" Simul-ianeously,

in the child and in the immediate pj-aything l-ime becomes timeJ-ess,

bo1"h in past, and in future,

The metaphor:

Als rLrittre durch die überuölkte Stirn ein Bi-itz
Der Go'ctheit, ein Erinnern, das im gleichen Nu

Erl-oschen sein u.rird; .

bea¡s in il the sudden epiphany of insight t;it,h its daemonic magic.

Just for an inst,ant the child appears to be aurare of his identityt

perhaps of his part in the c¡ealion of t-hat uhich he holds in his hand

and that ulhich he sees ttDurchdringend eurge Zeiten-Fernen, grenzenloss

e ê o ott But t,he region beyond t,he sight of Everyman is immediateJ-y

( "im gleichen Nut') uiped auay. Yet "Das l(ind, der f\1ensch qeu:ordene

Logosrr had seen both in lhe sense of I'Erkennen'r and of E¡inne"n' tt It

76^'-Guardini, Geqentlart, p" 61.

77I"uÍuh Iû¡10, Eibl-e: 'rIn that day the root of Jesse shall
sl-and as an ensign to lhe peoples; " o 

tt
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is a rare poem in tLrhich i'löril<e seems to inci-ude luture time, l-ike a

premonition, aJ-ong uith the l<nou.rn and recognized past-. time, ïn the

next instant lhe chi1d, smilingl-y, as children uJii-i-, hoJ-ds up its orL-rn

creation to be admired"

l'larcel-1a Burger, inspite of ihe universa.Lizing concl-usion of

ItGöt,tl-iche Reminiszenzeil cal-Ls both i-his poem andrrAuf ein aLtes BiLdrt

rrStimmungsbilder, tr f or she finds, as Gualdini seems t,o..that l4örike I s

religious poems are inffuenced by atrZaubergürtel-rrof mood simil-ar

to that of rrDie schöne Bucherru:here the concl-udingrrEinsamkeit" is

not a meditative process on the part of the poe'c but anrrSichein-

stimmen des inneren Sinnes in die unergründi-Íche daemonische blal-des-

'Ìqstif 1e. r' ' -

Thus, j-n each of these three poems the present moment of time

contains u;ithin it, in varying degree, t,he recoffection o1'the past

and l-he germ, or anticipation, of the fulure" Tn rrDie schöne Bucherl

there is implicii inference of the years of time uhich it has taken

nature 1"o prepare tlris spot for the poetrs presenL moment of appre-

cj-ation" The poet is auare that this revefation ol' the beautiful- is

based on prior Ínterueaving of harmonious pou,ers. ït is because ofl

this prior co-ordinated acti.vå,ty in nature thaL he is enabl-ed to ex-

perience this sudden, (ttpltitzlich"), and spontaneous reaction to the

scene. He states rrich zauderLe nochrrr l-itatics minel r¡hich suqgests

7B^'-Guardini, GeqenuJart, p" 63.

798u"gn", po 51,
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a hesitation of revereniial- ar¡e before enteri-ng the scene" And then:

I'Jetzo ge-ì-ehnt an den S'¿amm " " " 
I' the poet allouls tlre pariicuJ-ars of

the scene t.o flou.l inio his consciousness, TherrJetzorrhas the ring of

a momentary happening, but it incfudes the tuhol-e period of iime spent

-leaning againgt this tree, and the entire time of contemplation"

InrrAuf ein altes BiJ-drr ihe emphasis of time seems to be on

the tuord rrschonorr This indicates an imminent event uhich nature is

preparing for, It points t,o the future meeting of tr¡o time-el-ernents,

firsL1y, to t,he time uhen this tree slrai-l have groun to maturity in

readiness 1'or Lhe uoodsman I s axe and f or the her¡ing of it into a

cross, and, secondly, to the time uhen the nou playinq Christ-chil-d

sha.l-l have leached mat,urily and be prepared to face his greatest, and

main missi.on on earth--deat,h on a crosso

Time in rrGöt,'¿liche Reminiszenztt includes all past and r ant,ici-

pates al-l- 1"u'uure. There are no borderfines" Time is seen as spanning

from eternity to eternity. ït depicts, in a mysterious and enigmaLic

manner, the creator of time playinq uitlr his oun creat,ion. The seem-

ingJ-y static scene ol' the painter ís enl-ivened by the observation of

the poelS ttDer Knabe hat das iiunderding beschaul, ø o .rr and in this

beschauen, uhich occurs in present time, rr, o . spannet sich der ueite

BIick, / " o o doch r,.rírl<lich ohne Gegenstand. tr The clrild is pre-occu-

pied r.lith his inner gaze e r¡ith that t.rhich occulred j-n rreuge Zeiten-

Fernentr; rrein BLítz/ der Gotl-heit, ein Irinnernrtrflashes Ín upon him,

and inst,antly disappearsô He seems t,o have recognized his place in

t he divine Trinily, lris pari in the distant past of the u o r 1 d ' s
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creation, and hís part in the distant future of manrs redemption" In

a nroment of present time lhe poetfs imaginatj-on suings backuard and

floruard in time and then set,tl-es on lhat moment of Lime urhich is actu-

ally captured on the canvas by t,he painter, l-lere t.he poet exploit,s

the initial- momen'u uhen he f irst sau this picture, and the impact

t¡hich 
,it 

had upon him. The I moment, t o f ['1öril<e t s ear.]-y poetry, uith its
rt'Zuie.l-iôhir'l and ttZaubertt is not overl-J-y presented nou, but one senses

an implicit and subtl-e suggestion of these charact,eristics in the poem.

This underlying t,one iniensifies and dynamizes t,he I moment I of rtein

B7íEz/der Goltheitort and, in its context of iimelessness, it intensi-

fies t,his ef fecl- as r.lelf 
"

l1örike I s framing device in these three poems is an aid to the

prevent,ion of an uncontrol-lable daemonic explosion in the poemsó The

frame contains ihe t,ension and also prevenis merging of poet and pic-

Lure" ln Plörike tl-re l'rame acts as an epic device, It induces a cli-

rect confronta tion ol' po:.t and picture and, in telling, t,he l_istener

confront,s the narrato¡ as one u.lho is ouLside of t,he frame o1't,he

narrative" Remarl<ably, too, l4örikefs poems begin in medias res,

raLher than at, the beginning of the sl,ory to be told. And 1'requently,

as St,orz relates, I'erlangen Schlussvelse eben dadurch merl<urllrdige

starke Stimmungst<ra1=t, dass eine ImpressÍon angedeuLet,, sozusagen

offen stehen bleibl- , . . t'80 as in Lhe above poems.

80 Storz, p.28"
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In "Göttliche Reminiszenzrt l4ör.ike I s art reaches an apical point

touard uhich he has been progressing l'rom his earl-iest poeiry, It is,

as has been suggesled a moment ago, the mastery of understatemenl.

It is true, as Farrell has remarked tlrat i'l8rike t s auareness aÌuays

goes beyond t,he ob ject, no matter hor¡ vívid i,lre presentai-ion.8f

Tu.ro short poems 3 trAuf einem Ki¡chturrn" (1845) and rrZitronen-

faÌter im April" (tO+O), are further exampJ-es of the pourer of suggest-

ive imagery concerning tÍme"

Auf einem l(irchturm

Ein Gl-ockentonmeer uallet
Zu Fllssen uns und hal-let
lLJeit tlber Stadt und Land,
So laut die hJelLen schlagen,
lJir fùlhlen mit Behagen
Uns hoch zt-r Schifi gel-ragen oo
Und blicken schuinclei-ncl von dem Rand."

This poem is ai-l metaphor. The amiguity in et,her-tone-uraves

over l-and, and ulaves loudly rocl<ing a ship, polarizes in'rUnd bLicl<en

schr¡indelnd von dem Rand, t' ['1an, at tlre height of his creativity, is

dizzíed uhen he dares to lool< in'uo that t¡hiclr is beyond the borders

of his 1ife, beyond present. time.

Zitronenfal-ter im ApriL

Grausame Frühlingssonne,
Du ueckest mich vor der ZeiL,
Dem nur in llaienuonne

BIFurrullr'rCJ-assical Verse'r, p" 48.

B'r"tlg, po 2os,
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Die zarte Kosi; gedeihtJ
Tst nicht ein i-iebes l4èldchen hier,
Das auf' der Rosenlippe mir
Ein Tröp{'chen Honig beut,
So muss ich jàimmerl-ich vergehn
Und uird der l4ai mich ni-mrner sehn
In meinem gei-ben Kleid' 83

Here too, t.ime future bai-ances on the threshold o1'time pre-

seni.: a lit,tle drop o f honey f rom a tender hand uoul-d dispell the

threat and fear of the uncertain future" Ue are acquainted uith the

bl-ack daemonie inherenl- in the ulord r'grausamrr from l'lörike I s rrPeregrinarl

lament, uhere. tl-re poet groans in agonized sel-f-accusation:

Und miL uleinendem Blicl<r doch grausam,
Hiess ich das schlanl<e t

É::::"!:;:: i3:"i;:.'-
Tn fact, tlr:l-s uirole poem bears a paralJ-el to that r¡hich is expressed at

grea'cer length, and more passionatel;r in LherrPeregrinarrcycle"

The depth of duality in therrZiironenfaltertrpoem seems apparenl

u¡hen ue compare the above reading ulilh tlre very justified one o1'von

LJiese uho lisLs this poem r,.ril-h a group of ot,hers urhich, so he states,

shoul-d be inci-uded in everychildrs leadel" CertainJ-y rrDas Kindliche

und zugleich Poetisclre ist, flìörike t s Ure.l-ementrrr as {-he critic explains"

And the f"ollorrring det,ail helps us to understand the poet: rr[']drike

ê o. vermochte trotz verrL.ricl<el-ter seei-ischer t1nlagen, hoher [(uItur

und reichem Bildungsurissen die St,uîe des Kindseins mühelos und u,tie von

seLbst al-s l'lensch und als Dicht,er zu veruirl<lÍclren.'t llany of h i s

B=tnll.", p,2D5.
B4luia"rrrperegrina IIrr', p" gg,
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poems aIe total-Iy naiv, and i:his is one, sl-ates von'uJiese, u.rritten as

by a playing clrildo ¡rdas mil- dem Zauber des LJortes begnadet is1" ' .

Rq
u o t'"" This, I feei-, is one of the specj-af deJ-ights of ¡eading some

of Flörilce's poetry--that, it, meets the needs o1" t,he imagination of a

child--as does Jonatlran Sr,Lifli I s Gul-liver t s Travels--and yet says even

more on another leveL to the chii-d-turned-aduLt. This feat of urit,ing

on severaL levels simult,aneously is skiLflulJ-y accomplíshed in l'1örike"

lilörilce I s gen'cle humor and appreciation ofl litl"le t,hingsr and

his ability to mal<e the fatt,er appear signil'icantr is apparent in'uhe

follotrlíng poems

wlit einem Anakreonskopf und einem F]äschchen Íìosenöt (fe¿S)

ALs der tdin'uer die Rosen geraubt, die Anakreons ScheiLel-
Kränzten an frdlrlichen l'lahl-r Lro er die Saiten gerlJhrtt

Tråiufell-' ihr köstliches ijt in das llaar ihm Aphrogeneia,
Und ein rosiger Hauch haftet an jeglichem Lied.

Doch nur uo ein Liebender singt die Töne des Greisafi¡ ae
. FüILet Hal-l-en und Saal- uieder der herrfiche Dufto oo

Benno von tiiese has convincingly shot.ln t-hat the change ín Fìörike r s

development at lhis period r.¡as closely rel-ated to his involvement

r¡ith the claesics of uhich he trans.lated numerous poemsr and, in 1840,

had incfuded a number of these in his t'Cl-assische Bfurlenlese.rr But

the benefit of this antique influence did not become apparent until

Plörike turned from Romanl-ic to Hell-enistic poetry" And it uas the

B5""von Lliese, p. 237,

tutur!*o po 82.
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lhe laticr t¡hich enabi-ed Lhe poet to turn to the "Ding-

The Anacreontics uhiclr 11örike transfaied include "eine Reihe

von DarsteISr:ngen, die teils ulirkliche oder gedachte Bilduerke zum

Gegenstand haben, teils ftir sich seLl¡st kLeine Gemåilde, doch ohne

uahrhaft persönliches l{otiv ausmachen,It t'lörilce stresses the poetic

treatment ofl t-he urorl<s of ari-- of "uertvof.Ien Gemälden, Statuen und

Kunstdenkmälern, die Liebe zu den Kleinflormen, zum Zierli-chen und

Verspiellen, die Art de¡ Darstellung, die an rPorzellanmaLereir er-

innert, " But the soul of Hörike becomes a part of his neu.r creation" BB

The imagery in Îrßlit, einem Anakreonskopf . , orr is unmistakabJ-y

l4örikean, The smal-LesL detai.Is o1'life remind the poet of the passing

of time--rtl.tJinbetutr rrRosenr it ttsaiten, tt ttrosÍ.ger Hauchr rr trLied, tt ttTönn, tt

rrherrliche Duft.rr These are frequenLly used images of tYlöril<e" Each

bears uithin itself ì;he essence ol'change and ihreat of disappearance.

None is an image of permanenceo And this is emphasised by ilre verb

rrgeraubtrr r¡hich personifies u;inter, The other verbs: tr[(råinzten, tl

rrgerührLr rr rrTräufeltrrr rrhafteLrrt ttsíngtr lr I'Flll-l-e'¿rt contrast r¡ith ihe

robber-character of r¡int,er and carry a connol-atj-on of celebration--

together uith the nouns, These are the main elements of r:Lhich l''ldrike I s

song-poems are uoven,

Houever, [1örike recognized 1-hat, the Go]-den age coufd never

B?uon LJiese, p" 2r?,

BBIbid, r pp" 2r7-r3.

ol'
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return, 0ne may agree ulilh l(ohlschmidt r¡ho ascribes this deepened

aula'r'eness to the poetts recognition of reality, born of l-he f osses of

the hearL. Therefore the recognition of the fl-eetingness of time

is an act of seff-recoqnition, But is it then aLso necessarill' a

sign o1. inLensified subjectivity, as the critic cfaims?89 In this

poem, as is so chalacterist,ic oî tiìöril<e, this "herrliche Dufltil of

poesy is ir'rpossible--except there be l-ove.

The present image of anttAnakleons[<opf" and of an'rFfäschchen

Rosenöf 'r brings lo mind associaLions of t,he past. AJ- t-houqh uinter

has stofen the r.oses, their concentr,ated and more potenL effect

remains behind for the poet--in the oiÌ, r¡hich is the cornpressed

and dis'uil-led essence ofl the original petals. The oil- carries

uit,h iL the connotation o fl el-emenLaJ- harmony f or the roses L3ere

nurtured by Lhe el-ement,s of sun, r¡ind and underground springs and

nutrimenis; the roses uJere af so dependent upon the sources of potLler

inherent r¡Íthin themselves, for, in belonging to a certain genust

certain charact,e¡istics became part of their hereditary components,

In a simifar manner the beauty of ancient' poetry becomes part of the

natural- birthright of an appreciat,ive poet, but he can appropriat,e

his right only by nurtLtring his ourn roots, uhich ale anchored in

ancient tradition, and by exercísing his inhereni gift Lo the greatest

possib}eeXtentintheefer.lentsofhisouJnpeISonafenvironment

and that, of the time in uhich he l-ives, The seed.lies dormanL--in the

89
[ierne r

Verlag, 1955)r po

Kohi- schmid t t
24D.

Form und r¡Jirklichl<eit (Bern: Francke
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ground and j-n the poet. 0n1y t,he conlbinaiion of a unique set of

cÍrcumsl-ances r¡il-1 initiat,e the process in nature uhich enabl-es the

distilLation of 'uhe oil of roses, So, too, l4örikeIs creative pro-

cess l;as not instigated at uill but in response to precipitatory

causes. Each of these processes is a miracl-e t,o l'löril<e--that in

nature and thal in the poet. To t'lùril<e they r.lere both derived from

undying magical and pouerful roots.90

The inierdependency of past and present in ',l4it einem

Anakreonskopf , o orr is conveyed Ín timelese images" And the syn-

aestlrel"ic merging of sense impressions in rrlosiger Hauchrrr as uelL as

the image of t,ones of song filling actuaL physical space, intensifies

the vividness of imagery in t,his poem. llörike seerns to say that

only he u.rho approprÍates in presenl- time that uhich past iime has

bequea.thed to him can create meaningfulty for the fluture, for posterit,y.

The imagery of l\lürike I s cl-osing couplet,s is signifícant for

heaping ín simple, beautiful fashion a multitude of expressed meani.ng

and unexpressed suggestion. And, as elseulhere, so in the fina.l- lines,

Î'lörikers great economy of uords is remarl<ab-Le. This precision and

economy of ruords finds its height, of expression in t,he ten-J.ine poem

ItAuf" eine Lampe " ( l8z16 ) n but it is af so particu.ì-arly noticeable in

the six-l-ine poems; rrldeale uahrheit, " "An eine Sêingerin, rr rt¡uf einem

Kírchturmrr' 'rZitronenflal-Ler im Aprilrrrand in the six-fine epigrams

90^--Doerksen, pp, 43-44"



115

tflLJeihgeschenkr r|rflii einem Anakreonsl<opf . o o rt' and in r'lnschriflt

auf eine Uhr mil den drei Horen.rr

All tine seems to be encompassed inrrlnschrifL auf eine LJhr

¿ o o " (f eaO), yetr paradoxicalJ-y, this is a I'Dinggedicht, t'

Inschrift auf eine Uhr mit den drei l-loren

Am langsamsten von allen Göttern uandeln u.lir,
tïit, Blätterkronen schön geschmücl<ie, sclrueigsame.
Doch tuer uns ehrt und uem r¡ir sefber günstig sind,
tdeiL er die Anmut Liebet und das heiJ-ige l1ass,
Vor dessen Augen schueben uir im leichten Tanz
Und machen mannigfaltig ii';m den J-angen Tag,9I

The cLock is an object r¡hich epitomizes time past, present and fut,ure,

It measures time, bul Lime cannot alter that measure,

Time is noul dea.l-t r,Lith only in t.he present, as al-so ihe entire

poem never deviates from the present tense" UnIil<e'rAuf ein aLt,es

BiLdrr and rrGölti-iche Reminiszenz,rr this poem is free of intimations

concerning past or f'uture" Similarly, it l-acl<s the daenonic irnpetus

of liìdrike I s earJ-y I moment of trZruief iclrt, rr rrzauberil and I'Blitz" rr tLJhere

in the early poems l'lörike compressed a total event, and i.t,s impact upon

him--such as the uinter morning sunrise scene--into one dynamic momento

he nou explores 1-he breadth and depih ofl present time and encapsulates

it, in one moment, and lhereby gives it duration, This is simifar to

t,he uray in uhich t,he I moment t is given permanence in t'Göt,tl-iche Remin-

lliszenz. Ant,iquity has become part ol' present time in this anbique

cLock" And, although a cl-ocl< is in itsell'a symbol of the passing of

ntr*lsg, p. Bs.
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timer it has here become a symbo.l- a.Lso of that u.rhich can be rencJered

permanent. Therrllorenr¡have a sembl-ance oî timelessness, as does the

antique clock.

Death does not ent,er into'rlnschrift auf eine Uhr " ,t,

as it does rrl-lermippusr'r rrf rinna an Sapphorrr r¡Denk es, o See.Lerrr and

rrBesuch in der [(ariause"rr fn the ]-atter poem the poet, presenis ihe

disintegration o1' an ol-d order o1' time, but in "Inschrift auf eine

Uhr , . , tr the vaf ues of t,he order of cLassical antiquity: rrAnmuLil

and I'das heilige l'lassrrr are given permanence. Here time does not, flly

by; it is a lonq day" One senses thal t,he poe'r, has not yet, come to

terms u.rith t,ime, as he does in a certain respect, in 'tBesuch in der

^^
K artause'te¿and in the idyll 'tBiLder aus Bebenhausen. tr But t,he 'r In-

schrif trr al-so Lacl<s the dark f oreboding of I'RlJckblicktt and t,he nos-

t,algia after l'ormer happiness of "Ach nur einmal noch im Leben,rt

These rrlloren; I' under the present conqeniaÌ circumstances, t,.riff dance

for the poet and help him to forgel" the ticl<ing o1" l,he clock and ihe

passing of time,

The ì;hree goddesses harmoniously personify past and present,

as Taraba inflorms us. The object nou.l speaks îor itsel1" and banishes

the borderl ine betueen past and present, I+ no longer requires the

93pratse oT man. ' Its steady rhythm is heard in the reoular beal of

92^5ee p. I(,4

93uol1=gang F. Tarabar
(Oi-ss. []ünc]ren: i. lJ,

Verqanqenhgit un_¿ Cuqe¡r.urt ¡e.: e¿
1953), p. I37.1'1ürike
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t,he poem. But it is strange to hear these trHorenrr decf ate 3 rrAm

langsamsten von aLlen Göbtern ulandeln uir, . " f orr Lo ['löril<et

time fJ-eu by; the moment uas gone al-most before iL had arrived"

Beaut,y, according t,o lhese goddesses, is I'Bet,legung und

AL
Ruhe zugleich. "-- The prereauisite io true seeing, so t,hey teJ-J- tts,

is -man t s honor and respect oi the muses r¡hich is quite al<j-n to that

ofl the love in "llit, einem Anakreonsl<opi . , . , " The goddesses dance

gracefully, and give delight, only beflore t,hose uho respecL and love

arLo rrThere is in the rfnschrift, auf eine Uhr mit den drei Horenrt

itselfl an exemplif ical-ion ofl the idea it expresses: that art has t,he

pourer so to flill and exa.l-t that it turns l-he day (or time) into a

graceful dance, "95 This creates an imaginaiiveJ-y tangibLe and visible

image of an el-e:ent u.rlrich is, in fact, entirely intanqibfe and in-

visíble.

And yei:, is not time an elemenL r¡hich controfs all liie i-n

certain respects, both in na'uure and in man? It determines ihe sea-

sons; ii: al-ters manrs lifle and enables, or even florces, developrnent.

Because of this 1'act, ihe aspect oi" f.ransience is inherenl- in all }ife

and it, is dii'fi-cul-t or impossibJ-e to render fife sLaLic and permanenL,

no natt,er houl meaningful it may be, l'1örike ulas exceedingly conscious

of this. His desire to make Lhe moment ol' meaning linger on is sym-

botized in the early rosebud ol I'Erínnerungrr (rcZz)rnU tn the music

94ron LJiese, p. 223.

95F."rul--l-o rrCì-assicaÌ Verserr, po 57.
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of the organ in 'rJosephine', (]l,zt)rn? in the more permanent symbol,

tfDie schöne Buchet'(rcaz)rnB in the garden gate of 'Ach nur einmal

noch ím Lebentr (rozrs)r 99 un.l in the goddesses r¡hich live beyond Lime

in the I'InschrÍflt auf eine uhr . , o e " as uel-l as :i.n numelous oLher

poetic symbols,

InrrAch nur einma.l- noch im Lebenrt l-00 t,he music produced by a

garden gate becomes Lhe symbol of l-ime, uhiLe simuftaneousJ-y, the gate

it'self stands outsíde of the reaLm of t,ime--stands for permanence. The

creaking of the rusty hinges is equated r¡ith music" t{örike here exploits

the combinatj-on of object--the gat,e--and sound, The permanence of the

aria sung by the gate is not inherent, in itseJ-f, as is the permanence

ofl t,he gat,e, but the aria is ,dependent upon something or someone that

sets the gate in mo'uion. As Llre quality of t,one in t,he harp (v.Z) ís

dependent upon ihe velocity of the uind, so the quarity of tone in the

aria is dependent upon the speed of movement of l-he gate: the slouer

motion produces a song ulhich is 'rbeslimmter, seeLenvoLler. (v"27), The

function ol= tlre harp in a uindouL o1" t,he oLd "Gartensaal-t seems to be

purely that of 'stimmungsrahmen, "f0f And, in turn, the gaLe evor<es t,he

'ur"al.",
o')-'Ibid. 

n

98Ibid,,

cto--Ibid.,

loo 
I bid,

p,10.

p.40.

po 74,

p.163"
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memory of days J-ong past, as cloes the r¡eciding in ih9{oemrrLang, fAng

isLs heri "102 In '¡Ach nur einmal- noch , . .rr the poet transports

himsei-f back to l-ris garden ai Cleversulzbaclr uhich he had J-efli not long

before. Here the imagery of unity betueen parting and-,tlre object (the

gate) cancel-s out t,he sense of i-osiness and becomes sometlring last,ing

because o f its associaiion uit,h the gate r¡hich l-ast,s beyond the . tåne-

span uhich the poet, spent here. Time takes on a neu: dimension j-n

that the gate receives the giit of reminiscence (in l-he future t,ense, )

uhen t,he parting has actually taken place already, "[Hierl versclrieben

sich die Zeílräume aul' fast rnagische tlieiserrr states Taraba, quoting

the lines:

[s kommt die ZeíL, da uerden uir auch ferne ureg
Gezogen sein, den Gari.en Lassend und das ¡1urJs.103

Time is strangely in ffux. fllusic, memory and tÍme LJeave a pattern of

imagery back and fort,h betuleen past, present and luture, TherrTitus-

atiatrof therrGatlert.ür is repeatalr-l-Él and contrasts uiLh events in

the life of the poet uhich are nol repeaLable. This pits permanence

of things, o1'object,s, against the imperman.ence and fleel-ingness of

manfs fife. The gai;e--as image ol" permanence--remains, uhereas the

people ulho once l-ived here have gone,

Here again the f'raming device of the ulindorr.r cr'ea'¿es distunr". f 04

l0t _Burger,

r02,,
ltlõnl/ô:-i::t

l-03_
I araba,

p.74,

p,196.

po I34"
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Pointed imagery and associative chains are apparent: tjenes alt ver-

blichnen Gart.ensaalsr't "Die Harferr--a specific one--, tLeiseIn] Uino-

hauchr rr rrLang ausgezogne Töne"-aL.l 'uhese a.l-ternate sadly, They set

the tune lor this lrSþätherbst-Bi-umen-Einsamkeit" t' Antithesis l-inks

'holde[n] ruachbarschafirrand the groaning of the flag on a grey'Zuringer-

turm,¡r And rru,enn sLürmisbher oflt, die Uol-ken ziehen überhintt prefigures

the latter pari of the poem,

The fact that tlre u-rordrrplötz.l-ich" is framed by trrro dashes

emphasises the dynamic charact,er of this rrold. Suddenly, so it, u.roul_d

seemr a beautiful memory auakened in tlre poet, due to the song of the

garden gate. Thus the gate has a greater vaLue than me¡e utility, The

early accent, on the dream is still here, although in terms of a quest,-

ion, Repetition of the u.rordttnochttseeks to proJong i-ime, hold off

its transient qualily" As in trDer al-te Turmhahnrtt so here, the em-

phasis is on rtAch nur einmal- noch . , . " fitatics mine] as the titre

and repet,it,ions indicate" But there is humor in this nostalgia also.

Emphasis on ihe desired "noch'r is broughL sharpty to terms in
ttqo"h besser dünl<t ja allen uras vergangen ist." fltatics mine.] The

rusty gat,e, l-ike '¿he rusiy rtTurmhalrn, " is personifiecl as an o-l_d person

and humorousJ-¡r call-ed 'rAlteo rr The final contrasLing image ol' rrmorsches

HoJ-zrrr uhich may be decorated uit,h "hel-l-em Acl<erblumen[<ranzrtt acJds a re-

juvenaiing touch to l-he oJ-cj gate and conirasl-s rL.rith the drab gray o,l',

the groaning ueat.lrervane. Theref'ore ihe closing image of the poem is

104^- - See discussion concerning llörifce t s
pp, 93 ff, & p, 108.

framing device p. I52,
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not one of sentimentalit,y but of a bright ureath of uild prairie fl-ou-

ers ulhich cleates a splash of fresh col-or and vigor, as late autumn

flouers do in realiLy, The gat,e plays the tune to the path uhiclr

memory leads, over t,he poetIs rrgrünlackierten, go.ldgeblümten PantaLonrl

of the pasl- t,o 1-he anticipation o1'being commemorated by "ein lleues

Herz vom Dorf'r in the future. Still, the song of the gate is a re-

markabJ.y litting epitaph to the poetrs life,
rrAch nur einmaf noch im Leben'r aims at objectivity and bafance

betueen past and f uture. It sels the tone f o¡ trìlJrike I s late poems c

Time is here anchored to and dependent, upon spacer upon a cherished

spot, of memoryo But quickly and reafistically t,he poet recalls: rrVol-

bei ist nun das all-es und l<ehrt nimmer sojtr The transience of ti-me

is prominenl and the inevitability of its ali--consuming pouer is

implicit in lhe'poem and in its chang-ing tense. The poem is ambi-

valent in character regarding iime: it sht¡us an impelling desire to

hold'uhe pasl constant in the present, and simuftaneos[y iL shous a

resigned recognition of the ineviiabLe, The musical rhyt,hm of the

garden gate, more than t,he t icking of ihe cl-ocl< in the rtlnschrift, auf

eine Uhr . o , ,rr spell-s t,he passing of timer speJ-ls inevitable

transience.

The gate itself is a symbol- uhich stands beyond time. The

repeatable aspect, of the aria is a mechanical abiLil-y and the I higher

purpuse t and potent,ial of the gate is due t,o its endoument ulith the

gift of music, The narraLive of l-his poem is based on the three motifs,

those of Lime, music and memory. Each adds significance t,o ihe other



t.u.lo, and to the 1-otal image. But memory,

one uhich dil'fers from that of the garden

time and Lives on,

lLJhen llaync declares t,hat fïörike,

usrrvon vorneherein al-s ein Fertieer o

Entr¡icklung nÍcht ueiter durchgemacht,,l0S

gediclrtrr such as rtAul' eine Lampet' to cast

statemeni.

105..---Flarry ['1aync, Edua¡d 14öril<e:
gart,: Ju Go Cottaische Buchhandlunq,
pn 328,
'- 106 ..- tderlce, p" 85.

Lhe lyric poet, slands be 1'ore

" und hat, eine entschiedene

u.le need only turn t,o a t'Di"ng-

a shadou of doubL on the

Sein Leben und Dichten (Stutt-

too, has a

gate, for

I22

I higher purpose I ,

memory defeats

Auf eine Lampe (fe¿6)

Noch unverrllcl<t, o schöne Lampe, schm[lckest du,
An leíchten l(etten zierlich aufgehangen hier,
Die Decke des nun fast, vergessnen Lustgemachs,
Auf deiner ulej-ssen l'larmorschale, deren Rand
Der Efeukranz von goldengrünem frz umflicht,
SchJ-ingt, iröhlich eine l(inderschar den RingeLreíhn.
lJie reizend al-Lesi l-achend und ein sanfLer Geist
Des Ernstes doch exgossen um dÍe ganze Form --
E in t(unstgebiJ-d der echt,en Art. liJer achtet sein? : ,,.
uas aber schön isi, selig scheint es in i-hm sel-bsto "'

Günther, t,hough not naming l4örike specifically as an absoLute

poet, describes l-lre uork of the lal-1-er, sayingrr. o o er [tne abso]-ut,e

poetl kann eine f neue At,mosphärer ,um die Lior'ue schaf fen, indem er I fnnen-

raumr um sie uirft, sie in Stille bettet, o o , Darum liebt dsr abso-

l-ule Diclrter die I lyrische Summe r, das gedrängte l.rJort. Die Anspiel_unq

1927), p" 2o, Al-so see Storz,
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erhält so ganz besondere Bedeutung,,,l07 This nebr effect is attributed

totrein neues Lebensgel"ühf,' and to a'rBedürl'nis nach tieferem Erfassen
l alo

des Seinso t'*" This seems to be t,he case oi' llörike. Certainly the

symbol-ic implications of time, space and personaL stance to ar'¿ and

beauty seem vast,ly lo t,ranscend the boundaries oi t,hese ten l_ines,

And so 11örike I s t'Dingdichtungr' 'may be seen as a reneu:ed attempt,

--as l'laler NloLt,en had been--to corne to terms r¡ith lil'eo and to cope

tr.litlr it. The 1827 desire for union and communion r¡it,h nature, in order

to be able to fat,hom iLs secret,--as inrrBesuch in Uractril and inttflein

Fl-ussrr--has been re-focused" ln 1845-1846 llöril<e speaks as one uJho,

by means o1' met,iculous and quietly unobtrusive observation and concent-

ration has gJ-eano d a not,able insight ínto t.he essence oî both ob jects

of nat,ure--as inrrDie schöne Buchert--, and:-ofl art--as inItAuf ej-ne

Lampert:

Aber ich stand und rllhrte mich nicht; daemonischer StiJ-J-eo
UnergründLicher Ruh Lausclrt.e mein innerer 5inn. l09

0r, as inrrAn eine Sängerin't (t852) tfre poet exclaims:

. c c o o o . ja entzücht steht selbsi, der Philisterr.r 1n
Fllhlt,, in des Schönen GestaJ-t,, euige llächte siclì nah. 

*'"

The poet nou real-izes t,lrat it is enouglr to feel- the spirit inherent in

nat,ure, in music, i n ob ject s of art tuithoui, t,he necessity of under-

ctanding every nuance of that uhích he observ:s,

f0?L,J""nu" Gtlntlrer, ,rÜber clie Absol-ute poesierrín Grirnm, po Sg,

lou rlrid. , p, 44.

1ogl,Ju"kn, po 74,
11oIbid,, o, 84.
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The tlrinqness, or the quality r'lhich deternj-nes the being and

:t he individual- charactenisl-ics of the ob ject, has made itself knoun i;o

the noet during the process of observabion and concentlation" B u t

fllörike never professes lo have at+ained to full secrelo Thereflore he

concfudes frÊ\uf'eine Lamoerruith "[Jas aber schön ist, selig s'heinL es

in ihm sel-bst" rather tþan r¡ith t,he bold but, ambigurrus equation of

Keats 3 1'Eeau Lyi is irut,ho truth beaut'y" "lÌ1

Bui the basic metaphor concerning art and beauty, in "Auf eine

Lampe,, is very simif ar to tlrat of l(eats t s rrOde ào a Greci.n Urn. "112

The history of the Ìamp is told by implÍcation only' The personiii-

cal-ion in |,löril<e I s poem, no f ess than in thal of Keat's, attributes

life to the píece of arl-, Not merely the images port,rayed on these

ulorks of art, but much more l-he fact that they have themsefves been

part o1" 1-he life of man, insLilJ-s in the urn and lamp öhe dynamic

qua,r,iLy of characLer. rrThe urn is st,il-l youngr for all its antiquityt

and time ulhich destroys so much has t 1"os1-ered' 1¡. "lf 
3 But in t{örike I s

poem t,he poet, is auäre that the lamp must, as its surroundings apFoar

to be c¡oÍng eventually fall viclim to tlre decaying force of time" lThis

1s, apparently, uhat haunts t{drike--as lime does throughout aLl his

fife--e Therefore he begins the poem r¡iLh the highly significant and

111 _**-John l(eats, rt0de on a Glecian Urn'l
the"LJ: ear-f iest t(notrln lfanuscritts, ed", Robert
Strt" U"i,rursity Pressr 197Û), p. 23"

lf25"n Doerlcsen, pn 44,

113^ "ureanth Brool<s in Scott, P. ?-35.

in The Odes o1" l(eaLs,&cìrmt
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ominous "¡¡ogh unverrückt,rr [tuti"" mine ] This immeclia'uely emplrasises

the time el-emenL. rrlJochttslands betueen pasi and fulure, bu'c suggests

a rapidly passing phase " f'löril<e is aulare o f 'uhe ol-d order o f gracious

living r¡hich is rapfdly deteriorating, He beJ-ongs to this order, as

does this artistic J-amp, To hÍm present beauty is a reminder of lhe

past--the elegance of= the lamp speaks of an enl-ire set of passing

val-Lles, The present, the nou, Ís circumscribed and limited by ihe

frame ofl thal: r.:.rhich separales it from past and future, l(nor,lledge of

transience precipitates Lhe frame of j;ime' llarce.lla Burger informs

us that: 'tDie BeschauLi.chsten Gedichle t]lörikes haben noch ein so.Ich

begrenzendes und heunrulrigendes Zeitmoment ín sichs , ."114 i¡

¡rbeUnruhigendestr incl-udes a sense of unsettling--a slimulation to

deeper, more penetrating insight' inlo the being of t,hings--tlren one

mus{" agree r¡ith t,his linding.

This unsettling experience is ai-so conveyed by the image of a

ttfast vergessnen Lustgemachsrr urhich, along uith the image of Lhe lamp

and tlre artuork on its marbLe suiface, tells of a t,ime in society and

in history uhich is mal<ing room for neu emphases, This verilies

Staigerrs finding Llrat l4Ùril<e knous present beaut.;r, bui only as a te-

ma;lnder from the past. This flact, is afso evidenl in the I'Kreis von

tdaemonisclrer StilLetil in r¡hich 'rDie schöne Buche'r stands, t,he grave

of Schillerts mother, in ihe 'rLieblingsbucherr of Lhe poet,rs garden

uith lïörikers carving ofHöllty{s natne, in l"he summer landscape and

11ú.
uurqere p. o l,
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monasiery of Bebenhausen, bul, mosL of all in the ilLusbgemach, in dem

die schöne Lanpe häng¡, "ff5

The aspect o 1" unsettling couf d al-so inc.l-ude uhat Guardini

names as a characterisl-ic 1'eature of l''1öril<e I s 'rDichtung il in r¡Di.e

scÍr'-'ne Buche t' and in rrAuf eine Lampe, It stal-ing : rrf n einem helJ- Gegen-

ulärligen öffnet, sich auf einmal- eine Tiefe, aus der ebtuas Geheimnis-

vollesu ja ein Schauer des Unheimfichen heraui'ueht"'ff6 And in the

latter poem this is seen as atrl<l-are Gest,alt und geheimnisvofle Fremd-

heit [uelche] siclr in urunclersamer Ueise verbinclen , . . . "117 So too,

Plöril<e as Epiqone and/ or pal-hfinder, in this--perhaps his most perfecl

--r'Dinggedichi" ís making possibJ-e a neur literary and art form'

Descri.pti-on related t,o this lamp--rrschöner rt rrschmÜckest, ¡r ¡rzier-

licþ"--add up to comprise t,lre designaLionttteizendt'r,lhich, to l\8ril<et

carried no mean or l'rivol-ous implicalions but, the purest sense of in-

herenL graceo as in "GöttLiche Reminisr"nt. "lf8

Significant,ly, the u-rreath of ivy compJ-eteJ-y encircles t,hís 1amp,

is artistically braideci around it" And t,he 'rgoldgrüne l-nr1 [rz't accentu-

ates the r¡lriteness o fl the marble and al-so combines tuo of l'lörike t s

most signilicant col-ors, The ivy, so Guardini tells usr originates in

the dionysian uorl-d: 'rso dringt ein Hauch aus jenem F ta. r e i c h

11s^.**-Staiger, Astre!, p. 7-7.

116^-*-Guardini, p. ?-5"

1r7_. . .llrrd"

118.. - .-*-Ho.l-thusen. See footnote no" 75.
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The beauty of the Ìaughing

chii-dren in animated dance contrasts and bafances uith the image of

ItQanften Ernst,'r of the over-a.lL impression. 8ut here the dionysian

uorl-d lras undergone a very no'uer.'.rorthy change. It is an image of

rrLebensfreuder't rather t han o1' passion, lYlànaden und Satyrnr deren

Leidenscha f't das l'lass des feinen Gebil-des sprengen und [vìöril<es eigener

trleisheit r.,.ridersprechen ulürde " sind zur l(inderschar genildert,

das Toben der dionysisch Verzückten zu einem tRingelreihnr, der

orgíastische TaumeI zur rFröhi-ichkeilr ,"I24 But, is this rcal-ly, as

Guardini claims, like all things ol' antiquiiy, a t,ransLaiion of an

image into sometlring rrruhigeres, ja bürgerl-iches l"'lass"?12f

The images of tension and bal-ance in the poem correl-ales últh

the poeLrs internal poetic antitheses: rrnoeh unverrÜckl'r/ "lasi

vergessnen Lustgemachs"; r¡Ìache nd/ " . o sanf ler Ernsl-. " lhis com¡:le-

ments and enhances ì:he musicaL rhythm of Lhe poem out of al-l- proþor-

tion to its regular, cÌassi.cafr iambic {-rimeiers'

wlörike, in his search 1'or balance and sl-ability in a l=inite

uorl-d has in hisrtDingdichtung'r Lurned 1-o thal u.rhich is comparatively

stabfe--a beech tree, as symbol of evet-recurrJ-ng nature, ofl recurring

seasons, of sometlring uhich thrives on reversafs oî liglrt, and darkness,

119^---Guardini, po 27.

I20_. . .

Itrr-d"

r2r-. . .

.I Þ.rd "
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ulrich stands itsel l' si-leni- and apart f ¡om man I s i'v-'eneLic rush against

time, l=uIl=illing itseJ- f and 1-he aesthetic needs ol the f eu.r ulho slray

to iis magic c j.rcle; a Iamp, u.rhichu though an inanimat,e ob ject, epito-

mizes a period of time--the Rococo--uhen man uJas l-ess t,ime-consc,ious,

uhen culiure and gracious living uere of greater importance than techno-

logical achievement,, And t'lörike sees "das Götl.l-iche selbsl" i-n con-

templation o1' plant, animaL and inanimate obje.t.",I22

In his def inition of rrDingdichLungtr Schier states that: r¡al-L

Dineqedichte musL sLrive touard the compJ-ete eliminat,ion of al-.]- inl-er-

pretation" The aim is to describe the objecl- r¡ith such precisionr aX-

cluding a1J- metaphor and all personaf intrusion, that r¡ord and ihing

tr;ill be one, ancl the ob ject ulil-i- reveal Being itsel- f , "123 One must

concur u:ith the crit,ic uhen he notes that in l4dril<ets "Auf eine Lampeil

t'th j.s ideal- is realized most f ully: , , uI24 Ancl 0pperL also f inds

t,hat this poen meets the requirements of Dinqdi.çhtunq in t-hat ilDeuten-

des und gedeubetes eines sind, im Vergleich zur starren Vergleichung

und A1J-ego"i"."125 And also in ihat it cont,ains Impres"ioni"*"f26

These points permit an j-ncLusion of depi-h in l-he poem, uhich reaches

I22 .---LJerner von Nordhei-m, r¡Die Dichtung Eduard l'1örikesrr, in
Eughorion 5C,1956, pp" 7l-85"

I23_.---Rudoi-f D" Schier, 'r[1öril<ers Vieu of Poetic Languagerr, in
llodern Laneuaqe Quarterly 2ll, 1967e pp, 45-59.

12ú.*- 'ibid"
12q*-"0ppert, p.774"
126 rbid, , p. ? gr- 

"
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beyond phraseology" This gives to t,lre poem ttSymbolgestalliung,.dÍe, den

Dingen geist,ige t/ìítte verl-eiht und sie trnit j"nem Äus.ersien von Sein I

erfü-l-li , ttl27 Thus it is appareni thal t,ldrike altempted to capl-ure

the spiriLual essence inherent j-n the object and to hoi.d it in such

a manner as to render it, timeLess" Therel'ore t,he utility of the objecf,

is no1" of consequence anymore, only its beauty or aesthetic appeal.

Both lhe spirítual essence and aesl-hel-ic appeal- are conveyed in this

1amp, more particularly, in t,he frolicking children upon its round

circumferenceo The impression of the plastic art r¡hich enhances t,his

image al-so serves as a distancing device, as does'the indirect title:

Auf , not, l\n rreine Lampe" rr 0ppert Le.l-1s us: Itllörike sah die Dinge

mit der Ihrl"urchl- und L-iebe des Idyllikers; . , o .ttlz1 This, too,

is apparent in the poem" He treats the lamp reverently, almost, r¡ith

ab.le, ulith respect" This adds a peculiar charm and grace to the other-

uise sent,enl,ious closing couplet. And uhen the poet, says 3 ttlLJas abel

schtn istr selig scheint es in ihm sefbsL'r he distances t,he lamp still

farther 1'rom personaL invoJ-vement, as t,houglr he had atready stepped

out of t,hettlustgemachil and l-eflt lhe lamp to his successorse but most

of al-l- to its oun uorLd of the past.

This turning to the antique aflords l'löri[<e a degree of the

stability r¡lrich he needs, It supplies, flor his duaLisl-ic personality,

an rt[rgÈin:ung zu seiner lNachtseite I r¡ uhi ch is ihe rrrTaqseit,e t . 5o

r27 t¡i¿. po

p'

'7to

?Efl
I oo
"'rbido,
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l-.iebte er die Antil<e, die ihm zu einer Zuflucht, ja zur Rettung vor

den daemonischen l'1ächten seines Innern uurde, deren Klarheit und Uahr-

heit . . o ihm eben zeitueise Überuinclung cler dunkl-en- Seiten seines

lLJesens geulåÌhrire. r'129 And so, too, ari-, in Lhe poem t'lluf eine Lampet'

stops o f or a time, the au;areness o 1' the ihreat o fl the e><istenùial-

prob.l-ems of J-ife, from being fe1l" Thus, 14öriker?llfammert sich an den

Gl-auben--an"die fxistenz des Schönen, das unabhängig vom menschl-ichen

Verhall-en dem Schönen gegenLl[:er in sich se]bst uirkt, "l30

The dash, ending the eighth J-ine, l-eads to a summary sentence of

t'Auf eine Lamperrand ofl artg

Ein Kunstgebitd der eclrten Art. lLJer acht,eL seinc
Uas aber schön ist, seJ-iç schej-nt es in ihm sefbsi.

'rLJer achtet sein? r' flldrike is nostaf gic about the change j-n man I s quality

of lífe, uhich is apparent in 1-heir disregard of this objecL ol' aes-

thetic excellence" Bot,h the J-amp and lhe poem are uorks of art in

their otr.rn right, Each casts j-ts oun aura of J-i9ht. Each is symbblÍc

in its oun sphere" The erstuhile controversy betueen St,aiger and

Heidegger regarding the meaning of t,he uordtrscheinttrt=t no longer

seems rel-evant. Today the poem is the more modern because oî this

ambiguity.

Guardini says tlrat the lamp is dependent upon man uhom it

serves, Uhen man is gone l-herrselig in ihr sel-bst'r disappears and

i?q---ßloriz Enzinger,
bei LJien: Rudolf tl" Rolrrero

130 .--* Irmgard Ljeit,hase,
1967, pp. 62-79"

f'löril<es Gedichl-'rAuf eine Ljrmpe" (Baden
J-965), p. 2I.

rrllöril<ers rAuf eine Lampettr, Dtv.i S 4j-,



becomes an .unheiml-ich Drohendn"" "f32 0ne

the reverse of this situaiion. Art, unfike

dependent of adul-ation and recognition. Tt

'tselig" in itsei-f, in its or.ln perl'ection,

der eclrt,en Art" I ii;alics minerJ t,hen it is

is it not?

l3l

might be incl-ined to find

lveryrnan, seems to be in-

seems to be fulf illed--

If it isr¡[in Kunstgebrj-d

content t,o stand unsung,

Beauty is beauty, even r¡ithout a behoLder, 0r, as Staiger has

cautiousl-y explained to Heidegger;

Das l(unstgebiJ-de r¡ird kaum mehr beachtet," I Aber (auch ich habe
dieses tLJort keinesu;egs überhört,i ) uas l<ann ihm das anhaben? t s
scheint in sich sel-ber selig zu sein und unser gar nicht zu be-
dürfen" Es scheintj Vermuti-ich ist es soo Ganz sicher ulissen
ulÍr das ¡1¡¡¡.133

And this tuouLd seem t¡ue of trDie schöne Bucherralsoo r¡hich does not,

seem dependent for beaut,y or qg-e4!_n!q upon its reLationship to man"

The rtSchrecken des Panrr is not aÌuays sensed , by man--t,hat is, uhen

he is insensiLive to t,he spírit, of nature--but it is there nonethe-

_ rs4l-ess"-- Does not, manfs stance LoL¡ard the object, his experience

r¡ith it and lris knouledge pertaining to it, his psychological orienta-

tion, and i.he spirit of t,he times in uhich he lives del-ermine his

interpretation of that uhich he observes? But, these facts do not alter

the quality inheren'b in the object itself.

1314s recorded by Staiger in Kunst.

r32^---Guardini, p" 31.

177*""Staiger, l(unst, po 48.

L34^ ^--'Cf" Guardini, p" 33,
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In ilri-s r"asir.i on i"lr-r-::i-l<e cap i;Lrrrcs t.lrc cJ)¡n¿-,iiric [reau i;;z arrcì c]ae rrol.ric

pouJel oí' naitul:crs ula'terí=a-li -in a poem:l

An Rlrcj.ní'a-l-.1- (f t,iO)

l-la.lte clc'i n l-let--z,u o lilandcrer, i"esi i-n Eeu.ra,l-i-ì.qr:n l-lêinci,:n j
[1j-r entsiür'i-,zle vor Lusi zi'ct,ernc] clas nej-niqe f'¿lsi,

iìastfos donnernde flassen au1' clonnernde llassen qeuo]l'ien"
[Jhr und Auge r.lohin re-Lten sie sicir im l'urnu]-t?

hJahrJ-.ich, den e-iqenen LJU'¿schrej- höce.Le n-icht cier Gigarrt hier,
Llìq er, vom l-l-innel gestür'czi, unten ar¡ FeJ.scn gel<rlJnrinbl

[ììosse der ßöiier, in Schuung, eins ù]ber ciein iìücl<en des andern,
St.ürnen he::unter und s'i:rer¡n si-ì-berne l"låìhnen urrrlrc-:r;

l-lerrfiche Lej-ber, urrzlih-l-bare, l'o-lgen si-clr, nirrrine:: dj-eseJ.Lren,
tLlig dieselbigen**'uer ùJari.et das tnde uohl- aus?

Angst umziehi dir den []usen mii e:'-ns, und, r,-rie du es denl<esi,
Über cl¿rs l-lar-rpi- s l-tlrz-1, clir l<racírencJ cias ilirlrnef sger¡ö1bi 135

liöriÌ<e ulas acute-ì"y consc-ious o1' the ::el-a'¿ionship be'cueen nalurers rhy'ch-"

mi c ef einenta.l- pouLer and that o f' musi-c al it,s mosl- daemon-ic intense

morncnL:

r'!Jie bal-.!-en s j-ch ilrn beirJe Fà'us'¿e vor f nt.zücl<erirI , t'-renn in eitre
seiner hypochondrisclren Launerr hj-nein pl-ö'uzlich cin Geuitier
kracht t.tncJ es iirm zumute Luircl , aJ-s ob der GöLterl-iebl inq llozari;
beschLJörend hin'¿er j.hn ì-ràìie, oder rdenn er, vom sicheren S'¿and-.
punl<i aus, die niedelsiùrzencien LJogen cies Rhe-infafÌs bei-rach'rci-.:
lrda sah er Leben in höchster Steigerung uloqen und uallen, ohne
dass es jedoch ins Forml-ose auseinander'lloss, uncl so Lrurde es
ihrn zi:m Syrnbo-l- des Geisles sel ber, der, eben t-renn er am arreçt-
esten brodel-i,e s-i-clr am scirmieqsansten j-n dj e l<ünsli-erisclre

. Forrn goss". 13i5

Thus filtm Rheinfa-llr¡ ap¡rea::s l"o syrrbolj-z-e anoLher insì:ance o1' poetic

creaLion, The I'Zuie.ì--ichtrrr r¡Zarjberrt and rrB'l-r'tzrr of' 11öril<ers early

t'lLij-nLerinorgenrlhas been repj-aced by a rnore subì;l.e image o1'one oi"

nature I s nlos'c i-ntense ¡noods. The vitalit y, innediacy a n d

1 ?.-'
'-"-'j,Ju!Sg-, p. lo5,
136_---Seebass, p. X)(iII"
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spontaneity of this poem seem to indicate an intuitive insight into

this rhythm of naLure, and a oneness ulith it, Here 1-he el-ements appear

to refl-ect human nature at íts most daemonic l-evel-. The romantic

ilNachtgesichterrmotion of covering the eyes in l"ace of daemonic

elements has vanished" Insteado the poet cries:

HaLte dein Herz, o L:Jandeler, fest in geualtigen Håindeni
lvlir entstürzte vor LusL zitternd das meinige 1'ast.

I'Am Rheinl'a.Ll-tris a total metaphor. The pou.rerful surging of lhe

uat,erflaLl conveys a dynamic image, but, the u;ater is never mentioned

directly" ln the first four l-ines the poet is overuhelmed by the

impact of the scene; then he distances himsel-f from the scene by

relating it to the 'rGigantrr; and in the concl-uding distich he de-

pict,s t,he full force of the scene upon the poet,

The threat,ening eflfect, of the uiaterfall- is perceiveC by the

SENSES;

Rastlos donnernde Flassen auf donnernde l4assen geuorfen,
Ohr und Auge uohin retten sie sich im Tumul-t?

The f'orce ofl nal-ure threatens to drau man into its pouer. But the

poet is not vict,im of nature noul; he has masterly controL of his

emotíonsi every r¡ord and image serves to heighten the suggestiveness

of lhe t,ot,a1 metaphor, The chaotic efement is held in proscribed

bounds unLil it crashes douln at the poetrs feet, in the concluding

line, There is iniensification from dist,ich t,o distich: firstn the

ôhaotic element is described in indefinite t,erms of heaped-up'rdonnern-

de l'lassenrrt and then it, achieves the iorce of I'Rosse der Götter.rl

This gives poeLic harness to these countless nurnbers as they storm



1 q,/

cio'¡n the cl-ií'fs urir¿h 't.ircir "llerr-'l-iche Leibo:-'" i' -lhe suni-i-9hi', re1'J-ecis

tlre cai¿¡rarciinç nasses and gives j:hem i-.lrr: setnblance oî sifve:: rlancs.

Tlre rhythn cí'ihe poen becornes 1-l-re rhyiill¡ ol'9a-lì-oping horses'

If't,lris rhyi:hn'inclica'ucs; ilre spec:d oi pzlssing'ui-meu fhen tiie

asseri;j-on: r;ninner diesel-benr/ Lwig cìiese.ì-Lri,gcn seeils to inciica'¿e

LþaL time is uithou'L encJ , -i'his; inp::ess-ic-rn i s underscorecl by 1-he

quesl-iorr uhj-ch j'o-'ì-J-outs: rt-*'uJer uartct clas Indc uoh.l aus'?'r The eflfleci

ol= ti-rne'l essncss is enphasised by the pause ullrich precodil s the ques'i-i-on

ancl i.nduces the onl oo!<etr or reaclei:, to Lake a s'¿and to ihis problem

ol'Line: Is il really unencl ing? Is ì:empora'l tirne t-.1-ren l-o be equa'cecl

uith et-,erna'l tine, as ihe poet-. seems io suqgest?

This cluai- impression oî the s¡reeci of ¡rass:i.ng i-irne, and ol" t-inlers

encllessness, achieves a toiaf imaqe in ihe poern. L-i.l<e the rnel-ody of

the garclen ga'ce in I'iìch nult el'-nrfla-l- noch irn Letrenrrr so hele the uater

ulhi-ci-l cata¡acts doun l-he river is al-ua;rs Lhe sane t Yel nevell the same'

This is the hub of l1örike's time symbo-l-i-sm. f ach day br:'-ngs neLr quani-i-

ties of u.ra,rtet, ner-l insigh bs, althougþ on the suriace no clranç1e is

ap paren t 
"

The rapidity o1' passing

t hat j-t, cannot be re'bained, is

recogniì-ic¡¡-r o f 
"his 

f'aci causes

the sta¡tling concl-usion that:

Anç¡si: u¡nzj-ehi dir den Busen
Über cJes l-laupi slürzi dir

time is clearu as is al-so ihe fact

never the sarne or rePeatable" The

ihe poet to Lool< inulard and to l'ind

In this the poet becornes at:are

i'lan t s dependence upon eterna.I

m'i t einsr und, u-rie du es denl<est,
l<rachend clas I-linrnelsgeuöj bi

of hj-s relationship t o tj.r¡le ancl in time.

pollers causes Lhe momentary panicr nof
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man as conl'ronting nature" Andrrui-e du es denkest'r--in the very moment

of this recogniLion the poet, feels Llre coJ-lapse of his r¡o¡.1d. But thaL

uhich t,he poet does not reveaÌ in actual uords becomes cl-ear to us:

rrindem das Ungeheuerl-iche in l"Ìass und Form gezuungen r.'lird, r¡ird es
"I 7'7

beuältigtn "*"'

The cl-assicai- form r¡ífh iis distichs lends order, control- and

mastery t,o this poem and indicates that this fear is a sudden and

passing one, The poel is not dominated by it as in,the early rrltlacht-

gesichtel r' IL reveals a spontaneous time-consciÖusness, a recognit,ion

of the inevitable, and a bouing 1-o it--to the pouers in control-, There

seems to be a not,e of t,riumph in Lhis recognition, The poel no longer

fal-l-s victim to the fo¡ce of trlat,er as does 1-lre kingrs son ofl t'Die

schl-i.mme Greth und der Königssolrnrrr nor does the hypnotic por.ler of

uaterrs music have the efîect of drauing him auay from reality and

ínto its magÍc circle, as happens in trDie sctloane Lau"rr

Neul modes of expression l-ead to lldril<e I s I'Dingdicht,ungr¡ and

shoul'relationship uith the pJ-asLie arts. These poems are remarkabl-e

for t,heÍr pourer of suggestive understatement, Incfuded in this

developmeni is the increasing importance of int,angible qualities of

Ínner charact.er--such as rrAnmul-rrt rrReiz, tr !rIrnstrl--uhich contribute

notabJ-y to the total- impact of the ímage, and r¡hich become attributes

f 37H.

[dirkendes tJort
J. Steigert.hal, rr[duard Plörike:

7 e 1955-1.957, p. 176"

t Am Rhein fa.If I t'r in
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of tlrat image, The urgency and epiphany-l-ike character of Lhe decis-

ive moment is gone, hor.uever '1 Zuiel-icht, tt ttZauber't and trBf itzn are

still present, but in an increasingly iJ-lusive, veil-ed and subtÌe

form,

As has been il-l-ustrated in this chapter, time remains a key

emphasis in the years 1845-1846: in "Göt,tl-iche Reminiszenztt eternai-

t,ime has achieved present moment,; in rrlnschrif t auî eine Uhr . " o rr

an antique symbol of time lras become of value in the presenti in

ttllit ei.nem Anakreonskopl' , . , ,tr too, t,he ancient receives contem-

Porary recognition; intrAch nur einmal- noch im Lebenfl the poet, atternpts

lo leconcile himself r¡it,h l"he past and t,o face t,he present reaÌistic-

ati-y; in "Au1'eine LampeÌra reminder from the past, receives present

t¡ibute; uhile ínrtAm Rheinl'al-l-" time achieves eternal- emphasis in -

its dynamic moment. In al-l of these poems ùJe sense a striving louard

coming to terms uilh time. The desj-re for baLance in time seems to

conslitute an outLoo[< on liîe ulrich is centered upon the golden mean,

Iarlier extremes are avoided, trlerging ol't,ime e]-emeni:s has disap-

peared" Time lactors affect each other but do not slide into each

ot,her as previously. fach of the t,hree', time quotienis are nobJ present,

althouglr lhe future is onl-y t,enta'uive and the present has gained in

import,ance so t,hat. iL nou stands side by side uith Lhe past, ulrich ulas

predominanl- earl-ier" There is nou a l-reightened perceptual sense urhich

tentatively includes tj-me fut,ure uiih time past and present as in the

rreuJge Zeiten-Fernen'r of 'rGött,liche Reminj-szenzrt; intrAch nul einma.L

noch , , ,It reverberates in the five key-nol-es of 1-he garden gate, and
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inrrAuf eine Lampertcu.l-minates ín the final assertion o1'lastinç

veracity: rrLJas aber schön ist, selig scheint-. es in ihm sei-bst. 'r

Distinct"ion of the various l-ime aspects is achieved uhere

l{örike pits the permanence of objects against, the impermanence of

man t s -lil'e. The poet I s search for balance and sl-abi.Lity induces re.:

fl-ection on comparatíveJ-y stabLe objects and on their inherent spirit-

uaL charact,er" An underslanding of t,he time-concept simiJ-ar to thal-

of t'Die schöne Buchelr (rc+Z) is evident in these someu.rhat l-ater poems

--the poet seems l"o attempt to excl ude his fear-in-dept,h and to cling

to thal uhich contains at Least some degree o1" stabitit,;r in a r¡orld

of transienceo

Three characteristics sha¡ed by the poems o1' this period are

parLicularly congruent t¡ith the classica.l tradition 3 a sense of ful--

fÍl-i-ment in t,he poet and in his art; a delimitat,ion of iime and

space; and a sen'r"entious concl-usion" In these respect,s the poetry

of this period is distinct from bol-h earLier and lat,er ulritinqs of

t4drike "
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IV. Fìef'l.ecbiorrs on Ti.me

ïn poetry t'lttrike can ho.l-d tirne com¡larativefy ij-meless----as he

has done in his ilDingcJ-iclrLung" " Inanima'Le objecis are enclorr;c:cl uilh

1i1'e and hel-d in thai pose, Tlrere f-i-es the d-i1'ference, so -it u.rou-'l-d

see[r]e be';tLreen ì;he I'Dingci-ichtungitoí'['lörj-l<e and of Corrrad Fe::ciinand

i'1eyer, Rill<e anci Benn*-h-i-s successors, l,ltirike t s r?Dingcjichtung'r in-

cl udes tlre uhofe rarìqe ol' inani-mate ar'c ob jec'Ls as ue.l-1, as those of

nature; his t'Dingdi chLungrr gÍ-ves I if"e io frozen act-ion'-.-'¿o a lanrp,

to the i-mage o î clril-dren îro-l-icl<ing on its bocly, bul- af so to ç¡rou.rth

in the floresi, io a beech l-::ee-.-ruheleas in Ril-l<e ancJ o Lhe::s J.ive

action*--a panther in a caqe--"becoines i'rozen energy" The reali't.y of

l'1öril<e I s me'uaphor is as true l-o i'cs 'cerms as j-s thal o1' l'(eals in

his I'Urn,r' The parado>< of rrDinçdichiungtr j.s inherenL in lris poem:

¡rAction goes on t,hough ihe ac'uors ate motionless " " The poet

is 6þyioltsly stressing ihe fresh un',JeaÌied charm c¡1'the scene j.'t,sel-l'

uhich can de f'y time anci i s deai.hl-ess" Bui, . the beauty polirayed

is cleath-l-ess because it, is 1ií'sl sss. rrf For l,îörike, houevel,

fCleantlr Broo!<s, in Scot'u, p, 236.
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the image of tlre children entailed also the aidareness of t,he passing

phase. ['1dr:'-ke moves tot:ard Impressionism and most fu]-ly atl"ains to

this art in his poem "Àuf eine Lampeå rt But t.rit,h l'1örikers trDingdichtung'r

his duality and polariz:'t,ion is still presento although in ai-tered

form from that in his earÌier poel,ry.

[]üril<e has achieved distance; he observes; records more

robjectivelyr t,han previousj-y, but this impuLes an undertone uhich,

as in rrDie schöne Bucherrr irreducibly, spiritually, put,s the poet in

the very centre of tha tnagic circfe from uhj-ch he stands apart. So

ident,ification, though unexpressed, may be heard in uords of inter-

pretaLion: Noch, schöneo du, zierfich, fast verqessnen, fröhlich,

reizen_d, l.cjund, sanfter _Geist/ des E::nsteg, erqossen, ech't,en Art,

sefio. rrAuf eÍne Lampetrcontains Lhe delimitat,ion ofl tire'rl-lier und

Jel.ztrttuhich is a part, of Impressionism, according to Schlaffer, and

uhich becomese a Lhreat of disintegration2 but this is fc,cussed against

a bacl<ground of permanence, The roots ol'this l-ife and of these times

had not yet been entirely t,orn from their nourishing source, as be-

came apperent in l-ater rrDingdichtungrrr and more so in much of the

poetry of today. Thus Zulauf adcJs:

l4örike konnte sei-ber nicht uissen, dass er, r¡ährend er nur sein
ureigenstes, subjektivstes Impl'inden auszusprechen gi-aulrte,
einer allgemeinen fntuicl<1ung vorgrilf und eine l<ünsti-erische
iluf'fassung verklJndete, die sich erst in unserer ZeiLe und zu-rar
vorzùglich in der bildenden Kunst, zu fast allgemeiner Gültig-
keit durcl-rgedrunçen hat.3

In lrÍs rrDingdichtungrr 14örike stands opposite lo thaL uhich he

2s"hluff"", po 44.
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observes. But, having developed this neu art to a certain poin'c of

perfect,ion, he abandons i1-, aJ-J-ou.ring others to build on his struc-

ture, uhi.l-e he himself, afier IBlt6t t,urns to neu florms and ner'l ex-

pressions, Nou l'löril<e seems to be neither so distant, nor so in-

tenseJ-y one, ulith the t,hings described. One may say, as some have

done, t,hat lïörike I s l-iterary poulers uJere declining or regressing.

0r one may say, more accura'uely i.t seems, that llürike, in his att,ach.-

ment to l'largarethe von Speeth t,o t¡hom he uas engaged for six years

prior to his marriage in l85l4 had found a degree of that, stabij-ity,

uarmth and response uhich he hacl so painfully soughl; all his life,

Consequently, some of the earlier outpourings ùJeree no doubt, compen-

sated for in daily contact"

And so ue cannot, jus1"Iy poínt to t,he l-ast thirty years of t,he

poet¡s l-ife and slate that his creative polJers had forsaken him.

llörike did not r¡riLe for urit,ing I s sake alone, In t.his connection

Storz notes the flact, that tïöril<e tuaited for the propiLíous moment,

This is seen as commendable uisdom raLher than as lethargic escape.

Storz speculates tlrat perhaps I'das endlose SpieJ- mit GelegenheiLs-

verschen und Afmanach Aufmerksamkeit,en't may merely have been fiLlers

l'or the periods of pause in creat,ivity.5 And "o, to be sure, lYlBrilce

3_¿utaur, p,

/tvon 
[L]iese,

5sto"=, p.

49.

p" 297,

357 "
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blrote less profusely in these years than he had, parl-icularj-y in his

most prolific years--Lhose of 1827, 1837 and l845-1846--but the quality

of his uriting is equal to that of earlier periods, in some instances

even surpassing this.

The imagery, although perhaps less vigorous and sometines less

pointed than thai of th e I'Dingdichtung,1l shot¡s an added depth of re-

finement and sensitivity" It is no .Iess succj.ncti-y expressed than be-

fore" Tlrese qualities of depth, refinement, sensi,tivity and precision

characterize part,icu.ì-arly the poems I'Denl< es, o Seelertand'rflinna an

Sapphorrr and invigorale thei¡ l-atent beauty. And so too in the epis-

tolary poems trHåius.Liche Szenerrt rrllelmippusr " rrBesuch in der K.attauser il

rrBil"der aus BebenhausenrrandrrLang, lang isLs herrrthe imagery is pre-

cise and appeals to the imagination, even though the style and form

ai-l-or,.r for great,er expansj-on of thought.

0ne might ask, in respecL to some of these lat,e poems and many

prior to i'lùrike r s I'Dingdichi;ung 
r 
rr r.r:hether they may be classiflied as

Er.l-ebniedichtun_q" And if so, on tuhal- grounds? HeneL r s def inition of

LrlgbnisdÀchtung validly, so it seems, applies the term to that uriting

t¡hich is urit i,en in the f irst person and r¡hich bears convÍncinq marks

ofl authenticity of personaJ- experience, This does not, houreverr pre-

suppose that the experience uias one of actua.l- lifle. It may have been

only vividly e><perienced in the ímagination, and vividly toId. Con-

verseJ-y, true experj-ence noi uritten in t,he fi¡st person and

convincingJ-y toJ-d, is noL to be t'aken as Erlebn-L-sdichtung9

6Heinrich Henel,
(rsse). pp" 71-eB,

not

_r r i " 
tr 
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But f4öril<e, like Goethe, c.laimed that his uriting sprang from

personal experience, yet uas presenled in aftered lorm, In a letter to

Do F. Strauss, 12" February l-838, he ur¡ote: rlUJas ich nicht aus mir

sel-bst und etua aus dem Leben nehmen kanno hat l<einen Reiz 1'ür mich,

und ich [<ann garnichts damiL an1'angen, "7 0r to Luise Rau, in l,he sum.:

r,ler of 1830: rrUjenige, aber starke findrücl<e von aussenr--ihre Ver-

arboil-ung muss im ruhigen, bescheidenen UJinkel geschehen; auf dem

ruhigen Hint,ergrund sich ihr Koforit erhöhen, und die Hauptsache muss

doch aus der Tiel'e des eigenen lLiesens kommen; , o "B

But the imagery used by both l'löril<e and Goethe transposes,

transmutes and e><tends actual- e><perience and exploi-ts insights gained

in bliss and despair" And the urord herrl-ich ulrich occurs frequently

in both, and especiall-y in l'llJril.<ers trDingdiclrtung, t"'ray be taken as.-

a description of lifle uplifted by i:he pourers o o , f"fl art, beauty,

grace and l-ove"9 ruhich dominat,ed their 1ives, lldrikeIs experience

and emotion is aluays veiLed by imagery. 0n1y occasionally he lifts

a eorner of the veil lightly, t,hereby j.ncreasing the tension and the

intensification of t,he scene, Tn l'lörike may be seen uhat, Greiner

call-s a return to rtGoethescher Klarheit aus romantischer Traumt,ie f ee

and an atlareness of unde¡lying pou"r. f0

5 eeDass,

n"Ibid,, p.

a-FarrelJ-,

10^hreJ-ner,

po 442.

237. Al-so see l'laync p, 325,

frCLassical Verserr, p. 57 
"

pn l-59.
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lvlaync rel"ers t,o f!örike t s trgrosse Kunst des I'Jur Andeutens, aber

nicht /ìussprechens , . "'r and to hís rrEinfachheit und kurze Behand-

J-ung der Hauptgedanl<en [-uelche] zeioen mir den trleisLer , " "ff ThÍs

perfection of the one uho is master of his material, and of his emo-
I2

tions, is fei-t in the poem I'Im Parktt(fA+O). Brevity of l-ife is

its theme. Yet the poet draus fl¡om 1-he phenomenon ofl Spring that uhich

is comprised of beauty, grace and uonder and instil-Ls these into his

poem.

lm Park

Sieh, der Kastanie kindfiches Laub hängt noch uie der feuchte
FIügeJ- des Papii-Ions, urenn er die HlIlle verliess;

Aber in i-aulicher Nacht der l<ùrzeste Regen entfal-tet
Leise die Fächer und deckL schnelle den luftigen Gang.

--Du magst eilen, o himmlischer Früh1ing, oder veru-reiJ-en,
Immer dem t,runkenen Sinn fliehst du, ei-nr.rJunder, vorbeí,

The charm o1" ilris epi-gram, as it is in numerous other instances, is,

in part, due to the in'berueavi.ng of sensual impressions, ulrich creates

a subtly aLluring synaesthesia:

Der Eindrucl< herrscht vor, dass das Ich alles mit offenen Sinnen,
mancþmal- auf synaesl-heiische ArLu ja durch die Poren der FlauL in
sich aufnimmt. Der Stil u.rirkt so, als ob die sinnlichen Quafi-
l-äten der Geggnstände ihm Lris in die Fingerspii;zen hinein be-
r¡usst seien. rJ

Visual-o tact,ile and auditory impacts compound each ot,her. Feeling-

tone oi" each coupi-et, is more intense than Lhe preceding oner ending

lftluyn", pp,33l & 363.

12..UJerl<e, p, U1,

13Fu"r".l-1, rrAufbauprinzipíen'1, p. 391.
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in the defiant yet spell-bound:

--Du magst eil-en, o himmlischer Frühlingu oder verueiJ.en,
Immer den trunl<enen Sinn fliehrst du, ein trJunder, vorbei"

Farrelf finds a cjoser affinity betueen Iïöril<e and the Greek Antho-

ogy than bet,u:een t'1öril<e and Goelhe, 'rCommon to al-l- [in tf'n Greek

AnthoJ-ogy ] i" " sulrtle'uy' of perception, r¡hich houever, in lìlörike,

is often heightened and directed toaards t,he f'ugilive and unique

moment. . " Thus the fleeLing u.ronder of Spring is momentariJ-y

caught in 'uhe poem | Im Park ' o'I4

This t moment, I has int,ernaf ized its qualit,y ol" epiphany' The

e f fect of this interna.l-ization c.l-ima;<es in the rrttun[<enen Sinn I' of

the final l-ine, All the imagery is sLrictly perLinentr builds up to,

and becomes one in this instant" The poem st,arts in a sensually

present sítuation--"Kastani-e, Laub, Papillonr Hülle' rr It expands in

space to incfude r'fJaclrt, Regen, Fåicher, Gang. tt And ii ends in a spiril-
IE

uaL entity of t'FrlJhling, Sinn, uunder" "" Antithesis is evident in

t,he 'rIeis" (carefully, quielly) unfotdüng of leaves and rapidity--

ttschnel.l-e't--of response to the quick spring rain. There is afso anti-

thesis in the flinai- couplet betueen i;he active and passive verbs of

.rtei.Ientr and trveruleiLen"rr Poj-nted logic in t,he sequence of verbs under-

scores the creative process o1" Spring--and o1'the poem: 'rhängt--

verf i es s-eni, faf 1-et,--deckt. 1r

f4F"""".11-, rrCì-assical- Versetl

15F""n, LoeseI , "Zu i'löril<es

r P, 60.

Gedicht: I Im Par[<t", lirKedgg
[Jort, 12, 1962, pp. 155-61.
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The simil-e comparing a profusion of unopened cl¡esl-nut leaves

l-o darnp uings of butlerfl-ies ner.lly-escaped from their pupae, intensj--

fies the emphasis of the personifying infant character of'rkindl-ichrl

trlhich is attributed io the l-eaves" The butterfJ-y, in its infant

characler, is symbo.L o1'Spring andrrSendbote eines höheren geistigen

Prinzipsu't as i1- is al-so in ttlm LJeinbergtt (1838) and intrZitronenfalter

im Apri1" (1846), uhereas in trChristblume II" the butterfly achieves

the deepened dimension of therrBfumenkeimrrand becomes a connect,ing

Linl< betureen plant and animal life, t,hus po-inting to the supernatura.l-

relal-ionship of these tro,16 Leaves, butte¡fl-ies and Spring itseÌf

require the rdaernonic elemenLs of underground and sky for their effect-

ive emergence.

In this emergence the myst,ical- and secrerJ secret uhich binds

man and nature gains l"angible reJ-ationship" The l-if'e and spirit-

giving capacity o f the rrChristbl-umett is anchored in supernatural- reaLms

of underground springs and in the uinds, the rain and sun of the sky,

Von ldiese ]-inks Lhe ttChristbf umefl uith Die llutt_er Nacht and urith rrDie

schdne Buche, " stat,íng that these ale 'rnicht spielerische Iingebungen

der Phantasie, sondern Gest,aLt,en des Seins, die der Dichter nur schau-
17

end und lauschend uahrnÍmmt.'r*' This adds a rdaemonic.t dimension not

apparent on the surface of t,he uords" I'" includes the very secret of

the spiriL of li1"e itsel-f. And it suggests a depth of spiritual- and

f6 Ibid.
I7-'von lJiese, p. 80.
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sensuous invol-vement, tihich is aÌuays veiled in mystery in t,he uritings

of t/ìörÍke. The deptlr o1'the imagery in the poems'rAuf eine Christ-

bl"umerrand'tDie schùne Buche'r stands behind that of the mystical un-

flolding process in the poem " Tm Park. rr lJe sense a prof ound pot.ler

here, in the magic of nature, u.rhich is both il-l-usive and captivati.ng,

and uhich Links urith that of the I'Bl-umenkeimrr of ItChrist,bl-ume II.'l

The I'Bfumenkeimrr has a dual- possibility" The magic of Spring

can transform iL int,o either a deficate butterfly or into a most,

beautifut fLo,-,ler,18 In a f eiter t,o ldilhelm Hartlaub, 0ctober 29,

1841, 11örike described the botanicaf fact,s of the'rChristblumerrand

concluded Lhe description in personified l-ermsB rtSo reizend fremd

sah sie mich an, sehnsuchterregencll"l9 This personification adds a

tangible qualiiy to the mysterious character of the pupa, Ande like

naLure in Uordsuorthrs rrTintern Abbeyrtt so the ilBlumenl<eimtthere

causes us to 'rsee in1-o lhe life ol' things" 'r20 Nature teaches truths

r¡hich man cannot, l-earn elseuhere, And the dual- character ol'this

pupa teaches tha t t,here is no absol-ute truth--life is composed of

both t,he mys|erious and of t,he overt. fllðrike mediat,es bett,reen these

tt;o poJ-es in thís poem and creates one aeslhetic and symbolic entity

of them,

10"St,orz, p,353.
1q

^ '1/r O
_t P. ¿tJo

2Ûf,Jilliur iJordsuorth, The Prel-ude-.-ui!þ-s J€leqtion from the
Shor te r Poems, the Sonnel-so The. Recluse" and The E><cursion,
Baker ( Ner,l Yorl<: lloIt, Rinehart, 3c idinston, 1963) , p.97.

si o r Carl-os
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ThertChristbl-umen beÌongs to the darl<, lunar reaLms of night,

and to the col-d time of uinter. Thus Storz queries r¡hether this image

may not have been related, in the poeLrs termso to the rrtödliche

Nachtuel-t , . " aus der vor langer Zeit einmal Peregrina und ihr

mystisches Verl-öbnis mit dem Knaben Theobal-d NoLten qekommen r,.,uren. ?"21

But the fl-ouer points ar.r.ray from itself , to the ultimat,e in aesthetic

BeauLy, and t,he imaqery r¡hích accompanies it hides the mysteries of

ItPeregrinâorr -rHouever lhe Ímagery of I'Chri.stbl-ume IIrrr as tlelÌ as lhat

of rtPeregrina, tr is inherent in tlrat of the poem il Im Park, I' The three

poems share a mystical rrtdundero I'

All the images of transience--inflanL phase of unfofding leaves,

nerrrly-hatched butterflies, Spring night,r dash of rainu and Spring

itself--underscore the rapid passing of time, and point t,o t-he phase-

Like charactet of al-L life. Everything, and every phase, lasts only

for a season and has its or¡n pattern and counterpart,u so lÎörike seems

to say. But all the point,s are rel-ated--each has his dayr then passes

on to the next, This poem is simifar t,o Yeat,sf question inrrAmong

Schoof Chil-drenrr concerning the inevitabl-e cycle of l-ife:

0 chestnut Lree, great root,ed bLossomer t j2
Are you the leafl, the blossom or the boi-e?--

l'lan is marked to die, so the poem telJ-s us, but art remains, lhough it

never l-ived.

2I^.
5 t'or ze

22Uit 
r iut

edo 1 fïaynard fvlack

1965), p. 89,

p, 354.

Butler Yeats, r¡Among SchooJ- Children", lgçþIn-þgtly
et ai- ([ngler,.rood Cliffs, Nn Jo : Prentice-Ha]-f fnc',
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r'Im Parkrr reveal-s the emergence of a broader patt,ern of relat-

ionships in Lhe poetry of t4urike. It, shous evidence of a movement

auay from the early instinctive rdaemonicr rmomentt of 'rZuielichtrrt
t¡Zauberrr and t'B.l-itzrr touard a greater insight and more inclusive over-

víeu, This poem has a chain of interlinking relationships urhich

greatly transcends the basically sensuous leve.l- of early poems, as

for example ttEr isLs,tr But, even here, there is no evidence of

analysis, speculation or philosophizing.

The opening u.rord r¡Siehrt al-erts t,he reader to the miracle of

Spring, It depicts lìöril<efs urgency Lo communicate this uonder. But

ttnoch;rr in the same Line, accents the balance ofl time, and its im-

permanence, This moment is present "nochr'--but fo¡ hor.r,l J-ong? The

tot,al- e f f ect of this poem, r¡ith its airy gracefulness, rnakes t¡ Im Parkrl

one of the most aesthetically pleasing ofl all flìörÍkers poemso

Loesel notes Lhe romantic tendency to see Spring as a breaking

up of pouer, and states that Èlùrike here, unlike in earlier poemse

keeps the destructive el-ement al bay: fllan does not get lost. The¡e is

a reversal of situat,ion¡ In I'Fìein Fl-ussrt nal-ure uithdraus from man"

Notu man also r¡:ithdra¡.ls from nature and stands apart and opposite,

urhile niqht has become a time of grourth and unfolding. Loesel- speaks
ZJ

of a static and inert rrGegent-lberstelrenrt of l-andscape and ttlclr,rr 0ne

might be incLined to question tlris assertion, fo¡ the park, in its

spirituat quality (as described above) is neither static nor inert but

o'2.'"Loesel, p,159"



corre]al-es ujith man on a

st,anding opposite of park

on t,he same plane"

deeply mysterious

and man does not,
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1eve1. Therel'ore the

preclude their standing

Other lale poems of l'1ö¡il<e uhich are to þe discussed in the

follor,ring pages continue t-o reveaf the poet I s changing emphasis upon

time, These are "Schönes GEmütr tr 'âRöcl<bLick, t' t'Hermippusrrr ttBesuch

in der Kartauser rt rr Bifdel aus Bebenhausenrtr rtf rinna an Sapphorrr and

ItDenk es, o Seel-e. rr

If rtlm Parkrt const,itutes lhe poet I s trying to come to te¡ms

uith timee,then t'Schönes Gemütr'(feOf)24 O"pi"ts the result of 1-his

j-if'e-long struggle" Vischer most fittingly underscores the tone and

essence of this poem in his 'rGedenkfeierlr speech, at the graveside

service of l'/ìörike¡ in uhich he speaks of the t'gesl-altende þ] Kraft

seinep Sprache, tr and thal:he, ll8rike o "in diese ',unsere LJel-t eine

2uei!e, eine lJelt von hol-den und gerLlaltigen ÌLJundern hineingeslellt

'25 This is not unlike the vieu of T. S,Eliot r¡ho sees the

aim of every great poet, such, as Dante and Shakespeare, as being rrto

transmute his personaÌ and private agonÍes into something rj-ch and

2¿.-'trjerl<e, pn 330,
OEzJ_--FrÍedrich Theodor

Flörikestt, Neunundzanzi-gster
Schr¡åibische¡ Schil-l-erverein

Vischer, trGedenkfeier am Grabe Eduard
& Dreissigster Rechenschaltsbericht,
(l4arbach & Stutlgart, 1926)r pp. 2Io 19.
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strong, something universal- and impersonal-. rr26

The major emphases of l4örikets f ife are conl-ained in 'rSchönes

Gemüttr: rrHerr-Iichesrlr (uhich becomes the more prominent commenci-ng

ulilh the poetr s I'Dingdichtung, I' and r¡hich desc¡ibes the trilogy uhich

follous): nature? art andr'Schönes Gemüt"rr

As the r'Äol-sharfettLras acted upon by a sudden gust of ulind, so

the storms of l-ife had acled upon tïöríke. But, also, as t,he 'rffolsharfe, 'r

so the poet gave freely, voluntarilyo ai-i- the beauty that ulas in his po uer

to give. And it ulas seen to be true that rrLife plays uhatever tune it,

t¡ilL on the unresist,ing soulu r¡hich reflects r¡Íth absolute purit,y the

nature of the objec¡."27 It uas probably Pldrikers greatest goaÌ in life

to instill the characteristics of nobil-ity and beauty, uhÍch form

epithets t,otrKunstttand rr6"rg¡ii in this pcram¡ into ai-L his poems. A

verificat,ion of this may be heard in the poetrs death-bed query of his

siste¡ Klaerchen concerning his poetry: rrNicht uJahr, es sLeht nichts

Frivoles drin?"28

The secret hidden in the imagery of this poem is as deep and

tdaemonicr as the dunkefe[n] Oueff, der geheimnisvoll- in den Abgrund/

Schauerl- und rauschl-rrr of r¡hich the poet speaks" lt has gained mean-

ing and depth ruith each passing phase of time and of ì-ife, from the

earlyrrunnennbare Tage't of thettlLJint,ermorgenil poem to the maturity of

261. s, Eliot, ser-ect,ed D¡nco ed,, John Hayuard (Great Britain:
Penguin Books, l-965), p, 53"

2?_-'Farref l, rrArtrr, p. 24.

28--*fÏaync, p. 4I7.
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a fifty-eight year-oi-d.

l1öril<e I s 'rpredileclion f or the qolden mean betrrLeen excess o f

joy and sorrou, o c " that he had t,o practice if he rr;anted Lo preserve

t,hat tranquilJ-ity o fl mind r¡hich enabf ed him to temain attuned lo the

l-astingly beautiful things in nature and arL"29 finds practicaÌ ex-

pression in the poem rtRucl<blick" (f gSS) '

Bei jeder lLJendung deiner Lebensbahnt
Auch rr.renn sie gl-ückverheissend sich err¡eitert
Und du veri-ierst, um Grössres zu gerr-rinnen:

-Betro f fen stehst du ptötzlich st,iJ.1, den Blicl<
GedankenvolL auf das Vergangne heftend;
Die [Jehmut.Lehnt, an deine Schulter sich
Und r,riederhclt ín deine Seej-e dir,
ldie lieblich alles uarr und dass es nun
Damil vorbei auf immer sei, auf immeri

Ja, liebes Kind, und dir sei unverhohLen:
lLJas vor dir J-iegt, von künftgem JugendglÜckt
Die Spanne misst es einer t'lädchenhand.
Doch aLso t.lard des Lebens Ordnung uns
Gesetzt von Gotl"; den schreckt sie nimmermeht,
Der einmal rechVin seinem Geist gefasst',
lJas unser Dasein soi-L. Du freue dich
Gehabter Freude; andre Freuden folgent
Den Ernst begleitend; dieser aber sei
Der Kern und sei die t'litte deines Glucl<sJ 

30

In this poem tlre poet attempts to establish a balance bel-tueen dark

and light polee but he is unsuccessful in doing so for lhe darl< pole

overshadous Lhe light, uhich lact gives the poem an aura of brooding

29H""runn Boeschensteinu German Literature.-of- tlle-Ninei.eenLh
Century (London: Edr¡ard Arnoj.cl, 1969), p" /t9.

=ug""lg, p. 327.
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premonition, The most remarl<abl-e feature of this poem of dual-istic

polarization bet¡:een reminicense and fear is that it is addressed to

a young person, upon the occasion cji a confirmation ceremony" One

senses a nostalgia--the same that LJill-iams sensed in the earlyrrhJinter-

morgen . o o'r "as if something has eluded him . . . "3f and one must

agree urith Farrel-1 r¡ho reflers to a trlone audibi-e in his ft'lurit<e 
t 

"l
uorkrtr and to a 'tpassivity of souf r,lhich accept,s fate rather than

deflying it or making demands ol it. "32

Then lìlörike dei-ves into the past, r¡hile the present only

seems to form a frame for that r¡hich he re-l-ives in memory:

Das Gegenuärtig-ReaLe bil-det gleichsam einen Rahmenr den das
labiIe Gefühl sprengt, Die ueit,eren AbschniLte des Gedichts
bestehen aus einen Abscht¡eifen vom begrenzten Gegenstand und
vom voLl- eri-ebten gegenuärt,igen Augenblicl<, das sich in ver-
schiedenen Formen vol-l-ziehen kann. Das Gefühì- geht, über den
unmit,t,ei-baren Anlass hinaus und uühlt das ganze SeJ-bst auft
versetzL tiefste Schichten in Schuingung¡ aber so, dass das
beuussLe lch nicht immer die Bedeutung der inneren Vorgänge
vol-L erfas=t,.33

Along r¡ith I'Denk es, o Seel-e, rr the poem rrRückblick I' seems t,o suggest

the beginning of f\ltsrike I s l-ate expressions of death, of r'[rinna an

Sapphorr and of rrLang, lang ists het,It

Vocabulary and Lonaf-mood o1' rrRückb1ick, " r¡ritLen eight years

before 'rSchdnes Gemütrrr l-ack the caLm serenity and acquiescence ol' the

i-atter. The poem bears a definite air of disturbed equiJ-ibrium and

31,,,Jir-r-iu,n",

32-
l- arleil,

33

p, 169.

ilArtl', p,24"

ffAufbauprinzipienr', p. 39I"
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unresol-ved tensions" 'rSclrönes Gemüt,rr is free of l4drike I s ulord linkings

t¡hich epitomize the poetIs ambivafence and inner tensions. LJords are

signil=icant and significantly used in their pure forms 'rHerrl-iches--

Natur--Grosses--edl-e Kunst--schönes Gemüt--Tiefen des Lebens-Leides--

heiteren Blick-iLJ eL t--dunkef en Quell--geheimni sv oll---Abgrund--hold

1ächell die Rose" " Tn"RUckbLicktt"El-ückrr occurs three times, tr¡ice in

uord .. combinations of ttglückverheissendrr and ttJugendglück. rr Important

nounsrrLebensbahn--Grösseres--Blick--lLJehmut--SeeLe--Kind--14ädchenhand

--Lebens 0rdnung--Gott--Geist--Freude--Freuden--Ernstrra.l-l- seem unstable,

flor the entire poem pivots on the dubious ruordrrlJendungrrulith itstrTurm-

hahn" uleathervane implications" Verbs deepen this impticat,ion: rrer-

ueitert, the antitheticai-ttverlj.e¡st/ ger,rinnenrtin the same vet-se, and

trlehnt , . , sich.rr The immediate stabiJ-ity of t,he uo¡ds t'Kelntt and

rrlvlitte'r is undermined by their centraL position in this unstabl-e situ-

at,Íon.

Then too, llörike I s t dash I (Gedankenst,rictr ) comes unusual-J-y

earJ-y in'rRüc!<bl-ick'Î-at the beginning of l-ine four--ulhich l-ends an

unsettling atmosphere l-o the poem--as it does al-so in rtfvìein Fluss, rr34

ttNachtgesichter "SS "g"r"nge1 fllichaels Feder, rr36 rrTrostr,,37 "¡1¡"u" Liebe, rt3B

rtAch nur einmal noch , . .""39 This cont,rasts noüceabfy ulith the tdashl

34tJ""k",

2C
"'Ibi.].,
36^. . .1Þ1do,

37roio.,
38Ibid.,

pn 39.

pu 293

po l-83"

p" 1û1.

p. I25.
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r,lhich precedes the summary in ¡rLJintermorgen . . .rr and r¡hich prefaces

the ttoo final summarizing verses in'tfin StlJncllej-n u.rohi- vor Tag"40 unO

inrrAuf einer trJanderung"4L rh""" it has a distinctly stabílizing

e f fec t,.

This contrasting use of the rdashr points Lo its meaning in

the r¡ritings of lldril<e, FrequenLly it emphasises the gist of the

poem in conclusion, as in tt[r istsr "42 "Im Frühlingr rr43 "Gesang zu

zueien " . . r"44 and 'Ual-dplags"45' it indicat,es transition from

objective description to subjeetive auJareness in "Die schöne Bucher "46

rrAuf ei-ne Lampe, '41 uPu""ç¡rina IIIr "4B rt[rJald-Idy r!e"49; it denotes a

sententious epigrammatic point,e in r'ïdealc lLJahrheit" 50 i it punctu-

ates a despondenl- cJ-osing sigh--rto ging er rrlieder, rt in rtDas verLassene

l1ägdleinrr5l; it prefaces a decisive imperal.ive final-e in each of t,he

tr¡o sections of 'tlied vom Uinde"52 and of the graLeful one in Datura

39Ibid",

4oIbid.,

L1'* Ibid, ,

ú.2'-Ibid. 
,

43Ibid.,

ltú,' 'lbid" ,

L4'"Ibid.,

46roio.,

47 rbro. ,
4Brbid.,

p.163.

p.2O"

p. IO2.

p. 29,

p" 29"

p.44"

p. l-7L,

p" 74.

p' 85,

p, 99,
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Suaveolen=, "53

In other poems Lhe rdashr shor¡s a lurning point ofl far-

reaching consequence--as in I'Früh im lLJaqen"54 and in rrPelegrina V. "55

It paciflies rufffed emotions in the "schuieig sLiller mein Herzirr r¡hich

ends each of the four stan zas of the bal-lad rrschön Rohtraui' "56 The¡e-

fore iere the use of the rdashr is someuhat more closely rel-ated t'o that

of t'Rllckblickt' and r'lvlein Fluss"tr The rrreighty effect in these poems

contrasts uil-h the rdasht before the light-hearted teasing pointe in

rrElfenfied,,5? and the summarizing humorous one in I'Lose l,Jure. "58

The rdasht is frequently a symbol of a conelusion arrived at

by means of prior analysis of a situation, as in ttlm Parkr "59 "Pere-

grina Ir,,60 rrschönes Gemüt. ',6f But the symbolic image of l1örike I s

rdashrachieves even greater impetus in the four staccato, exclamatory

Lct'- rbid. ,
50rbid.,

EI
"'Ibid.,
E'
"rbid.,
É..2""rbid.,
54rbid.,

trtr"rbido,
s6Ibid.,

Én
' ' fbid" ,

58Ibid.,
q,o
"-Ibid.,

p. l-03,

p.74.

p.50.

p. 49.

po '¿4"

p.95.

p. 100.

p. 48.

p. 52,

p. 80.

p" 81.
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ínter ject,ing dashes of 'tf rinna . . .,62 and in the ,'Äol-sharf e,,63 t¡here

it precipitates the cl-ima:<. The climaci-ic qualit,y of the I dash r,

houever, flÍnds its most, dynamic and unique application uhen it replaces

Lhe u.lord and essence of ttplötzlich't and/ or trB.l-itz,rt It then becomes,

iLself, an enigmatic and rdaemonict image. Here the substit,ute val-ue

ofl the primary symbol vastly intensifies the inherent essence of that

uhich it stands fo¡, This factor finds i1-s most rdaemonicr expression

in poems such as t'Göt,teruink"64 and ttAm RheinfaLl. "65

Ït is Ín poems such as these that r¡e realize the inadequacy of

the r,lord I dash I n for its German equiValent, GedanJ<enstrich, imputes a

much deeper symbo.Iic meaning to this po;t,ic sign. t4tÌril<e, in seelcing

for means of rdaemonicr explessiono has, himseJ-f, imbued the rdashr

uith an aura of the rdaemonicr" The frequency and location of this

sign indicates a parti.cul-ar va1ue, as does that of the German Gedanl<en-

strich r¡hich t'löril<e exploit,s very consciously and carefully. And t,he

uord I dash I is not,, uhen one is considering the poetry of llöril<e, a

meaníngful equivelant for the Gedanllenstric_h. But here the technical-

piece of ulriting equipnent, the tpause for thoughirr(ulhich is t h e

6orbid",

61ïbid",

62rbid,,

63_. . .1Þl_d,,

64rbid. 
,

65rbid.,

p, 97.

p" 330.

p. 85.

po 35.

p" 82.

p, 106"
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l-:L'¿e ra.L irans-lat'i cn of j;he Gernan uo::ci ), has aclli,cvecl i-.he -inaqi:r'Lic

ancl sytitboJ-:-c c¡uoi-.-i.en u oí' tl-re G*e-cJan.lçi-,--q!.ff-ril, In r¡Gù'lì:e r¡linl<, "66 ço-

exarnp.ì-s, tire -tlgÉqìl,jiil_q!,.!..lç-ir covers -.ilre nrer¡ory ol' shared i.ntirnac;y t'Lj-'uh

a .Lovecl olre, tlre agcn5, and r'-ival ry o1' l<nouling lrel ¿rdoled b¡, s¡1-ìt..t,

anci the -i-n'bensely impaiit:n'b desire and -l-onçing lor a r:clurn to 1'olrner

b-L j-ss, Al l- tlre young rnants pen l--*up pelss j-on finds e><pressS-on in t;his;

lgglflIig_rlqþfqh." Syinbo-11-icaÌly, tlris rdaslrt inc-lucjes Lhe enot-i-ons con--

tainecj in the poeits suel-l-ing rtUe::l-assen und Sehnsuclrtrr of rrFeregrina

III'r: rrso zÍelil- es, zieh'¿ nich schrrachiencl ilrr nach"t "67 and that su9'*

gesiecl by ihe lines in':JosephinerrS

0 ciieser Ton'-.-ich l'Ülr-l-'¿ es nur zu baldt
Sclrficlr sich ins l-lerz unci n¿rclrtr es ti-e1' erl<ranl<etr:
Iclr s{,ehe t,rie ein l-räumer in Gedanl<en, , .68

. In ilArn Rheini'al-f rr the thunderS_ng inescapabl " 
q"qltoäis- o1' l-ife

overr.lhel-ins lhe poet:

l-latte cìein Herz, oruJandeter, îest j-n gcrrlali:-i-çerr l-liindeiri
fïir ent,s'Lürzie vor Lust das meiniqe fast.

Ras'blos donnernde i'lassen auf donnernde l'lassen geu;orfen,
ûhr und Auçe uolri n ret,ten s j-e s j-ch im Tr-lr¡u-lt?

LLJalrrl-iclr, clen e:'-genen l,Julschre-i hörete nicht der Gi-gant hieru
Låìg er, vom l-l-i-mr¡ei gestùlrzl-o unten arn Fefsen qel<rùir:rmtJ

Rosse der Gölter, ím Schuung, eins Ùber dern Rticl<en des andern,
Stllrmen herunl-el und s'creun sif berne ['lährren unhe r;

l-ierrl-iclre Lej-L:er, unzåihlbare, fol-gen sich, nirnner diese-lben,
Er,ríg d.ieselbigen**ulel ualteL das E nde uohl- aus?

Anqst umzie h'¿ clir den Busen mi I einsr undr .q¡19- du es cienkest,,
Úb"r ,l"s Haupi sLürzL ciir krachencl das l-ìi-mmelsgerub'ltrl69

66Ini.l., p. gi:,

67 
I br." , p. c)g .

68Ibi-.i., p. 4r.

69It i-.i,, p. to."
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Here the Gedankenslrich is the gorge ¡.llrich stands betueen

lifers most exalting ful-îilLmen1- and lifers most disastrous eclipse of

that r¡hich might have been. It is the fear of i.his gorge r¡hich l-ooms

up like a phantom in the end of the foll-ouing paragraph ulhích is an

excerpt from a l-ett,er ofl the poet,, u¡itten to Luise Raur tlCtuenr den

18" Februar, Abends,rt And, because his fiancee often shared her Love-

Letters r¡ith her. family, l'ldril<e marked this one (and others) I'FÜr dich

a.l-l-eintt3

Die Liebe ist gleich unersåittlich im Austeil-en und Hinnehmen
immer neuer schuüre, und so t.rird es uns stets ein gJ-ÜckJ-iches
Bedürfnis bleiben, das afte tttdie l-ieb ich Dichlrro t.refches
Dein fet.zter Brief, doppelt, unterstrichen, uiederholtr t.rechsef-
seitig zu hören und hÙren zu lassen" , Diese sÜsse LJieder-
holungu uorin man siclr selber nie ej.n GenÜge tut, g-ì-eicht- fast
einem.Liebl-ichen Spiele, . Isi. das ein Spiel, so ists ein
soLches, ulie die Engel es treiben, und uir schämen uns seiner
nicht, Glaubst Du, es könnte eine Zeit kommen, rtlo uir dessen
satt ulerden? Ich kanns nicht denken; mich schauert, uenn ichs
denkeJ 70

Here the last Lr¡o senl-ences actually verbaLize lb,hat r¡hich tÎörike finds

inexpressibl-e and unbearabl-y painful, and ulhich is frequentì-y contained

in hÍs Gedanf<enstrich or vei.Ied in symbolic and suggestive ímagery.

It is noteuorthy, therefore, that, after the feared rupture in the

relationship uith Luise Rau had really i.a[<en place, Pltril<e no ]onger

speaks of it thus openly, but l-ets lhe Gedanþnstrich represeni- his

acute and poignant heartache'

And inrrschönes GemüL'r the dark calaract, Þf t'hetrRheinfalL"

7os""b-"", p,190.
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has become a i-uminescenl veiL uhich covers the bl-iss and despair

intimated in therrPeregrinarrcycle urith its J-ife-long enigmatic

rrZauberladenrr; it covers al-so t,he numerous other disappoinlments and

storms uhich had rocked the poetrs.l-i1'e al-most 1'rom his cradle on;

it bridges the gap aeross t,he dark abyss and points mutej-y to the

vísion of the rose uith al-1 its tdaemonicr implications uhich out-

ueigh the visÍon of the dark abyss, Indeed, tf:e Gedankenslr_ich

points t,o the rose as being rooted in tlre

ë . . dunkefen Que1l, der geheimnisvoi"lin dem Abgrund
Schauert und rausch'c,

Therefore the Gedankenstrich causes us to see the proximity and

inierrelaiionshíp of light and dark rdaemonicr eLement.s in lïörike and

in his u,orl<s. lt, is of these elements that his antithetical imagery

is born, Thus, the Gedankenst.:nich. contains much more rtZuielichtrtl

trZauber'r and'rBfitztrthan l-hese t.lords coul-d ever spell- out in them-

seLves.

So, too, 14örikets modifiers are meticulously uell--chosen. Thus,

uhen the poet declares rrBetroffen stehst du plötzlich stíll, , . . "7f

he seems to deposit a r¡orld of doubt, in the adverb rrBeLrofflen, r' This

feeling is compounded because of t,he preceding rdash,r Finafity of

past beauiy is accenl"ed by repetitíon of;

lLJie lieblich alles uar, und dass es nun
Damit, vorbei auf immer sei, auf immeri

as it is also by the repetitious effect of l-he internal- rhynre in

ttr"".l=, ttRückb1ick", p. 32?,
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Itvorbei , . , seiotl

A present situation, as that of the confirmation r¡hich occasions

the r¡ritinq of "Rückblicl<rtr in l'lörike, brings sadness--the memory of

the past, premonitions ofl future sorrou; and of the passing, or end of,

time, Dualism is aLmost altlrays apparent. Like his King 0rp1id, so

t/ìörike--Farrel-1 teLls us--t'bf icl<t sehnsÜchtig zurÜck nach der Ver-

gangenheit oder vorulärt,s nach der Zukunft, . o , .u72 Enzinger notes

the neeessity ofl l4öritcers masks r¡ith r¡hich he disguises his dualiLy

and adds: rtEr l-eidet an der Vergänglichkeit und l-ebt vom Vergangenent

von der Rtlcl<erinnerungr "T3 th""eas von tdiese draus logether these

threads of ref ationships, st,ating succinct,Ìy: rrKunst tuird zu dem

phantasievo.lfen Versuch, das zu erseLzen und zu ergänzenr ulas uns die

lLJirklichl<eit versagt. Sie gesLaLtet immel aus dem ELement der Sehn-

'7L
.sucht hetalls. "'- The creation of art therefore has, or shoul-d have,

a stabilizing influence upon the poet--as it' seems to have had on

llörike.

5till, fllörike uas unable to escape the exist,ential problem"

Consequently the reversals of mood, the interueaving of distant past

and near fuLure, creates a doforous elegiac lone in trRückbÌick.rr

The pendulum of time--as in I'Inschrift auf eine Uhr mit den drei

72Fu"""11, rtAufbauprinzipienr', po 3g2,

73_'-Enzi-nger, pp. 28, 27,

74ron lJiese, p, r74,
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NE
Horenrr''--seems to strling beyond the span and movement of life' The

recal-l- by cause and effect, of a fourty-nine year-old, has no refal-

ionship rrrith anyl,hing that the addressed child coufd possibly knoul.

Recognition of uhat Life is al-l- about is the siated prerequj.site to

fearfessness in life. E'ven so, the joys of youth are only equej- to

the measure ofl a young girl¡s hando Basing advice on experiencet

the poet suggests that "Ernsi; , aber sei/ Der Kern und sei die

Fìitte deines Gl-üclcs jtl

The marl<ed contrast and development apparent, betr¡een "An Her-

mannrr (resz) and "Hermippusrr (reoo) nas been noted,?6' The poetIs

confusion is characterized in t,he earlier poem by a profusion of

guestj.on and excfamation marl<s. Considerabfe information may be

gleaned from this unsetti-ed state, In rrAn Hermann¡rr as in the early
i.

"NachLgesichte/(1827), there is a sponianeous outpouring of un-

assimilated rau-materiaf. This is just, l-he opposite to the l-ater

use ol" refined undersi;at,ement uhere facts are subtly and. enigmatically

presented. trHermippUs¡rr in cont,rast to these early poemsr proceeds

calmy and logicatly for the greatest part. The terror of the early

poems is replaced by an unperturbed demeanor, even at t,he sight' of

death in the latter. This distance inrrHermippus'r may uel-1 be due

to the fact t,hat the poem deafs uith historical data, rather than

tut"*u, po BS"

765u" Doerksen, pp. 75-78.
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a personal experience.

"llermippusil suggests an interesi.ing comparison r¡ith l'{örike

uho r¡as at this time of uriting l-ecturer at the "KöniglÍch Katha-

rinenstifltr'r a girlrs school at Stult,gurL?1 and of uhom Friedrich

HebbeL, utho had visiLed him, uJrote to his u-rife on 9, November l-860:

11örike, schreibt er, sei rauch eingeschlafen, teils ueif in
seinem Tafent der Keim zu einer fruchtaren Fort,enturicl<1ung
ohnehin nicht liegt, teil-s ueil- er sich in den elendsten,
mitleidr¡llrdigsten Verhältnissen herumquältr er kann aber
noeh uieder geu:eckt ulerden und ist dann, ulie sich I s auch
diesmal zeigte, frisch und l-ebendigr.78

The moment of death of this little knoun figurer Hermippus,

causes no dissension or panic bul rathel a mood ofl harmony and

baLanced equilibrium. Il instigates beauty in poetry. So von Uiese

has ulrit,ten: "Das Schöne j.st die 11öglichkeit, in den \iJidersp:-'Üchen

unseres [,lenschenlebens einen Zustand des reinen Einl<J-anges, eÍn ruhen-

des Gfeichgeuicht uiederherzustel-Len"'79 Thus "Hermippustr does, in

a sense, epitomize a coming to terms uiLh life, death and time. But,

as has been pointed out, B0 ahit poem is noi altogether typical-,

even of the poetrs later years.

The imagery of tlris poem shous the shift from life to death'

A marked contrast betueen age and youth is appareni in the f i r s I

" oon r.rJÍ ese, pn 2g7 ,

7Bl4"yn", p,47o.
?9uon liJiese, p" 2I5.
8oDo""k""n, p" 78,
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eighteen fj.nes: I'Hermippus--römisrcher lJeise--HundertundfÜnfzehn Jahre

-der treffliche Greis--r.:-rel-kende Brustrrcontrasts t¡ithtrt/eibl-icher

Jugend--Anhauch/ kindlicher Lippen--Hauch tuie FrÜhl-in-osat,em/ Herz-

erfrischend.'r The peacefu'l scene of studious girJ-s cl-ustered around

the aged sage, reading trpergamentene [n] Roltentr or trstil-l- mit dem

Griffel- bemühtrtt r¡hile the younqest sits on his lapr achieves a change

r¡ith the first of three dashes, in line nineteen" This rdashr contains

no shock of recognition in t,he face of deat'h as does that of rrE¡inna

an Sappho,, l1eOS).Bl In death the r¡ise one sits as before. It' seems

that the term t'Get¿eil-lten der Götter t' immediately upon death links t'his

man uith those ancÍents ulho urote t,he "pergamenlenen Rollen,rr the

¡rGoldene Sprùcheil and tt1Íebliche Rhythmenrtt and it links him r¡ith the

cfassicaf Homel. Deal-h here accentuates contrast belueen images of

permanence, --t,he ancient scripto trGol-dene Sprtlchtein , . , und liebliche

Rhythmen der Dichter'r and f-lomer--and the freshness but quickì-y tuilting

hyacinths and violets uhose life-span may be equaled r¡ith the beauly

of t,he girls at, t,his school.

In rrHermippusft ihe flirst, fdasht represents the transition

from life to death. But death in this poem is noda fright,eninq spectre"
\

Dark imagery is absent here" The poet, is not involved" He speaks of

Hermippus as afready belonging to antiquit,y, The tr¡o fol-lou;Íng dashes

aLso are devoid of any startling eîflect" The first' of these t,urns

the poem in the directíon of Karl- llolffu Lhe person addressed in the

Bfllj""k-", p, BS"



r64

poem, the second relates fut,ure l-ife and r¡isdom of this friend uith

Hermippus and uith antiquity. The reference to Karl lLJolf f as rrLyl<os.r?

and the pJ-ay on this Greel< uord, uhich means ruolfrr al-most seems to

impute more strength and vigor to the image of the one addressed

than to Hermippus, the actuaf subject of the poem"

Opening and cfosing images of this poem ovellap and form a

circfe, In botho an aged educat,or drinks in the t'FüI1-e des Lebens"

by inhaling the breath of youth. ttJisdom j.s seen as part of timers

process and befongs to the aged as they relate to antiquity. Thus the

theme of the epistle accepts the irremediabLe passing ..rf timer Death

is seenr'as part, of a natural tima-span and as part of the liîe-process.

The revived legend achieves nebr'Life uhere it touches the life-

expectancy of a friend of Lhe poet,

rrBesuch in der Kartauser "B2 uritten in the same year as '¡Her-

mippusr" in 1861, shot.ls both a humorous and serious apProach to the

problem of time and of death. lìldrike has re-visited a uell-knoun

monastery after fourteen yeals of absence, He remembers the ofd re-

ligious order, r¡ith its specific vieus..regarding l-iîe and deathr uhich

had previously existed here, and he is auare of the changes r¡hich have

taken pJ-ace" The monastery is nou in control of secular poùJeIS; it

houses shops, a breuery, and a dining room uhich serves unpal\atablet

ulaLered-doun food and beverages u.rhich the narrator contrasts r¡ith his

B2Ibid., p. 174.
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f ormer fare in the same hall, as f oLLo¡.ls;

Bei dünnem Ueissbier und versal-znem Pöl<elfl-eisch
Sass ich im Gasthaus der geu;esnen PräJ-aturt
Im gJ-eichen Sä1chen, r.¡o ich jenes erstemaf
[Iit, andern Fremden mj-ch am ausgesuchten Tisch
Des Priors freute köst,licher Gastfreundschaft,.
EÍn grosser Aal r,.rard aufgetragen, Laberdant
Und Artischocken aus dem Treibhaus . " (Ze-Z+)

The theme of time is uraþped up in t,he idiosyncracy of a priest

ulho coul-d not, bear to look at the clock, r¡hÍch not only represented

the passing of time, but r¡hich carried the threatening inscription:

r¡Una ex ill-is ultimartr that is, rr0ne ofl these is the last.rr Therefore,

because this sofemn uarning fright,ened the priest, he hid the cl-ock'

In the poem the cl-ocl< is the connecting J-ink betueen the tuo orderst

oLd and neul. The physician urho attended t,o the needs of the priest

has related the final- episode of :'the clock to the poet, to the nar.la-

tor.

The priest, had left the monastery uhen the religious establ-ish-

ment uas dissofved, and had gone into the uorfd but could bear this

l-ife for a scant year onIy" He had returned to the nou secul-arized

spot of his flormer monastery, uishing once more to estabfish a feeling

of tbeLongingr after his uncomfortabLe and displaced feeling in the

uorJ.{. Formerly, he had been part of a definile and organic system

r¡hich had cl-early defined ansuers lo lhe questions of life and deatht

even to the order of burial, for the poet fínds the prior in a6:6pp¡s-

priate place in the cemetery:

Er schläft nun auch
In seiner Ecke dort im Chor.
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In the uor.Ld the priest had becorne conscious of the ihreat of

time, and so, after having the additional message of time del-ivered

to him in the form of a slight rstroket, he urapped the clock, address-

ed it to his friend and host, the inn-keeperr and hid it. The clocl<

is found some time after the ounerrs death"

liovement of lhe poem, betueen yesterday and tomorrou, diminishes

the threat, of t,ime and suggesLs the authorrs reconcil-iation urith it.

Heteu . the passing of that uhich t.ras so important to the poet-r¡das

Herrlicheil--is accepted rr.lith a sigh; It is noLJ seen as part of the

inevitabl-e change uhich time brincs:

Fand ieh die ganze Herrl-ichkeit dahin"
[ín jedes Ding uährt seine ZeiL,BZ

Seirs drumJ

And yet t,he inevitabLe passage of time touches life everyuherer as

the hostrs rtRaritätenkästchenrr shor¡s in miniatures it contains rrGe-

ueihtes und Profanestt; a rusty icon side by side uit,h Andromeda of

Greek anthology, zoologica]- Gemmae side by side ulit,h old coins.

Imagery uJeaves bacl< and forth betueen recoffection and visuaL

flact, The narrator commences in the distant past:

Als Junggesell, du ueisst jar lag ich lang einmal
In jenem luftigen Ddrfi.ein an der KindeJ.steig
Gesundheitshal-ber müssig auf der Bärenlraut"

After this, unexpectedly, LJe are told of the grave in the cemetery,

then the poet telJ-s of his recent return to this one-time monasteryt

reminisces upon t.he past againe quit,e suddenLy discovers the o l- d

83 rbid,
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cLock and thereupon reverts to the present tense. Time continues to

alt,ernate in this fashion. This tends to give an impression of al-ter-

nation [:etueen acce]-eration and ret,ardat,ion of t,he temporal- aspect

under discussion, as if the poet uere attempting to drau in the reigns

of time to prevent the tatter from gal-Ìoping aulay. The imagTof the

rapidity of passing time is afso conveyed in a stat,ement concerning

the clocl<: rrDas PendeLchen nur in al-.1-zu peinlicher EiLe schuang.rl

The cfock almost seems to be made responsible for the passing

of its former ou;ners. As the priest stated theb his cl-ock uas rrkaputt,rl

so man seems to be out of order, helpless and broken, before this thing,

this tyrant, r¡hich measures his life-span and ticks it auLay, second

by second. The fact that the ailing priest regained his rose-fj.ke

appearance after his frighteningrrSchlåÌgleinil contrast,s urith the image

of rtEin uej-sser Steinrt in the nearby cemetery. This juxtapositioning

of blooming life to a symbol- of death accentuates the finality of the

stroke of time and indicat,es that the poemts serene good humor is

based on abJare knouledge of t,he fort,une r¡hich l-ife brings--both good

and bad. Consequently, a consciousness of the proximity of life to

death infiltrates the entire poem, except the opening and concluding

lines, This auareness of inrpending death is akin to t'hat of rrDenl< est

o Seeferr and of r¡Erinna an Sappho.rt The poet has read:the message

of time, and he has accepted the knoulledOTbf the inevitable, but he

uishes to postpone the cl-imactic moment as far into the futr e as

possible. The erstr¡hif e tmomen l- | of I'Zuief icht, 'r rrZauberrr and IrBf itzlr

ís nou.r infused uith reaj-ity. The early dream, and the magic, is gone"
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This il; contempli-rtion upon fact. Time is no longer dependent upon

l-ove or respect as in illlit einem Anakreonskopf. o orror in "Inschrift

auf eine Uhr mit den drei Horen.rr Time, in the step of deathr ulilf coin-

mand an end to life. The symboi-ism of this clock is unmistakab.l-e.

The poet att,empts to decrease ihe florce of time in the l-atter

part of this poem by relating t,he flinal facts in diminulives: rrSchJ-Ëig-=

lein, rr rrÜ¡""¡-t"nrtt ttsprücheLchen, r' This acts as a brake and a buf fler

against the harslrness of real-ity. Similarlyr the humor of the poem

seeks to mitigate someuhat t,he basically dari< message and to keep this

message in a perspective t,hat the poet is abl-e to cope uith" Does

wlörike r¡ish to say Lhat deat,h, too, has become part of the r ordet I of

lifer,..as the story of this priest seems to shor¡? 0r is this anoiher

instance ofl his Longue-in-cheek understatement? 0r of irony? ï t¡ouLd

tend t,o see ali- of these factors in the poem' llörike does not seem lo

have resolved the question of time in this poemo The death of the I'Pater

Schaffnerrr l-eaves the question open io debate. Thereforeo one may ask:

Is wlörike afraid of the depth of insight to be gained, and consequentl-y

does not fol-1ou his commentary on time to its finai- concl-usion?

In the 'tBiLder aus Bebenhausen, "B1l 618531ì, rìa.Lure and art comple-

ment each oLher. Art imitales nature and has been built from 1-he pro-

ducts of nature, has sprung lrom it. Together they--art and naLure--de-

pict the passing of the times.StrolJ-ing in the forestr t,he poet îound

84toio" p. rgz.
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the quarry. ït is a specific p1ace, one uhich is nou.r neither frequent-

Iy visited nor actively useful in the Lives of men, as it had been in

the past uhen t,he monastery ulas being built, But t,he monastery uhich

stands at, Bebenhausen uas erected from t,he imrnense stone t,hat, once

formed this very spot urhich the poet has found, The years of time

required by nature t,o perfect this groulth, or perhaps the geological

upheaval r¡lrich precipitated the rock-formations from ancient glaciers,

have their continuity in t,he uork of art, in the monastery, Plürike

hints at a compl-ex interplay of relationships betuleen inanimate nature

-the 
pillars of stone--and the message imprinted upon "rhem. H a r e

nature and art have been skiJ-l'uJ.ly grafted into each other and become

inseparably one in the carvings on pillars and cross-beams" T h e

atmosphere of nature has entered this artificial uork of man in the

form of carvingsrepresenting those animal-s and birds r¡hich once made

their home in Lhe vicinity from r¡hich these stone-pili-ars had been

taken:

Frei in å"; i"îi :i:',"Ë::";::.åT H;å:: :::'-Ti::l'un¿ das Eich-
horn;

Habicht und [(auz und Fasan schaukeln sich auf dem Gezueig, (S)

The past has been made present in lhe flora and fauna of art. Art has

replaced natule, has been created crf nat,urei sor toor nature is nou

repJ-acing art as the monastery falls to ruin, decays and has nerd vege-

tation springing up upon it,, IntrBrunnen-KapeJ-le am Kreuzgangt'(Z) tre

a¡e made auare of the fact that this process of the decay of time is

already under uay" Cont,rasting imagery casts J-iqht against a dark

background:
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Jetzo ./ . längst fÜllt sich die Schale nicht mehr.
Aber du zeigst mir tröstlich im Garten ein bl-Ühendes Leben,

Das dein ulonniger Slrahl- l-ocket aus lloder und Schutt"

Ner¡ l-ife is born of tirne I s ruins uhile símult,aneously old graves

bring past lives to mind (4) " In ttGang zr¡ischen den Schlaf zelf en'r (O )

¡he poet continues to describe the artistic imitation of naturer but

adds rrlit,h q¡elancholy:

Al-1es mit, Sinn und Geschmack, zur Beuunderungl aber auch alLes
Fast, in Trümmern, und nur seufzend verfiess ich den Ort'

ItAm Kirnbergt'(B), reveals a picture, a paintingr of life as it once

had been:

c G o 2 ehdem fasste das Becken den Seet
Ljelcher die Schuelle noch netzte des Phörtleins dort in der l4auert

hJo am eisernen Ring spiel-le der uartende Kahn.

The past tense of the verbs 'rehdem fasste, rr rtspief tertr and fater of

rrlachterrr underscore vanished beauty in nature r¡hich has fallen because

of the effects of time. Nothing remains not¡ of the Cistercians either,

lLJhat, is l-ef t o f the past--the picture--gives the poet the impression

of ai trschattenspielr'; the inert, pÍece of art gains the life of the

past in present tense and circumstance;

Lachre die Landschart,"r"n"niSrlÏtl":"lr:ïi:l;""irli":l:"n'

Thus the t'Bifder aus Bebenhausen" depict the cyclical course of Lime'

Past and present aLlernate in tlrese pictures of life, The drauling-

board has remained empty; but the poetrs imaginaiion is filled uiLh

the memory of actual and fictitious scenes ("Verzicht, l1). T h e

poem gi-ves the impression of kaleidoscopic moments of experÍnce in

t,his spot so ueff knoun to t'he poet.
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There is evidence of development in this poem uhich has taken

place since the early trNachtgesichte,"SS Imagery here paints a totaf

picture of time and place, but there is a reversa.l- of process from the

poet I s first period of r.trriting. He does not nou.l become engrossed in

memory itself, so Schlaffer inlorms usr but the past has come to

clarify t,he present. Therefore, not the past is importantr but, that

part of it uhich is still relevanL to the present, and gives it meaning. 
E6

Here the actual- frame of monastery, and its set,t,ing in the vaÌleyt

form the artistic and imagistic frame of t,he live pictures. Butr rruie

in dem Ged j-clrt t Auf eine Lampe I ist das Schöne hier ein Geulachsenes und

Unverrückbares, das obuohL es ein LJerl< menschlicher KunsL istr nicht

dem lYìenschen gehört, sondern dem Sein. "B7

Emphasis throughout this poem is on the necessity of the

t'fühtende [n] Geist [""J ,tr as expressed in the opening picture. ¡'Eu]-en-

spiegeJ-" (3) and a beli- as trstimme aus dem Gl-ocl<enturmrt (l), as ueLl-

as therrlîäclchen am trJaschtrogrr(g), bring humor to the scene' And a

paíntinq in t,he monastery becomes interchangabJ-e r¡ith shadouplay.

The imagery seems to be less tdaemonict, .less a producL of an

inner sítuation or of disintegration, as for example, in the poetrs

"Nachtgesichtertt yet it is vitaÌ and precisely chosen;

B5^uoerKsen e

B6s"hf.ff"",

B7von t!resee

po 92.

p" 53"

p" 225"
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Spielend ahmst. du den schlanken l(ristall und die ranl<ende Pfl-anze,
(r)

Zauberisch, ulenn du uLie heut, herbstLiche Sonne, geglänzt. (Z)

The contrasting imagery in the rrErrl-ensi;iegeltt scene is noteuorthy:

Einem entrüstetem È1önch, der ganz umsonst sich ereifert;
fmmer nur lachet der Schalk, ueis't ihm die EuLe und fachL. (S)

0r in the rrSommer-Re f el<torium"-

Denn vielstrahlig umher aus. dem Büschel- veri-aufen die Rippen
0ben und knÙpfen, geschr.leift, jenes unendficlre Netz,

Dessen FeÌder phanl-astisch mit grùnenden Ranken der llafer
Leicht ausfüLl-et; da lebt uras nur im lLJai.de sich nährt: ( S )

lLiucherndes llust,er (6)

Bis querüber ein mächliger Damm sich r¡irft uie mit grünem
Sammetgedeckt:. o. (g)

The synaesthesia of rrNachmittagsrt is exceedingly vibrant, as afso

experienced by the observing poet:

Drei Uhr schlägL es im Kloster" tLiie kl-ar durch die schuüIige Stille
Gl-eitet herüber zum lda]drande mit Beben der Schall,

LJo er lieblÍch zerfliesst, in der Biene Gesumm sj-ch mischendt
Der mich Ruhenden hier unter den Tannen umgibt, (tO)

And again Lhere is harmonious synaesl-hesia in the fina.l- poem, rrVerzichtr'!

. . o . . o e trJêÎ malt mir dies sÜsset
SchimmerncJe BJ-au, und u.rer rundurn das uarme Gebirge.- (ff)

This image sums up the tangib-ì-e, inLangible beauly of the pi.cLures

presented.

In the ttBilder aus Bebenhausentr the poet deals very consciously

r¡ith nature and r¡ith art, The tr¡o are portrayed as separate but re-

lated entilies, Art can imitate nature, but, the t,uo ¿annot tncrge into

oneo El,en iit te presentation of carved piJ-J-ars the distinction remains

clear,
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trJhiÌe lldrike presents, the probJ-em of past and present, in this

poem, he emphasises the thought, that "fife goes onr triumphant ove¡

time¡s inevitable changes, and the past stilL Lives " , o ."BB The

harmonious and tranquil tone of this cycle of poems contrasts markedly

r¡ith that of trErinna an Sapphorrt tr.lritten in the same year and also

dealing uith time. In I'f rinna , . .'t the imrninence of death creates

an initial shock to the young poet dealt uith, uhereas in the rrBilder

aus Bebenhausen'r l'lörike presents arrpicture of l-ife ulhich can be en-

joyed despite the nearness of' deat,h. "89 But it is dilficuLt to agree

t¡i th t,lre f i n d ing that :

llörike has found his solution to the problem of t ime uith uhich
he so }ong concerned himseLf. The magic moment can nouJ be tal<en
into the future: that uhich is beautiful- knous no temporal
bounds. The poetrs conquest of time is complete.90

It seens more accurate to say t,hat Hdrike rdas reconciLed to the fact

of fleet-ing time, l"o a certain degree, but aÌso ùhat, he neeer 1'u1ly

ceased to long for the abilit,y to hol-d the moment const,ant.

ïnrrErinna an Sappho" (1863)" th" poet seeks to extend the moment

of present happiness as far into t,he fut,ure as possible. f ach of tire

four Ggdankenstriche is a sígn of int,ensified invoi-vement and insight,

88F"i"="n, p,2o3.
89rbid., p. rg4"

9orbÍd,, p.2oB.

ntt"O*, po 85"
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and each heJ-ps t,o circumscribe the element of time in the poem and to

make it, more dominant" The first rdashris an interjection, a reminder

that, not only all- people must die, but t,hat this one, specifically, must

do so; the second shor¡s a startl-ed response of one uho is used to the

knoulledge of death and oblivious to it as the fisherman uho has J-ived

nea¡ the sea al-l- his life is obLivious to the murmur.of the L;avess

frinna has fel-L the shock r¡hich the thought ofl imminent death brings.

The third rdashr is associated urith t,his shock, and uith iL the poemrs

emphasis turns from outer t,o inner description, And Lhe-fourth rdashr,

along uith the f o1ì-ouring line s :

.--Ha, da mit eins durchzuckt,r es mich
lJie lujettersclreinj lLJie uenn schuarzgefiedert ein t,ödlicher Pfeil-
Streifte die Schlåife vorbei, , e . (ZS-ZS)

eontains the unnamed elements of ßiöri[<ers early rdaemonict fmomentr--

ItZuiefichLrtt ttZauber'r and rrBfitzrr may be sensed as an undertone alihough

they are not spelJ-ed out. This imagery and climactic effect, is simi-

lar to LhaL ofrrAn eine Äolsharfe't ùJhere the inner cfimax is expressed

in terns cf uind-imagery: "ì.:Jie der lJind heftiger herstdsst, . ,'l

Buttt[rinna an Sapphorris not an inner response to an outer

situation as uJere 1-he early poems rrAn einem lJintermorgen, ' r'f trf r

istsrrt and others. If anythingr the situation is reversed. An inner

process is given outt¡ard representation and rendered tangible" Here

t,he G"dglKgplfiqh florms a bridge betueen mentaL and visual process as

the story unfol-ds" It is l-ocated at the four most strategic points of

narration. This is evidence of development since l\ldril<ers earJ-y poems

u¡here the Gedankenstrich is primarily a signal of a turn in events or
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of a resoi-uti-on:

--Hinueg, mein Geistj hier gil-t l<ein StiLlestehn:
Es ist ein Augenblicl<, und Alles t¡ird veru 

"hn,92
or an appeal to 1isten to naturers message:

--Horch, von fern ein l-eiser Harfentoni
FrühIing, ja du bistsJ93

In'rErinna an Sapphorr each Gedankenstrich represents a deeper

insight into t,he problem of death, It is nol so much, as formerlyr a

response l-o an emotionaf situation connected lo nature or to love bub

rat,her to shou in concrete images the steps of an inner altempt at

coming to lerms trlith t,he reality of deaih. The premonition ofl deat,h

is an inne¡ experience of great immediacy,

lldrike intensilies the impact of the message of the mirror by

linkÍng it to bolh the J-ightning speed of trUJetterscheinrr- and of a black

and deadl-y ar¡orJ. Death surrounds man from the moment o,i birth, but

here the young poet, Erinna, suddenJ-y becomes abJate ofl death as she

sees her oun image in t,he mirror. The duality inherent in l-ime is

symboJ-ized in both images: they epitomize the speed of passing t,ime

and are messengers of deat,h. This is underscored by the statement

that 'uhe deadty arrou is rrschuarzgefiedert.rt 1t has come from Hades.

This, like the bLacl< horses of rrDenk es, o See-1.errr points to death in

the midst of present, life. But much of t,he imagery is a 1 s o

92..lJerke, p.

93_, . ,LD10, , p,
danl<enstrich p, 153

l_ 0.

29" ALso see discussion dealing r¡ith l4örike t s Ge-
9. FFql l.
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remÍniscent of the earlyrrPeregrinarrcycle uLhere the mirror of pond

and of eyes figures prominently, ulhere tlre bl-ack uedding-dress and

scarLet sharLLl as uel l as the gol-d in l-he betrothed one I s eyes symbol-

íze a duaListic inner character, and t¡here tlre image:

uo die Ueymouthsfichte mit scht.rarzem Haar
Den Spiegel des Teiches halb verhängt94

pref igures the pregnant uords of Erinna:

Al-s Ích am Putztisch jetro die F1echten löstet
Dann mil nardedufl-endem Kamm vor der Sti-rn den Haar-
Schleier teilte¡-seltsam betraf mich im Spiegel Blick in Bficl<'

Here Lhe progress in outlool< upon time is cl-ear" Erinna accepts the

fate uhich arr.laits her; in her rrPeregrinarr becomes reconciLed, But

stílI, the enigmatic character of t'Peregrinarr hovels over the poem,

This.i-s t{örikers late stance tor¡ard death. Erinna does not

fight death; the tears uell up at thought, of parting from her friendt

but, she accepts Lhe inevítabler asl<ing onJ.y that thís moment be post-

poned as far Ínto the fut,ure as possible. It is as if she had ex-

períenced death already and is recalling it in her memory. She has

the hope that t,he goddess can prolonq J-ife, but knous that this is nott

in fact,, possible.

In ilErinna an Sapphortr as in trAch nur einmaL noch im Lebenrrt

llürike confronts t,ime in the realization that he cannot vanquish it.

He nou accepts ils passÍng r,lith a moderate degree ofl equinimity,

In I'Ach nur einmal noch " " ,rr he longs for a return of former timet

94t¡""t.g, rtPeregrina IIrt, po 98.
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houever, uhereas ínrrfrinna an Sapphorrhe acquiesces and mereJ-y hopes

t,o prolong the present moment. This differsr too, from t,he earl-ier

momentary glimpse of deathf.n "Auf ein al-tes Bil-d'r and in I'Göbtl-iche

Reminiszenzttr¡he¡e the tree and cross symboj-ize not only deathr but

l-ife thereafter. In al-L these poems llörike exploits the moment of the

recognition of death. In Erinnars poem the theme of death is al-l--

pervasive" The young poet stales:

Und das eigeneTodesgeschick eruog ich;
Trockenen Augs noch erst,
BÍs ích dein, o Sappho, dachte,
Und der Freundinnen all,
Und anmutiger llusenkunst,
Gl-eich da quollen die Tränen mir,

Contemplation of death, ín it,self, broughl no tears, but the reaLization

that this means parting from her favorite friend, from other friends,

and from arto does bring tears"

The fear r¡hich confronts Erinna in the milror is associated

uith t,he fact that the spirit uhich nou looks out from Lherse eyes, t¡ill

soon be gone from them. It, is this spiriL in her eyes uhich start.les

her:

Uie mit fremdendem Ernst, lächelnd halbr ein Dämont
Nickst du mich an, Tod ueissagendJ

This ¡eveaLs to her therrnachtschaurl-ge Ki-uft'r of death.

dizzyíng and threatening abyss"

Itisa

The mírror image. of self is an enigmatic symbol, It contains

both that uhich is knoun of t,he se1f, and that r¡hich is strange or

unknouçr, It is part of a secret process. The mirror is t'det Raum des

lljerdens,,'95 Here lhe memoty of the past, arises; and here anticipation
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of the fluture may gain shape" And the fea¡ r¡hich faces Erinna here is

due to her insight into her oun being and the certainty of ulrat the

future hol-ds. Bul this fear is controLl-ed and shor¡s a mature accept,ance

and mastery over this threatening sit,uation. Herer'as Ín rrDenl< es,

o Seele,tt the fear no longer threatens to become destructive as in

earlier poems, Though the tone of ItPereglinarr infuses this poem, the

ambiguiLy of the 'tPeregrina¡r mirlor is absenl nou, Transience is a

cert,ainty, a knouln and accepted fact. Nor is there a change of per-

spective here as there is in lrlange lang ists herr'r e>æept for the

change to accept,ance, from the initial startfed reaction of surprise.

lil8rike himsel-f does not ent,er this poem as he does in his

earLier years, except that he introduces Erinna. He maintains an

I ob jective I distance u.rhich is congruent r¡ith the ¡ classica.L t express-

ion of the poem" Deat,h has become a generai- rul-e for all- life, even

for the young and fuÌl of promise.

Time is nou not dependent upon inner charact,eristics or stance

of man, such as respect or love in the poems rtlnschrift auf eine Uhr

mit den drei Horenrr (rc+A) and 'rl\iit einem Anakreonskopf und einem

Fl-äschchen Rosenöl-t' (fSa5). And the nostal-gic.Longing for the past,

inrrLang, lang ists hert'(1866), "RllckbJ.ickr'(res+), and'tAch nur ein-

mal noch im Lebentt (t845) fras been converted i;o include the fulure,

These three poems al-so carry the sense of dark, mysterious foreboding,

95^--Guardini, p, 4O,
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but not the lone of acceptance found in r,[rinna an Sappho.rr The mess-

age of th e cl-ock in rrBesuch in der Kartause rt ( t86l ) is probably the

c.l-osesL of al-1 l'1örike I s poems, in under.ly:i-ng tone, to rrErinna an Sappho.

Here, too, there is inner reflection and deeper contempJ-ation, but the

humorous concl-usion may perhaps signify an unpreparedness to accept the

unmistal<abl-e message of' the clock. rrErinna . " ,rt shor,.ls progress in

this respect.

l4usic isr logicallye the main and most flrequent, recurring motif

of lldrike 1s nove.Lla rrlYiozart, auf der Reise nach Prag. " The effect that

music had upon him has been variously described by the poet, but, in-

variably in terms of rdaemonicr ecstásy t¡hich ended in the depths of

despair, In a Letter to his friend, hlilhelm lLJaiblinger, llörike de-

scribed his reactiron to rnusÍc as foLl-ouls:

lLJirklich tut, die l4usik eine unbeschreibliche tdirkung auf mieh
--oft ists uie eine Krankheit,, aber nur periodisch, Ich sage
Dir, eine beuegJ-iche, nicht gerade trauri.ge l'1usik, oft eine
frllhliche, l<ann mir manchmai- mein Innerst,es Lösen" Da versink
ich in die r¡ehmütigsten Phantasien, r¡o ich die ganze lLJelt
kllssend vo]-l- Liebe umfassen möchte, u.ro mir das Kl-einliche und
Schlimme in seÍner ganzen Nichtigl<eit und uo mir al-l-es in einem
andern, verkl-ärt,en Lichte erscheint, lLJenn die [lusik dann abbricht,
möcht ich in meiner Empflindunq von einer hohen llauer herab-

. s[ürzen, möcht ich sterben; o-. o n96

It is not surprising, therefore, that llörike should urite a

poem such asrtDenk es, o SeeJ.e, (fgsr)r97 rpon recalling lhe memory ofl

a perflormancer on August 150 1824, of 14ozart, I s rrDon Giovanni't r¡hich he

oÃ-"Seebass, February, 1822, p. 14.
o'lJ T..UJerke, p. 9b.
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had attended uith his favorite brother, Augus!, uho died severaj- days

98
-Later.

Denl< es, o Seele

Ein Tännlein grünet u;o,
lLjer ueiss, im r.r.lalde,

Ein Rosenstrauch, uer sagt,
In r¡ef chem Garten?
Sie sind erfesen schon,
Denl< es, o Seele,
Auf deÍnem Grab zu t.lurzeln
Und zu uachsen,

Zuei schr,larze Rösslein ueÍden
Auf der [diese,
Sie kehren heim Zur Stadt
fn muntern Sprüngen.
Sie uerden schrittueis qehn
IIit deiner Leiche;
Vielleicht, vielleicht, noch eh
An ihren Hufen
Das Eisen los uird,
Das ich bLit,zen sehej

'ì'he surprising aspect of rrDenk es, o Seelerrr is iLs simplicity

as compared t,o the complexity of the opera and of the poe L I s emotiona.I

involvement in reactÍon t,o it. But the tdaemonícr element is feÌt as a

pot.rerful' undercurrent in the poem. Thus Zemp is justified in stating

that trDenke es, c o o " is almost fike an o"u"L".99 And t,he poem exerts

an unexplainable, someuhat hypnotie, or magical, fascinaLion--von tLiiese

terms this an rrunheimliche KrafL. "l00 Zemp tells us Lhat t{ùrike had

just complet,ed the urit,ing of the llozart noveli-a uhen Theoclor Storm

oa-"Seebass, Letter to Johannes fllährlen, llarch, 1825, po 39.
oo
JJ- ¿emp, po 4("

100*""von [rJiese, p. I32.
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vÍsited him. The poet read the nove.LLa to his lriend in daytime, but

created the desired atmosplrere by darkening the room and Ìighting the

_ l0l_
lamp,

A sense of Ahnunq, or premonition, a u:ord frequently used by

[1örike, permeaLes Lhis poem, ConsequentJ-y il involves the future

rather than the past" Plörikers fondness ofl col-or imagery is apparent

here alsoe and these colors--green of the spruce tree and the cofor

of the rose-buds-spelJ- hope and l-ife, But the co.l-ol of t,he horsest

though they uill reLurn to toun "In muntern SprÜnqen" initiallyr is

a sombre black--symboj-izing death. There is intensification from

image to image. The pict,ules of trTännfeint' and rrRosens|rauchrr at

some indefinilbe spot, and dist,ance real1y pose no threaL' Houever,

Lhe unexpected and pointed addition of

Sie sind erfesen schono

Å"; å"i";*"c"uå ru'ru"."rn

has a definitely startling effect and catches the reader unprepared.

Tt, is this r¡hich evokes the deeper rdaemononicr implications"

And von UJiese reminds us of Lhe close and secret refationship of beauty,

magÍc and deuth,f02 All the associaLion related to t,he rose and tree

-their underground source and stretching skyuard comes Lo mindu as

does afso the facl t hal t,he llozart noveffa is based upon a time and

event r¡hen the composer uas threatened by extinction because he ulas

101 _
¿empe po 4U"

ro2-von LJiese, p. I29"
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a.Lready I'shouing symptoms of the ilfness io urhicir he r¡il-l- =u""rrb, "f 
03

And inherent in the image of root and branches of rose and tree is t,he

lnL
symbol of nan. t"- And also the symboL of the ongoing l-ifle--that, deaih

is not t,he endr-that it is part of life.

Feel-inq is object,ified in t,he image of the grazing bl-ack horses

in t,he meadou" The image of death in t.he poem is not a threatening

one, as had been in the poet¡s youth, Death nou seems to be ai-most

co-existent uith life. Here ule see the in-depth invofvement of lilùrike

t¡ith death" There is no lanent,, onlyrrein ergrifflenes Irst,aunen über

den innigen Zusammenhang von Tod und Leben und Leben und Tod . " , " "105

The deepening effeci of symbolic significance is seen in con-

trast of horsesr behaviour from rrmuntern Sprüngenrr to

5ie uerden schrittueis gehn
lYlit deiner Leiche; . o o c

This effect, is intensified by the ponderance and doubt placed upon

the time aspect, and by the repetit,ion of the tuord rrVielleicht,,rr And

the final image uith itsrrbLiLzen sehe't brings the future very near,

But this is an elegiac ending to the novella, rat,her than a tragic
106one.

This image o f the rrB'l itztr seems 1-o suggest spontaneous and

10SH""*unn Boeschenstein, p,50,

104^ ,-- Guþardini, pp" 23-24.

105T"""bu, p. lss"
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profound insight into a state of beÍng hithert,o unknoun, It contains

the earlier emphasis of ItZr:lieLichtrr and trZauber,rr And it veils some-

thing as uel-L, Hoi-thusen sees in it a rtSchock der Inneuerdung dessen,

LJas I r¡ir besitzen und sindr . "f 
07

3:06n" Bu Farrel-tr 14tril<e:
( London, Edurard Arnol-d Ltd. , 1960 ) ,

l'lozart aul dgr Reiss¡-. nach Praq
po 48.

lo7Hol-thu""n, p. i-L39,
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V. A Conc I uci-i-ng Pcrspec'uive

Basic io [1ör:i-l<ers ur-itinç :'-s hi-s aulareness of the tclaemonic I ,

o1' an eJ-ement;al- porJer uhich inf'uses the universe uJi til nagi c" l-o

capl-u::e l-his nrag-ic nncl to encapsulaie it in one rmomen'c{ o f t.i-me

seerns i-,o have been itis ain, frnphasis on or'ìe specil'ic monren'¿ ulas al-*'

uays inporiant' io Lhis poe L; even -i-n his plivaie correspondence he

me'uiculousl-y st,ipu¡-l.ates tíme, p1ace, circuiästance anrJ rnood. So, too,

poens in ali- periods are vigneiies o l' circurmscr j-bed alees '¡lricll con-"

ta-in lhe ¡:oelts p::esent hap¡:inese or cher j-shed memor j-es o1" lhe pasi.

Everytlr:-ng centers on a mcmen'c of= experience or o{'re1'l-ect.ion. ¡ìnd

ref-leci.i-on is exper-ience lo i'1örike- Bu'c Lhe characLer oí' l'lurikers

decisive tmorneni.t undergoes clranqe in his poel-ry, as lras beerr shoun

in the precedirrg pages.

In h j-s early poet,ry, l'lör j-kers rmornentr is conprised of the

j.nleracting elements of nZuieJ.j.chtrrr rtZauber'r and rrgfillzrr uhj.ch

a-l,mosl invali¡,,[:-iy cone hand in hand. These lhree e-].enients stimulat'.e

ancl in'censil'y ihe efiect of each ot,her ancJ o1'tl¡e tot.al- image of the

poem. The r moneni t is general-!-y cornprised of antii.he tical 1'actors*""-

dark and lighl el ernents poÌar-i-ze and intensi.f'y the j-mpacL o1' their
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dual-istic symbolism, as is Lhe case in therrPeregrinattcycle' l-lere

the antithesis and interaction of juxtaposed ambivafent positive and

negative forces--innocence and guilt, .love and aversion, joy and fear,

magic and terror, ecstasy and torment--form a typical example ol'

l1örikers early rmomentr as desc¡íbed in chapter tuo.

Tuo aspects are of primary importance in considering this

I daemonic moment t of ItZuielicht, rr rrZauberrr and trBlitzrr: the ef fect

of distance from experience upon the poet, and the effect of the

Gedankenstrich in the poemo t'lörike urote the rrPereglinarr seqUence

some time after t,he originaL experience r¡hich setves as a basis for

the poens. It is evident that distance to l4ùrike, unlike lJordsr¡orth

t,o r¡hom upoetry is the spontaneous overflorrL o fl porr:erf uI feelings

o ê . recolfected in tranquillity " o ê , "1 hu" the eflfect, of optic

magnifying J-enses, It shor¡s experience to be more brifliantly illumi-

nat,ed than at the time of the original event. The poemrt[rinnelung'r
o(ßZZ)' uus al-so uritten sorne time after the encounter described. The

ant,ithesis in this poem is again typical ol" llöril<e I s early poetry:

the streets u.lere rrsonnenhell, It yet trregnerischrr; on the ¡Lj.de sun-

fl-ooded s1-reet their shared umbrel-la gave lhe young couple a leeling

of secluded magic, I'llJie in einem Feenstlibchenrt; tongues ulere dumbt

lr,Jii-lirr UordstL:orthr t'Preface 1-o Lyrical
Prel-uder_Se-l-ect,€ Poems and åonne_tsr ed" CarJ-os
Hatl-Rinehart ancl lLJinston, 1954 ), p, 25,

Bal-lads" in The
Baker (ruer¡ vãi[':

'ru"l=, p, to,
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hearts pounded uildj-y. Five dashes accent st,rategic points in the

poemô This contrasts tuith poems during both tlre I cl-assical- t and l-ate

periods, uhere t,here is sel-dom more than one Gedankenstrich and t¡here

it is ofl cLÍmactic significance.

The rdashesr of this early poem are morettpauses for thoughtil

than indications of deep-seated inner turmoil as is the lirst dash of

the poem 'rGBtteruinkr' (fSaS)3: rr--ALso sprach ich und schuei-l-t,e mir

so VerLangen und Sehnsucht"; or of the second and cLimactic one in

this poem:

lLJelche tlonne, noch heut, mein, des Veruegenen, harrt
ïm verschLossenen Gemach" L'Jíe schlägt mein Busenot --

ErschütLernd
lst, der Dämonien Ruf, auch der den Sieg dir verspricht.

Ïn this J-ast, example the Gedanl<erlstrich is an attribute to t,he under-

st,atement present,ed and it acce.ntuates the polJerful- undercurrent in

these l-ines. They contain something of the spirit of rrPeregrina ITrii

-tvlðrike 
I s masterpiece of antithetical understatement. In the ¡tGöt,ter-

uinlcrr dash ue sense the magic of the t'Peregrinatt 'rZauberfladenrt uhich

ulas to accompany the poet all his 1ífe. Signiflicantly, in "Götteruink, r'

the future is captured by t,he present, tense of narrat5-on; and the past-

ness fades auJay. This is quite a distinct develop¡nenl from the early

poems r¡hich deal onj-y uith love as a past entit,y. In this later poem

inordinate or romanLic longing is absent, despite it,s setting and theme.

This is not only evident, in imagery, but in the manner of the pause

Sl,j""1.", p,82"
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r¡hÍch seems t,o drau the speaker up shorL, in order to assess himsel- f

uithin his situat,ion, and t,o find an honest appraisal, This object,ive,

on.Lool<er approach is ner¡ and stands in marked contrast to fllörike I s

early poems.

l1öril<ers au;areness of the ¡daemonicr--Lhe propensity of t,his

I moment I for el-ation and f or the abyss-in manr becomes increasingly

apparent in the rcfassicaft periods. This alters the character of the

dynamic rmomentto lt r¡ould appear that the poet sought to overcone

the threat,ening impact ofl the daemonic--especially in love--by con-

centrating more particuJ-arJ-y on objects of comparat,ive permanence, as

a resuft of r¡hich ule noùr have his Dinqqedichte .4 Tn the Dinqcli-chtulq

I'iörikeis Gedank-enstli-cl attempt,s to capture and suggest the inner spÍrit
l-

of the ob ject described, to evol<e, as it uere, the I daemonic I e.].ement

imminent in the thing. Here, nul- the process of tbecomingI is describedt

nor Lhe circumstance of an event, as',noted of lldrikets early poetryt

but, the finished product of art or nature is presented as it is seen

in a specific moment of time, in a specific place and as it suggests

specilic characteristiis of itself or of a time-period. In these tc.l-a-

ssicaLr poems time is balanced in the Gedankenstri.ch and given recog-

nition: the past is made permanent in the present moment ulhich shot¡s

a marl<ed developnent from earfier poetry.

Chronological-Iy, uril-hin flörike I s span of uriting, the

effecL, althoustrich is increasingly momentous in its 9h the

Gedanken-

4S"" chupo ïvo
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charact,eristic use of it does not undergo drast,ic alterations basical-ly.

It is most dynamically efficacious in it,s precipitat,ion of cl-imaxr per-

haps particuJ-arly so in the late period uhere it stands as surrogaLe

for multifarious unexpressed suggestions and u;here it serves as substi-

tute for wìö¡ikets early key symbols of the rmomentr--those of t'Zuiefichlrn

trZaLtbertr and trBf ilz. " wlBrike I s decisive I momenL I is aluays camoufJ-aged

by a veiÌ, a masl<, of imagery, This is as true of the early period utith

Íts "t/intermorgenrr poem as it is of the much l-ater trlm Park.tt T h e

Gedanl<enstrich is an integral part ofl both the vei.l-'s obscurity and

its illusiveness.

That tïörikers ear1y imagery is more active than during the

rcJ-,assicalr yeals may be uitnessed by comparing the imagery of the poems

of these periods as presented in chapters IT and IIL rrAn eiaem'¡'uinter-

morgen " . .tt (teZS), for instance abounds in\¡erue and enihusiastic

ebbullience uhife "Inschrift auf eine Uhr, . o'r (fg¿O) fras a more se-

date and even-paced rhythm and a more moderaLe tone. The rcfassicall

poems are exLraordinarify noteulorthy for their brevit,y and precision

r,¡hich instill a controlfed beauty and bafanced harmony int,o the rdaemon-

ic momenLr portrayed. In the late years poetry is frequeetly neither

as effervescenL and active as in the earJ-ye rìol as sedate and even-

paced as in the fclassicalrr but it has not¡ gained vastJ-y in depth,

refinement and pouJer of suggestive understatemenl,

Associated uith this deeper penetrat,ion is l'lörike I s linking

of mutua.l-ly exclusive nouns and adjectives, This paradox is a promi-

nant feature of aLl llörikef s uritings but, the r.¡ord-combinations gain
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in subt,j-ety, yet pointednes, after the l-ate rthirties. t'1örike is from

t,he first particularly adroit ín his choÍce and adaptation of imaqery

and l':e skilfulJ-y combines a remarkable range ofl el-ements in his poetry,

Almost aluays the purpose is t,o present the unique inbensi'fÍcation

r¡hich attains to the cLimactic proportions of his rmomentr.

Progreseion is equally apparent in the increasing use of lhe

apostrophe. The early poem t'Er ist,st' (rcZS) is u descripLion of the

coming of Spring and ends in only Luo fines of direct address to Spring

itself, as has been shor¡n in chapte¡ I. The titles of thÍs period aj-so

name content, frequently using the indefinite articfe rather than

specificalj.y addressing themsel-ves to i-he entity described3 rrDer Feuer-

reiterr rt riDie ElemenLer rr rtTag und Nachtr't t'Septembermorgen.rr During

the rcl-assical-t period numerous titles give recognition to lhe object

by the prefix of the blord t'Auf trg 'rliuf eine Christblumerrr rrAuf eine

Lamper rt ttALtf dern Tod eines Vogels'lt This is a distancing device--as

is al-so the frame uhich occurs frequently in this period--and emmin-

ently raptly in the robjectivet Dingdichtung" Later, a number of poems

are addressed directly to lhe object or person concer.neds ¡tAn eine

Lieblingsbucher rr ttAn Flermann, rr rrÀn eine Sängerin.rr This is an inti-

mizing step and one au;ay from the distance of contenL-naming or of

specific poinLing gestures of t,Íti-es r¡ith the indefinite articfes

rrder, die, das.rt

Similarly, cosmic meLaphors of the early poet progress to

conscfous comparison of explicit and circumscribed entities r¡hich
5

portray their inner meaninq symbo1ically" An intensification of
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symboÌic meaning is evident also in a conparj-son of objects uhich

achieve added symbolic dirnensions l-hroughout t'lörike I s uriting years,

This progress may be f ol-l-or¡ed in a study o fl the rose symbolism, f or

example, in the poemsrrrf rinnerungrt (rcZZ), 'rAuf das Grab von SchiLLer t s

PìuLter" (1853), rrAn eine Äol-sha¡feÏi (feSZ), and I'Denk es, o Seel-e (fsSf)"

The symbofic vai-ue is increasingly intensified urhile, at the same lime,

it assumes more levels of meaning.

t4ürike I s earÌy imagery shor,:s him to be in harmony u'ith nature,

quiescenL and receptive of the lmomentr. There is a conscious aùJare-

ness that he must maintain his baÌance betueen the duaListic poJ-es of

mood r¡hich are parl of his psychologicai and emotionaf endoument, His

poems refLect t,his situation of paradox. Antíthesis, oxymoron and

understatement increasingl), underscore lhe paradox during his urit,ing

years. After the 'hiatusr in creativit;r of 1830-35, during the rcl-assi-

ca.Lf period, equilil-rrium and delimitation of imagery is achieved,

Antithetical imagery becomes increasingJ-y indirect and subtfe, The

!daemonicr rmoment'is intensified in its efflect due to a neLJ order

and control and due to the fact that immediacy and refl-ection nout sup-

port each ot,her, Art gains prominsnce in the poet,fs tcLassicalt period,

in conjunction uith his Dinqdichtunc. One of the poetrs l-ast poems,

rrBif der aus Bebenhausenr' (1863), reveal-s his late stance concerninq both

nature and art," Imagery successflulJ-y fuses the tr,:o (as has been

shoun in the prece.-iing chapter ), imputing a neuj and vitaL interrel-ation-

ship to them both, and Lhis poem, not,ably, as doestrErinna an Sapphort

q
"Doerksen, p.91"
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(rgos), disproves the criticsr aJ-legations concerning the poetrs late

inepi-itude or l-acl< ol" productivity"

In lhe f cJ-assicaJ-r, ¡r middl-e, period of his uriting, Plörike

accents manrs brevity of ]iîe, casting it against a backdrop of images

of permanence" He nou cccasionaJ-ly incJ-u,;les future time. It is the

period of hís DÐgdichtunq uhere a total- image achieves symbolic rTìêân-

ing. Also the earl-ier framing device is perfected, r¡hich facil-itat,es

rJistance beLu.reen poet and object and coniains the tension ulithin pro-

scribed Limits" His poetry becomes incr.easíng j-y tempero- | c.l_assical r ,

io Êo time dominated yet classical in form and styJ_e. The epiphaf!-

-lÍke urgency is Ínternalized in the tmoment,r ulhile there is, at the

same time, a change from the early morning epiphany to t,hat of high

noonr and bhere iso furthermore, a perfection in the mastery of under-

statement" Aesthetic appeal- and beauty predomínate in this period,

5e-ntentious conc.l-usions are neu, There is a recognition of t,ime: s

transÍence" The poet of the J-ate years vieu.rs everything from the

perspective of time--he accepts its passing, albeit relucLantly--

and a n,:tabLe development in his outlook and insight into the myst,er-

.ies of l-ife and death is apparent in poems such asItfrinna an Sapphott

and rrDenk es, o Seele,r! as has been shor¡n in chapter IV, The I daemonic

momentr is fel-t in the subtle undercurrent of the l-ate poems; it is

not, noul spel .ed out in terms of t,he earJ_y eÌement,s of "Ztuielichtr'l
trZauberil and I'BÌitz" t' This change i.s accompanied by a marked di-

minulion or modil"ication of dark imagery, but this does n o L
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disappear entirely"

Historical-J-y llörike spans an important period in German ]-iter-

ature. He uas born in l-80/tr the year before Friedrich Schifferts

deal-h, and he died in 1875, the year that Thomas fllann uJas born. Thus

he uas a contemporary of the J-ate, cl-assica.L Goethe (tl+l-rcSz), of

t,he I romantic I Eichendorf f (t?B8-185?), of the reaJ-ist Gottfried Kel-l-er

(fefs-feg0) and of the symbolist Conrad Ferdinand lleyer (fazs-fese)"

The foregoing discussj.on of Pìörikers imagery reveals t.hat he did noL

l-ean on any of these great mastets of German lyric but that his style

and imagery, his manner of t,hought and expression is distinctly per-

sonaf and his oun" The sometime noted similarities r¡ith Goethe seem

to be points of identifj-cat,ion arríved at independentJ-y of overt in-

fLuen ce,

Pìörike deafs r¡ith the specific and individual- en'uity, not uith

the general- as do the roman'bics. Eichendorffrs fure of the nocturnal

landscapeo of Lhe Zaubernacht, uith its bl-urred and confusing images

contrasts sharply t¡Íth ßìörikets flashing rmornentr of rrZaubertrand

trB.Iitztr r¡hich eclipses the rrZuieLichtrr o f earJ-y morning or concen-

trates on Pants hour of high noon, Eichendorfl'rs indeflinite Fernu;eh

and his Unendl-iclr.!:eitsqefühL is al-so subjective, but very different

lrom lYlörike t s ILJêh, or l!ehmut, r,Lhich is concentrated on specific per-

sonse places and points of time, in retrospect--particul-arly in the

lat,e period, The l"ormer is at,tuned to distant, multitudinous and

disconcerting forest-echoes uhiLe t,he ]atter leans closely upon one
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specific and individual treer listening for its single, hopefully un-

ambiguouse message. In this uay ule note the basic difference betuleen

the poetry of Eichendorflfl and of Mörike. Furthermore, Eichendorffrs

Grundmotiv of Irschauer¡ has externa]- derivation in t,he vastness of

time and space; l4dril<ers fdaemonic moment,r is primarily due to in-

ternaf stance and is a react,ion to somet,hing of minute dimensions.

Also, Eichendorff articulates the longing of his soul- arrd of the

dangers uhich pertain t,o t,haL longing; Ildrike never does, ïnstead,

he quickly, deftIy, drapes the il-Lusive veil over t,he magic ImomentI

and lends h j-s oun peculiar I'Zuiel-ichtl: to it, Thus l1örike I s Sehnsucht,

ís centered on knouln and experienced points of reference, And, uhere-

as examples of realism are not missing in l1örikers poet,ry, his poems

l-ack the deep concern u.rith the problems of his day uhich is at the

core of the poígnant and grotesque contemporary scenes ol" Kel-l-er.

tYldrike charted the course for German symbolism by imputing

symbolic significance t,o objects of nature (a but,terfl.ì.y, the rose, a

beech tree)rto inanimate object,s (a lamp, a uind-harp, several- paÍn-

t,ings), to int,angible emoLions (to J-ove, to reverence--of time, of

antique verities)o and mosl of al-l- by imputing dynamic and rdaemonict

significance to time iLself, thereby making it master over aff his

uritings" Time, in tllöril<ers ulrit,ings, achieues a symbolic vaLue r¡hich

includes and emphasises a mul-titude of other objects tuhich become

$ymboJ-ic in their orr;n righl" In this lldrike differs from the German

symbolists uho had one object or animal stand flor an a.Il--inc.l-usive

symbol uhereas ßlörike interueaves objects of symL'ol-ic vaLue and then
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permits the over-al-l image to signify lhe greater and underJ-ying

Lhough t-content.

In a complex century, llörike strove to retain his i-iterary and

emotional balance" He found his or¡n st,yJ-e ofl uriting rr;hich, allhough

frequently (notabJ-y in the Later years) mnimet,ic of antique poetry,

is disl-inct from any other of t,he nineteenth century. His Dinqdichtunq

of the '!,forties, the embryo of the German symboJ-ist J-iterature, anti-

cipates the absoLute expressions of t,uenti-et,h cent,ury poets"

Thus Plörike eludes categorization. He does nol fit into any

literary niche--neither into the cLassicaLe rìor inLo Spätromanti-c,

Biederrneier, nor into the impressionistic or reaListic. In his.J-yrics

alL of these el-ements or tendencies of nineteenth century Getman poetry

are reconciled, but none is overuheJ-mingly predominant.
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llondschein

Der Abend kam, sobald der güldne Gl-anz
Des Sonnenfichts nicht mehr zu sehen ular,
fïit seiner sanften Schatten Schar
gemach, gemach heran;
Doch u:ar der Schein nichL ganz
Vergangen und dahin, der Schatten auch noch nÍcht
Ganz ausgedehnt und schu;arz, viefmehr schien Nacht und Lj-ohl-
In einem sanften G¡ad vereint, Hieraus ent,sprang
Ein alJ-gemeine rein und hell-e Dämmerung,
Vo11 l(ühlung, Still r und Lust,; a1s ich, von ungefåihrt
An eines Grabens kl-arer FJ-ut,
Auf uel-cher teil-s des Himmel-s heitrer Schein
Und teil-s ein Uiderschein von hohen Bäumen ruht,
wìit sanften Sehritten hin und her
Vergnügt spazieren ging, Ich konnte mich nícht satt
An diesem Ird- und Himme]sspiegeJ- sehn,
UnglaubJ-ich eben, still- und glatt
lJar die kristal-l-engleiche Fj-ächet
Der Abendröte Rest schien fast in qrössrer Schuåiche
Am Himmef als auf ihr: unglaublich rein und schön
LJar uestenuåÌrts die lichte Heiterkeit
Am Firmament, im Uasser auch zu sehn.
Zur SeÍten kam ein lLJiderschein
Von einem Lieblichen Gebüsch, von Binsen und von Rohr
llir in natùrliche¡ Vol j-l<ommenheit, t
AIs uär es alles doppeltr vorc
AbsonderLich nahm ein fast uahrer Schein
Vçrn dicken lLJipfeln hoher Linden,
Die an dem fetten Strand sich da gepflanzet findent
fIit, einem dunklen Schmuck das l<Ìare lLiasser ein.
Ich hatte meine Lust, die GÌeichheit dieser Schat'cent
Die sie, i¡n Uiderschein, mit, ihrem Urbild hattent
Beuundernd anzusehn" AJ-Iein,
LJie st,ut,zt ich, al-s mein BJ-icl<o bei meinem sanften Sirritte,
Auf dieser glatten Bahn gemèìchlich vor sich glittet
Und ich, ohn überu.rärts zu sehn,
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Den hel-l-en llond in vofi-em Licht
An einem grünen Himmef land.
Noch mehr, mir fie.L zuqleich noch einer ins Gesich'u,
Und zurar der uahre ['lond, der eben Ùbers Haupt
Der Bäume, die so dicht belaubtt
Hervortrat und am bfauen Himme,l stand,
Ungi-aub1Ích ist, uie seh¡ mich dieser Anbl-ick rÜhrte'
Und unbeschreiblich ist die Lustt
Die ich darob in meiner Brust
Und meinem ganzen [desen spÜrte.
Der reine Glanz so schöner Lichler drang
Bei der so süssen Abendstil-l-e
Und kühlen Heiterkeit, rrit eÍner rechten FÜl1e
Von Anmut mir ins Herz, dass ich, haLb ausser mir,
0b I al-l-er l(reaturen Zier
Dem Schöpfer dies'zu Ehren sangs
Achi lass die durch Dein Ljerk erfÜl-lte Seele
Dir Herr so angenehm, afs ulie die durch den Schein
Des l4onds erfülIte Ffut nur angenehm ist, seini
Lass mich oft ihren Schmuck am grÜnen Himmef schauen,
Bis ich dereinsten dort im Bl-auen
Dem r¡ahrerr Licht so nah r¡.lie hier dem fl-Ücht r gen Scheint
Auch Deine LiJunderuerl<t zu sehn mag îähig sej-ni
Ach, fass zu diesem Zweck mir ofl- die Flut der Erden
So, t.rie es jelzt geschieht e zun Himmelsspiegel uerdeni

--B ro cl<e s
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Nacht,s

.[ch r¡andre durch die sti1le Nachtt
Da schleicht der l'lond so heimlich sacht
0ft aus der dunl<len Uofkenhü11e,
Und hin und her im Tal-
Eruacht die Nachtigall,
Dann r¡ieder alles grau und st,ii-le.

0 uunderbarer Nachtgesang:
Von fern im Land der Strörne Gang,
Leis Schauern in den dunl<Ien Bäumen--
lLJirrsl- die Gedanken mir;
[''ìein irres Singen hier
Ist r¡ie ein Rufen nur aus TråÌumen.

--Eichendorff
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Um l'litternacht

Um lvìitternacht ging ichr nicht eben gerne,
K1ein, kl-eÍner Knabe, jenen Kirchhof hin
Zu Valers Haus, des Pfarrers, Stern am Sterne
SÍe leuchteten doch al-l-e gar zu schön;

Um llitternacht.

Ujenn Ích dann ferner in des Lebens tdeite
Zur Liebsten musste, musste tueil sie zogo

Gestirn und llondschein Über mir irn Streitet
Tch gehend, l<ommend Seligkeiten sog;

Um wlitternacht.

Bis dann zuletzL des vollen lìondes Helle
So klar und deutlich mir ins Finstere drang
Auch der Gedanke uilligr sínnig, schnefle
Sich ums Vergangne u.rie ums KÜnftige schlang;

Um Plitternacht.

--Goethe
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