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ABSTRACT" :
1’ | {

/ In thelr os1t10n as late Romsantic- poets, Elchendorff Keats, -and
.Gaﬁ ler faced a 51m11ar problem. When their first poetry appeared the
Romantlc Movement was well establlshed and. the late Romantic was thus
left with a choice:. to self—consc1ously propagate the themes and'

forms popularlzed by his precursors, or to move against and beyond

llterary conventlons

v ’

A close reading of several representatlve 1yr1cal poems by

Eichendorff, Keats, and Gautier, with secahdary\reference to prose: works

\:

and longer poetic’ texts, reveals elements which are 1nher1ted'ffem thelr -

\

Romantlc preegrsors, and others Vhlch seek to modlfy or transform the

.t

St Sad

‘ movement. The three wrlters' treatment of flve themes and modes—-the
poetic self, nature, exoticism, melancholy, and 1r0ny——shows the diverse

1

wayS{ln which the late Romantic poet reacted to the problems of eplgonlsm
and annovatlon Of the three poets, Elchendorff remains thefclosest to
thelRomantlc tradltlon, combining and recomblnlng the well-known emblems
of Romanticism. Nevertheless, his poetry often reveals an orthodox
re11g1081ty, s1mp11c1ty, harmony, detachment and dlsclpllne of form
vhich sets him apart from h1s German precursors ‘ More than Elchendorff
Keats and Gaut1er struggle against their 1nher1ted tradltlon. From youth=-
;ul 1m1tat10n, they move on to reject or 1ron1ze many Romantlc themes
. and poses. Rebelllon aga1nst the poetry of "palpable des1gn" leads Keats
) concentrate on poetry as an end in 1tself dlvorced from moral or

'- A

d1dact1c purposes. 81m11arly, Gautler’s rejectlon of Romantlc idealism"



'and hls 1ntense aesthetic1sm make hlm a forerunner of l'art p;ur l'art-

%f mpreover hlB talent for mlnute observation and the eventual 1mpa881-

b111ty of his work link him to the Parna551an school ’

£

In mnch of thelr poetry, Elchendorff Keats, and Gautler temper

’_Romantlc sens1b111ty wlth restralnt and detachment and tend to empha—

8ize. the formal aspects of poetry, . Whlle Elchendorff however; contlnues

3

- to see hlmself within the context of the Romantlc Movement the work of

"1

Keets and especlaily that of Gautler forms a transitlon between

Kd

Romantlclsm -and later.literary movements,

1 . , o o .
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.,;\\ . o INTRODUCTION

Joseph von Eichendorff (1788-1857), John Keats (1795-1821), and
'Théophlle Gaatier_(1811—72) share Whimilar pqsltibn in the respective
Roaanticisma of the German, English, and Ffenchjlangﬁages. None of
these poets can be called an orlglnator of the Romantlc Movement.
When Elchendorff began wrltlng in the first decade of the n1neteenth
century, Tieck, Novalls, the Schlegels, and Brentano had already
publlshed many of the major works of German Romant1c1sm. At the time
that Keats publlshed his first poem in 1816 Wordsworth, Colerldge,
and Southey were already past ‘the peak of the1r poetlc achlevement.
Théophile Gautier's. Poe31es appeared in 1830 when Romant1c1sm 1n
France had already made firm headway 1nt& the Ne07Classlcal tradition
. and'Victor Hago was the lion of;Fpenchﬂl'terafy cirelea. |

This historical situation, in whic

precursors and major authors. .
 had laid the»fouhdations bf,the;Roma ic revolution, was bound to have .

‘mixed effects on the later Romantig/ gemeration. With reference to

B i

Keats, W.J. Bate has commented ypon "the large, often paralyzing eabarh
rassment" arising from "the Figh aceumulation.oflpast pbetry" which
"éan eurse aS'well-aa'bless," This statement can be applied w1th
equal  Justice to Elchendorffgand Gautler. Whlle the earller Romantlcs-

had to a large degree uproo%sd the conventlons of Neo-Cla531c1sm,

they had themselves created n‘ conventions. -Jacques_Barzun_has

characterlzed ROmantlclsm as "ch nge fbllowing upon fixity."2 By. the
. : : T~ '

o T A e . -
Nl ) d



same ‘token, fixity evolved from the initial dynamism of Romanticism.
At the times that Eichendorff, Keats, and Gautier were writing, there -

already existed a-set of Rbmantié themes, vocaﬁﬁlﬁry, and poses.

The latevRomanticvwriter was thus léft with a choicé; to.becomel.
f_ the epigone oﬁ the movement,-of'to.innqvate in his turh}A Even
innqvation, howevg?, pres;pposes_influence. - Moreover, gs‘Harold Bioom

states, "poetic influence need not make poets less original; as often

it mekes them more original, though not therefore necessarily better."3

- L . . Y
The poet either supports himself on conventional props, or he rearranges,

. borrows, and rejects.
Poetic influence--when it involves two strong,. authentic
poets, always proceeds by a misreading of the prior poet,
an act of creative correction that is actually and neces-—
g sarily a misinterpretation. The history of fruitful
' boetic influence, which is to say the main trdadition of
Western poetry since the Renaissance, is a history of
- anxiety and.self-saving caricature, of distortion, of
' -perverse, wilful revisionism without which modern poetry
as such could not exist.&

By means of‘avclose reading 6f repfesentative lyrical poems by
Eichendorff, Keats, and Gautier, with some reference to.pfose,ﬁorks
and Ionger péetic texts; wé’sﬁall seek to determine to what extent
ﬁéreative correction," "self-saving caficature," "distoféion," and
"revisionism" are present, ‘and t§ whatgextent‘thé poets stay fobted.in
the newly-created Romantic tradition. We shall 1obk for quaiities in
their work which are obviously inherited fromithgir immgdia;e predé-.

‘
r

cessors, and those which give a new twist to’'Romantic conventions and

even‘go against or beyond the movement.



The concept of the epigone is), . as Herberf_Cysarz states, not
popular in medernLliterary criticism;s.thile a number of studies of

. -‘ . .' . »-, . N . v . . .
epigonism have been made in German, little attention has been paid to

this phenomenon by English—language writers 6 It is nevertheless a

useful term in lit;fﬂg scholarshlp to de51gnate .a member of a

_succeéhihg'and 5, Fference, a less dlstlngulshed generatlon, faced
with the problems of the latecomer. The epigone's sbate of mind has
been described by Claude David; _"Der Epigone sagt: win-kommeﬁ-zu
_Spat. Wir haben das GroBe'hinter.uns; wir sind_Erben und Naehfolger.
Mehr kdnnen q}r einstweilen nlcht verlangen "7 He 1s thus overcome,
R
at least 1n1t1ally, by the 1mpact of a precedlng generatlon. Ep1-
gonal writers are those who "im Fahrwasser eines grofen Vorbllds-—bzw. -
einer grofen Kunstperlode—-blelben, ohne an s1ch noch d1e Kraft zu
haben, im Geist dleses groBen Vorbilds weiter zu schaffen '8
The consc1ousness of belng an epigone was not uncommon in the
first decades of the nineteenth century. In German literature, Karl
Leberecht Immermann's prominent'“Zeitroman," bie‘EEigoneﬁ (1823-1835),
bewails the plight of the:latecomer: '
Wir sind. . . Epigonen, und tragen an der Last, die
Jeder Erb- und Nachgeborenschaft anzukleben pflegt
Die groge Bewegung im Reicheé des. Geistes, welche
" unsre Véter von ihren Hiitten und Hiittchen  aus unter-
nahmen .hat uns eine Menge von Schédtzen zugefuhrt
welche nun asuf allen Markttlschen ausliégen. Ohne
die Scheidemiinze Jeder Kunst und Wissenschaft zu
_ erwerben. Aber es geht mit geborgten Ideen wie mit
geborgtem Gelde: wver mit fremden Gute lelchtfertlg

'w1rtschaftet wird wieder armer.9

This feellng of hav1ng 1nher1ted ready-mad!.ldeas was Shared by other

.



1 .
5

Romantics and post-Romanties. In France, Alfred de~Musset'wrote in

his Confession d'un enfant du sidcle (1836): =
. .+ . l'éclectisme est notre golt; nous prenons tout
ce que nous trouvons, -ceci pour sa ‘beauté, cels pour
sa commodlté telle autre chose pour son antiquité,
telle autre pour sa laideur méme; en sorte que nous
. ne vivons que de debris, comme si la fin du monde
. €tait proche. . . Je devenais amoureux de tous les
" poétes 1'un aprés l's#utre; mais, &tant d'une nature .
trés imptressionable, le dernier venu avait toujours .
le don de me degoﬁter du restes Je m 'étais fait un LN
‘grand maga51n de rulnes, jusqu i &e qu 'enfin, n'ayant
plus. soif & force de boire la nouveauté et l'1nconnu
Je m'étais trouvé une ruine moi-méme. 10 .

¥

'The-richness.of‘past poetry elso left the.Engiish-ROmantics with what
Bate has labelled "the stark pkoblem of what and how to write,"l11 5

predicament voiced by Keats in a'letter to Richard Woodhouse, Using
an ansalogy 51m11ar to that of Musset he writes:

. It is a wretched thing to confess; but it is a very
fact that not one word I ever utter can be taken for
granted as an opinion growing out’ of my identical
nature—-how can it, when I have no nature? When I
am in a rodm with People if I ever am free from specu-
lating on creations of my own brain, then not myself
goes home to myself: but the 1dent1ty of every one
'in the room begins to press ugon me that, I am in a
very little time annihilated. ' ’

The‘feeling of living in an era in which all possibilities haQe already
been explored and little is left to create, was thungurrent, and it
is. with this embarrassment of the past that the younger generathn
- was forced to wrestle.

The eplgone, as we have said, lives in the shadow of a great llt—
erary predecessor. or of a great litefery movement and thls 51tuat10n

1nev1tably affects the style and content of hls writing. According to
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Manfred Windfuhy; in' his definitive,study of the concepp of epi-
«,goniem,13 a diStinctioq must be made betweeh the mere dilettante and

the epigone. While the former dlstlngulshes h1mself onlv through
mediocrity, the la;ter may be an accomplished writer: "D1e
<. Epigonenkunst ist nicht Ergebnis eines Mangels,ﬂsohdern eines
Uberflusses."1% 1Tne epigone has many tools at his disposal, and“
comblnes llterary _QRgi:vrth great fac111ty. He takes advantage of
the ready—made &V&llablllty of special words, images, and.themes‘
. }
1nher1ted from a prevxous generation..‘Only og°a superfigial level,
" however, does his art brdduct resemble the works on,ﬁh;éh it is
modelgdd: '"Das Epigonenprodokt gleicht dem Vorbgld nur scheinbar.
Im Innérn zeigt sich die Reduktion der Epigohe verfiecht und |
verengt die Aussagen dervMuster, er harmonisiert, wo vorher Sbannungen
waren, tr1v1allslert was ungewohnllch war., ., . Der Eplgone be~
schrénkt sich auf eine Tendenz des Vorblldes und vervielfacht sie,"15 °
The work thus.lacks the tensions of earlier works since as an
inheritor the epigone noilonger has to strive to achieve the themes
and forms he desires, as Musset, Immermann, and‘Keats complaln they .
‘are spread out for the taklng. The slmp11c1ty, harmony, and

famlllarlty of hlS wrltlng may make him, however more popular than

his predecessors 16 .

Ax the same time, the eclect1c1sm which . characterlzes the eplgone'

o

causes hlm to employ a great varlety of forms, in the belief that he

1s in thls way expandlng upon ‘the work of hls model,!7 - Eplgonal )

~



o
work. is thus marked by a concentration on form, a general manneriemg
précieux elements, and an epigrammatic quality; or the writer may

tufn'upon'the tradition he hes propagated with thegtools of irony.

This last quality, maintains Windfuhr, characterizes decadent art:

.

"Der Epigone ist der Traé}tion erlegen und unterlegen, der\pécadent

~
\
\

setzt sich spielerisch mit ihr auseinander."!8 \

~\ Eichendorff, Keaﬁs,.and Gautief were faced with the problems of

epigonism in three forms. First, they were latecnomers in a major
literary movement, Secénd, %hev came under the shadow of great
individual writers. Third' all three had to ronfront the prob]em of
the young poet who.achieves 1ndeenden0° only fhrnugh the 1m1tat1nn
modification, and rejection oﬁ¥iﬁ%erihed themes and forms.!9 This
struggle is, of course, not unique to {ate Romanhic{sm, hut i’ eyaeli..
~ally re;enacted in literary and cultural history.

Die Retrachtung des Eplgonentums nnd Epigonenbewuftseins

hat in weitverzweigte historische und kunsttheoretische

Zusammenhdnge gefiihrt. Es zeigte sich, daB beides de¥

Sache nach keineswegs neu ist, sondern als die Kehrsei te
des Schdpferischen regelmifig aufzutreten pflngt.2°

Although each pbet had to .come to®erms, not only with the newlvy.

rreqted poefjc'hréditinn; but- alse with strong influences from ofﬁor
movementa, ‘this study will confine itself to the struggle of the late
Romaritic with hlq own trad:flon, Tt will focus, in the 1nstance of
Theoﬁh1la Gautier, onTy on the earlier phase of his vork, preceding
his definitive break with Romanticism.

Other lateoomers,tn.ﬁomanticism could naturally also have been

chosen for the purpesras ~f this study. Among other poets, Heine, Poe,



-~

or Nerval were, also faced ‘with thé-;héice of eitherfbrOpagating the
forms and tﬁemes of their precurséfs or'bf‘moving againSt or beyond
their inherited tradition. The‘poetry of Eichgpdorff, Keats, and
Gautier:reveals, however, a gamut of similarities'and @ifferences

which lend themselves to a comparative study.
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CHAPTER ONE

EUROPEAN ROMANTICISM: GENERAL BACKGROUND

4
~

. A comparatlve study of -three poets, all of whom have left a

_con51derable body of'work demands some selectivi For this reason,

five themes and modes have been 1solated as bases of comparlson. First,

we shall. examlne each writer's concept of his poetlc functlon and of.
his view aof hlmself'as part of, or opposed to, the Romantic Movement.
The primary texﬁs to be examined here wiil be Eichendorff's An die
Dichter (printed 1811), with secondary refefence to hislGeschichte der

ot .
poetischen Literatur Deutschlands €1857); Keat's Sleep and Poetry (1817)

and, secondarily, his letters; and Gautier's Compensation (1838) and,

secondarily, his Histoire du romantisme (%eft unfinished upon his death
in 1872). The analysia of the poems acdvorose texts for this first -
theme will not be ekhaustive: we ehall merely attempt to ar;ive,at
.general conclusions concerning the poet's view of his function and his

attitude toward Romanticism. The second theme will be that of nature,

and discussion will centre on Keats's Ode to Autumn (1819), Gautier's

Pensées de 1'automne (1830), and Eichendorff's Nachts (1853). For the

third theme, that” of dejection or melancholy, Eichendorff's Zwielicht

(1815), Keats s Ode on Melancholy (1819), and Gautier's Trou du serpent
(1838) have been chosen. Keats's Robin Hood (1818), Gautier's Moyen
age (1830) and Melancholia (1834), ana Eichendorff's Sehnsucht (printed

1834) will illustrate the theme of exoticism, or dépaysement in time or

~10-
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place.. Finally, discussion will centre on irony, of which
,.Eichendorff's;Soldat<(L81h), Keats'e Robin Hood ?1818)1:and Gautier's
Tristesse (1838) wlll serve as examples, and. from ‘these poems we shall

seek to determlne whether they are 1ndeed 111ustrat1ve of Romantic

. . A -
irony. - . 7
. S

" The discussion of themes and'modesfof expression in late

Romanticism necessitates some definition of Qhat’characteristics‘will
. be regarded as "Romantic." ‘Difficulties are, of course, inherent in
descrlblng the: attributes of a complex movement and, as Frangois Jost:

suggests, "L'essentlel pour de telles etudes, sera toujours a*t 1dent1f1er

.au prealable le cameleon reconnaftre les chromatophores contenuS'dans

sa peau.-"1 This-étudy will work on the assumption that European Roman-

H

ticism, in spite of its dlver31ty, offers numerous Darallels from one
natlonal llterature to another.' The search for these parallels takes,
as H.H.H. Remak points out,2 three main forms. The first type of '

definition singles out one or two alléged traits of-Romanticism'to

stand for the movement as a whole; or the attempt may be made to
s
contrast it with other movements, partlcularly Cla531c1sm. A second,
or trans1tlonal type. of deflnltlon,_51ngles out a broad central denomin-

ator with the claim that it-covers the entire movement. - Flnallv,-

, L]

deflnltlons may aam at all—1nc1u81Veness bv arr1v1ng at 8 set of common
Romantic features.- Remak's own approach is to list allegedly
representative Romantlc characterlstics in order to'determine‘whethér

and to what extent they exist in the key national literatures of

11



'~ eine progressive Universalpoesie.

12

¢

: Western Europe.3 From this. tally, he reaches several cOnclu31ons

@ , If it.is at all reliable, certain clichés may have to ,
be abandoned that Romanticism as a whole is vague
and "unrealistic,” that it is opposed .to classicism
and to the. eighteenth century, that it has & set body -
of metaphysics, and that it is poiltlcally llberal
(or, for that matter, reactlonary Y. We see that

. West European Romant1c1sm possesses a reasonable.

N cohesiveness and shares in certain attitudes toward
the past, but with- notable quallflcatlons, and that
there is sweeping agreement in general attltudes and
in, speélflc artistic ten;ienc:Les.l+ :

In,what'is probably ‘the most famou§,f0rmulationvof Romantic poetry
by a Romantic;»Eriedrich Sohlegel writes: "Die romantiscnefpoesie ist
S . This sentence'focuses'On.tvoiaspects”
of Romanticisn} flrst, on its em;ha51s.on the dynamdo and second on

" . its emphasis on totality. Poetry was no longer as in the Neo—013351ca1

" tradition, the ?ork of "handlcraftsmen "6 who worked accordlng'to rules.

In its empha51s on creat1v1ty, Romant1c1sm re1ects statlc conventlons
and . tends to regard art as dynamlc and multl -faceted. Poetry goes beyond

its merely representatlve functlon (as & "Splegel der ganzen. umgebenden

‘Welt"7), and has the.abllity to.see'the world in its diversity: -

'Und doch kann auch sie am meisten zwischen dem
Dargestellten und dem Darstellenden,; frei von len
realen und idealen Interesse auf den Fliigeln ¢ eﬁ

- . "poetischen Reflex1on in der Mitte schweben, diése
Reflexion immer wieder potenzieren und wie in °
_einer end;osen Relhe von Splegeln vervielfachen.8

~

The great aim of Romantic poetry is to achleve a vision of totallty ‘"sie

umfagt alles, was nur poetlsch 1st "3 at the same tlme, thls totallty is

dynamlc, constantly evolv1ng "D1e romantlsche chhtart 1st hoch im’



lWerden, Ja das 1st'1hr elgentllches Wesen, daB sie ewlg nur werden,
nle'vollendet sein kann "10
ﬁIn‘ajsomewhat_more restrained faehion, English Romantic writers.
of the earlier generation ‘also aréuednthat poetry‘muet‘presentuthe

'totality of human exiétence. "Poetry," says Wordsworth in the Preface

'to the Lyrical Ballads (1800), "is the image of man and nature,"ll &nd
. . .
both must be seen in their full dynamic interaction: .

What then does the Poet? He considers man and the objects
that surround him as acting and re-acting upon each other,
so as to produce an infinite complexity of pain and
pleasure; he con51ders man in ‘his own nature and, in:his
ordinary life as contempﬁatlng this with a certain quan-
~t1ty of immediate knowledge, with certain convictions,
intuitions, and deductions which by habit become of the
nature of intuitions; he considers him as looking upon
this complex scene of ideas and sensations, and finding
every where dbjects that 1mmed1ate1y excite in him -
sympathies which, from the necessities of, hlS nature are
accompanled by an overbalance of enjovment

Although Wordsworth does not go so far in the Preface ae to say that
man and nature arehone, part‘of a Schelllng;an "Werdendes Ich,” he
points neVerthelessltOward aogreakdown of the traditional,dichotomy
between subjeet and object. The poet “he says, ‘considers.man'and
nature as . essentlally adapted to each other, and the mind of man as
naturally the_mlrror of thelfalrestland most interesting gualitiee of .

" nature.™3

Vietor Hugo's Préface to Cromwell (1827),iin.spite'of its‘being

‘concerned more - specmflcally wlth the theatre than wlth poetry in general

anevertheless presents a concept of poetlc creatlon 51m11ar to those of

-

.“Schlegel and Wordsworth. Hugo also pleads-for the univerSality of poetry



by stating that,the uodérn'muse should see "les choses d'un coup d'oeil

plus haut etrplus large."lu Modern poetry must 1ncorporate the dlver—

o

- sity of ex1stence juxtapos1ng both the beautlful and the grotesque,
- .
et sous l'1nfluence de cet esprlt de mélancolie chretlenne
“ et de critique phllosophlque que nous obserV1ons tout &
l'heure la poé51e fera un grand pas, un pas décisif, un
. pas qu1, pareil & la secousse d'un tremblement de terre,
changera toute la face du monde 1ntellectuel Elle se
mettra & faire comme la nature, & méler’ dans ses’ créations,
sans pourtant les confondre, l'ombre & la lumiére, le
: grotesque au sublime, en d'autres termes, le. corps a l'ame,
\ la béte & 1l'esprit; car le point de départ de la religion
Vo . est toujours le polnt de départ de’ la poésie, 15

.

'Hehe, as in the cltatlons from Wordsworth and . Schlegel art 1s v1ewed as.

\

dynamlc and multl faceted. The poetlc vision is ‘RO longer, as in Neo-
Clas;1c1sm, seen as passively rece1v1ng and organlzlng data. from the
external world, rather, it interacts with the world - around 1t, exerc1sang
‘the creative power. of the, 1mag1natlon, an act which parallels rellgLous
v1slon. | . |

In ‘three of the ‘major theoretlcal works of French German, and Engllsh
Romanticism, therefore, a s1m11ar empha51s is placed on the dynamlc and
universal. nature of poetrv, and this unlty ot thought may dead us to a
broad definition of Romantlclsm» In his artlcle "Romant1clsm Re- Eramlned "
RenéIWellek, after dlscu551ng the many deflnltlons advanced by twentleth
century cr1t1c1sm, comes to the conclu31on that "they all see the 1mpllca—
‘.tlon of 1mag1nat1on, symbol myth .and organic’ nature, and see 1t as part
'of the great endeavor to overcome the spl1t between subject and object

the self and the world the conscious and the unconsc1ous 16 The

'essence or nature of Romant1c1sm lles, he concludes, in 1ts attempt "to’
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identify subject and object, to reconcile man and nature, consciousness

and unconsciousness by poetry.“17 Both the flex1b111ty and ail-inclusive-
-4

ness of this deflnltlon lend itself to' the purposes of this study of
'Romant1c1sm. e

At this p01ntva brlef recapltulatlon of more specific tralts in
German. French and Engllsh Romant1c1sm as. determlned by Remakl8 is
relevant. To varying degrees,‘the Romantlc attltude toward the past
reveals an 1nterest in folklore, pr1m1t1v15m medlevallsm, and antl—
: Neocl&ss1c1sm4' General attltudes are marked by an empha31s on the
imegination on, emot1ons, on restlessness and boundlessness; and on
individualism,.subjectlvlsm,'and orlélnal;ty. Nature and, to a more

limiﬁedzextent, religionﬂgain.in importance, Negative tendencies are

evident in a feeling-of'Welfschmerzrand mal dg_siécle. Romahtic works
are nerked'by'erical;noods and.forms,:greeter,flexibility of form, an
emphasis on symbols,jrhesoric,.and, to some'extent, the use of ROmantic
irony:19 . . ' _ | _ . R
At present there exist.no definitive studies of the stylistic and
formal attrlbutes of Romantlc poetry,20 and thls absence may be due to
the nature of Romanticism. A movement which emphasizes d1ver51ty and
' constant evolntion tovsuch'a degree naturally lays down no easily de-
- finable poeﬁic rules. The Romantics themselves tend'to mask theirJ
1nterest 1n’formal features through an emphasls on spontanelty and
:1nsp1ratlon. Shelley, for 1nstance, says in: hls Defence of Poetry (1821)

. that : . . , - “\\\. '

~the mind in creation is as a fading coal, which some
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,invi;ible inflﬁénce, like an inconstant'windﬁ awakens
to transitory brightness. . . when.comgoSition begins,
. inspiration is already on the decline.?l : '
To a large'degréé, however, the‘Romantiés are vague in their dis-
. ' S ' : o
cussions’ of poetic style, although .both F. Schlegel and Wordsworth
. ' . N :

emphasize spontaneity and simplicity of language: Schlegel, indirectly

in Fragment 116, and Wordsworth more specifically in the Preface to the

Lyrical Ballads. Schlegel idsists that poetry must/emb;ace all facets
of life and speak to all people: ,I

: ‘ {
Sie will, und soll auch Poesie und Prosd., Genialitét .
und Kritik, Kunstpoesie .und Naturpoesie bald mischen,
bald verschmelzen, die. Poesie lebendig/ und gesellig,
und das Leben und die Gesellschaft poetisch machen.
Sie umfaft alles, was nur poetisch ist, vom gréften
wieder mehre Systeme in sich enthalten&en Systeme der
Kunst, bis zu dem Seufzer, dem KuB, den das dichtende
Kind aushaucht in kunstlosén Gesang.Z2

The key words here which reflect on poetic style are "lebendig und
gesellig," "poef&sch,ﬁ and "kunstlosen Gesang.™ First, Schlegel ‘indicates
that the language'of poetry must be universally relevént;.it must, neveqf

theless, be able to inject a poetic spirit into life and séclety.. Second,

16

it must come naturally, give the appearance of artlessness, and be simple -

and unéffécted. ' -
" . - ' * ) '
Speaking less wvaguely than Schlegel, Wordsworth expresses similar

’

ideas in his Preface. "He is aware that he has altered the traditional
contract between the poet and the public:

It is supposed, that by the act of writing in verse an
Author makes a formal engagement that he will gratify
certain known habits of association; that he not only
thus apprises the Reader that certain classes of ideas
and expressions will be found in his book, but that



N
.

others will be carefully excluded.23

e [l

His poems, he says, are about incidents and situations of real life

‘described in a "selection'of the real lapgﬁage of meﬁ‘HZH

traditional rhetoricel figures 'as- a mechanlcal devlce of style, or as

He avoids'

& family language which erters in metre seem to lay claim to by pre-

scription,"25 and only when the content calls for passionate‘utterance

2

“ does he make use of figures of speech. The selection of words is an

intuitive process goverced'by feeling: '"the feeling therein developed'

.

glves 1mportance to the actlon and 81tuat10n and not the action and

situation to the feellng "26, Although the poet is a "man speaklng to

| men, " and must be able to communlcate wlth all. people, the s1mpllcity

<

‘of his dlctlon imposes no llmltatlons on the scope of hls po@try, for

"the Poet thinks and feels. in the splrlt of the pass1ons of men."27

~ ‘

In French as. well ‘as in English and German llterature

marked -a rupture wlth gaudlness and inane phraseology‘"28

P .

Romanticism

The French.

had, as Lilian Furst points out, to combat a "firmly entrenched and

ossified Neo-Classicism"29 and, in -this sense, the stylistic revolt

.

was more extreme than among their German and Engllsh counterparts.

Vlctor Hugo proclalmed that he would place a red revolutlonary cap on

the dlctlonary of the Academy, and this rebellious ndte pervaded

French Romanticism. Hugo s preface to Odes et ballades (1826) gives

[

the follo#ing advice: "Admirons les ‘grands meitres; qe 1es imit0ns

pas. Faisons autrement. Si nous réussissons, tant mieux; si nous .-

&chouons, qu’impOrﬁe?v31 Although he insists thdt the poet must seek

e~
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to pufify his diétion andnté aeﬁeiop a style "ébmme“le cristal,"?é;
he emph351zes that "le poete ne d01t avoir qu'un modéle, la nature,
qu’' un gulde, la verlte Il ne doit pas ecrlre avec te qui & &té
écrit,vmais,avec scn'éme et avec son coeur.'33 . .
This foéus on spoﬁtaneitj‘and feeling'alss had its effect on

rhythm and metre. FiL. Lucas refp?s-tb:the "intoxicating" nature of
Romantic verse:

Pope or Gray, Racine or Boileau can speak pérfectly,

they can declaim magnlflcently, but they do not sing.

Thelr verse is exquisite coffee ih lordly porcelain;

it "cheers .but not inebriates;" it is not the wine of
y Dionysus. It hardly performs at all the essential

task of more dancing rhythms--the task of hypnotizing Tg»

the reader into a dreamy trance ‘where his sense of
reality ‘is drugged and, at the same time, his sug-
gestibility helghtened A

‘ , ‘ .
The question remains, however, in what ways Romantie poetry

works to achiave thié“"intoxicéting" effect. Primarily, poetic

. N . ] v
rhythms are handled flexibly and rely on the natural music of words:
tL . e :
"Our language gives to¢ expression a certain messure and will, in a
. .

strong state of passion, admit of scansion from the very mouth,"35

~

Words and rhythms are employed for their evocative value. As Albert

,Gérard states, the Romantics practices synaesthesia: "Tls avajent

'
\

deviné le pouvoir d'association, de emnnotation . des mots."36
P | , . ’

This focus on association led,to a new use of the image and the

mefaphor:

pour la poethue tradltlonnelle la fonction propre
des 1mages est décorative et. persua31ve, 1'éxpression
imagée orne le poé€me. et intepsifie la compréhension des
idées. Les romanthues, au contraire, placent l'1mage au
" centre du poéme, car en elle la multiplicité se raméne &
1'unité.37

18



The metaphor becomes an?lntegral part of ‘the poem, and "permet au
poéte de tradulre dans sa pure singularité 1a perceptlon poétique, ‘///"“\
"ol lae- representatlon de 1'cbjet est modifiée par ses propres reactloﬁs
affectlves."38 In thg work of many Romantics, the traditional poet(g
system of metaphoré is reversed, whi;h is, as Abrams observes, an '/

outgrowth of the Romantic reversal of aesthetic philosophy: "By
substituting~a projective and creative mind and,ﬂconsonantly, an

s

expressive and creative theory of art, various romantic critics re-

" versed the basic orientation of all aesthetic philosophy."3? With

g

the substitution of af expreésive for a wimetic tﬁéory éf art, images -
of the lamp replaced fhose o; the mirror as metéphors for artistien
creation; night replécéd déy as ; time of iliumination; and, wi£h the
change in the“spatial projéciion of reality, "in;ard" metapﬂ;rs

T,

replaced "outward". As Frye points out, "within" metaphors take the
blace of those dealing with "up there" as the mind looks within itself
for an internal heaven;“o moreover, metaphors of creative energy, snr~h

as the "drunken boat""! gain in prominence,

1
/

Natural objects, with their connotations of purity. and pérmanenoe,

take on a new significance as symbols of harmony.'t? Images from nature

’ |

recur, with emphasis on the dynamic movement and intefactidn of natural
phedomena. As Mme de Staél writes in Qg_lg_littérature (1800),

. Les contrastes de la nature, les effets remarquables qui
frappent tous les yeux, transportes pour la premiére
f01s dans la poésie, présentent & 1l'imagination les
pelntures les glus énergiques, et les oppositions les
plus Q1mn1es.

19
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Natural images are secociated with aural: hence the Romanti¢ emphasis

. . t . . .
an music and on the sounds of nature.“" This combingtion of natural
anA aural jmages i~ exewp!ifi~d in Ludwig Tikrk's deseription of the
. 1
pomt's epiyit:

. . . besonders ist der Geist des Dichters ein ewig

bevegter Strom, dessen murmelnde Melodie in keinem

Augenblicke schweigt, jeder Hauch, rithrt ihn an unA

188t eine Spur zuriick, jeder Lichtetrahl spiegelt

sich ab, er bedarf der lastigen Materie am wenig-

sten und hédngt am. meisten von sich selber ab, er .
darf in Mondschimmer und Abendrdte seine Bilder

kleiden und aus unsichtbaren Harfen nie gehSrte

TSne locken, auf denen Eng~l und zarte Geister

hernimderzlpipén und je4en HBrer als Bruder griiRen. . 45

Sound and imea are, as Foakes ohsevves, "intertwined with human passions

\

. ¢ !
an that hy A recipracal gntinn they gre endoved with human feelings ani
/ .

with values, dand at the same time the poct 's f‘pe]ings and o riratisnna

nrve pnyified and e=anctified. M6

v

The emrhasis ~n the faelings nf the indAividual gives rige tn tha

<4
eanentinlly Ayama*rin charvacbey of Napantic verge. T,. GAlIAi, in his atuvAv
Af Remant ic lyrical a'yvle, remarke that "the me v Iypinal farm af peeti

ntberance ie nonfined ta tha paggic tixsde full «f rhetoriral affeetn

and ‘verhal geatoren'.""7  Frem Wnrdtworth's Tintern Abbey (1708) to

Nnvalic's Hymnen an die Nacht (1RN0) t~ Tamartine's Lac (1R20), examples
~rf the pnetie monclogue abound, and all are liberally sprinkled with
#xclamatione, rhetnrical questions, and impassi~ned pleas. The rhetorie
sﬁringﬂ. it %9 important to rote, not from the mere use nf rheterical

devices, but rather from the gircerity ~f sertiment displaved by the

poet. " The Aramatic shyle. Ut wikh bhe cimplicity of AictiogEpated
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above, generally makes for short sentences"® marked by frequent
breaks within the saentences themselves:

Eternité, néant, passé, sombres abimes,

Que faites-vous des Jours que vous engloutissez?

Farlez: nous rendrez-vous ces extases sublimes

Que vous nous ravissez?>0

Parallelism and repetition, both popular Romantic techniques, are a
hériraéa from oral communication and poetic folklore.5! Antithesis.
which G&ldi calls the most impnrtant stylistic device of Romanticism

in the Romance 1anguages,52 is possibly less important in English and

German, which seldom equal French poetry in their declamatory nature.

1

x
Within the three literatures, Romanticism gave rise to a diversity

nf veree forms, and the cult of spontaneity affected the form as well
as the content of poetry. Reference has been made above to the popu-
Tavity nf the meditative monologue. The ideal vehicle for the expression
nf peramnal fealings, the Romantin meditation forms the basis for
intimate communication between poet and reader in a lyrical form,>? and
presnppases the jdentification of reader with pret: "Quand je vous
parle Ao m~i, e vous parle Ae voue. 'Y Philasophical pretryv, although
roontay ip all eras, underwent grest changes:

Les romantiques transforment ce genre en®substituant au

poéme didactique et presque entiérement impersonnel des

formes diverses de poésie personnelle ol la pensée joue

le principal rdle, ol le sentiment, qui 1'accompagne et

souvent 1l'a provoquée et la détermine, communique aux

idées une résonance plus profonde dans les &mes.>
Narration or description form the basis of this poetry, whereby a fact,
sight, or history inspires a discussion of life, death, or human destiny.®®

Finally, Romanticism marked an upsurge of interest in the forms of folk

Foatry.  Ushered in by collectinns such as Percy's Reliques (1765). the

.
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poems of Ossian (1765), and Herder's Volkslieder (1778-9), the folk

revival gave rise to many Kunstvolkslieder and ballads, from:Blirger's

Lenore (1773) to Wordsworth and Coleridge's Lyrical Ballads (1798) to

Hugo's Odes et ballades (1826). Whether adapted, based on legend, or

invented, they share common characteristics:
kY

Ce sont des poémes ‘en général peu etendus, en vers courts
le plus souvent, fortement rhythmes, fréquemment partagés
en strophes egales la rime ou l'assonance, 1' allitération,
la répétition poussée parfois Jjusqu'au refraln Y Jjouent un

\ »grand rdle. Le style en est simple, concret, volontiers
_naif et populaire.S?

Once more, they give evidenée of the Romantic emphasis on sponténeity
and simplicity, coupled with the idealization of an uncorrupted past
as opposed to an incrédsingly urbanized, industrialized aﬁd mechanized
present.

This preliminary discussion of the definitién énd stylistic character-
istics of Romantic lyrical poetry in no way pretends to offer an exhaustive

treatment of the sulidect; it is rather intended to provide general points

of reference for thi alysis of poems by Eichendorff, Keats, and Gautier.

The remainder of our general discussion will confine itself to the five

\N

topies under consideration: the poetic self, nature, exoticism,
melancholy, and Romahtic irony.

Romantié individualism undenlab]y fostered a radncally new attltude
© toward poetlc creation. As Furst writes,
Once the external frame of reference, the concept of a
fixed order is abandoned, man is drlven to seek a point

of certainty within himself. This- was the position of
the Romantic poets, who sought a prlnc1ple of order

(o]
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established not in terms of the outer world and

. an appeal to reason, but in terms of . the inner .
world of the 1nd1v1dual and an appeal to imagination.S58

‘The poet, with his strong 1mag1natlon and intuition, ‘came to be ele-

vated to a degree unequalled in Neo'--Classici.sm.59

-

German Romantlclsm laid great welght upon the v151onary or

1

religious role of the poet Novalis writes in Bluthenstaub (1798)

"~ that

Dichter und Priester waren im Anfang Eins, und nur
spatere Zelten haben sie getrennt. Der achte Dichter
ist aber immer Priester, so wie '‘der dchte Priester
immer Dichter geblieben.®0

The poet is thus a man set above others leadlng humanlty with his
vlslonary utterances. This exalted view of the poet is shared by

7 French and, to a lesser degree, by English writers. .Lamartine,bfor

. instance, says inhLa Chute "'d'un ange (1838) that the poet is "parmi

les flls les plus doux de la femme"®! who is from the beglnnlng set

apar% from other men. He is a hyper-sensitive person, "dont le moindre

contact fait‘frissonner la pelaul"‘;2 Inspired by the divinity in nature,
poets reproduce this in their poetry:

c' est dans leur transparente et llmplde pensee
Que 1l'image 'infinie est le mieux retracée.®

Solitude is essential to poetic creation:

Ceux-la fuyant la foule et cherchant les retraltes
Ont avec le desert des amltles secrétes, B4

Like Novalis and Schlegel, Lamartlne maintains that the poet is a prophet

Ecoutez-les prler, car ils.sont vos prophetes ‘ c
Sur l ecorce ou la p1erre, ou l'airain &crivez
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Leurs hymhes les plus»seints_pour 1l'avenir gravés.b5
AlthOugh Wordsworth is, in comparison with his ?rench and German
early Romantic codnterparts, conserratgye in his claims , he ‘also believes
in the superiority of the poet: |

For all good poetry is the spontaneous overflow of power-
ful feelings: but though this be true, Poems te which any
value can be attached were never produced on any variety
of subjects but by a man, who being possessed of more.
than usual organlc sen51b111ty, had also ‘thought long:
and deeply

. The combination of sensibility and long and deep thought leads to the

creation of.poems whereby "the understanding of tHe’Reader must neces-
sarlly be in some degree enllghtened and hlS affectlons strengthened

and purlfled "e7 Although he does not go so far as. to. call himself a

' prophet, he does not deny the significance of his poetry: "The'subject

is indeed :Jlmportant""'68 Even though he does not become the Romantlc

z/'hero par, excellence as does Novalis in Hymnen an die Nacht (1800) or

Hugo in Tristesse.d' Olymplo (1839), or as Byron and Shelley are to do

1h English Romant1c1sm, Wordsworth often occuples the centre stage in

Jhis E;Ltlngs: the Prelude, for 1nstance, is the story of "the growth

.

of.a poet's mind."89 I . oo

To varylng degrees, therefore, the Romantlc poet projects an 1mage

- of hlmself as a man of superior 1ntu1tlon and sen51b111ty whose functlon

e oo B

is often prophetic, rellglous,'or v181onary. Most’ 51gn1fleantly, he
tends to be his own hero, and to rehder his owh experiehces‘ahd feelings
into poétry.

As has been shown, Romanticism focuses on the fusion and ‘interaction
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ﬂef man and nature. Althoughfdifferences exist betweeﬁ tHe German,-

L)

Engllsh and French approach to nature, from the German predllectlon
for metaphy51cal theorlZlng to the- Engllsh object1v1ty and reallsm
to the French emotlonallsm,7° the Romantlcs generally tended to seek

a parallel between the self and the external world. " The retionelistic

B

view.of the universe as. a well functlonlng mechlne had in ‘the course

of the.eighteenth century, been‘discarded,71[eﬁd‘nature had come to

be viewed as an anlmate belng

O Nature! Thou’ ‘hast fed '
My lofty speculations; and in thee,
© For this uneasy heart of ours, I find
A never- falllng principle of joy T
<And purest passion. . '

" A bond between man and nature exigts in ﬁwejfdrms: - first, nature acts
. upon man, providing a source of vision and enlightenmént; and secpnd,
' man projects his 6wn feelings into the universe.

This ideal of an ihtuitive fusion between man and

nature, even if it amounted to what has since been-

termed '"pathetic fallacy," is a cardinal feature. of
'Bomantic poetry. Nature is: everywhere in sympathy

with the poet5 sharlng hlS joys and, more, often,

his sorrows.’ . .

This relationship is not always positive and, in some instances, is

tetally Iacking.‘ At times, nature is aepicted as,indifferent, hostile,

or”e#en demonic, as in Tieck's Blonde Eckbart (1796),.Coleridge's

'Chrlstabel (1797), or Vigny's Maison du berger (18L44).

The structure of the Romantic neture lyrlc embodles thls new
attitude toward neture. .As W.K. Wimsatt concludee 1n_h1s-study of
" Romantic nature imagery, "the:common'feature"of.the romantic neture -

[}
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poets was to read meanlngs into landscape."7“ Such & thought process

leads Colerldge to wrlte in ThlS lee—tree Bower gx_Prlson (1797)

: So my friemd . '?
Struck with deep joy may stand ‘as T have’ stood
- Silent with sw1mm1ng sense, yea, gazing around
. On the wide.landssape, gaze till all doth seem
Less gross than bodily; and of such hues" T
» As' veil the Almighty Spirit, when yet he makes -
" Spirits perceive his presence.” . ‘

’oerugo:to say in Le Matin (1822):

Le voile du matln sur les monts se dep101e
Vols, un rayon naissant blanchit la:vieille tour;
, Bt déja dans les. cieux s'unit avéec amour, . .
o Ainsi. que la gloire & la Jole,_
' Le premier chant des bols aux premlers feux du jour 76

- The Romantlcs-dld not, however, tend to superlmpose thls meanlng on the
landscape,:for "t was embodled naturally and w1thout the expllclt re- '
llglous or phllosophlcal statements which one wlll flnd in cla581cal
or Chrlstlan instances. "77 In other vords; when Romantlc-nature.poetry.
o comes to' a rellglous»or phiiosophical conckusion,-it evolves towards

it through the 1magery, rather thanlu51ng pre exlstlng c0ncepts of the
Absolute. J | |

As a dlstlnctlve feature of the Romantlc meditative nature 1yr1c,

Meyer Abrams sees a repeated out 1n—out process, in whlch mlnd confronts
nature and thelr interplay constltutes the poem. ThlS lnterplay may

be seen 1n many poems, such. as Colerldge s ThlS lee-tree Bower mx Prlson

(1797) Brentano s Abendstandéhen (1803), or Lamartlne 5. Isolement (1818)

Abrams descrlbes the way 1n whlch such & poem operates; The speaker

beglns, he says, with a landscape descrlptlon and
an. aspect or change of aspect ' in the landscape evokes a
varled but 1ntegral process of. memory, thought , anticipa- -
- tion, and feeling whlch remalns closely 1ntervolved w1th
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“‘the outerjscene:'fIn’the.course of this meditation
the lyric Speaker achieves an insight, faces up to
.& tragic.loss, comes. to a,moral declslon or. resolves
an emotional problem - Qften. the ‘poem rounds upon .
itself to end where it began, at. the outer. scene,
but with- an altered mood and  deepened understandlng
which is the result of the 1nterven1ng medltatlon. 8
ThlS movement may. be 1llustrated by Lamartlne 8 Isolement -From the'

~

.outer scene-—the poet seated under an oak tree on a mountaln or

wanderlng at hazard‘through the country51de watchlng the. sunset--

the poem.moves to the central problem the sense of loss, 1solat1on,
.. .and ‘sad memories evoked“by the familiar landscapei'

Mais & ces doux tableaux mon &me 1nd1fferente
N'eprouve devant eux ni charme, ni transports, -
-Je contemple la terre, alnsl qQu'une ombre errante:
Le solell des.vivants. n chauffe plus les morts.79

r

Tronithls sense of belng out of 301nt w1th h1s surroundlngs, of no -

..

v

. longer desiring anythlng.of the un1verse-(1.36), the poet comes to a -
solution, albeit negative:

-~ Mais peut-étre au deld des bornes de.sa sphére,
_ Lieux ou le vrai soleil éclaire d'autres cieux,
8i* je pouvals lalsser ma depoullle 4 la terre

"Ce que j ai tant reve paraitralt & mes yeux?86
'«:‘ ¢ .

oo

' The -poem then ends up once more w1th the outer scene whlch is now,

. however, negarded dlfferently - In his de51re for escape through death

the ‘poet wants. to be unlted w1th the destructlve elements -of nature
Quand la feullle des bois tombe dans la pra1r1e
Le vent du- 801r se léve et 1l'arrache aux vallons;
Et moi, Je suis semblable & la~feuille flétrie:
: Emportez—m01 comme elle, orageux aqullons'81

l_‘

Although Romantlc attltudes toward nature vary greatly, and no

Ry

unlformlty of emphas1s can ‘be found in’ 1nd1v1dual wrlters the 1nterest

in thls theme neyertheless reflects.a b351c.element of the.Romantic

‘



Weltanschauung: the great endeavor to overcome the spllt between

subJect and obJect the self and the world the consc1ous and the‘

~

unconsc1ous "82

.

In his Vorlesungen {iber dramatlsche Kunst undAtheratur (1808),

A W. Schlegel characterlzed the poetry of the past as "d1e des Besitzes"

and that of the present as "die der. Sehnsucht:” Jene steht' fest auf

¢

.dem Boden derrGegenwart dlese w1egt 51ch zwlschen Erinnerung und

[

Ahndung 83’ One of the effects of this Sehnsucht 1s revealed in the

‘ 1mpulse to escape from the known world of the present and to seek out

.
T

e1ther the past or faraway places Depaxsement in tlme or place, or

exot1c1sm (the term e shall use “to de31gnate both phenomena), is'a

-

common theme 1n German English, and French ‘Romantie writing. Insplred

by the middle ages for 1nstance Wackenroder created hls Herzensergle-
) {’

Bungen eines kunstliebehden.Klosterbruders (1796) and, Novalls h1s

£

.Hainrlch*von Ofterdingen'(lSOZ)- Coler1dge composed his mediewval ballad

v ‘-

'Christabel (1797) and, 1n Kubla Khan (1798) created an exotlc worid of

the 1mag1nat10n Vlctor Hugo celebrated medleval scenes and rulns,

=

. such as those of Montfort L’Amaury (1825) 8h and made. the exotlclsm of

N

the east the subject of hlS Orlentales-(1829) .*;;jf'ﬁ',rlr C e

Tout ce qui dépayse,. tout .ce qu1 fait connaltre a!' autres'
. ‘échantillons de la multlple humanlté comme de la variété
¢ infinie de la .nature, satisfait cette soif d'eva31on et
’ - ge renouvellement dont nous -ayons parle 85

The 1magxnat1ve search after the unusual or the plcturesque is

B

. not the only 1mpulse behlnd exot1c1sm, 1t may also be a manlfestatlon

;of 1deallsm‘ "La croyance en un moyen age naif et vertueux s'y fond

28
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avec le dogme herlte de Rousseau, d'une humanlte prlmltlve 1nnocente
et pure,' This 1deallzat10n of. the past extended although by no means

unlversally, to rellglon German wrlters lald a partlcularly strong

:empha81s on rellglous 1nsp1ratlon derlved from the mlddle ages

' Chacun dans une. tonallte dlfferente, Tieck, Wackenroder
et Novalis ont pour idéal commun un moyen &ge nalvement
.chret1en, dont l art pieux exprlme des tendances mysthues.87

To a smaller extent, similar tendencies may be seen in,Freich and English

°

literature; for example, in Chateaubriand's Génie du Christianisme (1802)

anﬁ-in Scott's norels on the crné&des‘

Another reflectlon of Sehnsucht is found in dejectlon or melancholy
Through its empha51s on the dynamlc and on: totallty, ﬁomant1c1sm pursned
absolute 1deals,.and lald moreover, -great demands on the 1nd1v1dual
Left without an external prlnclple of order‘ man was. forced to flnd
this wrthln himself, often,w1tnout success. As Rene Canat comments,

"Avec l'impuissance du-sentiment< etrelndre 1! 1nf1n1, on a connu la

faiblesse de 1' 1mag1natlon a renouveler ‘les reves "88 Coleridge's

DeJectlon Ode (1802) woices ¢hls dllemma
e may not’ hope from outward‘forms tqj‘ﬁn , .
The passion and the llfe,.whose fountalns are w1th1n.8-9

~

Overcome by a sense of sterlllty, the poet flnds hlmself allenated from -
" bath hlmself‘and the - out51de world He descrlbes hIs melancholy as

A grlef w1thout a pang, void, dark ‘and drear,

' A stlfled drowsy, unimpassioned grief,
Which finds no naturdl outlet, no rellef
In wofa ‘or 8igh, or tear--g‘0 :

k]
. B

In its various expressjons, melancholy*is'not an uncommon. feature of

29
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o
Romantic writing:

L'&me romantique n'est pas, en général, joyeuse,
confiante, optimiste. Elle souffre de son désaccord
avec le monde, de sa roblesse incomprise, de ses
déceptions devant la vie, de son id&al irréalisable,
‘de ses blessures 4d'amour-propre et surtout d'amour.
Flle se plait & sa tristesse, elle godite un sombre
plaisir 4 se sentir souffrir--souffrance de choix,
privilége des €lus,--et & analyser son mal. 3!

In spite of the melancholy bent of much Romantic writing, however,
' ) ; : . '

some attempt is made to achieve a g¢ynthesis. In the face of time and
loss, for instaﬁce, Wordsworth turns to nature for solace in Tintern
Abbey (1798). or The Prelude (1805), as does Lemartine in Le Lac (1820);

Novalis sufmounts-alienation through death by aspiration after a higher

unity in Hymnen gg_die?Nacht (1800); or Vigny takes solace in his own

supgriOrity and ig tﬁé'possibility that a future agé may recognize his -
o S T S e
genius in La Bouteille Jjet&e & la mer (1854). When a synthesis is no

—— e

=

longer sought, and idealism disappears, a work may no longer be
v

characterized as "Romantic," Canat maintains:

Les romantiques, & mesure qu'ils se détachaient de la
société, portérent ailleurs leur besoin d'intimité: un
des caractéres de 1'ame romantique, c'est 1l'exaltation
d'une trilogie, Dieu, la Nature, le Femme. Ils
&coutérent ces "voix" du dehors ‘qui leur apportaient
l'apaisement. : :

~ Le romgntisme\meurt le Jour ou ils ‘n'entendirent .

plus ces voix.32 ’ o 3
‘Romanticism is thus highly concerned with the pelationship<bétween

the Self and the world, and one way of affifming.the creative indepen-

Qencebof the mind is through Romantic irony. At this point a distinction -

’

‘between the use of irony as a rhetorical or narrative technique, dating

from thefClaésicial times, and the Romantic use is essential.



{

Hérald-Weinrich‘differentiates ﬁhg two forms in Ritter's Historisches

-

- Worterbuch der PhllOSOphle In Romanticism,.

A

‘ dle Ironie w1rd hier nicht bloB also erzahlerlsche Technik
" aufgefaBt, sondern als eine poetische Grundhaltung, die
“fiir-die gebrochene Modernitédt der neueren Literatur kon-
stltutiv ist und mit dem Erzdhlen in epischer Behaglichkeit,"
wie es die Alten llebten, gleichrangig ist. . . Schlegel
meint mit seinem Ironie-Begriff nicht mehr die nunmehr
als trivial empfundene rhetorische Figur, sondern ein
"philosophisches Vermdgen", und eine Philosophie, die.
- sich der Grenzen ihrer Sagbarkelt bewuBt erd ist ihm
: {iberhaupt die "eigentliche Heimat der Ircnie." Die
Erhebung der Poesie zur Phllosophle geschleht in der
Weise, daB die romaptische Poe31e als "progressive Unlversal—
poe51e das entwerrende Vermogen (Genlalltat) und das -
urteilende Vermdgen . (Kritik) sténdig miteinander mischt und -
verquickt, so dag der nervose Geist des romantischen’ Autors
in keiner platten Harmonle zur Ruhe kommen kann.33

[

Romantic.i?ény is in essence an-attempt to,approach'critically one's own
'ipépiration, to exercise control over caprice, to-temﬁef-the serious ‘with

’;thé-playful; and to examine ideals skeptically.' This. does not lead,

ﬁoﬁejgr, tdﬂlimitationvfor, like many elements af the Romantic Welt- .
anschaiung, the concept of irony is based.on the ideal of a dynamic end
total ‘world view. René& Bourgedis describes.it as '"une affirmation de la

toute-puissance -créatrice du sujet pénsantﬁ"9“ ‘This affirmation is
itself.only tempofary: ’

-

-3..'5 le ¢ouvement de,l'ironie fait que 1'esprit me peut
slarréter & un seul terme, &t accompllt un incessant
Va-et-vient entre le f1n1 et 1'infini, le determlne et
1! 1ndéterm1né tel que, chaque négation susc1te immédiate-
“ment une tentative de synthése créatrice. ... Si le mouvement
' s'arréte, l'ironle di'sparait, et ainsi toute p0531b111te
d'une comprehen51on totale de la réallte extérieure et
1nter1eure 35 . : :

Paradox 1s central to the suggestlon tHat the world must be both affirmed

and negated to- glve rise, in- turn to a new process of affirmation and



32

negation. Through this constant avareness of the polarities of exist-

ence, the artist érrives at a conception of the unity and the multeity

:‘of the univgrse:
‘Wir mussen uns iiber unsre eigne Liebe erheben, und was
wir anbeten in Gedanken vernichten kénnen; sonst fehlt
uns, was wir auch fiir andre Féhigkeiten haben, der Sinn
. Tl das Weltall. 36
By means of constant "Selbstschapfung" and "Selbstvernichtung"97 the

ideal of "eternal becoming" (c?f. Athendumsfragment 116) is incorporated.

Poems of the past and present which are infused with this spirit of irony
rise infinitely above all limitations, writes Schlegel in Lyzeumsfragment

he:

Es lebt in ihnen eine wirkliche transzendentale Buffonerie.

Im Innern,. die. Stlmmung, welche alles {ibersieht, und sich

iiber alles Bedingte unendlich erhebt, auch {iber eigne

Kunst , Tugend oder Genlalltat im RuBern, in der Aus-

fuhrung die mimische Manier éines gpwohnllohen guten
 itali#nischen Buffo.98 .

The éreatof‘of a "transcendental comedy" is spectator and actor st ance:
no£ 6n1y does he detach himsel;\to observe the external world from a
diétance,‘but also, he takes part in the play, observing hiﬁself wvhile
acting. 99 ‘Romantiec ireny must not, however, be equated with ne%$t1v1sm
or absolute scepticism, both Af which are immobile: it exists only

through movement,!00 ang moves, moreover, beyond or away from the world

o

" only with a view of returning to it:

L'lronle est donc bien une "ivresse de ls subjectivitéd

transcendentale,” si 1'on admet cependant que la liberté

de 1'ironie s’ exerce d partir du monde en vue d'un retopr

au monde, et non contre le monde. Si 1'ironie est un

pouveir de jeu, c'est qu'elle ancepte les régles de ce .

jeu. 10 . ) w7
-



poetic function cannot, of course, be attempted within the limitations

33
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-
. ]

An exhaustive discussion of the definition of Romanticism, '

!

' theé characteristics of Romantic lyrical style, and of the attributes

of Romaﬁtic nature poetry, exoticism, melancholy, irony, and 6f the

n
,

of this study. The foregoing summafy has rather been aimed at

establishing points »f reference for the stndy ~f selected works by
. /

Eichendorff, Keats, and Gautier.
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EEE CHAPTERTWO . L

JOSEPH VON EICHENDORFF

=

L Mit. Elchendorff gew1nnt dle Romantlk ‘einen .

" sbzusagen verdnderter Agregatzustaqd Wahrend - .

~-sie in der Fruhromantlk etwas schwer Errungenes.;*
ist, hat sie fiir Elchendorff den. Charakter eines L
ngtiirlichen Bésitzes. Er ibernimmt die Romantik), ~—. .
ohne sie erkémpft zu haben, und; darum 1st er nicht

o " nur, wie'wir zunfchst gesagt haben, Erbe, sondern o e
- ar 1st auch ‘bereits gplgone. R : AR R

L3 =
1

Wlth Joseph von Elchendorff. German Romentlclsm takes both old and

new forms. Elchendorff llke the early Romantlcs, comblnes sen51b111ty ‘ y
'-w1th great lyrical power. HlS poetry 1s 51mple,_eyocat1ve and seemlngly
3h spohtaneous. On the other hand he 1s d1fferent from the earller gener-h
ayatioh-oflRomentlc poets.f A certain dlStanée has crept ln.; Romantic |

-motlfs, modes of" expre551on, and states of feellng enter more or less

-

§ mechanlca Rbmant1c1sm has become self—consc1ous. As Kor £f commentsl A

3

. . L
above, Elchendorff 1s an 1nheritor and not an- orlglnator of- Romant1c1sm

.This ineVitably\affectsvboth-the"Style'and content~of-hie:poetry Alé'

: though he dOes not: rebel agalnst the Romantlc tradltlon, comb1n1ng ‘ever

o

'~anev ‘the - old Romantlc "Versatzstucke" 2 he is already a poet of a’

.dlfferent temperament The relatlve tranqullllty of hlS poetry is, ae.

- i ¢

}Tymms observes, far removed from Novalls s 31multaneously metaphys1cal.,'

. i
',ehd:erotlc myetlclsm and from Brentano s sultry ardours of . sensuallty

Al

and revu181ons of bltter remorse and nostalgla for splrltuallty.
Elchendorff's poetry comblqes ‘a8 Kbrff has sald, an eternal mood of
youthfulness‘wlth a calculated appeal to popular sentlment or Volkstum—u
.;lrshkeltiﬁ Ineplred, l1ke other.poets.of hls-age5 hy the wunderhprn, he
. L . . - | B !
“.y‘ ‘:'; .. . —uo-: .
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.

ftakes up pOpular themes in the rhythms of the old German folk soug.

;For thls reason hlS poetry achleves a. popularlty equalled by that of

few. other major poets. T P .\ “

Whlle Elchendorff‘s poetry poSsesses great nopular appeal, it
1d1ffers from that of the earl1er Romantlcs in. 1ts lack of personal :
emphasis. "Er hat .es . abgelehnt die D1chtung Zum- Instrument der’

: Selbstbesplegelung, der Selbstentblossung oder der Selbstzerflelschung

zu machen "7 Complexltles of character and confllctlng states of the

“splrlt are, accord1ng to Rlchard Ale. » largely forelgn to- Elchendorff

"

and when ne’ does take "den von. Novall 11

nach 1nnen"8 he .arrives at solutlons derlved from a pre—enlstlng concept

.lof the common good of humanlty, rather thgn from ‘his 1nd1v1dual v 51on.9;:
. On a superf1c1al level, Elchendorff's poem An die D1chter“T%le)"

jf tE I llO) expresses 31m11ar v1ews of the poetlc functlon and role as’

E many works of the early Romantlcs. To. say, "Der D1chter ist das Herz

der Welt" (l 28) or to call h1m "der schone L1eb11ng der Natur" (1. 32)

:'1s to repeat well—known formulae of the Frukomantlker for whom poetry,
ithrough 1ts creator revealed the essence and the fullness of existence.
'The poet - 1s, ln short, a man- of spec1al v151on.;.j | | -
2t The dlfferengg‘betveen Elchendorff and earlleomant1c poets 1s,
: ﬁowever alre&dy apparent rn the flrst stanza whlch confronts the
‘reader wlth a set of a;solute moral value5°' true 1ntentlons, honest

: endeavour and proper d15p051t10n- . . | .

Wo treues Wollen redl1ch Streben}
Und. rechten Sinn der Rechte. spﬁrt
‘Das muB die Seele ihm erheben,'

: ic 'Das hat mich jedesmal geriihrt.’ K : ‘ Lo-
. (11-h) .
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'?The strongly morallstlc tone contlnues in a- five—stanza tlrade agalnst

-'the fallen state of society as, 1n a Romantlc gesture of nostalgha,'

o t

' .ElchenQOrff recalls a past golden age. Hls commentary on -the present

is harshly negatlve.: "So gnadenlos ist unsre Ze1t " he shfsgln/stanza
't

',two (l 8),_echoﬂl§ this statement later wlth "Nun 1st SO alt una schwach

dle Zelt" (St 6 1. 22) . Fa1th glory, and beauty are Esne (St 2),
’ i
-and slmp11c1ty (E!nfalt) hd@ﬁheen drlven from her hqme :

0. Elnfalt, gut in frommen Herzen,
Du ziichtig.schéne Gottesbrdut! - C
Dich séhlugen sie mit frechen Scherzen, _
-Well dlr von 1hrer Klughelt graut,. C
. ' (1 9—12)

-In thls stanza Elchendorff sets up & nalve 1deal of plety, as opposed

)l Lo
' to sophlstlcatha,and 1ntellectuallsm (l 12) Stanza five contlnues to

‘o
N “).

present .an 1dea1 of Chlldllke 1nnocence,_1ntroduc1ng the well-known

-

.Romantlc._gpgs_of communlon w1th nature in’ s1mple surroundlngs. Signifi-:
cantly, however these surroundings are also sheltered ("den altén |
‘Garten ), thus reflectlng Elchendorff's preference for the tranqull
vrather than the tormented demonlc 51de of nature |

'Wo f1ndest du den‘alten Garten,
.Dein, Splelzeug, wunderbares Kind,

. Der. Sterne heil'ge" Redensarten,

- Das Morgenrot den frlschen Wlnd? o :
: SR (1. 17-20)°

':,The mood . of Sehnsucht after a lost golden age reaches its' cllmax in the.

*

first two llnes of stanza 31x. -

';‘ .' Wle hat’ d1e Sonne schon gesch1enen. _
B "Fun ist so alt und schwach die 'Zeit;
- C : (1 21-2)

New hope is,~however? injected-in the tMO'concluding'linés Of'thelstanza'

Ly,



'("Wle stehst ‘so Jung du unter. 1hnen / Wle vlrd meln Herz mir stark und -

E

welt‘") (1 23-h) and is: contlnued in ‘the tone of moral resolutlon in
the remalnlng stanzas. From the bleakness of present—day soc1ety,.
. _ﬂ/,_\‘\ ,
"~Elchendorff moves on tO\his concept of the poet's m1ss1on whlch, 31gn1f1-
' / . y -

cantly, is expressed once/more in terms Gf p1ety and duty

, Der Dichter kann nicht mit verarmen
" Wenn alles um ihn her zerféllt,

) Hebt ihn ein gdttliches Erbarmen—-
~ Der chhter ist das Herz der Welt. - o
(1. es- 8y

. As the 7heart 5f the'world", the poet has a moral obllgatlon to perpetuate

forgotten*ideals The ppwer of hlS songs, stanza elght goes on. to say,

owill reVeal the traces of God in- earthly creatlon and prov1de enllghten— I

ment to a b11nd age. Once,more the pr1v1leged réle of the poet is’
e_mphas:.zed' o ‘ . : ‘ . *

Den bldden Willen aller Wesen,
Im Ipdischen des Herren Spur,
Soll er .durch” Lledeskraft erldsen,
Der schone ‘Liebling der Natur. )
: o L (1 29~ 32)

The suggestlon that the poet has the power to read the secrets of

w

the unlverse is a central theme in Elchendorff's poetry, and has one: of

“1ts best-known expre531ons in the short poem Wunschelrute (1835)

Schlaft ein’ L1ed in allen Dingen,
Die da trdumen fort und fort,
Und die Welt ‘hebt an zu singen,
"Trlffst du nur das Zauberwort
C (8,1, 112)

This . poem, llke the above stanza of /An d1e chhter, expresses 1n somewhat

mystical terms a bellef in the ba81c harmony of the unlverse whlch can be

dec1phered ‘and anlmated through the poetlc power. Once again, thepldea of

\hs,
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R the.. universe as a llVlng.unlty is not new to the Romantlc mlnd A shift "
of emphaS1s has, however taken place.' Where . earller Romantlcs ‘were

'_concerned w1th a constant quest after unlty in multelty, Elchendorff

concentrates on. moral values.' Although the unlverSe comes allve through )

the poet's v151onary power his 1mag1nat10n is kept well in check by the -

traditional v1rtues of duty and plety. The poet's functdon is seen here'.

as d1dact1C' R ' , . L .
Drum has ihm’ Gott das Wort gegeben,
" Das_ kiitin das Dunkelste benennt
-Den frommen Efnst im reichen Leben,
Die Freudlgkelt die keiner kennt
[ S S 33-36) -

)

Romantlc 1deallsm takes up a statlc quallty as Elchendorff speaks of the i
» >

poet s obllgatlon to uphold honour and to expose shameé (st 1) and to

av01d 1dleness falsehood and frlvollty (st 12) all through ‘the strength

of the. poetlc word:
Da soll er s1ngen frel auf Erden Lo
In Lust .und Not auf Gott vertraun, L s N
DaB aller Herzen freier werden : ~
Eratmend in die Klange schaun,
(1. 37-&0)

:

}The poem ends ' w1th a v151on of ‘a new mlllennlum expressed in the symbols

1

- of llght and nature: BN

Den Morgen seh' 1ch ferne schelnen, _ _ .
Die Strome ziehn im grunen Grund, - -~ - . .
Mir ist so wohi! --Die's’ ehrlich melnen, ' ' '
‘Die grdB 1ch all' aus. Herzensgrund ) . _

: (1. 57-60) o B

~

Although An die chhter does not deny the power of the poetlc v1slon, -
it presents the poet w1th1n well—deflned llmlts. He is an 1nstrument for

the artlculatlon of absolute standards of plety, duty, truth and beauty

'
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superlmposed by rellglon. The tenslons of earller Romantlc wrltlng are -

gone.; In place of the prev1ous tendency to v1ew art as eternal growth T

8

‘-and str1v1ng, Elchendorff 1mposes deflnlte boundarles. For h1m, poetlc

-

’ creatlng is, - at least osten51bly, a matter-of propagatlng rellglous

valuesg Although poetry ls the result of 1nsp1ratlon and 1nner v151on

T it nevertheless expresses pre—exlstlng standards and often deplcts a
ba31cally harmonlous Morld The poet's personallty has also been sub-
ordlnated ,to hlS moral obllgatlons.' He is not the solltary, hypersensitlve =

i

herp of Novalls s _xmnen an ‘die Nacht or Lamartlne ] Chute d'un ange

- -

T

-.rather he is an uprlght guardian of his soc1ety. a

-

The dlfference between Elchendorff and’ the earller generatlon of

“ . )

~ German Romantlcs is, reconflrmed in hls crltlcal wrltlng As we’ have ,-":“lf' .

‘observed in An d1e chhter he approeches Romant;c 1deas w1th cautlon,

and his de31re for rellglous orthodoxy comes ‘out once. more in Dle"

Geschlchte der poetlschen theratur Deutschlands (1857) Rellglon ‘and |

poetry, he relterates must be weldea 'denn dle wahre Poe31e ist- durchaus'

rellglos “und- dle Rellglon poetlsch und eben dlese gehelmnlsvolle %:
Doppelnatur.belder darZustellen _war d1e groBe Aufgabe der Romantlk "

(E IV hOO-Ol) : Elchendorff then goes on to p01nt out ways in whlch

Romantlcs falled ln thls mlSSlOn. Flrst he says they fell prey to the

L

temptatlon of panthelsm 1nherent in the Naturphllosophle T _L" . .

» -

.Denn 1ndem dlese Phllbsophle alles unter: dem Absoluten

- 8ls eines zusammenfaBte, lag der’ extreme Irrtum nicht
" gar fern, welcher wie Gott in dep Welt, so die Welt und
-mithin ‘auch. Jedes einzelne in . Jener allsdhaffenden; sich
'stets neugebarenden Weltkraft aufgehen 18Bt. ,
R . (B, Iv, P. h01)
Romant1c1sm separated from the p031t1ve 1nfluences of Cathollc1sm lald

!
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.itself'oPeh to‘the'enerehy.bf the uriter's whim, merked by a fascina-

tion with negativism}e_"Es entstand 1n dem Feldlager Unisicherheit und

Verw1rrung, und aus dleser Verwlrrung, well 51e den Nerv des Ganzen
o

traf, Jene innere Zerrlssenhelt" (E IV, h03) Second, the'Romentics

overemphas;zed the aesthetlc-elements of. poetry. Following the example
vof Tleck who possessed & dangerous 1nd1fference to religlon the

-

Romantics lnjected art w1th 1rony, whlch 1n turn led to a concentratlon

\g.

- on the. purely formal elements of poetry (c f. E IV “Lo2). The caprice

"~ of the 1nd1v1dual domlnated
'Ja der scharfe Akzent den sie hlernach elnseltlg auf
die bloBe Form legten, und die darin erlangte Meister-
schaft-muBte, well hier: das Talent w1llkurllch zZu
. schaffen schlen, ihrerseits wiederum zu einer aristo-~
. -kratlschen Selbstvergotterung, zu dem Genie-Kultus
Vfuhren der in manchen, romantischen chhtungen fast
.ausschlleBllch gefelert wird.
- : (E IV, kO3)

- Eicheﬁdorff's solutlon to, the.malalsE'of negativism' egotismy"

personal confllct, and form withont worthy content is, as in An die

©

chhter accompllshed through a return to the values of Catholicism,

"and he empha31zes, nlcht durch juvenlle Wledererweckung der Romantik"

o

(B IV h19) "He- proposes to rePlace negatlve poetry with pos1t1ve

' 'plac1ng "Gesundhg;t und Freudlgkelt gegen blasierte Zerrissenheit fromme

i

. Naturwahrhelt gegen gesp??tzte Luge,'elne Poesie der Llebe gegen d1e

Poesle des ﬁasses (E IV, hl9)

v

Both in hls poem An dle D1chter and in Die Geschichte der poetlschen

theratur Deutschlands, therefore Elchendorff is crltlcal of the Romantic
Movement. Although he has accepted the concept of the vatic rdle of the

poet and, to a certain extent, the Sggellingian Naturphigdosophie, he has

"



: o . . ‘
rejected the directions eventually taken by Romenticism. This mixture
of. sympathy and condemnation is indiéative, cancludes Otto Keller in

‘his study,of'Eichendorff as a critic.of Romanticism, of the simultaneous
2 - . { .

attraction and regplsion that the movement exercised over him.

So sehen wir, wie Eichendorff verschiedene Mdglichkeiten

romentischen Daseins ip sich trégt. Einerseits dréngt es

ihn méchtig, sich allem Bezaubernden unbedingt hinzugehen,

'in h&chster Lust eins zu werden mit ihm. Es lockt ihn, alles

Beschrénkende hinter sich zu lassen, um vorbehaltlos in dem,

- Flille des Irdischen in einem Hochgefiihl ein Unepdliches zu
- umfassen. Doch verbindet sich mit diesem Hochgefiihl ein
- Gef{ihl des Abgrundes. ' H8chste Lust mengt sich mit t3dlichem
Entsetzen, das oft.fiberhand zu nehmen droht. Aber immer
wieder wird das Redrohende bei Eichendorff von einer Fille '
des Glaubens iiberflutet. Die Gnade eines weiten christlichen
Weltgefiihls wird ihm immer wieder zuteil. Sie vermag vor den
Kréften des Abgrundes zu bewahren, wenn man sich ihr nur

hingibt. Sie bedeutet fiir den Dichter Eichendorff einen
letzten Haltvgegen alle romantische Gefshr.10

TS

The extent of this ambivalence can only be determined by an examination of

- his poems.!l!

Zwielicht (1815)!2 one of Eichendorff's earliest poems, offers a

complexity seldom to be found in his later poetry, and for this reason:

it is of interest in the discussion of the poet's deve}opment. Lack of

'

harmony between the self and the external world, or the sensation of a

+
&
&

gép between ideals gnd reality lies, as shown, at the core of Romantic

melancholy, and this type. of fragmentation evinces itself in Zwielicht.
In his emphgsis on thé'duality of .the universe and on a demonic presence

in nature, Eiéﬁendorff shows a considerable affinity with Garlier writers
such as Jean Paul or Tieck, and with coﬂtemporafies such as Fouqué,

Chamisso, or E.T.A. Hoffmann. Zwieliéﬁt probes the: ambiguities in the

world of nature and of man, focusing on the double faces of appearance



and reality,»security and threat. Oskar Seldlln comments that thls 1s e
a poem which- "dle Gestalten der erzéhlten Welt verzwelfacht, aber sie
ge;adg dadurch, daB,es 81e.sch1ef‘und als~ahdere,reflektiert, dem
éihrecken und Idehtit&isVérlust des Zvie;ichts preisgiﬁt_"la

The first'stanza evoke§ a dark lan&gcape ;hd the heaviness of
‘nightmares:

(]

Démmrung will die Flugel sprelten,
Schaurig riihrep sich die B&ume ,
‘Wolken ziehn wie schwere Traume~-
Was will dieses.Graun bedeuten?
(g, T, 11)
‘Nature is animated with horror as dusk prepares to spread out dark wings,
the trees <h1ver and clouds move across the sky 11ke heavy dreams. The
final question, which asks the meaning of this frightening twilight, sum-
marizes the fear and confusion of the three preceding lines. In simplé'
seemingly spontaneouq language, the poet comblnes a number of characteristic .
o “
Romantlc motifs, such as the concept of anlmated nature, the fascination '
with darkuess and horror, and the projection of hwman feelings into the
universe, all of which flow together with great'facility.
. . . ! \} .
. From description, the poem shifts to admonition in the next two
stanzas. To show the savagery and duﬁlicity of the universe, stanza two
brings in the symbol of the roe deer, which must not be éllowed to graze
alone, unprotected ffom hunters, A sense of urgenéy eﬁters into the
stanza as the poef admonishes:
“Hast ‘ein Reh du lieb. vor andern,
LaB es nicht alleine grasen

(1. 5-6)

.This grﬁihatical structure is parallelled by the first two lines of



stanza three:

Hast du einen Freund hienieden,
Trau ihm nicht zu dieser Stunde.
(1. 9-10)

-7

Not only,is the wood full of unknown treachery in the form of hunters,
but friends may also have a double face:

Freundlich wohl mit Aug' und Munde,
Sinnt er Krieg im-tiick'schen Frieden.
(1. 11-12)

The half-light of dusk thus'symbolizes a time of crisis, and in

his descrlptlon, Flchendorff takes up the earlier Romdntic .themes of

Waldeinsamkeit and Weltangst. Stanza four,jhowever, shows a tendency

&

to resolve the dichotomy of man and the outs&de world by means of

personel%en Aufldsung" rather than "personalen Konzentration or
. IR$) '

"

"IchbewuBtsein.” As Kofff'says, "Eichendorffs Ich hat die Tendenz,
sich aufzuldsen in einem gr3Beren Ganzen, einem ubernersonllchen Es,
das der Menqch als seinen elgentllchen Grund begreift."15 From the
personal perplexity of the first three stanzas, Eichendorff moves to
the extraneous security of an Absolufe. .§tanza four consists of a
feries of didactic truth; which, instead of evolving' from the'quesfion-
ings . of the preQious stanzas, are drawn from a pre~existing sef of
Ee]ie?s. The poet expresses firét a.faith in regeneration:
Was heut' miide  gehet unter, | |

Hebt sixh morgen neugeboren.
(1, 13- 1h)

There is, however,,wa.uger that the soul may perish in the night.
Eichendorff closes with an admonition: "Hiite dich, bleib wach und

munter!" (1.16). Man, to.avoid going lost in the nightmares of the



o

'_ present—da.y twilight¥ must stick fast to the rules of his faith.

Both the simplicity and copservatism of this solution 'are typical
of Eichendorff. In contrast w1th Brentano who in the face of discord
" tends to seek extremes, he is moderate. As é:nate §}enzerle wrltes,
"Eichendorff hlngegen strebt 1n se1ner elnfacheren Klaren- Seele-— ;\
1m.Verg}eich zu der Brentanoe--nech“Vegbihdung,‘nach Gleichgerichtetem."16

-Der Solant (181k) (E, 1, 19) possesses a feature.unusual in the
toetry of Eichendorff: an ahrupt change of form occufs betweeh the first
and second parts. As Renate Klenzerle p01nts out, change of rhythm and
metre, although frequent in the- poetry of Tleck or' Brentano are rare
in the work of Eichendorff, who seldom alters his pattern midstrean. 17
In- splte of thelr dlver51ty, both parts were composed in 181h Part I,

however was combined with Parts I and II of Der wanderndeéMu31kant

in the collection of poens publlshed along with Aus dem Leben eihes

Taugenichts und das\Marmorbild in 1826.18

In splte of 1ts 1nterest1ng qualities, thlS poem has been largely
overlooked 'in studies of Elchendorff's poetry. Josef Nadler notes

Eichendorff's indebtedness 1n Part I, to the Schnadahupfel, popularized

by Brentano and Arnlm 19 Thls fonm, orlglnally used for dance lyrlcs'
celebratlng Thanksglv1ng harvest festlvals 20 1n Southern Germany and )
Austria, developed into relne Stlmmungslyr1k Augenbllcksdlchtung im
h8chsten Slnne n21 Na.d.ler rema.rks that Der Soldat (Part I) employs

"das Wlederaufnehmen und Weltersplnnen des Gedankens einer Verszelle

A\

ganz in der Art des Schnadahiipfels."22 'Ih‘this‘poem, the dance rhythm,
as8 in the original form, is accentuated by the presence of two stresses, B

vhich ‘are placed either near one another toﬁardl_the middle of the line,

50



Or éharply_eccentuated at the beginning and the e_nd:23
: s _ s
Trigt im Finstern zu 'nem Schldflein

/’
. Mich rasch noch genug
, (1. 3-4)

The first four*stanzas‘of,Der So us combine a strong dancing

hythm with a norrespon%}ng lightness'of mood.f:Like the'pieces of a

\ - . R

Jigsaw puzzle, Eichendorff fits together a/?fdieval landscape: the
soldier rides up smartly to a castle, where he is greeted warmly at the

garden gaté by a maiden of outstanding beauty "As in Brentano ]

Chronika eines fahrenden Schulers (Urfassung, lBOh) Elchendorff creates

an atmesphere of 51mp11c1ty and anthulty through the use of dlmlnutlves.
\\

- "RBglein", "Schloeleln ; the gaiety of the stenzas ‘is empha51zed by

strongly-pronounced rhymes: e.g. prachtlg...allnecht;g.; "Welt.., .

-

gefdllt." An ironic twist, however, enters into the third stanza}

Already in the flrst two . stanzas the: self—consclous llghtness of’ mood
Suggests that the author is not eﬁtlrely serious; ﬁhls suggestlon 1s
confirmed in stanza three:

Uhd ist auch die Kleine
Nicht die Schdnst' auf der Welt,
So gibt's doch just keine,
Die mir besser gefdllt.
1. 9-12)

The tone of forced-lev1ty contlnues in stanza four When' the soldler is.

overcome by Wanderlust, it is easy to leave this maiden, even if she
— — — : ) . ‘.\ . L B
is--at the moment--the most beautiful in the world:
Und spricht sie vom Freien: ,
So schwlng' ich mich suf mein RoB--.
Ich bleibe im Freien,’ . .
Und sie auf dem SchloB.

(1. 13-16)

51
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Part 11, however abruptly ruptures the(llght tone of the precedlng

4
stanzas,_ From the.galety of" the Schnadahupfel Elchendorff swltches

" to an almost.elegalc contemplatlon of the traglc aspects of llfe."zu

The 1rregular form underllnes the theme of fren21ed departure -in the
face of death
¢
Wagen must du und fluchtlg erbeuten, . ,
Hinter uns schon durch die Nacht h&r' ieh's schreiten, °
Schwing auf mein Rog dich nur, schnell '

Und kiig noch im Flug mich, wlldschones Klnd
' Geschwlnd -

Denn der Tod ist ein .rascher Gesell . P
, . (1 17 22)

After the almost mechanlcal regularlty of rhyme and the smoothness of |
dlctlon in' Part -I, Elchendorff allOWSzhlmself unuSual Ilbertles in
rhyme (c f. erbeuten,..schrelten") and llne(length (c. f llnes 20—1)
and, through the onomatopoelc ‘use of words, suggests the terror of
flight (c f. '"Wagen R 'fluchtlg" schrelten"v rascher") |

Through its frenz1ed tone, its. empha51s on the grlsly aspects of
death, and, 1ts plcture of a fllght through the nlght—-although in thls
1nstance the lover is allve and leaves his beloved beh1nd——Der Soldat
Part II, carrles strong echoes of Burger s Lenore (1773) wh;ch connects
1t, in turn to the ballad tradltlon.“ Elchendorff's concludlng line
:("Denn der Tod 1st ein rascher Gesell"), in partlcular, 1s remlnlscent
of the refraln in Lenore.l."Hurra. die Toten relten schnell'"25 g |

The mood of the poem thus changes from apparent ferOllty to serlous—'
ness or, to return to one of Schlegel s formulatlons of Romantlc 1rony,

'__1t reveals & "phllosophlsches Vermogen"26 whlch seeks to both afflrm'

‘vand negate. -The narrator of thls'poem holds hlmself, in Part I,

-
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essentlally aloof from what 1s closest to hlm.i7 Part I 1s thus a.

Y,

. .
Scherz Vlth an air of felgned 1nd1fference the narrator speaks of

vhls arrlval at the castle hls frlendly receptlon by a beautlful -,:

-woman , and his unquenchable thlrst for freedpm After thls negatlon r

in the form of a detached cr1t1cal observatlon of hlmself and hlS

llfe, comes the afflrmatlon in the face of death detachment dlsap- :

pears,‘ The woman is ﬂbw descrlbed as a- wlldschones Kind™ whom'lt

“

is. dlff;cult to leave and the Joyful vaniderer becomes:a desperate
'fugltlve.‘ In 5p1te of the earnes@ness of Part II a note of 1ronv.
. nevertheless agaln enters the concludlng llne.ﬁ death whlch the

. narrator is in fact fleelng, is referred to ‘a8 a--comrade"ﬂor" N

.

"companion” (Gesell) I f."; ‘; N - ﬂ L

¥

sﬁlthongh the‘gapgln tlme between Zw1e11cht (1811) and Sehnsucht' .

pu is consi era e, Eichen or §'s yle as not ‘Thange
(pub. 183&) derable Eichendorff's st h h a

%

radlcally, A comparlson of ‘the two poems reveals, 1f anythlng, that‘

Romaht1c1sm 1n his later work becomes even’ more'self—consc1ous

1

Whlle Zw1e11cht stlll contalns elements of the Romantlc Weltangst :

‘and preoccupatlon wlth the double, Sehnsucht is plcturesque and

_'evocative far removed . from. doubt and complexlty. Hollerer 83

comment on 'Was weckst du, Fruhllng in Das Marmorblld may also L
' apply to Sehnsucht

.’Dles 1st chhtung, die. elnen Raum béschwort der

© erfiillt ist von einer nur ihm: elgenen Stlmmung,.
‘einem nur 1hm eigenen Gestus und einer . -nur. ihm -
eigenen Rewegung. Sie zieht den Leser in ‘diesen
Raum hlneln, cohne daB er zZunéchst . -sagen kénnte, .
mit welchen Mitteln dies geschleht und wle
dleser Raum beschaffen 1st.

~
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The poet once agaln makesluse of a popular Romantlc theme. the
'rSehnsucht whlch Fr1edemann later characterlzed as "das Allumfassende,. fg
".das Allbegrundende, das Allbeherrschende der romantlschen Seele "29

-The fa5c1natlon of this longlng 11es 'in the 1mp0551b111ty of 1ts ful-"

. flllhent. In hlS quest on- earth for somethlng wh;ch transcends earthly
'exlstence the Romant;c 13 led on to perpetual movement and, 1deally, )
perpetual growth 3" The 51mplest expre581on of Sehnsucht is 1n the
'fmotlf of the wanderer and 51gn1flcantly, Elchendorff placed'thls

4 s T

Poem in the- WEnderlleder the openlng sebtlon of h1s collectlon of

-

*a'Poéms.[_ Er hatte es nlcht charakterlstlscher tun konnen, denn wennh

fman so w1ll das Motlv des Wanderns 1st nlcht -nur se1n bezelchnendes

.-Motlv, sondern auch das Jenlge der Romantlk uberhaupt "31"‘"

v In Elchendorff's poem however, a. dlstance 1ntrudes between the A

'poetlc "I" and hls longlng. Yearnlng appears in its: most uncompllcated

iform:: that ‘of Wanderlust -exotlc;sm, and love of beautlful s1ghts and
sounds.- The flrst llne presents a plctorlal 1mage "Es schlenen SO - "/ o
golden die Sterne" (E,. I 35) The poetlc narrator stands alone at -

| hls wlndow and watches the stars.' In the f1rst two llnes, three "

‘lmsjor Romantlc motlfs have already been 1ntroduced solltude night;"";.
. and nature." Sound comes from afar to mlngle iith 51ght e

Und horte aus nelter "Ferne

E1n Posthorn 1m stlllen Land."'.‘
- ’(I 3-h)

‘Although the solitary person &t the wlndow ig’ moved by these slghts

T

, and thls sound it 13 not 1n the manner of Novalls who makes solltude

-and nlght the. background for hls angulshed soul-searchlng. ‘Rather,'
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s1ghts and sounds from afar stlmulate Wanderlust.
' ;";' Das Herz mir im’ Lelb entbrennte
e ‘Da hab' ich mir heimiieh gedacht
Ach, wer da mitreisen- kénnte - - _
In der prachtlgen Sommernacht' e B
, , . ol (l 5—8)
In the.secondlstanza,'the poet actnally sees-and hears two '_

wanderers:
. t '

Ich horte im wandern 51e 81ngen

- Die: stllle Gegend entlaxg: : , L

(l 11-12) B

- The 1mportance attached to thelr song reveals the German Romantlc :
ltendency to regard mu51c as'"the hlghest art the art Wthh 1eads us “

1nto the dark’ahysses of our soul and the mystery of the world "32

‘:'Slgnlflcantly, however no "dark abyss" of 1ntrospectlon results in’

'lSehnSucht where mu51c 31mply produces a Joyful St ung and a- fllght ;
of fancy ” ' .

The poem now moves away from the poet g 1nd1v1dua1,51tuatlon :
"ﬂwhlch has prov1ded a sPrlngboard to a dreamworld The remalnder of .

the poem deals w1th the exotlc 1mages stlmulated by ‘the wanderers'_'

ifsong' The last four 11nes ‘of. the second stanza contlnue to descrlbe

".the sxghts and sounds of w11d mountaln Scenery‘ the waterfalls

_'forests, sprlngs, and cllffs _ The flnal stanza moves on to deserlbe
-an art1f1c1al world of marble statues,33 shadowed gardens, and palaces*
j1n the moonllght In thls world of the 1mag1natxon evoked by song, ?Lﬁ

there are also flgures standlng at the wlndow llstenlng to m?slc, a

,parallel to the flgure 1n the openlng llnes.

e .
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ST ff“Wo die Mhdchen am Fenster lauschen,_‘:}'
"' ‘Wann der Lauten Klang. erwacht
O Y § dle ‘Brunneh verschlafen rauschen '
- In. der prachtlgen Sommernacht _—

(1 21-k) o
‘1L1ttle in the 1magery or the VOcabulary of thls poem separates it -

‘ fron"earlxer Romantlc works. As 1n Brentano s Abendstandchen (1803)

12}

for 1nstance we. have the sol1tary flgure the 1nterest in nught the

. musxc in a natural settlng, the vague Sehnsucht, and the contrast
between 11ght and darkness One evocatrve 1mage leads to another.‘

) Elchendorff éomblnes these elements, however, to ‘a conslderably d1f-j: éf

. ferent effect. HlS poem 1s a Romantlc p1cture book He takes the

\

readyﬁmade vocabulary and stances of Romant1c1sm and produces a grace-

ful but'superf1c1al poem.' The eﬂblems of Romantlclsm flow together

e

~Vlth an almost contrlved,neatness. nght and solltude evoke Wanderlust
"T,singiné wanderers appear and by means of thelr song, the llstener
‘-éoesion an 1maglnat1ve journey, whlch is neatly concluded by the plcture
_ﬂo:;nore/llstenlng flgures at the w1ndow and the.repetltlon of the.
'~openlnéﬁ11ne.. The poem thus rounds ;tself off to a 201nte, or what.v
Klenzerle calls a("lelse Uberraschungsmoment "35 Hhe endlng‘ whlle T
typlcal of Elchendorff's poetry, 1s atyplcal of earller Romantlc works-

o Gerade wenn wir d1e Schliisse - Elchendorffs betrachten,'

© ist es” ‘auffallend, wie wenig hier’ von dem "romantischen”
_VerflleBen und Verstromen zu spiliren. ist. Den fdst 1mmer _

- haben geine Gedichte einen echten Abschlus, im Gegensatz -
zu Tieck, deér gar ke1nen Wert auf éinen rightigen SchluB & -
‘legte,. und allmahllches Verhallen mehr liebte; Elchendorff

. hingegen neigt stark zu. Zlelschlussen und P01ntensch1ussen, '
die jedoch nlcht so spott1sch zugespltzt Slnd w1e be1
-,Brentano 36 ‘ X .



Thls poem follows the typlchl pattern of the Romantlc lyrlc as

dellneated by Wlmsatt and Abrams v1th an 1nterest1ng dlfference.

1dthough there is an out—1n—out movement (fromrthe stars to the 5011—

-

. tary narrator to the expan81on “of a dreamworld) Elchendorff attempts
to read no deep meanlng into the landseape and resolves no maJor e

problems apart from hla lenglng after beautlful 51ghts. The content

of Sehnsucht 1s purely fanclful It 1llustrates the elemEnts whlch .

: Hollerer has . p01nted out as’ central to Elchendorff s poetry '"dle

y

Zauberlsche, 1n ‘der Sch#ebe und im Auf— und * s:.ch bewegende Sehnsucht

. nach idealer Schonhelt d;; 51ch ausstromt und d1e zuwellen gehemmt

¢

w1rd durch dle Uberanstrengung der’ Schonheltsbllder dre.ELngrenzung.-

'

und Verfestlgung in: Bllder der Idylle "37 _fi S - .H5\,~ - .

LY . -

acgts (1853) 38 whlch Hoilerer calls elnes ‘der letzten gegluck-
ten Gedlchte von Elchenddrff,"‘l9 reveals another tyolcal element of

his poetry ' d1e statuarlschen Bllder der chrlstllchrellglosen d;_

abgeklarten Schonhelt, in denen Jene Sehnsucht 51ch feste Umrlsse im

[
s

Unendllchen schafft "“0 From the beglnnlng, the reader is- left in no

. doubt that thls 1s & poem.wlth‘a rellglous message. The.poet $ physical~':.

.51tuat10n‘1s a reflectlon of hls 51tuation in l;fe.~ He stands infthelll'

. shadow of the forest as 1f 1t were the edge of llfe i, é.; he is now .
'o;d; In the tw1llght of‘h1s llfe the countryslde 15 falnt in" the
dlstance and the 51lver stream (agaln 8 symbol\of llfe) stretches out
God 13 present both 1n nature and in hlS llfe. church bells sound from.

& dlstance whlch startles a slumberlng roe—-a topos for the Chrlstlan

soul, Tranqullllty pervades man and nature 'as the presence of God 1s
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~ felt and Seen.' .'“‘1. ' B . - ’f.' ' - IR

Tch stehe in Waldeschatten o -
Wie an des Lebens Rand, : - )

Die Lénder wie dammernde Matten, : _
Der Strem wie ein 511bern Band. o ) R -

- " Von fern nur schlagen ‘die Glocken L e
'xUber die Wdlder hereln, .
- ,Eln Reh hebt den Kopf erschrocken ,
- Und ‘schlummert glelch w1eder ein. s

Der Wald aber ruhret die Wlpfel
ImgTraum von der Felsenwand@
Denn der Herr geht iiber die G1pfe1
Und segnet das stille Land.

(E I, 102)-

. : } . S o ’
The tlmeworn Romantlc scenery appears once more' nlght, shadowy
‘forests, mountaln peeks and a mu51cal sound in the 511ence | In splte
‘of the plcture of mov1ng~organ1c nature, accompllshed through the
analogy of 11fe and the shadowy forest the presenee of w1ld-11fe,

3 -

and the qulverlng tree tons, the poem has a statlc quallty Instead

of lettlng the 1mages sneak for- themselves, w1thout exp11c1t rellglous

or philosophlcal statement or’ dlrect comparlson the poet‘insertsA
"‘three similes in the first st&nza: '"Ich stehe in Wai&esschanten,/lwie‘
an des Lebens Rand,"" "D1e Landes w1e dammernde Matten, / Der Strom w1e

i eln s1lbern ‘Band.™ ﬂAfter the 31mple spontanelty of the openlng llne,
'the poem thus takes on a forced note, an exanpie of the "Wechsel vom -
Verstromen 1ns Offene zum Verfestlgen und Verha.r't:en"‘*1 to whlch Gaudenz"

‘ Ruf makes reference. Tﬁis is, . moreover, not an’ 1solated 1nstance. The

poem. Frlsche Fahrt (prlnted 1815) £Lor example, opens exuberantly wlth -

"Leue Luft kommt blau geflossen"'(E I,9); the next line, however

"dampft dle beseellgte Hlngebe und statt des berauschten Gemutee



spricht,der klare Wilieé 'frﬁhling, Frithling soll es s.ein"'“'2

. The second stanza of Nachts shifts back -to smmple, d1rect descrlp—
tion. As in Sehnsucht the tradltlonal _gng of nature descrlptlon |
comblne w1th the t _9225 of musiec ("Von fern nur schlagen die Glocken ). .

The landscape is permeated w1th securlty.

Eln Reh‘hebt,den Kopf erschrocken
_ Und schlummert'gleich wieder ein.

From the descrlptlon of nature in famlllar but vague terms the noem
moves self—consc1ously to'a rellglous ZlelschluB in the third- stanza,

. whlch has nevertheléss been prepared for by the precedlng rellglous

1magery The forest is 1nfused with the presence of God" ' T

Denn der Herr geht iiber die Gipfel
Und. segnet das stille Land

[

'lee Zw1e11cht and Sehnsucht the poem ends neatly,-once more, however,

- .

,the symmetry 1njects an . air of artlflclallty, and a statlc quallty

domlnates. In’ splte of the panthelstlc Weltgefuhl whlch enters the
'idescrlptlon the poet - does not react 1ntensely w1th the surroundlng.
'world preferrlng to see nature as.a panorama set out before hlm No
fdaalogue exists between man and nature whereby.nature becomes the -
.rec;plent of the .speaker's feelings and, in turn, p?ovides him‘ﬁitﬂ
.strength and inspiration; on the.contrary, the;noeticunarrator free
'from doubts or problems looks at ‘the- natural scene and sees.ln it -a
‘bOnflrmatlon of his ready-made ‘belief and trust 1n God. |

L.

v - Upon 1ook1ng back over the'poems we have examined, we may reach
. " -

Qeveral general conclu51ons regardlng Elchendorff s dlctlon rhythm,

and 1magery. Even:more thanrthat of his Romantic precursors, his

e
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poetry is»univérsally understandable. His diction exemplifies Schlégel's

ideal of "kunstloser Gesang" (c.f. Athendumsfragment 116) through a

simplieity which gpproximates that of folk poétry. His'sentence

étructures lack the complexit&Vand ambiguity frequently fOun& in the

v 3

ipoetry of HSlderlin, Novalis, or Brentano. Similarly, his metres are

)

e

for the most part regular, wiih'enough variation to impart an air of

Spontaneity: - . . . ‘

Aud 4 - had e ~ ~ / -~ N

_Es’ schienen 'so golden die Sterne Ty
- - - o ./ < ‘.

Als ich einsam am Fenster ‘stand
- 1/ O oo S e

"Und hdrte aus weiter Ferne
- / - ~ 4 ; s

Ein Posthorn im stillen Land.

Ruf summarizes:

Eichendorff verliert sich nie in lyrischer Trunkenheit.

wie etwa Brentano oder sein Jugendfreund Loeben. Melodidse
Zeilen wechseln immer wieder mit klanglosen Passagen, und
selbst in den Gefiihlsausbriichen halten sich Hell und Dunkel
die Waage.--Ebensowenig gestattet sich der Dichter in der
- Reimtechnik ausschweifende Freiheiten. Er betdrt sich nie

im Klangrausch lippiger Reime, denn erlaubt sich das eine '
Reimpaar den Schmelz des weiblichen Ausgangs, den Sang
. dunkler und langer Vokale, so kompensiert bestimmt ein
: anderes mit den gegenteiligen Eigenschaften.3

An overview of Eichendorff's imagery may ﬁlso'lead to several conclusions.
In An die Dichter he mentions'"StrSme"; in_iwielichf he refers to AFlﬁgél",
"B&ume",l"Wolken";.SehnSucht'spéaks of "Sterne", "Felsénschlﬁftén";
"wilder", "Quéllen", and a host of other Plural nouns; and Nachts men-
tions-fténder", "Matten", "Wdlder". Eichendorff thus speaks frequeptly
in ﬁlurals, which impart an air of generﬁiity and vagueness to.ﬁis work.

His eye sweeps across the iandscapé and seldom stops to describe

specifically. This general vision‘maj contribute to the great popular
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appeal of his poetry: .
Die Gewalt, die Eichendorffs Sprache iiber den Teser
ausiibt, wie ein Lockendes, Bezayberndes, liegt zu
einem wesentlichen Teil in Eichendorffs Gebrauch
des Plurals. Immer sind es Wilder, Stréme, Schl&sser.,
verschlafene Brunnen, was alles von einem Fenster
aus sichtbar und h&rbar wird. Alles scheint genau-
bestimmt und fafbar und ist doch durch den allgemeinen
Begriff, der durch diesen pluralischen Gebrauch gegeben

* ist, in eine Distanz gerfickt, die nicht mehr wirklich
greifbar ist. Und so entschweben die Bilder den
zugreifenden Hénden in ein Unwirkliches, UnfaBbares.
Sie sind aus dem Spezifischen ins Allgeméine abgeriickt
und haben dabéi doch nicht ihre Traulichkeit und
Heimeligkeit verloren.%

?

Even when the piural is not employed, Eichendorff's language tends to

be abstract. In Der Soldat, for instance, the young girl is simply

]

"die SchAnst' auf der Welt": the summer night in §ehnsuch3.5s "prichtig"”
and the water in Nachts is like a "silbern Band". Fichendorff's+

descriptidn thus-tends to be emblematic: by combining the readv_pmade

o

vocabulary of Romantirism with its familiar associations, hs p  laeen
. %
evocative but indistinect pietures. As Ruf comment s :

Wohl greift Eichendorffs Phantasie zu rein lyrischen o
Elementen, und diese Welt scheint v8llig entmaterislisiert.
So empfindet er vor allem vage und fliissige Medien wie
Flug und Strom, Wind und Luft; und die wenigen festan
Dinge wie Wald und Augen~-~auch sie kaum greifbar.

schwimmen in soleh blauem Ather.45

Sound’ and motidg are more impartamt than sight in bhis poetry:
Ja, mehr als Sichtbarkeit ist die Welt Klang; der Dichter
hért sie eher, als daR er sie sieht, und gibt ein Konzert
von HOrnerklang, Stromesrauschen und lockenden Stimmen
wieder. . . Die Schdpfung ist beseelt und vibriert im
Walten eines lebendigen Geistes, von itm zum TLeben erveckt .6

. P
These poems by Eichendorff, from the early, middle, and late periods

3 I3 / [
of his career, illustrate the truth of Korff's statement that FEichendorff
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is an inheritor and not an originator of Romanticism. In his poems,

RSO
, ¥

he employs Romantic vocabulary, themes, and images--albeit a Romanticism
disciplined and.tempered by his firm religious beliefs. The view of
EicﬂEndorff as a late Romentic vho:remains within his inherited tradition
is shared not only.by Korff, Tyrms, HSllerer, and Ruf, but also, to
varying degrees, by more recenéwcritics; Egon Schwartz sees in his

poetry both diversity and an "astonishing unity™’ and notes a marked -

"preference for a‘few topies" along w1th "a certain conventlonallty of

-his subjects."48 His use of already famlllar themes explains his great’

popnlarity: "Eichendorff vas .the heir and,masterful exponent of a trad-

.

-'tltlon which had already penetrated all levels of the populatlon "49

g

‘Werner Kohlschmidt!s recent commentary on Elchendorff in D1e Geschlchte

‘der deutschen Literatur von der Romantlk bis zum spiten Goethe stresses

- the lack of developmentlln his poetry. _Cogment1ng~on Frische Fahrt,

Kohlschmidt writes: "Friihe Lyrik des Dichtere, aber. bereits sein voller
Ton. Er wird inn'vielfach variieren, aben.nicht eigentlich entwickeln.'50
He remarks upon Eichendorff's preference for the forms made popular by
his precursors but obserie t“? he employs them more rigidly and less
inventively. At the same tlm?f his poems revea% balance and'restraint,
for he does not induige in the "Gefiihlsschwiitmereien">! of earlier
Romantic poetry. 1In splte\of the derlvatlveness and limited scope of

his poetry, Kbhlschmldf malntalns, "Eplgone 1st er deswegen noch nicht,"52
since his poetry does not 1mpart the seme air of mannerism as that of

Uhland, for 1nstance. An%}her recent evaluation by Wolfgang Nehring
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~

' remarks upon the "Mangel an Abwechslung, die dauernden'ﬁiederholungen}"53 .

Nevertheless, Nehrlng comments that “M3ie D1chtungen wirken kelneswegs

.stereotyp Es besteht ein geheimer Wiederspruch zwlsphen der formel-
‘ o

haften Darstellung und der.unverbrauchten Frische, die den Werken immer

wieder bestdtigt wird.'"S"

These'evaluations are similar in that they'fecognize both the

‘a

! &
gmblematic nature of Elchendorff s poetry and the Sklll with which these

.emblems are comblned and recomblned In spite of this lyricel skill,
however, Eichendorff remains a late Romantic employing well-known forms

énd themes. Although it may be extreme to label him an "epigone", the

Presence of‘epigonal elements in his poetrf:cannot‘be denied. As
Halierefgeemarks, iﬁ is easy to'forgét that Eichendorff was not only

a contemporary of Jean Paul, the Schlegels Brentano and Goethe, but
also of Helne Biichner, Grabbe, Stmfter, angd Keller He remains, however,

with o0ld themes:

Eichendorff versuchte, die Landschaft.der idealen Schdnhéit
mit allen Mitteln festzuhalten, obwohl er in einer Zeit
lebte, die auf dem Weg zu Baudelaires "Les Fleurs du mal"
war. Es war def Weg zu einer Schdnheit, die HdBlichkeit
und Dissonanz nicht mehr asschloB, ein Weg, der sich ins 20.

! Jahrhundert fortsetzte.--In dem Versuch des Festhaltens
gelangen Eichendorff zauberhafte Prosakapitel und faszinier-
ende Gedichte. Das Unerlgste aber, dle Starrhelten in
Eichendorff's Dichtung, erklédren 51ch aus der Anstrengung,

v etwas festzuhalten, wes kaum mehr festzuhalten war. 55

J s
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CHAP'I‘ER'DHREE
I JOHNKEATS

A

+

. In Joseph von E1chendorff we have seen an example of a late

Romantlc poet content to remaln fer ally and'thematlcally wlthln-the

bounds of his 1nher1ted tradl 1on,T1mp031ng upon 1t the llmltatlonsiﬁ
of h1s ethlcal and rel1glous v ues.s Although derlvatlve hlS poetry
~1s"eVen 1n its. earllest stages the work of an accompllshed craftsman
fIt 1s,‘as we. have observed, 1nfused w1th tranqulllltv and remarkably
_free from- confllct .or struggle. :
: Unllke Elchendorff Keats 1s a. poet an constant.development
Unw1111ng to take over “the style and themes of Wordsworth Colerldge,
or other precursors, he 1s in search of hls own poetic 1dent1ty. Hls-‘
early wrltlng 1s "the 1mperfect apprent1ce work--frequently ocea51onal
f;often dashed off 1n the haste of momentarv 1nsp1rat1on and sometlmes
' .imltatlve-—of a poet whose later greatness Justlfles the uneven exper—.
‘.‘1ence.of examlnlng hls earller vorks "1 Hls great poems'shake themselves
8 free to a 1arge extent from the 1nfluence of Mllton Wordsworth ‘and lf'
iother wrlters to” achleve 1ndiv1duallty of style and conceptlon.z‘ His
e -

_eventual 1ndependence from the overbearlng 1nfluence of the past makes
,:hlm as Harold Bloom observes,v perhaps the only genulne forerunner of
'_the representative post-Romantlc SEﬁSlblllty"s among the Engllsh
i‘ Romantlcs. From youthful eplgonlsm, Keats graduates to orlglnallty.‘

: Cw

. Both h1s poems and h1s letters reveal a determlnatlon to exerc1se hls -

";own form of "creatlve correctlon upon the poetlc trad1t1on of hls t1me.

LR
-
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Sleep and Poetry (K 51-61)‘from the Poems of 1817 already shows
/

”.hls 1ntense concern w1th the functxon of poetry and the rﬁle of the ;“

jpoet. In 1t he seeks to- assess hlB own development as well as that

' of Engllsh poetry ‘ After a somewhat awkward p1cturesque preamble

‘”(1. l-h6) he plunges 1nto a dlscu531on of” h1s poetxcsasplratlons,

[N

ideals, and mlsglv1ngs.."

O Poesy. for thee I hold my pen v

That am not yet a- glorlous denlzen X
.0f thy wlde heaven-—Should 1 rather. knebl X
Upon some’ mountaln-top until I feel -

A glow1ng splendour round about’ me hung, A
uAnd ‘echo back the’ vdice of thine ‘own tongue?
-0 POesy " for thee I grasp my pen o B

-That am’ not yet a glorlous denlzen Lo St
»-Of thy Wide heaven, yet,: to my ‘ardent prayer,
Ileeld from thy sanctuary some clear air BN
; S oL SUERRRNY & % k7—56)

In hls enthus1asm he wants to "dle a death / Of luxury" (1 57—8), as'f

¥ o

'v well as to seize "the events of thls w1de world / lee a. strong

.glant" (1. 81-2) Wlth-hls characterlstic obJectlvlty, however, Keats '

'reallzes that he presently ex1sts 1n a sﬁate of sensuous 1ntox1catlon Ea

'w1th the beauty and novelty of poetlc creatlon. He must move on,'he

FRCE I

‘says, to 1ncorporate deeper matters 1n hls work‘

, And can I ever hld these Joys farewell? S _
,Yes, ‘I must pass thém for a .nobler life, . .~ - ¢ '
. Where I may find: the agonles, the strlfe
of: human hearts.

; (1922-25) ‘
'As Douglas Bush comments these two stages have long been seen as t:V

iKeat51an parallels to the second and th1rd stages of development 1n

D"

f-”Tlntern Abbey, the adolescent and purely aesthetlc passlon for nature

and as’ mature compensation for the loss ‘of that sensory 1nten81ty,



:.;'A shift of empha51s is thus already ev1dent as the poet starts to fOcus'

735'1n hlB poetry, although thls "1deal" is not clearly deflned

'sympathy w1th man."* Wordsworth however, speaks of hls development

"-ln retrospect, whlle Keats is 1ook1ng lnto the future- for Keats,

‘".moreover, poetlc creatlon holds. the exalted pOSItlon whlch 1n Wordsworth s -

,poem 1s held by nature.ﬂ“ !' _

0 for ten years, that I may overwhelm

Myself in poesy; 'so I may do the deed

That my own soul has to 1tse1f decreed oo
‘ (1 96 8)

:on the poem 1tself and on the act of poetlc creatlon rather than o

vattemptlng to reconc11e the d1Verse elements of llfe 1nto a harmonlous

-

Luwhole."

The next long stanza (l 122-5h) 1s glven over to the poet A v181ons 5A‘U7i

fvof the subllme. The poetlc 1deal aopears 1n the form of an Apollonlan

charioteer' thlS 1s followed by further "shapes of dellght, of mystery, h,

"fand fear" (l 138) The poet at flrst feels uplLfted by these v131ons,

'.: later however he ‘is assalled by a sense of futlllty as\the\dlchotomy

‘3,bethen the 1deal and the: real is ev1dent

A sense of real thlngs comes doubly strong,

And, 1ike a muddy. stream, would bear along oo SO

My soul to noth1ngness-‘ L L e .
T : (11579) oL

'jHe determlnes neVertheless to remaln falthful to h1s 1deal and to "strlve !

| Agalnst all doubtlngs" (1 159-60) Thls 1s, 1n essence the central

' task of the poet as def1ned 1n Sleep,and Poetry° to 1ncorporate the 1deal

..

» .

Now that Keats has establlshed the dlrectlon of hlS own development

and deflned the poet's obllgatlon, he goes on to censure elghteenth '

70
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century poet ) "Wath the usual 1ntolerance of yo rebels, Keats ‘
ry

\goes beyond the relatlvely mlld utterances of hls romantrc elders and

launches (162-206) an. attack on. what Hunt and others called 'the French
school' of B011eau and Pope. 'S, In strong terms Keats expresses his
dlssatlsfactlon wlth mechanacal verse—maklng and adherance to r1g1d

'[ laws of.comp031tlon. The "handlcraftsmen" (1. 200) who posed as _poets

were gullty of 1nd1fference to true poetlc 1nsp1rat10n (1 18h—5) and '

. . . . . Lol O R ‘ .
to the, beautles of nature"*" T I T

.. . The. w1nds of heaven blew the ocean roll'd
n } Its gatlering waves--ye felt it not. The: blue’ .
’ o _Bared its eternal bosom, and the dew 3
. Of gummer nights collected stlll t0~make )
‘The morning precious: beauty was awake. 7 N
,.Why were ye not awake? ' :
(1. 188-93)

From the Neo-Cla551c1sts, he,moves on to h1s more 1mmed1ate precursors.
L 2%

.- But let me thlnk away those t1mes of woe:
" Now 'tis a‘fairer season; ye have breathed

- Rich benedictions _o'er us; Ye have wreathed -

" Fresh garlands: for sweet music has been heard

In many pleces--~ = : .
(1 220-2&)

He salutes three 1nsp1red poets.- Chatterton (1 218-19); Wordsworth

3

(1 22&-26) and posslbly Hunt (1 226-29) 6 Although the nlneteenth

century has been marked by a reawakenlng of 1nsp1rat10n Keats s pralse

of the Romantlc generatlon 1s not und1v1ded Modern pojy_ 1s of uneven 3
‘ quallty and often lacks subtlety

:These thlngs are doubtless, yet 1n truth we ve had

Strange thunders from the poteney of song; - . >

anngled indeed wlth what is sweet and strong, ‘

‘From-majesty: but, in clear truth the themes . : S

Are ugly clubs;” the Poets Polyphemes ' R .-

Dlsturblng the grand séa, S TR
. | (1 230-5)/‘}

Loy

A



Instead of writing only 'what is sweet and strong,":the new poets
bombard the reader e1ther wlth rhetorlcal dramatlzatlon ("strange

thunders ) or with. dldactlc themes ("ugly clubs") and, carrled away

by a one-eyed 1dea of thelr own mlght they come to resemble Polyphemes.
ﬂ . .‘

As- Bush observes, 'Keats was doubtless reflectlng Hunt—-and Hazlltt—-jf"
.;and ant1c1pat1ng his own later condemnatlon of Wordsworth's dldact1c1sm '
and excesslve 1ntrospect10n the‘;egotlstlcal Sdbllme""7 Poetry must’

' be as natural as "a dralnless shawer / of llght" (l 235-6) and as
lnnselfconsc1ons of 1ts own power as‘"mlght half—slumb'rlng on its cwn
:’rlght arm" (1. 237) Thls statement is. later reflected in a letter to

'Reynolds' "Poetry should be great and unobtru51ve, a thlng whlch enters

‘1nto one S soul ,and does not startle 1t or/aqaze 1t w1th 1tself but

its subject." (KL I, 22h)
Keats now proceeds to crltlclse the!ﬁarkness of modern voetry:

But strength alone though of - the Muses born
Is. like & fallen: angel: trees uptorn,
JDarkness end worms, and; shrouds, and sepulchres
Dellght.lt for it feeds upon. the burts, _
‘ And thorns of llfe, forgettlng the great end
C0f poesy, that -it should be'a fr1end '
;To sooth the cares, and llft the thoughts of’ man.,
. . : (1 2h1 h?)

'The attack here may be accordlng to Bloom, aga"nst the dark posturlngs

1:of Byron 8 Chllde Harold the flrst two cantos of wh1¢h had already

'appeared in 1812, or of Shelley s Alastor (1815) 8 Part of the attack
may also be dlrected agalnst the cult of Gothlc horror: "Darkness, .

- and worms and shrouds, and sepulchres. Like E1chendorff Keats cr1t-.

'1clzes the eventual dlrectlons taken by Romantlc poets. H1s concludlng

B statement 1n thls passage hOVever that poetry should be soothlng and

>
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less sees poetry as en'end in itself, divoreed-from self-conscious

\:

‘ uplifting,‘does not ring true and allles 1tself wlth the Wordsworthlan

d1dact1clsm‘he has Just condemned Thls stance is modlfled when, 1n

'the remalnder of the poem Keats considers hls ‘own destlny as a poet.

"
Once more he v1ews hlmself re&llstlcally but w1thout sham modesty.

lAlthough he admits that he- lacks the reason and wisdom of maturlty, he

o

yet has an’ 1ntu1t1Ve grasp of the essence of poetrv

-What though I am not Wealthy in the dower

of spannlng wisdom; though I do.hot know

The shiftings of the mighty winds thdt blow .

Hither and thither. all the changing thoughts

Of man: though no great m1nlst'r1ng reason sorts’

Out the dark mysterles of human souls

To ‘clear conceiving: yet there ever rolls

A vast idea before me, and I glean:

_Therefrom my liberty, thence too I've seen .

The end and aim of Poesy. .
' (1. 28&-93)

‘Although this "vast idea" remains a somewhat vague concept, he neverthe-

reasonlng or exterlor purpose. Once more' however hlS Dedallan fllght
of enthusiasm (1. 303) is checked by a reallstlc awareness of ‘the e e T

dlfflculty of being & great poet
" An ocean dim, sprinkled with " many an isle,, -
'Spreads -awfully Before me. How much toil!
- How many days! what desperate turmoil!
Ere I can have explored its w1denesses.
(1. 306-09)

.

A conv1nc1ng 1nterpretat10n of. these llnes 1s offeredtby A, P Antlppas-

. The ocean that - Keats calls "qim" (that is, of unfavorable
prospect and without bounds) and that? spreads so awfully
before.his. Icarian perspective is, I suggest, the intimi-

.dating expanse of the poetic tradition. The scattered-
1sla.nds are Keats's much - travelled imaginative realms of

. gold: they always evoke a.ngulsh, embarrassment and
"desperate turmoil", for. each island is beneath the firm
dominion of some poet already a successful vassal of Apollo.



There Seems to be no promontory left for the young
suppllant to ascend even if he had the strength of w1ng.

' The poem ends somewhat 11mply with a profu51on of plcturesque lines

which adﬁ little to the fore301ng stanzas (1. 312-h0h) In spite of

1ts une{enness, Slqu and Poetry is significant as an 1nd1catlon of
Keats''s attltude toward his‘Romantic_precurQors and toward himself'as

‘a poet. .First of all. he rebels, like Wordsworth and other Romantios;
agalnst the' art1f1c1a11ty and rlgldltv he sees in elghteenth century
poetry, and advocates a return to feeling, nature, and 1nsp1rat10n
Second, he sees that Romanttcism has marked a change toward greater
creativity. His approval is not, howeyer,-ﬁithoﬁt reservation' Although
' Romantic poetry possesses mueh that-is'"sweet and strong" (l 232), it

. , . . oy

often lacks subtlety and is marred by excessive eéotism,vdidacticism,

and pessimistic elements.
» i

Keats's COnception of the poet's function in this poem does not
differ greatly from that of earlier European Romanties He reyeals an
intense. awareness of the beauty and dlver51ty of the’ un1Verse as welll
~as a de51re to identify and sympathize with humanlty. At the ;ame tlme,
he does not regard'himself as a‘prophet; He 1s not a Blake, a Wordsworth N
or a Shelley, determined to 1mpose hls personal v1s10n upon humanlty..
He sees h1mself prlmarlly as a poet struggllng to 1ncorporate his vision
of the sublime in hlS work. Poetry is an end in 1tself and 1f'1t does h

indeed sooth the cares, and 1ift the thoﬁghts of man," thls 1s acéom—

pllshed by aesthetlc means rather than by 1ncorporat1ng ‘moral or didactic

views,.



In his letters, Keats defines his attitude toward his Romantic '

preéuréors more precisely, end his points of criticism éie similar to -

those ativanced in Sleep- and Poetry.  THe well-known letter to George

. and Tom Kefats of December, 1817 brings in his concept of Negative N
Capability:
- '+ » at once struck me, what quality went to form a

" Man of Achievement especially in Eiterature and which
Shgkespedrg possessed so enormously--I mean Negative'
Capability, that is when man is capable of being in

‘uncertainties, Mysteries, doubts ; without -any irritable
reaching after fact and reason--Coleridge, for instance,
would let go by a fine isolated verisimilitude caught
. from the Penetralium of mystery, from being incapable
of remaining content with half knowledge-. . )
' ' : ~ (KL, I, 193-h)

7

In Sleep and Poetry, as we have seen, Keats has criticized the one-

dimensional quality of contemporary writing which transferms pretic {

‘themes into "ugly clubs". This letter reiterates that the poet must be
’ ) T . - !‘
aware of the divefsity of existence and must not -seek to channel it into

an artificial unity. As Bate paraphrases the'passage,
In‘our_life'of uncertainties, where no one system or
-formula can explain ev?r&thing-—vhere even a word is
a8t best, in Bacon's phrase, a "wager of thought'--
what is needed is an'imaginativg openness af mind and
‘heightened receptivity to reality in its. full and . -
diverse concreteness. This, however, involves négatingg -
one's own ego.l? L . -,
The "irritsble reaching after fact and reason," of vhich Keats somewhat -
un justly agpusés Coleridge,?1 And‘the determination to force one's
Q}ndings iqtp a.self-ﬁéde“system, are assertions of the .ego. Iéstead
of béing caught up in a desire to develop hisvown interpretétions, the

poet. should be content with "half knowledge."

~ B . . ) . )
(8]

L



N \

- For a great poet" espe01ally, a syﬁpatheﬁic absorption ’
in the eséential significance of his object\(caught and
relished in that mctive cooperation of the mind in which"
the~harmony of the human -imagination and its ohJect is
attalned) 'overcomes every other con51deratlon (consider-

‘ations that an "irritable reachlng after fact “and reason"

v .' ‘ S mlght otherwise itch to pursue),! o
The idea that the poet should possess this 'Negative Capability"
of llvnng in uncertainties and of’ belng content with "half knowledge
recurs in a letter wrltten on February 3, 1818 to John Ham11ton~Revnolds

”In this letter Keats moves on to a more dlrect cr1t1c1sm,of the Romantlcs

as represented by Wordsworth As-ln Sleep and Poetrv, he attacks his pre-

b

cﬁrsor 5 de51re to be a,self-appoznted phllosonher or prophet;

It may be said that we gnght to. read our Contemporaries.
that Wprdsworﬂaic should have their due from -us. but for
' the sake of a few fine imaginative or domestic _passages, v
- are we to be bullied into a certain Phllosophy engendered
< /- ~ in the whims of an Egotist--Every man has his speculatlons,
‘but every man does. not’ brood .and peacock over them till he
makes a false c01nage and-deceives hlmself--Many a man can

) w cL travel to the very bourne of Heaven and yet want confidence
S to put down hrs half-seeing: o
(ICL I, 223) S T a . 2

. The main p01nts of hls criticism are similar to those he has prev1ously T
. . 1 M

5ﬁ"advanced ’the 'bullylng of the reader wzth dldact1c1sm the egotlsm
whlch causes the poet to thlnk that hls personal vision is the ult1mate,'

. “:‘the 1ntrospectlon or the tendency to "brood and peacock" whlch leads to

‘; .-deceptlve conclu51ons and the lack of "Negatlve Capablllty" to: admlt

¥

c to ”half—see1ng o Ke ts summarlzes h1s aver31on to thls poet1c attrtude

.o,

self-revelat1on and edlfacatlon. ' ”t ."{':"
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Z/none. (xkL, I, 387) "This "cameleon Poet" (kL, I 387), who makes no Ab

-

, At the beglnnlng‘of his great year of poetlc creation (October
1818 to October 1819), Keats expands upon his view of "sympathetlc
absorptlon in a letter to Rlchard Woodhouse. - Thé poet has, he says,
"no'identity" (KL, I, 387), but is conﬁlnually "filling some other Body--,
_The Sun, the Moon, the Sea and Men and Women who are creatures of 1mpulse '

'are poetlcal and have about -them an udthangeable attrlbute--the poet has

~

‘moral Judgments and who seeks to 1mpose’no self—evolved phllosoPhy upon :

:‘ hls reader, dlstlngulshes hlmself sharpiy from the - wordswarthlan or R

°

L3

_egotlstlcal .sublime'| Qﬂ, I, 387)
. v o s
As to'the poetical Character 1tself (I mean that sort of-
which, if I am any thing, I am a Member that sort dis-
. , 't1ngulshed from the wordsworthian:or egotistical sublime;
which is a thing per se and stands alone) it is- not 1tself-— T
, . it has no self--it is everything and nothlng--It has no*
character--it enjoys light and shade; it lives #n gusto,‘

be it foul or falr hlgh or low r1ch or poor mean or
elevated

(KL, T, 386-7) < e
The poetic self has,thus been stripped of the.importance it held in

earliep-Romantio writing- The poet comblnes awareness wlth p3551v1ty

although he congvhntly reaches out to gather experlence he does not

P n

seek to‘xransform h1s perceptlons or probe their 1mp11cat10ns. T

Thls crltlcal attltude toward Wordsworth Colerldge, Shelley, Byron,

1 and Hunt was bound to have maJor effects upon Keats s paetry. Cr1t1c15m

Qahas often p01nted out the dlfferences between Keats and other major L

-

o ’

Engllsh Romantlc poets. ‘David. Perklns, in hls ggest for Permanence,‘

B % S
emph fzes the dramatlc rather than dldactlc'approach of Keats svpoetry..‘

.

«
U. 1ke the other Romantlcs Keats is content to merely present or narrate.

4]

b




-

o

,"Keats often rémains in the background vHe establishes symbols their ‘

.latent s1gn1f1cance is unfolded and the poet seems to be . largely

passive to the 1mp11catlons of the symbol adopted "3 Perklns concludes

that - Keats, unllke Wordsworth or Shelley, is concrete, not abstract

.and obllque, not d1rect : one does not flnd in hlm a clear—cut or

obvlous moral 1nterpretatlon whlch can be plnned down in the language

of abstractlon "l Harold Bloom agﬁees with Perklns that Keats pursued

- -

.th naturallstlc 1mp11catlons of the poet's relatlon to hls own poen, "15

. and adds that he lacked the rellglous temperament of Blake Wordswofth

. e

and Shelley '"He felt the . 1ma31natlon s des1re for a revelatlon that

would redeem the 1nadequac1es of our condltlon but he felt ‘aldo a

--humorous skeptlclsm tovard such desire.'f16 The lack of morallzing in

’b~

" his- poetry, says M A. Goldberg, sprlngs from h1s negatlve capablllty"

the ablllty to be content w1th doubts and uncertalntles and to remaln

w1th the world of sensatlons. In Wordsuorth's poetry, the self reacts

(’

" wlth external phenomena to transcend the world of thlngs into the truthsu

e

~ . - N X ‘

o
they can teach man, whlle Keats uses the poetlc act to penetrate 1nto

the essence 6f thlngs. He" moves "through and wlth them, and not above E

and- beyond them. "7

— ~

Ih the letter to Reynolds of Rgbruary, 1818 in, whlch Keats expresses

to’ say "I.ddﬁxt‘mean to deny Wordsworth's grandeur aqd Hunt's merlt-- ﬂf7
‘when we .can: have them uncontammnated and unobtruslve. Let us have the

,‘old poets- and rob1n Hood." (KL I 22h-25) zEnelosed 1n th1s letter

© .

-

1 ,hls dlsllke for the poetry of "palpable de51gn" (KL I 22h) he goes gn -




9

_are Rogin HOOd and'Llnes on the Mermald Tavern.

‘Rab 1n Hood (K, 270—72) was, as Keats saxd wrltten in the Sp1r1t

of- Outlawry," (KL B, 225) and in 1t ‘he sets out to debunk poetlc S "'7i

!

'conventlons of ‘his day. As the letter to Reynolds p01nts out the a%%em

is 1n dlrect reactlon to wordsworthlan dldactlclsm.. Instead of” trylng ‘T

G

to lecture the reader Keats entertaans hlm with a llghtly 1ron1c treat-

_ ment of themes of the exotlc past and the mundane present.. "Irony is

n

on the negatave slde, 1t should be remembered a way of afflrmlng one s'

o PR

escape from tradltlonal and conventlonal control of showlng the
. N

' supremacy of. mood over. decorun "18 | E.‘ ST T S

l

v"_' cons1st of a°moc k-serlous extended metaphor" 7

v

The des1re to recaptpre ani 1dylllc past was,.of course an. lmportant

s

'1 theme 1n Engllsh Bomantlclsm., Wordsworth and - to a smaller extent Colerldge -

both reached back 1nto chlldhood years for)the themes of thelr poetry,.
uhile the popularlty of med1eva1 and pseudo-medleval ballads and of the_:
hlstOrlcal novel attest to the 1mag1nat1ve attractlon of by-gone tlmes.,‘

Robln Hood ;s a tongue-ln-cheek treatment of a Romantlc conventlon.

The form (seven-syllable couplets) is. derlved from the seventeenth ‘

) century ‘and, as Bate observes, its. . rolllcklng meter" transforms 1nto a;-"

llght lyrlc the "dlrgellke repet1t10ns"19 of phrases such as "No. thosedb'"

days are gone away / And their hours are old and gray.f' An 1rretr1evable
dastance thus exlsts between past and present. The next seven llnes

LI

And thelr mlnutes burled all
Under the, dOun—troddeﬂ pall
‘g Of the leayes of ‘many years: . T s e S
Many,txmes have vinter's shears, {~;J‘jg;r§'s'.‘*f';p‘l, STl




e leases. T VR "QH. .

PR

: '.,Frozen North and chilllng East A
Sounded tempests to the feast - AN
or the forest' whlsperlng fleeces

Q. 3-9

The mlnutes of "the'old and- gray hours are thus 11ke\the leaves of

nany years troaden 1nto the ground to form a funeral‘;\l _ The

'y ) 3

leaﬁfs, in turn, are. the fleece of the trees,'shorn.each \\hter by‘the”", - .
. T ' T

. - ’ B
' shears of the tempests, Whlch feast on thelr v1ct1ms. The met ’hor e

4 . L

.‘,,,

, thus beglns on a conventlonal note of nostalgla, as. the poet speaksiof'vlﬂvj,-” ., '"f"

_ﬁ\é "pall / of the leaves of many

A surprlse element 1s 1ntrok
iduced w1th the reallsm of the vords‘"shears and "fieeces" and the )
""exaggeratlon of the word "feast" : The last 11ne of the stanza aamlnlsters
the flnal reallstlc Jolt by means or practlclal detalls when Keats

"states that these 1dylllc days occurred when men knew nor rent nor =~5:i‘" ,z"‘ .#

Stanza two employs the seme surprlse technlque as stanza on ;. ?he

l.flrst four llnes are agaln nostalglc, emphaslzlng that the past S‘fledff;

"No, the bugle sounds no. more, P f; f'iwg f"f‘“
. And the twanging bow:no morej . - .. o oanlToT
-v_ﬁu‘Sllent is the iwory shrill " R T L AT
P JPast the heath and ﬁp thefhlll T SR UUL R RO
N AR (1 11-1h) i.f_:;

.'gQaThe next fbur llnes are frlvolo%s, deplctlng the surprise of "some wlght" S
:who 13 glven the half" by Echo, when he happens to hear the laughter of

"Robln Hood '8 outlaw gang 1n a supposedly deserted forest. f*

qme v1gorously downmto-earth tone mlngled wlth nostalgla also

, ffects the descr;ptlon of Robln Bood and h;s band.. In stanza thr e,

"'ffor 1nstance, Keats beglns w1th.a melan"toly evocat1on"or the 1e%ehdary‘



vpast fades 1nto awareness of the mercenary present What would happen,“
‘“.asks Keats,.lf Robln were to be flung from hls grave 1nto present—dgy
'_Brltain? He would curse to see . all hls oak trees chopped down'

'cshlps. Mald Marlan would weep that her w1ld bees

.ﬁhclase d& stanza four "Strange. that honey / Can t be got wlthout hard

-

‘g.

'"~t10nal sadness to focus v1v1dly on ‘one of the clan members, who thrums

‘8 huntlng dltty on an empty can on the way to obtaln a reflll of ale '
. ¥ .

o (1 25- -32). T

Stanza four beglns 1n a renewed outburst of nostalgla
.fVGone the merry morris d1n, T ‘-'i:'
,Gone, ‘the song of" Gamelyn,. ‘ o

" ‘Gone, the tough—belted outlaw .~ i
.. +1dling in:the 'grené. shawe;' ?ﬁﬁ%-#”i, ‘
. ";.1'A11 are gone away and past. e
' . ' P (l 33‘7) , b-' .

.outlaws'(l 19-2h) Once more, however the mood shlfts from eonven— : l]f
. _ . .
L

Once more, the to@?wef regret 1s shattered by 1rony as remembrance of the

r

(1. h6 7) The most outrageously antl-nostalglc-statemént occ at theﬂﬁﬂ'

»

¢

Although thls ppem is wrltten in the Splrlt of Outlawry part of"

1t$ 1ntent 1s serlous Stanza flve places tﬁéﬁfast'ln Perspectlve_ The Tho.

openlng statement "So 1t 18,5 1mb11es acceptance.» The past 1s;-'5'

.

’.not to her"




partlcular reveal what Loulse Z Smlth has called a‘"balance of‘-w B
) -1maglnat1ve sensiblllty wlth deta:?ed obJect1v1ty "20 Rather than

"3;'1 repudlatlng romance, Keats complements Romantlc sen51b111ty w1th)

N . N :,‘_ :
LT reallstic detachment e - . ‘

13;‘ R Vlewed 1n the llght of Romantlc exotlclsm and Romaptlc 1rony, thls

poem 4eads to several conclu51ons. In no way does Robln Hood flounder

'1n yearnxng after the past or 1n v1sxqps of a nev mlllennlum Although ‘;

Keats palnts a llvely plcture of Rob1n Hood and hls band,land although/
there 1s an 1mp11ed cr1t1clsm of the present age of shlpbulldlng and T

mercenary transactlons (l 38-&8) the poem does not advocate a’ fllght

1s not entlrely dead.‘Even 1n our»present 51tuatlon, the poem obllquely it-f'f ' ;o

' . B

euggests, we can rev1Ve the past through SOng As 1n the 0dé. to a’ 'p f;l;;;;'p'};

nghtlngale or 1n_the Ode on. L% Gre01an Urn, art bonfers 1mmorta11ty, '




K
T . 3 :

'%Prse at the felllng of trees _or gather honey.f Past and present are

x

‘“thus relativ1zed as poetlc 1llus1ons are shattered A new stage of

'-synthe51s 1s, however Sugggsted by the coneludlng stanza-~ the past

fShellEy Keats, however, 1s objectlve. Dicksteln m&1nta1ns that




latér { .y

, Though you should bulld a bark of dead men s bones
- . .And reara phantom gnbbet for a'mast,
' *p.Stltch creeds together for: a sall Wlth groans
o, To fill. it outy blood@stalned and aghast :
A I ¢7vAlthough your rudder bea ‘dragon's tail j**',“
L TR Long ‘sever'd, yet st;l; ‘hard: with agony,- T
L L Your cordage 1arge uprootlngs from the"kull N
".Of bald Medusa, certes you would: fa ~1,.'; L
To find the Melancholy—-whether ‘she T T L
Dreameth ln any 1sle of Lethe‘dull L e Co L e
| SOl ko) R

‘ Its 1ropy
‘1n the enormous labor of
b ‘. 3 necessanlly 1n valn, .,:~
myth1c beast9 Mélancholy, :




'lhorror 1t must be experlenced. : f"i,‘{...”.";‘h’ ,f," ,T,-'hf‘
. Stanza one carrlee thls p01nt farther by negatlng the tradltlonal
b3 P : . . . " . L °=’

symbols of ob11v10n melancholy, and death.a--.i ”_';
R No, no, go not to Lethe, nelther twlst A
: L Wolf's ‘bane, ‘tight-rooted, for Lts p01sonous w1ne,
. Nor suffer thy = pale fomehead ‘to be kiss'd
By nightshade,. ruby .grape -of Prosperplne,‘ o
‘.;Make not" your. rosary: of yew—berrles, Lo -
Nor. 1et the - beetle, nor the- death-moth be
w . Yout mournful ‘PBsyche,  nor the downy owl
-A-partner in your, sorrow's mysterles, T
'For “shade’-to - shade will, come -too drow51ly, Lo
And drown the wakeful angulsh of the’ SO?l.m-‘ 57J '
i AR - . ‘ 1. 1-10

o Lethe, “arrous herbs the beetle the death moth and the owl-—cpnven- ,

— tlonal’lmages of melancholy deﬁgved rrom Burton s Anatomy of. Melanoholy27

g --are equally suspeot for they merely 'brlng about the deadenlng of

i sensatlon, serv1ng to "drown the wakeful angulsh of the soul "I'Awarenese _
- M 7
N le preclous, and melancholy does-not con51st 1n conventlonal poses orlln ‘
| emotlonal lndulgence. Rather than belng somethlng to cultlvate through
_,artlflclal means, melancholy comes naturally through experlence
A o -"""“:But when ‘the melancholy £it shell fall - ;.' B
S e Sudden from- heaven 11ke atweeplng cloud : o r Cel
A That fosters the droop-headed flowers all, . °:.
oy T AN hldes-the green. h;ll in an’ Aprll shroud N R .
S QﬁlgThen glut thy sorrow. on a nmrnlng rOSe, R SR il
*-anﬂf.,f-hu ' Or on the ralnbow of thesalt sand—wave, 'jfvf v N a
¢+ 7 Y 7.7 0r on the wealth of' globed peoniesy .. . »
Ziz s Or. 1f they mlstress some ;rich:’ a.nger shows, o S

G Empmson her- soft hand, and let her rave,



',experience.- Llfe and death are concbmltant and,the "same process 1n :

"fwhlch death is 1mpllc1t is also leadlng thlngs 1nto exlstence and

"fosterlng them toward fulflllment.','?B Tran51ence is 1nev1table. Keats

e”focuses on the 1rony of llfe. fertlllty is 1tself a shroud (l lh) fé;]v

3

the rain tham feeds the growth of Aprll slso leads to death. ,Thls
-zreallty must be'selzed and experlenced along wlth 1ts 1nherent melan—,il

'chbly The contemplatlon of beauty 1s aﬁso 8. melanchollc contemplatlon o
S . A s
of death (l. 15-17) , Instead of seeklng to transcend destructlve forces ‘

Re
S by reaching after a hlgher state of harmony, Keats sees a sensual
K N :
tpleasure in. the Juxtap031tldn of sorrow and beauty - "then glut thy

_ sorrow .on a mornxng rose Even the quarrel of lovers has 1ts beautles,
[

' for 1t allows ;he lover to feed on the "peerless eyes" of hls mlstress .

';'(1 19—20)

The concludlng stanza relterates that melancholy is 1nseparable

: .
b £ OFSUEE

"Tfrom beauty and joy - R T'”“J,,' . e T
: ? ‘She dwells wlth Beauty--Beauty that must dle, S -
. An& Joy, whose. hand is’ ever at his lips Lo R
. Biddlng adieu; and aching Pleasure nigh, o .
e T . Turning to poison while the bee-mouth 51ps {';1 T e '
e \$y +in the" very ‘temple of Dellght 3 IR S g
' ' Vell'd Melancholy has her sevran: ‘shrine, .. Do '
e Though seen .of ‘none’ save him .whose" strenuous tongue
e Co Can ‘burst Joy" s grape against his. palate finey ”;.'3 T
e ' ~ His soul shall taste the, sadness of her: mlght L
And be smong her cloudy trophles hung.
RO ,..,,; (r 21 3o)

‘ Keats explores the thln llge of demarcatlon betxeen pleasure and paln,“-

5'.dellght and melancholy 1n much the same wayias wlll be' on by Poe,
2 p e

u'fBaudelalre, the Symbollsts and the Degadents.

-"Je nefprétends pas que




N .. . S : Y
o~

la Joxe ne pulsse pas s' assocler avec la Beauté mals Je d1s que la

Joie [en] est. un des- ornements les plus vulgalres, --tandls que. la .

fmelancolle en est pour ainsi dlre 1! 1llustre compagne i ce p01nt

: Y
: que Je ne ¢ongois gueére.’ - un type de. Beaute oﬁ 1l n Y alt du
: ‘ : \

""1alhe\1r "29 T N

i Lo o s . R
The flnal four llneﬁ of the ode present a strlklngly sensual
7

image: melancholy can’ only be experlenced by that person who with

e

a strenuous tongue / can burst Joy 8 grape agalnst hls palate fine."
%

In other words, to taste joy, one must taste melancholy, and 1n a

sense, .one 1s as voluptuous a,pleasUre as the other. N \

o

Seen 1n the context of Engllsh Romant1c1sm, Keats accompl1shes much
1n thls poem Although he employs standard Romantlc themes such as

dejectlon and the passage of t1me he does not try to transcend

reallty and, .as Perﬁlns comments, "hls poetry does’ not dlsplay the

jllngerlng nostalgla whlch one f1nds so perva31ve in Wordswo;th the-

1

sense. of glory sllpping 1nto the past as the poet str1ves to hold

1 ©

;Nregaln, or’ replace 1t w1th sqmethlng else."30 No clea?-cut moral
fconclu81on emerges, and ‘the poet Speaks more through symbols than o 'fl

‘through C poetlc "I": Thls alone d1strn 1shes hlm from other Romantlcs

. to take three examples, Colerldge s Dejectlon Ode Wbrdsworth‘s Elegalc

€

Stanzas on Peele Castle and Shelley s Ode to the west Wlnd areaall

L ‘.

'fucentred around the poetlc narrator. Keats, on. the contrary, writes# j REE

‘fiabout the unlvenﬁal and not the personar-- The type of sensrblllty,

IR SR

;rylmoreover, has gona beyond Romant1C1sm, and already possesses many




‘ d1stract hls eye from the processes of autumn To Autumn is, as

~
¢

elements of the Pre-Raphaellte, Decadent; and Symbollst movements.
The ode To Autumn (K 273—&) has been characterlze s one of

the- most perfect poe(s,ln the Engllsh language 3L Its perfectlon, T

as*Bate comments, is ach;eved by the unity and.dacorum oT 1ts parts.32

The poem attains a cIa531cal balance and harmony and is, moreover,

/

almost Parnasszan in its 1mpa531b111ty" There is no dlscur31ve lan—
guage, np’suggestlon of an "I"' In this sense, it dlffers greatly

from many othequomantlc nature poens. For 1nstance nature in

Lo

Wordsworth's T!ntern Abbey or Colerldge s Thls lee Tree Bower 5&

Prlsog provides a backdrop for and a reflectlon of the drama whlch is

2

taklng place within the poetlc narrator. Here-no- out in- out"33

Eovemgnt takes place, for the p@et does not allow self—searchlng to

o

Batensays entlrely concrete and self—suff1c1ent in and through its’

'concreteness "39

)
y

The descrlptlon of autumn is an expresslon in concrete terms of
a cllmax in- fruitfulness. The flrst stanza 1s pervaded w1th 1mages
of ten51on and even straln' the season consplres Wlth the sun. to

"load and bless" (1. 3) the, v1nes w1th frult to "bend" (l 5) the
”

. trees. with apples, to "flll all frult ‘with r1peness" (l 6), "to swell

- 3

o the gourd" (l 7) and plnmp tﬂe hazel shells" (l 7) The, 1ntenslty"

_of thls growth glves an lllu810n of 1mmorta11ty as autumn consplres

. *'—v

to set budding more,.'f‘;V : e i f“} -

Ang. still more, later’ flowers for the bees,v_¢

‘je‘ Untml ‘they think warm days w1ll never-. cease, _’ Jffg "5,€'f”

) e N : Lo _—
: v ..‘ ! . p . X " .
N

[

88



) ".

For Summer has o%er—brimmed thelr clammy shells. -

..:_‘, _' . - .. : o , y ‘. ) (l B_ll )

a

The poem continues:tg hang on the brink of.apparent‘timelessness. J '

Motion is largely arfested in the second stanza: .
} . ; -
Who hath’not seen thee oft am}d thy ,store?
Sometlmes whoever seeks abroad may find
Thee sitting careless on a grandry floor, N
Thy hair soft-lifted by "the w1nnow1ng w1nd )
Or“on a half-reaped furrow .sound asleep, '

'lgi' : Drows'&@ with the fume, of poppies; while t hook ' = -

, Spares the next swath and all its twined flovers:
. And sometimes like a, glesgner thou dost keep
. Steady thy laden head across a''brook;

Or by a cyder-press, with patient lock, = ._"
.Thou. watchest ‘the last oozings hours by hours.
. \ 7 (1. 12222)

, ' e <
- These lines'make clearer the-suggestlon that the present stage of

_autumn 1s near death by the meantlon of popples and of the "hook"

. 4

. Yg%ch put a stop to growth In- thls ‘time of arrested motlon ve see

.-

. "the last ooz1ngs hours by hours of time as well as of the cider-press.

The underlylng note of sadness is more ev1dent in the th1rd stanza,

4 -

fl whlch beglns w1th a wlstful questlon "Where are'the-songs of Spring?

4

Ay, where are they?" (1 23) The day now_ hecomes "soft-dying (l 25);“ )

¢ -

' the cholr of the gnats is wallful" as they’ mour" rlslng or. s1nk1ng

as the llght wrnd llves or, dles" (1 27- 29) lambs ready for slaughter '

N
bleat from the hills (l 30) -and blrds are gatherlng to leave (l 32-33)

Most strlklng in thls stanza ;s the calm acceptance of: death as parﬂ of

e

an 1nev1tab1e process. Although 11fe and death are seen as one great o

- . e

. vhole or cycle, the unlty presented is in no way transcendent The poet 1'1

1s content to remaln (n the actualltles of 11fe around hlm, and hlB

. . o . ‘ ‘ . 'cv | i : \ .

o., w®

S




!

attitude toward death is paégive.35 As in tPe Ode gg_Meléncholy, there

is no Wordsworthian "lingering nostalgia"3® or Shelleyan "hostility and

7 . v . °
"37  The sarenity snd balance of this poem result

longing tn escape.

from an aegthetic contemplation of autuvmn which, at the sama time, g -
-y

gorte the angning oyA]e of 1ife and death.
The r~ambination ~f sengihility and detgehment charactaristic of

Kaats'g miktur~ paetry is alen veflented in *the form ~f Te Autumn. Tt

Tee v hin A" Ra'~ «haoaryyea in hyiag ~bygdy e eate'a ftyliatic e cmlopmart
V k| A y'

create a stanza majestic and staid in its restraint; to

drav almost instinctively upon a monosvilabic and consonantal
dirtion, nstive in origin, and rich in sensuous Aonnotation;
to employ intricate patterns of vowel interplay; to preserve
with cautious skill the integrity of the line and vet weight
it liberally with gpondnic feet; to adapt vhatever means,
phonetic, pictorial, or ~“onnotative, which would "1-ad every
rift with ore"
jwsmagnifirence

':nd Aller ep- N Jine 1y EXA «rnhny-]v_ q-]'h""P“
"R

From rhe anglysin nf thege fonr peems by Fenta, nf which Sleep and

Fov-tfy vepy etante E-Q;}e heginning ~f his ~arcer  Robin Hood, hie nprrannh \
Poomabarity, and the “‘de on Melsncholy nn' the Ode to Autumn. '''» heigh!

of hi- nﬂ'\inV°n\~r)t:’ n rr-ugratzai ~ mag' ery of “tyle e ecuident "k

L4
nftar the A0 o Yo ROR U IR TR { Isabel]a, Ty W30 ) it ften 14170 abrvr oaleantice
imitati-n Javity, ard o cacimanally filfnl anA phrhapre miaguided atl tompte

beo attgin diagipltic ~ and pegtrgint "7 Although his copeapti n of poctpey

nnderwen! aopstant '-hqngﬂ‘ it waT  aa Pates cnrmente | "n]ynr\gt qalwRya

Aivyecrtrd to the gpanif{n and the ecannretn whn

"nr khiae regqann, Keatn's

wort Adiarivgnigheas itaelf by an acecuymuletion Af coparet- Aetai]l 1are in

P LGS [ Fh]g] Fohon man R Ty hie =t ey 4 Wemat o o tha o pede)



for later iﬁitatofs,-Armin Geraths observes that the richness_of
Keats's imagery lent itself to consequent imitation. In contrast
with the abstract imagery of ﬁyrgn or Shelley, Kéaﬁs concentrates on
indi;idual thinés: .

Bei Keats schrumpft die kosmische Dimension, die
Ziel des Einfithlungs<trebens der Poesie Byrons und
Shelleys ist. Keats nimm© eine Individualésierung,
Ja in gewissem Sinne eine 'Privatisierung' der
empathy var. . . Statt oceans, skies, mountains,
landscape richtet Keats in seiner Dichtung den
Blick auf sparrows and people etc. . . Er riickt

das Ich wieder an die Dingwelt heran und konzen-
triert das Einfiihlungsstreben auf die ekstatische

Reseelung der realen, vertrauten Objekte.“!
-

As Bate points out in The Stylistic Development of Kéats, Keftﬁ
Ld haa T T 1

wag intensely aware of the relationship hetween f&rm and content.

More than any nther FEnglish Romantie, he comhinpsl”infﬁnsity and

. L . . . 3 .
restraint”? in his mature poetry and partieularly in his rdes. In

Sleep and Poetry, he had written thet peetry is "Might half-slumh'ring
noive oun pight arm. " (1. 237)

It was this highly dynamic power, caught momentarily in
repose, and constrained and imprisoned still further in
the bonds nf art, which Keats riow sought ahove all €lse
to attain. For however impassioned may be the intensity
of epithet and image in the odes, and however rirh and
heavy the music with which they are fraught, the form »f
the odes is "e »f siriot sebhriety and nf a clnacical
yegtraint. "3

Keats thus nverrnmes ''the anxiety ~f influence” in a variety of ways.
From the eclerticiasm and derivativeness nf his early poetry, he arrives
at the Aiatincitive blend nf sensihility and detachment of the mature

pooms  Most important of »11, he departs from the "egotistical sublime’

af hig ™ mantis premarany s and cantemparvaries and inecorpoarates in hie



-/ poetry

object.

,
*

"a sympathetic a?sorption in the essential significance of his
. & .

nhly N
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CHAPTER FOUR \ -

THEOPHILE: GAUTIER . ‘

When ThéoPhile'Gautier began hié.poetic career, in 1825,
Romanticism in Framce was in its Hey—day, and he was never to lose

his enthusiasm for the movement. In his Hlst01re du Romantlsme,~

‘e 3 : !

left unfinished upon hls death in 1872 he wrltes in glow1ng “terms:
Nous avons eu l'honneur d'etre enrﬁle dans  ces
Jeunes bandes qui combattaient pour 1'idéal, la’
poésie et la liberté de l'art, avec un enthou31asme
une bravoure et un dévouement qu'on ne connaft plus
aujourd 'hui. .- Lé chef rayonmant reste toujours de- Q
‘bout sur sa gloire comme une statue sur une colonne
d'airain, mais le souvenir des soldats obscurs va
bientst se perdre, et c'est un devoir pour ceux' qui
ont fait part de'la’ grande armée llttéralre d'en
raconter les exploits oublxes

(HR, p. 1—2)
, My
This "chef rayonnant" was of course Vlctor Hugo to whom he was intro-

ddéedﬁﬁ{\ils friends Pétrus Borel and Gerard de Nerval.- As a member

of Hugo's™cénacle, he took part in the famous battle of Herhani, read

“.o

and discusseq the works which were the rage in literafy eircles,1 and
abSQe all,
contempgfaries, 2

ike g}éhendorff‘and Keats, Gautier was thus an inheritor and not
an originator 'of Romanticism? and like theé, he was aoclitely a are of

s { . . . . . %
his precursors and c0ntemporar1es. As an examination of his poem

Compensation from Po&sies diverses (1838) and of L'Hlsto1re du romantlsme

(1872) will show, hlS poetlc theory and his concept of the rdle of the
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well before the publicatian of Emsux

Mademoiselle de Maup

'

- poet have some Rgpadtic eléﬁents..’At ﬁhé.samg time, in spite of

his praise of the Romantic‘générafibn; his aesthetic doctrine reveals,
et camées (1852), a movement

S0

- beyond Romanticism.

Compensation,‘if;is interesting to nétb,'#as published in 1838,

at a time when Gautiér's'ﬁreface to-Albertus (October, 1832) and to

. o A
in (May, 1834) had already. appeared. In both of,

-

these prose works, he argues for the autonomy of art. Concerning the

Préface to Albertus, Jasinski.notes some resemblance to Hugo's prefaces

to the Ofientalés and Feuilles d4'automne, but adds that Gautier's work

"&tablit, dans toute sa pureté, sur un fond de pessimisme, la doctrine -

de l'artipopr 1'art" (G, I, xxix). This preface explicitly states that

art is self—éuffiéient; and that beauty is an end in .itself:
A quoi cela sert-il?--Cela sert & 8tre beau.--N'est-ce
pas assez? comme les fleurs, comme les parfums’, comme -
les oiseaux, comme tout ce que I'homme n'a pu détourner

et dépraver & son usage. . . La peinture, la sculpture,
la musique ne servent absolument 3 rien.
N, - o = (G, I, p. 82) ;
v _ : .

Less than two years later, in the Préface to Mademoiselle de Maupin,

[ 4

he once more takes up the problem of the "social purpose” of art. He

4

ironically mimics the crities who insist that the poet should attempt

to save society:

’ La société souffre, elle est en proie & un grand déchirement -

. intérieur. . . C'est au podte & chercher la cause de ce
malaise et & le guérir. Le moyen, il le trouvera en sympath-
isant de coeur et 4'Bme avec 1'humanit& (des podtes
philanthropes! ce serait quelque chose de rare et de charmant).
Ce poéteg nous 1l'attendons, ndus 1l'appelons de tous nos voeux.
Quand il paraftra, & lui les gcclamations de la foule, & lui
les palmes, & lui les couron&, & lui le Prytande. .

(MdeM, p. 20)
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To this he replies:
Rien de ce qui est beau n'est 1ndlspenseble d la vie.—-
*Bn\éupprlmeralt les fleurs le monde n en souffrlralt ‘pas
mat rlellement, qui voudralt cependant qu'il n'y eQt plus
de fleurs? .Je renoncerais plutbt aux- pommes de terre
qu'aux roses,

(M de M, p. 23)
A strong affinify between Keats and Gautiel is'thus‘evident as
both writers reject at an early stage the prOphetlc and” dldactlc rdle
_of the pee@. Gautler s protest is also to some-extent, agalnst the
"egotistical sublime,"'ﬁhich leads a poet to think that his pe?sonel
vlsibn is indispensable to the future of humanity.

These tvo prefaces prov1de an essential background to Compensatlon

(G, I, 191—2), which comblnes Romantlc and non—Romantlc elements in
its view of the poet. As Jasinski remarks in his.note tq the poem,

"1'id€e s'indiquait dans les Consolations de Sainte Beuve (XVII,'"A mon

ami Leroux")" (G, I, 1lxii). At the same time, the poem'has affinities

wlth the Hultleme Vision of Lamartlne s ‘Chuté d'un ange which dates

from the same year. Compensation, however dlstlngulshes 1tself 1n that

it already goes beyond the Bomantlc tradition. -
Poets, Gautier begins by saying, are sﬁpermen favoured, by God:

I1 naft sous le soleil de nobles créatures
Unissant ici-bas tout ce qu'on peut réver
Corps de fer, coeur de flamme, admirables natures.

Dieu semble les produlre afin de se prouver
Il prend, pour les pétrir, une argile plus douce,
Et souvent passe un sifcle & les parachever.

(1. 1-6)

From even the most'fleeting fantasies, the poetic imagination creates
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immortal works. Referring to poeté, Gautier says:

Leur moindre fantaisie est une oeuvre eternelle,

‘Tout' céde devant eux; les sables inconstants

Gardent’ leurs pas emprelnts, comme un airain fidéle.
: ' (1. 13-15)

Dfeam;, ideals, and desires, which ofdiﬁhry people cah merely sketch t
clumsily,’are reﬁdérédvin fuil perfecﬁi;n in the works of the masters,
who‘cbmbin§~dreams w;th :eality"in their strange existeﬁcef

Leur existence &trange est le réal du réve,

Ils exécuteront votre plan idéal, -

Comme un maitre savant le croquls d'un éleve

“Vos deslrs 1nconnus, sous l'arceau triomphal

Dont votre esprit en songe arrondissait la vofite,

Passent assis en croupe au dos de leur cheval.

(1. 19-24)
&he implied contémpt for ordinary humﬁnitj is'made clearer in the néxt.
stanza: poets proceed yith sure steps along‘the road where others,
" assailed by uncertainfies, femaiﬁ seated at the wayside (1. 25-7). 1In
the tenth sﬁanza,,Gau;ier réiteratés that:the trde creators, "types
_toujours vivants dont on fait des réeits" (1. 30), necur rarely, even
in the most fruitfﬁl centuries.
The final seven lines ‘contain Gautier's major departure from

traditional Romantic theory as~represented by F. Sghlggel,,wordsworth,
.Lamartine and Hugo by révealing an extreme contempt for nature. The ™™\
poet, although a divine product of n;ture, goes égainst the grain af
ordinary creation:

Nature avare, 3 toi, ,81 féconde en V1peres

En serpents, en crapauds tout gonflés de venins,
Si prompte & repéupler tes immondes repaires,
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Pour tant d'animaux vils, d'idiots et de nains,
Pour tant d'avortements et d'oeuvres imparfaites,
Tant de monstres impurs Echappés de tes mains,

Natyre, tu nous dois encor bien des p§étes!
- (1. 31-37)

Gautier's hostility toward nature goes beyond that of Vigny in La Maison

du berger (184L) and zjzies‘itself_with that of Huysmans and other

‘; poet is basically an enemy of nature, which is

R v

remarkable for its greed, vileness, and proliferation of monsters. In-

Decadent wrigers.3

stead of singing of what is finest and purest in nature, he provides an
escape from the meanness of actuality in his work..

For Gautier, the purpose of art is clear: "&lever 1'homme."
The coroldary is.that art is a refuge and a compensation
for life, ¥'ce qui console le mieux de vivre" ("Préface,"
Albertus). An element of revolt is therefore implicit:

the poet-artist not only rejects the mediocrity of exist-
ence (his verse is often elegaic, recording as it does

the gap between dream and reality) but the very condition

of mortality.“

The idea that art goes against the baseness of ordinary life had already

been strongly expressed in Gautier's "Préface" (May; 1834) to Mademoiselle

I1 n'y 2 de vraiment beau que ce qui ne peut servir & rien;
tout ce qui est utile est laid, car c'est 1l'expregsion de
quelque besoin, et geux de 1'homme sont ignobles et dégolt~
ants, comme sa ﬁauvre et infirme nature.

(M de M, p. 23)

Gautier therefore looks for harmony in art and not in nature.

As in Keats's letters and in Sleep and Poetry, the poet has ceased

to be a prophet. He is no longer, like in Eichendorff's ég_dié Dichtqgl
an inspired teacher leading humanity to higher end better things.
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Significantly, the impassible boet does not concern himself with the

3

people he surpasses: : . -
Ces hommes-1d8 s'en vont, calmes et radleux ¢
Sans quitter un instant leur posée solennelle
Avéc 1'oeil immobile et le maintien des dleux.
(1. 10-12)

A gap thus exists between Lemartine, who states in La Chute d'un ange,

"écoutez-les prier, car ils sont vos proph&tes"® and Gautier, whose

poets write ﬁithout an audience. As he was to express himself later,
- R N

"Ils é'exercent dans le silence, 1l'ombre et la solftude, comme ces

pianistes qui la nuit travaillent & se délier les. doigts sur des

claviers muets pour ne pas importuner leurs voisins." (HR, p. 358)

L'Histoire du Romantisme recountd with a balance of enthusiasm
and objectivity the development and gradual dissolution of the Romantic
Schooitin'Francé. Although Gautier's treatment is sympathetic, con-
‘cluéions may neverthéﬂess be drawn from the work regarding his 6wn

position in the movement and his reasons for eventually turning away

from'it. Like Keats in Sleep and Poetry, he criticizes the poverty of -

eighteenth century literature:

On ne saurait pas imaginer 8 quel degré d'insignifiance et

de plleur en &tait arrivée la littérature. . . Les classiques
trouvaient ©¢la parfaitement beau; mais devant ces chefs

a' oeuvre,,leur admiration ne pouvalt s 'empécher de mettre

Ja main d#vanf la bouche pour masquer un bafllement.

(HR, 2)

Les générations actuelles doivent se flgurer difficile-
ment 1'effervescence des. espr:ts 8 cette époque; il

s operalf un mouvement pareil & celui de la Renaissance.
UIne séve de vie nouvelle civenlait lmpetuequment Teout

"

IV e -

On thpgvuun'hand, excitemedé and dynamism characterized the new mrvement:
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' germait, tout bourgeonnait, tout éclatait & fois,
Des parfums. vertigineux se dégageaient des fleurs;
l'air grisai®€y on &tait fou de lyrisme et d'art.
- Il semblait qu'on vint de retrouver le grand secret
perdu, et cela &tait vrai, on avait retrouvé la .y
poésie. !
(ER, 2)

Once the new literary movement was established, however, came its
aftermath of epigonal imitation,. Realistically, Gautier states that
"dans l'art comme dans la réalifé, on est toujoyrs fils de quelqu'un,
méme quand le pére est'rgnié pér 1'enfant" (HR, 299). This persistent
literary influence is in fact beneficial, forvitjléhds to further
development: "l'originalité n'est qﬁe la note persénmmelle ajogtée au
fonds commun préparé par les contemporains ou les préd€cesseurs
immédiats” (HR, 299). The danger lies, however, in mere imitation:
Aprés le grand épanouissement’ poétique, qui ni peut se
comparer qu'sa la florgison de la Renaissance, il y eut
3 un regain abondant. Tout Jeune homme fit son volume
de vers empreint de l'imitation du mattre préféré, et

puelquefois mélant plusieurs imitations ensemble,
R
(ER, 300)

Gantier thus reglizes with critieal acuity that late Romanticism tended
to lapse into epigonism. His description of "tout jeune homme" with his

volume of imitative verse is actualiy a description of himself upon the

publication of Poésies in 1830. In L'Histoire du romantisme, he dis-

misses his early collections of poetry preceeding Emaux et camées lightly,

saying that they "rentrent dans le cycle carlovingien du romantisme. .

’ 4 .
nous n'avons pas & nous en occuper" (HR, 321-2). Emaux et camées is his

attempt to Add "la note personnelle" to the work of his precursors and

contemporavies., Restraint »nd rrvacigion berrme, at least in theory,
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4

o
the key-notes of his work:
Ce titre, Emaux et camfes, exprime le dessein de traiter
sous forme restreinte de petits sujets, tantdt sur plaque
d'or ou de cuivre avec les vives ceuleurs de 1'émail,
tantdt avec la roue dn graveur de Pierres Binés. suv
1'agate, la cornaline ou 1'rnyx. .

(HR, 32?)

~

Without entirely rearting Bgajupst Romanticiesm, Gautier thug evalves

from youthful epigonism® £n 1'art pour 1'ert ond le mouyement P%L;,%‘S.Swi_‘?,n-
The "anxiety af influasn e’ fa i dumd by o roiine L o gmebing o anAd
“rentive carvreotion,

The prome we ahnll examipe from fautiey ‘s an ~n)le3 Remantq - per i
‘are full f barrowed Remantioiam Ttock poatnureas entey intm hia emr ly
w;{“{ﬂa! "centimental and naiye in Rpé§i¢3~ traculent'y RyrenYe in

<

Alberﬁ”ﬁn 1ridly b ortured in &ﬁ gpgédig de 1n morﬁf"7 Ae René Janineki
rointa Aank | Qautier expeyiencad Aiffinnlty 1 finding 'mubjects fm proome s
"nrtinte potient v armiffle un pe monvt i) aimara ae rqcﬂ#ﬁﬁh“T mt
prenlye PPFHi."g anéﬂ'ﬁv, hie memorv, 'ike that ¢ Celeridge | mav ha:

been anrh that ho Aften ikt ingly naed Jinee and ph aaea from ~'hey

wyitera "hese hiyymruings gni i finapeer aye roirt A4 “mt el Tapgkh in

Jaginalki '~ Apndes romﬁntiqﬁe§ de Mant'er a0 ™I Lla LT Ty 0 e Poéain:

nempl 8tes .
"y "t30a) Julgment nf t'e Egésieg (IQQN) hoe ftor benn ‘mnecragavily
anveayeo Rieche:r 1 Tynanpt , { sy :"Stﬂ“""- Cemment e Jy hiin yeaonant hasad

Magykiar that

it is impossible to he sure whether Gautier believed every-
thing he wrotr. The poetry sounds insincere, but bad poetry

alway~ sounds insincere. and it is in fach lively that ther-
prema prosept @' ckbave of the 14 hAe Af the Aay and the
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genuine pessimism of a young man seeking in vain some
ideal world. .The most significant aspect of these early
poems is that they are written in a wide variety of verse
forms.g

Mong with the "clichée of the day" are elements of originality which
l12ad the poet beyond his y~nthful epigonism. Raymond Girand nffere n

may s inajeive evalnation:

Although some of his first poems wer~ personal and even
sentimental, they were distinguished already by a painterlv
or malerisch quality; they are rich in the sensations rr
duced not by sentiment bnt by words. . . Hig poetry is
«elf-conscioun, that is, conrci~us ~f teing po~try, of
being an art, so1f rncleoced an end in iteelf, n rrented
mioraeosm, 10

Pensées d'automne (G. I, 38-0). frow the Nofgies ~f 1A30 revsals

thig mixtnure nf imitetion snd innavegtion. The p(\go-'; aprraach Fo opatgy -

) ﬂahq-"hp-“ and the PO°M d'\.stfnqn\'r“" ot calf et Y b A e i)
meove of deceription,

L'automne va finir; au milien du ciel tern~
Dans un cercle blafard et livide qui cerne
Un nuage plombé, le soleil dort: du fond
Des &tangs remplis d'eau monte un brouillard qui («n”
Collines, champs, hameaux dans une méme teinte,
Sur les carreaux la pluie en large gouttes ;iphn;
La froide bise siffle; un sourd frémissement
Sort du sein des foré&ts; les oiseaux tristement
M&lent leurs cris plaintifs anx cris de=s hétes fauves,
Satent de 'ranche en branche & travers les bois ~linn cn
Tt memblent anwy beany touye Anualfa A3y~ gdieu,
(v )

Shares and enl~trs predominate: the aky ia "tarne’ ., the aun ia fram-A

“"Aans pn ecrele blafard ot 1ivide:” Nills, fieldsg, and villagee sre

(1]

covered hy a unifarm "rajvt " of fog, end the hirds jump from hranch

I

bapnoh T8 bypuwera Teq b hav 0 " Tn keeping with the ampbre arene



the rhythm is slow and measured.

Tﬁe pdeﬁbtends to organise reality, resulting in a loss of
spontaneity of deseription. Teunnant comments that "a statie or Eihema—
tographic effect is often conveyed by Gautier through his painter's
habit of eyeing landscape in terms of organised planes of observatién."{l
Words such as "an ﬁilien" (1..1), "dans un éercle" (1.2), "an fona" (1.3),
"sur" (1.6), "3 travers" (1.10), "prés a=" (1.16). and "138" (1.17) impart
& rentrived neatness to the deseription:

Aff;r the purely pinturénqne opening, the pnet makes an attempt in
Fhe laat ten linee +o convert the pnem into a Hugnlien meditatinn:

- - . et moi, dans les vallées,

Quand jJe vois le gazon sous les blanches gelées

Disparaftre et mourir, je reviens a pas lents

M'assenir 12 anenr navré prds des tisons brflants

(1. 13-16)

A Jrurney backwards in time follows as the poet contrnirc the colonrful.-
ness of early fall with its present greyness. The September sun once
"donnait ¥ la grappe un jaune reflet A'amhre” (1.18): appies hung heavy
“n the hranch, nnd the path was veiled by the "trdfle fleuri, pitteresque
ritean" (1.20). fThe peem ends in a flash ~f calanr, n technique aimilnr
ot Tatar te be uged by Heredia in Les Trophées (1R93):

Et surtout des bleuets et des coquelicots,

Foints de pourpre et A'aznr dane 1'or des blés Bganx.

(1. 23-2h) ‘
Tn spite of the effectiveness of the contrast drawn between the
'

rresent dreariness of fall and the col~urfulness of the poet's memories,

fiautier Aoes nht vemove tha impression that the intrusion of the "I" is
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artificial, and th%} the poem couid stand better as a purely descrip-
tive piece. He is following a Romantic convention with no.greatlx
success, for the tyﬁe of interaction which exists between man and
nature in Lamartine's LEE_(IBQO)‘or Hugo's Mg&ig_(lBQé) is absent.v
The poet is a passive onlooker. Moreover, Cautier makes no efforf

to reconcile the antitheses of sterility and fruitfulness into a

larger unity. Tn this respect, Pensfes de 1l'automme is farther
removed from traditional Romantic nature poetry than Eichendorff's
Nachts (1853), where the naturaf{scene leads to God as the final

unity, or Keats's Ode to Autumn (1819), which suggests that 1life and

death, as symbolized by autumn, are {;ésparab]e parts of an ongoing
process, Fven more than Keats, Gautie£-remains with the objects set
before him. Nevertheless, this poem must‘not be regéfééd too negatively
and exclusively as a piece of failed Romanticism. By the very fact that
the poet develops nopé of the grandiose themes of Romanticism and concen;
trates oh the aeéthetio appeal of the dﬁqcripfion of the natural scene,
he is already taking a step toward lLEEE,PQEE.iLEZE* with its ideal of
the antonomous, self-sufficient art work.

Gautievr's Moyen &ge (G, T, ") in Ki% £2§§i§§.°f 1830 treats =
theme which enjoyed grest popularity in France, especially from 1820

to 1830. Tn this poem, Jasinski notes echoes of Huge's Aux ruines de

Montfort-1'Amaury (1825) but comments that "1'évocation. alors bansale,

. - 2 : : . :
s'svive d'une fine’ couleur” (G. T, XVITI). This "fine couleur"”" con-
~

stitutes the chief success of the poem. Although the poet self-consciously
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tri;s to gdopt a personal tqpe, the strengtﬁ lies faf more in the
minuteness of‘descriptionlthan in'the depth of his reactions.

The poem begins somewhat mﬁladroitly with a cheville: "Quand
Je me vais p&ursuiyant mes courses poéfiques" (1.1). The poet. now
describes what he sees: "Je m'arréte surtout auxlv1eux chateaux
gothiques" (1.2). 'The bent of this poem is inde painterly as
Gautier focuses on shapes, colours, and detai;s:eféet'"toits d'ardoise
aux reflets bleusvet gris" (1.3), "leurs murs verdis" (1.11). "leurs
0§urs ou 1l'herbe croft a travers les pavés" (1.12), "Teurs girouettes
fréles / Que la blanche cigogne effleure‘de-ses ailes" (1. 13-14).
Through the.repetition of "leurs" in parallel structures, the poet
neatly sets out the various aspects of the scene, Shapes and. geo-
metrical forms are emphasized: "faifeireﬁhronnées é'arbustes rabougris"
(1.4), "leurs pignons anguleux, leurs tourelleg aiguds" (1.5), "légendes

en fantasques dessins" (1.8), "min;iets moresques” (1.9), "leurs

portails blasonnds / De monstfes, de griffons, bizarrement ornés"
(1. 15-16). Through the frequeﬁcy of pr;positions and adverbs of place,
oblects are situated in relation to one another: c.f. "o" (1.7, 12,
19, 20), "& travers" (1.12), "au sommet de" (1.13).

The same neatness which characterizes the description also character-
izes the structure of the poem. The first three lines meke mention of
" the poetic narrator who observes the scene ("je vais. . . Je m'arréte. . .
J'aime); similarly, tﬁe last three lines round off the poem on a personal
note:

- . . recueilli dans moi, je m' égare, révant ,
Paré de souvenirs 4'amour et de féerle,

R ,)1”
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Le brillant moyen‘agé«et la'chevaierie.
: ‘ . (1. 20-22)

At the mld-pOlnt of the poem, the flrst person is once again: 1ntro-‘
duced: "J'aime leurs murs verdis,-par l'eau du ciel Lgvés" (1. ll)
As in many poems by Elchendorff, seIf-consc1ous symmetry prevalls,

in contrast w1th the formlessness of many other Romantic poems.

A comparlson of Moyen gg__wlth Hugo's "Aux ruines de Montfort—

tl'Amaugzla

young Gautier. : Both, poets express the1r love of ruins: "Je vous aime,

reveals the s1multaneous eplgonlsm and orlglnallty of the .

3 débris!" (1.'1) and mention the wing moanirtg: "Et le vent., . . /
Gémit dans les hauts peupliers!" (1. 41-42). Hugo, like Gautier,
observes shapes and colnuré, although with less precision than in
Moyen &ge:
Je contemple longtemps vos créneaux meurtrlers
Et la tour octogone et ses briques rougies
= (1. 9~ 10)
Hugo, however, 51tuates the medleval scene 1n ‘a larger perspective:
the time is autumn, a city is nearby, and the ruins’are‘surrOunded by
a’ forest. A Journey backwards in time results from the observation of
B
the ruins:
Je médite longtemps, en. mon coeur replié; )
Et la ville, & mes pieds, d'arbres enveloppée, "
» Etend ses bras en croix et s'allonge en &pée,
Commie le fer d'un preux. dans la plaine oublié.
' (1. 21-24)
THe "moi” of the poet is also in the foneground " the scene he says, .
attaches him "comme un llerre ‘aux p1erres 1negales" (1. 32). His’

emotlonal response is emphaslzed by frequent exclamatlons and anti- . )

theses, notably absent in Geutler s poem.
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The success of Aux rulnes de Montfort l'Amaury is thus achleved

- threugh the evocatlon of a mood, whlle that of Mo Moyen &ge, through 1ts.
.. precise descrlptlon Where Hugo succeeds Gaut1er fails. He remains
w Tooted in the objects before him, and sttempts to evoke a mc:&"'are :
.feeble as in the use of 1nd1rect comparison 1n 'Leurs corridors. ..
ol comme une voix falble erre et gémit le vent" (l 19). The poet is
essent;ally an artlst looklng at a landscape as if it were a palntlng.'
As tha Benesch points out 'Chaque"vue"devient 'tableau' le mOnde

/

réel se trouve trs;sposé dans la sphére de 1 art par 1! opthue partlcu—
llere et la vlslon plcturale du spectateur ey

| What evolves from this poem‘ls a superficiellattitude foward the
past saved only-by somellines of effective desciiéﬁioﬁ. In no way does
the poet make the past an obJect of Sehnsuchﬁ or take up her01c themes
and relate them to the present When he says, |

Ca m’égare, révant
Paré de souvenirs 4'amour et de féerie,
Le brlllant moyen &ge et de la chevalerle . R
he is not. entlrely conv1n01sg. “He is a late Romant1c strlklng a pose.
Gautier's view of the past, and 1n’part1cular, of medieval art, is

- not fully represented by his pcem MéXEE.EEE; ; somewhat ama#eurish
e*ercise in description."A greatec depth ef apprcach_enters into -
Melancholia (G, II, 83-9Q), a poem wﬁich firét appeared in 183h, some
- four years after M _QIEE.Eﬁ_. This poem blends two of the themes whlch
form the basis of this study exotlclsm and melancholy. René Jasmnsk1
comments on the Romantlc roots of Gautler S treatment of both theése

Y,
N
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vides the topis for Gauticp's PoOCnE.,

3

_ . Ur, le. romantisme remettail en honneur la. veinture ,
';_ ailemande. . . et 1'cn sait quelle sera la fortune
ke du "soleil noir' de 1a ndlancolie (v. 163) avee

G. d= iierval.. .La ruine de l'idéalisme relicioux

cel le vieillissement de 1 hinanité font écha A ’
Folla, =t la mnélancolie "potite mattrense” relcine.
g nersonnifications e fanteicie alors. répanduds, | .
.« . - N G S A R B

The enthuzsiasm Tor Gernary as alpand of nxoticcurt, legonis

A | ’, 157
end scones was, as Tierre Joards raints ~ut”
. Y P :

wiinopread among French

Somanties.  In his choice ol oa nard oy, Sautior {n o following in

: 3
the Tcotstens of Mme. de SLadl) o Hugo, Mussel ) Cang, +nd Nerval., To

te French as well as the derman’ Romant el Al brecht MNMiraer (1471~:328)
. -‘ " . . . '

wes, in spite of hin his!orical pésiticngs 2 renaicsance man, the

P ' 1
1 5 3

lenes, nnd LisFameds, work Melancholia pro-

Uothic artisy par ax:

/

Gautier begins bty proclaining his love of Ald Jerman srt works

-

. wihose figures combine virginal purity with mysticism: "Towi ce

peusle rystique an front geave, 3 1'oceil calme” {G, i1, 33). - Altheneh

(]

erman art lacks the Lechrical finesse of works hy painters sceh ng

Vercnése or bunzico, it nevertheless surpasses the work of the Ttalian

matters in its simplicity and purity. The worke of Albrech®, Direr

rerresent o world of jure, living aith new lost. Christianity has
veen ront asunder by'confLicting factions, and flech and spirit, aarth-

a . N ‘ . . .
ani neavoen are now irreconcilable to Christians. Diirer, hewever, was able

B



. to incorporate this lost unity in his work: . _ ' .

C'est que la vie alors de croyance &tait pleine,

C'est qu'on sentait passer dans 1'air au soir 1'haleine
De quelque ange attardé s'en retournant au ciel; -~
C'est que le sang du Christ teignait vraiment 1'autel;
- C'est qu'on &tait an témps de saint Frangois d'Assise,
Et que sur chaque roché, une cellule assise
Cachait un fou' sublime, insensé de la Croix;
Le d€sert se peuplait de lueurs et de voixs
-Dans .toute obscurité rayonnait un mystére;

On aimait, et le ciel descendait sur la terre.
Gothique Albert Diirer, oh! que profondément
Tu comprenais cela dans ton coeur d'Allemand!
(G, 11, 85)

e

e

This'type of art was characteriiéd by a total devotion of the artist to
his iork: ' ’

C'est -que tu n'avais pas, lui’faiséntldouble\part,
D'autre amour dans le coeur que celui de ton art;’

(G, 11, 86)
'Dﬁrer's.engravihg,—wHich}is”pure, naive, and mystic at the same>time,

.embodies, however, the essence of modern humen life angd destiny, which

now lies in melancholy. " Addressing Diirer, Gautier says:
Toi, le coude ‘au genou, le menton dans la .main,
Tu réves tristement au pauvre sort humainp:
‘Que pour durer si peu la vie est bien amre,
Que la science est vaine et que l'art est chimére,
Que le Christ & 1'éponge a laissé bien du fiel,
Et que tout n'est pas fleurs dans le chemin du ciel.
Et, 1'8me d'amertume et de dégofit remplie,
Tu t'es peint, 8 Diirer! dans ta Mélancolie,
Et ton génie en pleurs, te prenant en pitié,
Dans sa création t's personnifié&.

:
t

(G, II; 86"7)
Gautier now goes omn to minutely examine the details’ of the painting:
the hugé immobile aggel;-the-obJects--representative‘of'the sciences and

- the arts-;around him; the dog slumbering at his side;“én the horizbn,
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-

the ocean which refiects ' un grand soleil tout n01r,' and the bat
whlch has imprinted on its wlng the word "Mélancolie" (G 11, 87-8).
In the concludlng sectlon of his poem, Gautler contrasts the

grandeur of the medieval artist who "phllOSOpEiquement et symbollque-

meng. (¢, 11, 88) has represented the essence of melancholy with the

3

superf1c1a; melaqchollc posturings of the modern age. Like Keats in

the Ode gg_Melancholy, he criticizes the fashionable poses of melancholy:

Notre Mélancolie est petlte—maitresse,
Elle prend des grands airs, elle fait 1la prlncesse,

(G IT, 88)

‘The purity and Dhllosophlcal depth of Diirer's representatlon of -

melancholy have: deteriorated into a Bovary—like melodramatic game.

Gautier summarizes his disgust with modern life and art:

Ah! quelle dlfference, et que prés de ces vieux -

" Nous paralssons meSqulns. Le sang de nos aieux,

Commé un vin qu1 s 'aigrit, s est tourné dans nos veines,
(G, II, 89)

Thelpast‘is éead, and there is‘no hoﬁe for its revival in the'fﬁture:
Mais, hélas! il n est pas po&f nous d4'aube nouvelle,
Et‘if/qyft’aui\?ous v1eet est la nulf e?gfniifego)

Gautier's Melancholia ﬁ}ov1des an 1nterest1ng comblnatlon of

Romantic and post—Romanfic elements. His idealizatién of the past, and

in particular of the art of the past, is, as shown above, characterlstlc

of Romantic writers. Like Novalis in Die Christenheit oder Europa (1799)

\

or Chateaubriand in Le Génie du christienisme (1802), he sets up en ideal
of a nalve, harmonious past age. He.diffefs, however, from other

Romantic writers in his refusal to 1ink'the.exo£ic past with the present,

.



or to project if intb aflonged;for future. 'In nélway:dqes hg.éugéest
in this poém thgt_moderﬁ.ari may, through an imagina£ive return to

éhe past, derive inspiration for new and fb?cefﬁl ;ré forms. In this
}espéct he is'differént from-EichéndOrff who in An die Dichter suggests‘
that an artistic reViQal may be accompiishéd‘%hroﬁgh & return to the
values of Catholicism, or from Keats who intimates in ngig_gggg_(1818)

" that the past, although irretrievable, ma& yét provide the themes for
poetry. Like his view of modern history, Gautier's view'df the future
of art as expressea in Melancholia is uncompromisingly pessimistic.

-

From the point of view of mélancholy, CGautier believes, like Keats

in the Ode gg_Melanéholy, that sadnesq now lies at the core of hgman
existence, aﬁd phat mfnkind's misery may, in great art, pe transmuted
?nto beauty. In this ﬁttitude, he is a forerunner of Baudelaire. Likem
Keats, he ridicules dna rejeqts the fashionable melgncholic poses taken
up by thg French Romantics and their contempbrary imitatoré. Neverthe-
less, Pe does not believe that the modern age is capable of recapiuring
the simultaneously serene and grand form of mélancholy represented by
Diirer and late medieval aft. A considerable distance separates Gautier
féom the ideaiism of Novalis, Chateaubriand, or even Eichendorff and
Keats."'fn Meléncholia, Gautier presents a picture of the unalleviated
sterilit§.and bleakness of contemporary f&fe and art.

In the Poésies (1830),'Teﬁnant has éeeg ; "balance between intel-

lectual delight, naivety, and a delicate sensuality."!® With Albertus

(1832), La Comédie de la Mort and the accompanying Pofsies diverses

113
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(1838), phe'poet.goes on to a more tormeﬁted; Byronic form of'Romgn-
ticism. The égk-gg'siécle éxpresSed }n these poems is doubtlegsly

genuine. iq'Pegséé gg_minuif (1838), for instance, Gauéier sﬁeaks of e
his. "dur re;;il" (G, 11, 127) when his "sonées" were proved to be |

"mensonges".

. Et puis 1'age est venu qui donne la science,
J'ai lu Werther, René, son frére d'alliance;
Ces livres, vrais poisons du coeur )
v Qui déflorent la vie et nous dégofitent d'elle,

v Dont chaque mot vous porte une atteinte mortelle,
) Byron. et son don Juan moqueur,
- (G, 11, 127)

.

Already, however, he is treating the Romantic tradition ironically. 1In
the "Préface" to Albertus, he writes that the present volume combines

"la 1&gende semi~diabolique, semi-fashionable" (G, I, 84). This state-

ment suggests a "tongue-in-cheek exercise in satanic dandyism."17, The

irony which infiltrates the poems following the Poésies is basically a

reaction to the unbridgeable gap‘betWeen ideal and réality. Kurt
Weinberg's commentary on Heine may also be applied to Gautier:

Les visions de Heine naissent d'un €tat d'exaltation qui
parait fort suspect & sa raison. Elles débordent toujours
dans le réel, et le choe de 1'idéal avec la réalité produit
un désenchantement qui se résout, dans les dissonances de
l'ironie. Au milieu du réve, le poéte prévoit 1'irévitable
réveil qui anéantira un bonheur par trop factice.l8

This type of irony is already post-Romantic:
Mais d&3j& dans leés premiers &crits de Heine; 1'ironie a
un certain arriére-goQt amer, qui la distingue de 1'ironie
de Schlegel." Tandis mue celle~ci vise presque toujours

& 1'oubli de la vie et fait de 1'humour, de la folie, de
la Narrheit une cl& de la vision poétique, l'ironie de
Heine exprime le plus souvent, sous l'apparence de 1lsa
1égéret&, un pessimisme parfois féroce & 1'égard de 1a
femme et du destin.
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The Poésies divérées.revealAthe frequent "metaphysical pessimism"
of Gautier:
,e + . &n impressionxis gained of a Gautier moving beyond

fashionable romentic melancholy to a pathological stat -
of apprehension, morbidity and even nihilism.?20 &

The depth of this pathological mofdidity is expressed in Le Trou du

Serpent (1838) (G, II, 104). Gautier makes no effort in this poem to
? !

relieve his sense of solitude and passivity. He is possessed by the

Romahtic Weltangst or Weltschmerz and sees no way duf of it,

»

Le Trou du serpent follows the Romantic tendency to speak. by means
Q% symbols to its most extreme length: the poet becomes the symbél.
Gautier_bittefly depicts himself as a cold serpent stretched out in thes:
©.sung
Au long des murs, quand le soleil y donne,
Pour réchauffer mon vieux sang engourdi ,
Avec les chiens, aupreés du lazzarore,

Je vais m'8tendre & 1'heure de midi.
' (1. 1-4)

-

For the Romahtic ideal of dynamic growth, Gautier substitutes, total

e

passivity: "Je reste li-‘sans réve et sans pens€e” (1. 5). Not only /
the idealism but also the language of Romanticism changes as Gautier -

Il
) ° : . . . / 1\
indulges in précieux word-plays in theé second and third stdnzas. /"D&qa

vieillard et n'ayant' pas vécu" (1. 8), an unfeeling life-in-death is
his lot:2!

Je n'aime .rien, parce que rien ne m'aime,

Mon &me usée’ abandonne mon corps;

Je porte en moi le tombeau de moi-méme,

Et suis plus mort que ne sent bien ?es morts.
1. 9+12)
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The poem ends as lifelgssly as it begins. When the sun has set, .

1

iﬁe serpent, in the depth of its "peine'inconnue", drags itself back
( ' |

~ nto its hole: . , ] . ‘ \ , ;
~ Quand le soleil 's'est caché& sous la n;é{”" \\\ . o
Devers mon trou je me tratne'en rampant, S
Et jusqu'au fond de ma peine inconnue, i :
Je me retire aussi froid qu'un serpent.
' (1. 13-16)

!

While the hero of this poem still possesses some attributes of the .
) : ’.

Byronic hero, such as Manfred's uhknown.SOrrow, his éontempt for societx,
and his sense of spiritual and emotional paralysis, the "I" of Gautier's

poem lapks stature. The poet has directed irony against himée;ﬁ, lowering
himself to & level of apathy and contemptibility. Seen'in the context of

. 2 ] . i}
Romantic mglancholy or dejection, thig poem stands out asgatypical. The

poet no longer tries to find a resolu&}on for his problem'pf spiritﬁal

<
o

dearth. Unlike Coleridge ih the Dejection Ode (1802) or Lamartine in

L'Isolement (1818), he doe¢ not protest against his state, or lock to
nature, religion, love, or the unifying pqwe;m%f-the imagination for

escape. This poem exemplifies what Canst calls "la“ruine de la vie

intérieure dans le néant de 1'ennui."22 . o 7

-

The exaggeration of the poet's pose leaves, however, some doubt
concerning his sincerity. The suspicion remains that he has. seiged upon

a conceit and is exploiting it to the fullest. This, for instaqpe;fis‘a

a

device Gautier follows in La Comédie de la mort, in‘the.passage which

explores in a proliferation of macabre but sepsdal detail the conéeit of

e T
a marriage consummated in a graveyard between a dead virgin‘and,g worm.,
. ! :

The worm is heard ta say.s
-3
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A moi tes bras d'ivoire, 3 moi ta gorge blanche,
A moi tes flancs polis avec ta belle hanche
A 1'ondoyant rontour;
A moi tes petits pieds, ta main douce et ta branche,
Et ce premi-r baiser que ta pudsnr farmanrche
Refusait A& 1'gmenr,
(G, 1T, 1R)

This self-conscious game vwith conceits goes againet the grain nf
Poamantic ®jincerity. As Henyi Peyre writes,

Even when they (i.e. the Romantics) resorted to inflated

language or to exclamatory rhetoric to convey an experience

they deemed unique. they were trying to render passionately

and exaltedly what they had experienced ardently. Even

more than with any of their predecessors, fidelity ‘o '
their impossible aspirations .apd sincerity to their ex-

panded selves w~re of gryrater jmpoart than truth, ~rv wers

their trurh: "

Rven mnrn'ahqn in Le Trgp QQ serpent, Cantier moves awayv frmom the

convention of sincerity in Tristesse (Poésies Aiverses, 1838, a 17

. .
183-4). Self irony heeccmes el f parcdy ag the pnaet ﬂeveibpé his theme
of despair in suech n gelf consrime wov . with suel a degire to atartls
the readey, that he i2 playing s game 1“? firat atanrva beging with

tha familiar Remantie Jny'npéqitiou nf patnye ' oo Makure ia in

fte Toah apring time bk man faale 11 et 0

Avril est de retour,

La premiére des roses,

De =es lé8vres mi-clnses

Rit au premier beau jou::

La terre bienheureuse

S'ouvre et s'épanouit;

Tout aime. tout jonit,

81as! §'nat Anna 1e rfoeyr e trigtease affreuse.
(v, 17, 183, 1 1R)

1)

Thie contrart ig expanded in the noxt tys stanzas. The poetic 'I' ig n~nt

Af foint with amcicts aa wyell ae ity e Mcr 1 ymakeyr nre relehrating
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"le vin et la besut8" (1. 12) with joyful music; young girls "en

déshabillés blancs" (1..17) are exchanging long kisses with their suitors;

meanwhile, the poet is left with his "tristesse affreuse.” The sensu-

ality of the description already hints that the roet may be playing =

game with his reader.

Irony explndes in the fourth stanza with a gradation of pathetic

Jetaila:

Moi., Je n'aime plus rien,
Ni 1'homme, ni la femme,
Ni mon corps, ni mon &me

(1. 25-7)

The poet follows this aeries of complaints with an anticlimactic line

which divests the poem ~f all pretension of seriousness: "Pas méme : mon

vieux chien” (1..28). Now that the poet has aestsblished that he no

Tenger 1mves anyone—-man ., woman, body, sonl | ~r dog--he ~ronelndes:

Nélne!

Allez dire gnu'on cremuse

Sous la p8le gazon

Une fosse sans nom.

J'ai dans le coeur une tristesce affrenga.
(1. 29--32)

The foarm of this poem is especinllv notewarthy . in that it drave

[RE SERT RN I K

Freminger

hrgdition of the folk song.

Essentially sentimental, nostalgic and melancholy, Gautier

was naturally drawn to the ballad and romance genres both

by temperament and artistic conviction, and he an# Banville

helped to renew contemporary interest in a hitherto neglected

tradition in France, that of the folk song. . . These qual-

ities alrveady hinted at in Poésies, are united in this small

group of romances ( 'Romance ', 'Lamento', 'Les Papillons',
'Absence', 'Barcarolle’, 'Tristesse', 'Villanelle Rythmique'),

with their suggestion of personsl loss. . . and their aura of

118

pre-Veérlainian nostalgia allied to a haunting, musical-quality.zw

vemarks that the romance, a traditional ferm of Spanish origin,
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Possesses many variations, some of which employ (as in'this instance)
a periodic refrain. More particularly, Gautier's poerm is a romancillo,
written in rhyming lines of less than eight syllables.?5 The content
of the rgménce is varied, ranging from the sentimental to the historical
to the vﬁJéar. Like Keats's Robin Hood, however, the first lines of
this poem raise the expectation that the treatment of the theme will be
senti%ental and nostalgic; this is, however, destroyed by the irony of
the succeeding stanzas.

This poem cannot, however, be strictly regarded as an exanple of
Romantic irdﬁy; for Gautier has already gone beyond Romanticism toward

absolute pessimism, as in Le Trou gg_serpent.26 When no synthesis is

sought, and when no illusions exist, the "va-et-vient" which, according
to Bourgeois, characterizes Romantic irony is destroyed:
- - 3 . D /
L'ironie romantique est une contestation permanents-——
il s'agit en effet de témoigner--; mais dans le temps
ol elle met en accusation toutes les valeurs, elle les

affirme et les défend. 27

In essence, Gautiexgii

poem is an exercies in sé1f~parody as irony works
toward the fotal wn -éé of Romantic 1lJusimns.

The ohrongfagioal study of fautier’'s poetry reveals an increasing
interest in anqg magtery of form. Reference has been made above to his
use of the ballad and vromance genres. The poetry after 1838 in barticu-
lar shows a shift sway from Romantic forms as the octosyllable .and the
sonnet begin to predominate,28 ?hese forms, seldom used by the French

Romantics apart from Sainte-Beuve and Gautier, were revived by Baudelaire,

the Parnaééiens, and Mallarmé later in the nineteenth century,

DAL v e
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‘Literary expediency no doubt played its part in this

* evolution: aware of the exhaustion of certain stock
areas of romanticism, Gautier, perhaps consciously,
wishes to find hew types of expression. No doubt
losing confidence in his ability to sustaln a lofty
theme, the poet appears increasingly aware of his
true nature as he turns from the familiar, often
borrowed emotionalism to saner, less rhetorlcgl
terrltory and begins to explore a more restricted
genre.29

’

14

Moreover, as we have noted in the study of en 8g& and Pensées de

L'automne, a strong parnassien tendency is t from the beginning

of his poetic career, as he combines a microcosmic Wision with a

surprising absence of Hugolian rhetoric. His éarly poetry thus gives

indications of a poetic bent which will be further developed in Emaux
PN ==
‘et camées. Facility and freeddd of Eéfﬁ"g{Ye way to a self-conscious
—_— A D

., -
N o

attempt at restraint and reticence:

Oui, 1l'oeuvre sort plus belle

D'une forme au travail ' ~
Rebelle,
P TS, marbre, onyx, emall '

Point de contraintes fausses!
Mais que pour marcher droit
Tu chausses,
Muse, un cothurne étroit.
(L'Art, G, IIT, 128, 1. 1-8)

The artistic phildsophy éxpressed in L'Art is, however, not totally

representatiye of the tendencies in Gautier's new work. ¢ Although the

C‘> 3 ' N ~
form of the poems in Emauﬁ&é&_camées is highly disciplined, revealing

the predomination of octosyllabic verse, the inspiration is as diverse

as in his earlier work. Various poems deal with nature and the seasons

(Premier sourire du printemps, Lied, Fantaisies d'hiver, Ce que disent
au ~& gue disent
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les hirondelles, Noél); others, with aesthetics (Préface, Biichers et

)
tombeaux,

L'Art), while others are personal, dealing with various “

women in the poet's life (Le Poéme de la Ferme, Le Monde est méchant,

Apollonie).

rupture wi

more disci

th Gautier's earlier work; ratﬁer, it brings together in a

plined form many elements, both Romantic and post-Romantic,

already present in his earlier work. Joanna Richardson describes it

thus:

Emaux gE_camées may be regarded as the completion of the movement

!

Emaux et camées is often quoted as a technical masterpiéce;

but it is powerful and significant not only for its style,
but because it enlightens many moments of Gautier's life,

many aspects of his writing, discloses a man both sensual
and sensitive, amusing and reflective, lyrical and philo-
sophic. It shows the fervent pupil of Rioult, delighting
in colour and texture, solidity and line; it shows the
assured. Court poet, the accepted and the rejected lover,
the frustrated journalist and the careful, brilliantly

accomplished technician, the irrepressible Romantic and the -

evangelist of Art for Art's Sake. And it does more, for
it reflects not only Gautier but the Bohemian age, the .
Napoleonic cult, the bourgeois years of Louis-Philioppe,
the licentious, iridescent, enchanting Second Empire. . .
It may not do so with the ferocity gnd power of Baudelaire
in'Les Fleurs du mal, but it does so quite as surely.3°

Emaux et camées does not theiefore'constituté'an absclute

121

toward art for art's sake already started in Gautier's early theoretical

writing and poems. Nevertheless, as Jasinski comments, it marks a more

complete divorce from Romanticism than indicated by Richardson's analysis:

Non que la doctrine f{it récente. Elle se formulait dds
avant 1830, et Gautier lui-méme en avait affermi les
principes dans la preface d'Albertus et Mademoiselle de
Maupin. Mais tout en proclamant aveg toutes ses chse—
quences le divorce du beau et de 1' utlle, elle représentait

‘alors un romantisme extr&me qui pretendalt moins ignorer

la société que la subordonner de vive force 8 -la transcend-
ance de l'art. Le changement capital était dans 1l'esprit,
désormais contemplatif et désenchanté. Avec la méme
doctrine initiale, l'art pour l'art en 1852 pourrait se

/\
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.définir un romantlsme douloureusement replié, ou, -si .
l'on veut, un romantlsme de wvaincus. o
: (6, 1, xCI)

Theﬁetically Gautier's‘poet;y also reveals innovative elements.

As the study of Compensation indicates, he does not see the poet in a’

vatic or prophetic'role; art exists for its own sake. In Le Trou du

sérpent and Tristesse, the fam111ar Romantlc themes of 1nd1v1duallsm,_:'
solitude, alienation and melancholy are blended w1th a bltter negatlon'
‘of. 1deal1sm as Heine-like irony shatters Romantlc 1llu51ons. Another

new literary tendency, which points toward le ﬂouvement _ymbollste, 1s T

shown by the concentratlon on the symbol 1n Lg Trou dg se:pent ‘Man ﬂ

‘no longer speaks through the symbol ‘as, in Vlgny s Mort du Loup (18&3)¥
rather he becomes the symbol. : _— »’d ' ~A -

André G1de has somewhat acrlﬁonlously sald 'Gautler occupe une
place con51derable, clest seulement facheux qu'il ‘1a rempllsse si mal,"3!
A poet .of no great talent Gautler is nevertheless 1mportant in the
hlstory of Romant1c1sm. He recognlzes that innovation must take the
place of eplgonal imitation. As Tennant comments, "Retrospectlvely

b

Gautier appears clearly a pivotal figure not only between heroical Roman-

.

tic1sm and the d15111u51oned aesthet1c1sm of the Parnass1an years but

between outworn llterary conventlons and a truly ‘modern v1ewp01nt on art n32

S b Sar R R 7t
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CHAPTER FIVE
- CONCLUSION
The comparative study of selected:poems and other texts by -
Eichendorff, Keets, and Gautier reveals the di&érsity of late Romantic
poetry. As we have observed, Eichendorff combines strong morsl and

religious values with a basically optimistic, uncompllcated Weltanschauung.

This differentiates him from Keats, a self-styled "cameleon poet” (KL I,
387), who 1n51sts that the truth of his "half-seelng" (KL, I, 223) need

not be channelled into an art1f1c1al unity. Gautler s mal du siecle and
ironic desire to comblne "la legende seml—dlabollque, semi~ fash1onable"

3

(G I, Bh) set him apart fromrboth E1chendorff and Keats. All three’

' poets’ are,lﬁowever, EWErevof the "burden of the pasi"“in:the form of their.
Romentic precussors,‘and theif poetry is an attemps ‘to place theﬁselves
either within the context of the movement, or to separate themselves from -

‘tn varying degrees, thelr work 1llustrates the problems of epigonism
.and 1nnovat;on.

Their view of the poet's function and their criticism of their Roman-
t1c precursors shows similarities and d1ffesences. ibnhendorff and Keats’'
are alike in thelr somewhat seVere criticism of early Romantlclsm the
underlying'reasoﬁs, howeVer differv In An die chhter (1811) Eichendorff
}remalns closer to tradltlonal Romant1c1sm than either Keats or Gautler.-"

L He v1ews the poet essentlelly as-a XEEEE) possessed of a God-glven power

to dec1pher the mwstentes of the unlverse and to pass on this revelatlon

1
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'passivity. His awareness'énd.sensitivity must not be blocked by a

to huﬁanit&. The quantic idea;s of'simplicity, intuition, and communion
with nature oppose theméelies to reason and intellectual p?dbing.. Thisl
basicallx Romantic view of the poet is nevertheless modified and limited.
In place of the introspéétion, philosbphical complexity, and eternal
Sehnsucht of early German Roménticism, Eichendorff posits absolute moral
and religioﬁs values. He insists that the poet, instead of exploring
the inner world of the self, must 1ncorporate the positive values of
rellglon in his work. Like Keats, he criticizes the eventual directions

of Romanticismlrather than the movémenf itself in the Geschichte der .

‘poetischen Literatur Deutschlands (1857). Early Romanticism had, he

states, irreligious and negative elements. Pantheism and aestheticism

"~ diverted his precursors from the Chriétian }aith, and the culte'gg:moi,

“which took the'form.of‘pgrsonal‘fragmentation éqﬁ irony, injected’

negative quaiities. Eigﬁendorff's alm as a poet is to set,poetr& back
on its proper roéd, "deﬁn die wahre Pgesie ist durchaus religids, und
die Reiigion poetisch" (E, IV, 00-01).

Unlike Eichendorff, Kéats.focuses'oﬁ the aesthetic aspects of poetry
rathér than on‘the‘mo;éi or religious values embodied in it. He differs
from Eichendorff in that he, like Gautier, does not see'the poet ‘as a

prophet, indeed, hls chief cr1t1c1sm of Wordsworth and other Romantic .

\

poets is that they embody "the egotlstlcal subllme --the desire to impose

™~
—z-

—
a self—made phllosophy upon their readers. In shd}t, they lack "negative
N ‘

capability." According to Keats, the poet must combiﬁéxgpenness with

N e m——
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_ stubborn desire to 1mpose absolute moral values on poetry A major

nl

p01nt of 91m11ar1ty between Eichendorff and Keats consists in their

'condemnation of negative Romanticism. Once more, however different

reasons prOmpt this criticism. Eichendorff, as we have seen, attacks

the personal Zerrissenheit and 1rony of his precursors on moral and

religious greunds. hKeats, on the other hand, condemns the fashionable

poses of Romanticism, which take the form of excessive introspection

and a preoccunation with Gothic horror themes. Tn Sleep and Poetry, .

-as well as.in the Ode on. Melancholy, he intimates that experience

must replace superficial topoi asfithe subject matter of poetry. Al-

though he maintains, like Eichendorff, that poetry should "sooth the

' cares, and lift‘the thoughts of man" (K, 57, 1. 2&7), this is accomplished

v

by aesthetic means, and not through the "palpable design" (KL, I, 224)
of tne~work;' ' ' .
More than either Eichendorff or Keats, Gautier champions Romanticism.

in some of his critical writing; paradoxically, however, he moves

farther away from the movement than either of his two counterparts.

s
Compensation (1838) reveals that he shares with BEichendorff a belief

in the superiority of the poet. This belief is, however, mingled with

a contempt for ordinary humanity which séts him apart from Romanticism

and allies him with Baudelaire, the dééadents,‘the parnassiens, and |

the xgbolistes. Whereas Eichendorff is aware of his social obligations

("Da soll er singen. - . . / DaB aller Herzen freier werden," (g, 1, 111,

T.37-39) and Keats determines to 1ncorporate the "agonies, the strife /

\_\

v



Of human hearts" (K, 54, 1. 125-5) in his poetry, the poet in

‘/féompensation writes without an audience. Unlike Eichendorff, who still

sees harmony in nature and»foresees & possible millennium in the 1ife
of man, and Keats, who does not reject the actualities of life, Gautier

sees discordance in botﬁ nature and society, A}t'implies harmony and
.escape from the meanness of life. This aestheticism nevertheless

allies him with Keats, for whom poetry embodies the highest ideal.

More than Elchendorff Keats and Gautier are aware of the problems
of epigonism and innovation. Eichendorff, as we have shown, objects to
Romanticism chiefly on moral and religious grounds, and does not concern
‘himself with the problems of thematic or sty]lstlc 1nnovat10n Keats
objects to both the style and content of contemporary poetry, and the
de31re to 1nJect fresh elements into poetry figures predominantly in
Sleepgand'Poetry and his letters. Paradoxically, although Gautier does , -

/

4
not object $to.his Romantic precursors as outspokenly as Keats, the nee;/’

3

for originality and innovation is yet stressed in L'Histoire gg_romantisgg

(1872). .Innovation, he states, is .a natural outgrowth of literary in-
fluence. While Romanticisﬁ marked the.reﬁirth of poetry, epigonism can
only be avoideq if each successive generation adds "la note bersonnelle"
(gg, 299) to the work of precursors. More than Eichendorff or Keats, dﬁ
Gautier thus stresses‘the evolutionary nature of literary history.

A similar gamﬁt of parallels and differences may also be seen in

the three poets” treatment of nature. Of the three‘boéms examined (Keats's

Ode to Autumn (1819), Gautier's Pensées de 1'automme (1830), and Eichendorff's
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‘Nachts'(]853)), the latest Jpoen is ‘surprisingly the closeést to the
conventions of Romanticism. In Nachts, the vocdbulary and scenery 'TT»

of early Romanticism are combined to evoke a mood of deep security,
‘and tranqullllty. The conventional Juxtap081tlon“of'pan and nature
leads to a sense of harmony and unity as man sees the presence of
God in the landscape. The chief difference between thls and early
Romantic poems lies in the facility with wﬂich the synthesis is
achieved. The poem is simple, harmonious, and free frbm'tensions or
ronflieting states of feeling, Keats's Ode to Autumn however, con-
N .
tains no confrontatlon between nature and the poetic narrator. The
poem is almost Parnassian in its concentration on the sights, sounds,
and processes of autumn. While Nachts 1is a lyricél combination of
somewhat vague nature motifs, To Autumn distinguishes itself throuéh
its‘ooncregeness of descripﬁion. Although both poems are relatively

n
free from discursive language, Nachts has a fragmentary quality typical

of the Stimmungslyrik. 'To Autumn comhines a fighﬁness of language with

A corresponding tightness of form, to achjeve ~lassio harmony and balsance.

4
Fichendorff's poem, moreover, presents a transcendent uriity in the form,

of God and incorporates a religious meséage. Aithough a unified world

Y

view emeréés_from To'Autumn as the protesses of life, growth, and deatn
o - .

aré regarded as inevitable'cycl d, this unity is not txanscquent and

no didactic message is embodidd .
& sense, mid-way between Nach

Gautier's Pensées de 1'autufme is, in
®
Autumn. The work of a young

»

poet, it contains many derivative element » and the poet's attempt to

turn it into a meditation is feeble. His dpproach to nature is basically



. N ’ \ﬁ'
detached,“and he is at iis best when he describes spécific Qbi;cts,
shapes, and éolours. The concreteness of his vision parallels that
of Keats in Ig_égzggg_and foreshadows a movement toward l'art pour
lléEE- No dynaéié inte?actioﬁ exists between the poet ané nature,
and the poem resolves no personal conflicté and arrives at no pﬁilo—
-]

The treatment of exotieism reveals a similar pattern. Eichendorff

sophical conclusions.

is again closest £o the Romantic tradition, while the young Gautier
tries unsucceséfully to r@prodﬁcé Romantic themés in Moyen &ge. Keats,
howeyer, tempers Romantie nostalgia with qet&chment and irony. 'Sehnsucht‘
(1834) presents Romantie yearning in its most uncomplicated form: that
of Wanderlust. The poem is essentially a flight of fancy as one pictur-
esque image evokes another. The imagination is, however; kept in cherk,
and the poet's yeafning gives rise to no dark introspection and to no
unrestrained fantasies. As in Nachts, the b;ightness of mood is
rarallelled by a self-con=cious neatness of f;rm. Gautier's Moyen &ge
(1830) is ancther example of self-conseious Romanticism, although the
pret dnes not surneed as well as Fichendarff in his efforts ta create a
-

timmung. T.ike Rensées de l'autome, the poem revesls a split in Gautier's
Limmung s=nsees de L automne P
’

-~
-

creative tendenncies: in spite of his desire to reproduce the cosmic

vigion 2f hie Romantie precursors, his talent lies in the direction of the
< . .

conerete and the limited. The naivety apnd ideslism of Sehnsucht and

Moyen #ge are, however, tempered by light irony in Keats's Robin Hdod

S ’
(1.81R) Mthongh the poet doms not deny the exotic attraction of the



past, it %s nevertheless viewed in £he light of.the present. The :
nostalgic mood, successfuliy é%oked in‘Sehnsucht and unsuccessfully \
in Moyen &ge, is self-consciously rﬁptuxgd in Bgéig_gggg, Keats
remainé rooted in the actualities of the present, and no Rousseauiétic
idealization of the primitive state of man enters into the poem.

Keats suggésts, however, that the past is made immortal through soné,

vhich reveals, as in Sleep and Poetry, that he looks for the idesal

in art and not in Romantic dreams of a golden age. Gautier's
Melancholia (1834), in contrast with Robin Hood, is strongly Romantic
in that it idealizes a past age of pure and living faitﬂ. While Keats
t;nds to debunk Romantic nostalgié after.a lost golden age, Gautier
axpreséeg a fervent admiration of the purity and deﬁth of mediévalq
life and art before it becéme corrupted by conflicting religious

doctrines. Keats and Gautier are, however, similar in that they,
- '

unlike earlier Romantics, do not set up the ideal of a new millennium.

The past, Gautier intimates, is irretrievable, and cannot be projected

-

into a longed-for future. Tn this respect, his stance is more extreme

\

tHan that of Keats. While Keats does not deny that exotic themes may
yat.provide inspiration for art, Gautier maintaing in Melancholia that
the present age is artistically sterile.

Romantic and post-Romantic features are also combinef in the-

-

three poeﬁé' treatment of melancholy. Once more , Eichengorff‘s
Zwielicht (1815) is the .closest to early Romanticism, while Keats and

fautier move heyond and against\%he traditiop. Zwielicht, as obgerved,
1 4 awielicnt

~

., [

N

. \\

/ \ "
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.Presents a pessimistic world-view seldom to be fpund in Eichendorff's

L4

poetry. Both)nature and man are y of savag€ery and dupligity.
Ihis‘problem of‘Weltangst is, however, resolved with:a facility
characteristic of Eichendorff: man, he say%, must protect himself by
remaipning true to his religious faith. The pdem.daes not, moreover,
evolve naturally toward this conclusion, but has the reiigious méss#ge
'somewhat arbltrarlly superlmposed 1n the last stanza. < Zw1e11cht is
thus' linked to earller Romant1c1sm by its Weltansst and its 1deallsm,
but separated from it by?the conservatlve and facile ‘manner in which

the probleﬁs are' resolved. As is customary in Eichendorff's poetfy,

the poem does not indicate that the poet is probing his own ahguish

or his own anxieties. Keats's Ode on Melancholy (1819) differs‘from
Zwielicht by‘ﬁaking a dramatic and not a didactic approach. The poet
beglns by rejecting the standard literary trapplngs of” melancholy,

along withsuperficial poses and emotional 1ndulgence. True melancholy

is, he suggests, nevertheless an insepﬁrable part of all intepse

‘2

T : :

experiépce. As in To Autumn, life and death are seen‘as part of an
inevitable process which, unlike Eichendorff, Keats does not try to

transcend His suggestion of a trensmutation of pain-and pleasure and

-of beauty and death a]ready has elements of the Decadent and Symbolist

aesthetic outlook. Once more, Gautier and Keats are similar in that,

they r1d1cule and reject fashlonable melanchollc poses. ‘Like the Odé

on Melanchol , moreover, Gautier's Melancholla expresses a bellef that

true melancholy-—setting‘aside its superficial‘ménifestations--lies at

"
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the core of modern life, ahd that it may, as in Diirer's engraving,
be transmuted inte beauty.. He is, however, less idealistic$than Keats.
The simultaneously serene and pure expressioM of melancholy which was

possible for Diirer in the late middle ages is denied to modern man.

Gautier}s Trou du serpent again exemplifies the curious split
in his early poetry between Romantie and non-Romenticvelements. A

‘more mature work than Pensées de 1l'automne or Xen fge, the poem is.

no longer a weak imitation of early Romantic wqrks. Gautler combines
Byronic themes such as allenatlon and pathological morbidity w1th a
total lack of Romantic idealism. The stature of the Romantlc hero 15
destreyed by self—directed irohy. The poet's eelf-conscioﬁs use of
word-plays and his develepment of a conceif'also go, as we have seen,
against the current of Romantic sincefity. The poem is phgs a Heine-
like exercise in the shattering of illusions as an ﬁnalleviated eense of

.

mal du siécle predominates.

The use df irony in the three poems examined (Der Soldat (181k),
Robln Hood (1818) and Tristesse (1838)) also shows considereble diversity,
ranging from Elchendorff's treatment of tradltlonal medieval motlfs
Keats s debunking of Romantic nostalgia, and Gautler s transformation
of Romantlc 1rony into absolute negat1v1sm. Of the three'poems Der
Soldat is the most self—consc1ously Romantlc. Once more, Stlmmung
predomlnates as Eichendorff gracefully combines the Somewhat stylized

medleval motifs of gallant knlghts, castles, beautlful maidens, and a

fren21ed fllght from enemies., The Romantic irony consists in a negation



o

(the narrator'srfeigned indifference toward what is nearest to him)

in Part I, and the affirmation (the revelation of his‘true'feelings)

in Part II. Like SehnSucht;.hdiiver,‘ng_Soldat-is a Trivialisierugg
of exotic themes, 'The poem is:picturesque'and evocative but laoks |
immediacy. - The irony in ngin_Hood vhowerer, consists in the continual
shift from past to present, as Keats employs playfulness and mock
sentimertality to. poke fun. at his own fanta51es. While Eichendorff's
poem is simply an imaginative £1ight into the past Keats relativizes
lpast and. pqﬁsent blending sensibility w1th detachment An affirmation
does, however, emerge from hls critlcal attltude although the |
actuailtles of the present cannot be denied, the lyrical themes of

the past ‘can nevertheless survive thrbugh song. TriéteSse;nunlike Der .

fSoldat and Robln Hood, makes use of" 1rony to explode all p0351b1e

: hopes of recon0111ng ‘the 1deal and the real. Like Keats, Gautler turns
1ron1cally upon Romantlc‘conventlons.{ Employing familiar themes such
as solitude and allenation he p01nts out the 1mpossb111ty of escape
through nature or. love.' Irony is dlrected at himself: since no one

" loves him, not even hi5~dog; death is the only solution. fThe soLitary
Romantithero thus loses'stature and is.put up‘to ridiculevthrough self-
parody, and the pattern of neéation and affirmation'in Der Soldat and

'Robin Hood gives way to pure negation in Trlstgsse as 1rony takes on a

_post-Romantlc form
v

Yon ‘the formal and stylietic_level; In the works of all three poets, the

rhetorio-and freeddn of form of earlier Romantic poetry are replaced by

w

Definite 31milarities exist between Eichendorff, Keats, and Gautier
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greater~restraint, symmetry,;and'retlcence:l This is“doubtlessly a
reflection of a change in subject matter, as the three wr1ters move
away from 1ntrospect1ve dramatlzatlon toward greater detachment.r
Whlle the1r dlctlon remalns,.partlcularly w1th E1chendorff relatlvely
51mplea form starts to play a more dominant role.

| Eichendorff's poetry reveals little develOpment either in content ‘
or in form, for this reason, it iIs dlfflcult to. dlstlngulsh between |
‘his early and late poems. From the beglnnlng, heQmakes a calculated »

rappeal to VolkStﬁmlichkeit by taklng over. the rhythms and'forms of

German folk songs. Many poems, sudh as Sehnsucht Der Soldat, or

Zw1ellcht achleve the1r effect as much from thelr mu51callty as from
their actual-content; In sp1te of the air of spontanelty 1mparted by
the 31mpllc1ty of form, his poetry nevertheless shows restralnt and

hdlsc1pllne ~ As we have ocbserved, hls poems are. neatly structured and

Zlelschlusse and POLntenschlusse are frequent (c.f Sehnsucht and-’ Nachts)

varlatlons of rhythms or: llne length wlthln a poem are rare, and h1s
poetry seldom reveals an over—abundance of verbal or rhetorlcal effects.
In general he: restrlcts ‘himself to a llmlted number of.verse forms
1nher1ted from orvrevived by his’ 1mmed1ate predecessors, 1mp031ng upon
ithem greater restralnt and symmetry More than Elchendorff Keats and
%

. Gautler are poets in development and thelr poetry reveals a progress1ve

. mastery of style.’ From the dlscur31veness -of Sleep and Poetry, for

instance, Keats progresses to the t1ghtness of . language and form of

gg.Autumn Although he makes exten31ve use .of verse forms popular



among his precursors, such as the ode the sonnet and . the ballad

his: mature poems show restralnt and sohrlety as the poet remalns 1n -
the Background and speaks throughlthe 1mage, rather than through a .

poetlc "I" The concreteness and detall ‘of his 1magery dlstlngulsh :

‘4
his poetry from that of Byron or Shelley, who tend to be more abstract.
He experlments, moreover, wlth a seventeenth-century verse form ln
Robln Hood and, in The Eve of St. Agnes (1819), masters the Spenserlan
:stanza. Slmllarly, Gautler moves from the 1m1tat1ve awkwardness of
the Poe51es (1830) to help rev1ve the ballad romance, and sonnet 1n
his later poetry.' lee those of Elchendorff his poems are oftenv

P

' neatly structured with a frequent use of the 201nte and the concelt

" (c f. Le Trou du serpent and Trlstesse) More than Elchendorff or
‘.Keats, he 1ndulges in paradox and word—plays which 1mpart an element
of grecroslte. L1ke that of Keats, hls 1magery is dlrected toward the’
B concrete.:EP' 1c1ty of form predomlnates, and aural effects are of
[secondary-lmtortance. Although_he may, as ln.ég_com§d1eidg_l§_mggt

or Tristesse make use of Hugolian rhetoric in the form of frequent

"coupes romanthues, exclamatlons, gradatlon antlthe51s, -and other
j.dev1ces, these are, as we have seen often employed to an ironic end ‘
.as the poet seeks to poke fun at Romantlc convent1ons through exeggeratlon‘
'and parody | | | |
'i In general, the three poets share a common'dnterest in the forms of
folk poetryt The_Romantlc medltatlve monologue is, hovever relatlvely '

;rarel and when 1t is employed as in the Ode on Melancholy, the poet
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2iﬁJ§CF3 aﬁyeir of ohJeotiVitY:andtdetachmentiuhusuai in earlier
_ Romantie writihg:” Whlle the metaphor remalns an. 1mportant vehlcle
“for the assoclatlon of 1deas,erats and Gautler tend to focus more |

on the object 1tself, 1nstead of projectlnglthelr own feellugs 1nto C
the representatlon. Although the pathetlc fallacy,' whereby the'-

poet reads hls own thoughts and feellngs 1nto the external world, ex1sts
.1n Elchendorff's poems (c f Zw1ellcht and Nachts) Keats, through hlS
dlsllke of the "egotlstlcal subllme," often remalns objectlve. The

L}

symbol is glven a new 1mportance 1n Gautler 5. Trou du ser pent through

ithe total 1dent1f1catlon of the poet with the 1mage. All three poets,
:however remain largely w1th1n the dlsc1p11ne of verse forms and experl-"
ment llttle.w1th free verse. : | e

1 Elchendorff Keats, and Gautler are: thus :hree lste Romantlc poets
1faced w1th the ch01ce of the latecomer in a llterary tradltlon to elther |
”contlnue the course mapped out by varlous precursors, or to. 1nnovate,
thereby creethg new” conventlons. Thls dllemma 1s, of course, helghtened
mby the Romantlc cult of orlglnallty. ;The purpoSe of thls study has not -'k;f
‘:xbeen however to examine the1r poetry with a view to 1mp051ng uncompromp o~
151ng labels sueh as eplgonal" orv 1nn0vat1ve .1 Both eplgonlsm ‘and B
1nnovat10n must beﬂifgarded as relatlve terms. The study of - selected
_lyrlcal ooems b& Elcheudorff Kests, snd Gautler shows that 1m1tat1ve
and orlglnal elements exist 31de by 31de and = Gautler po1nts out .u'
est - toujours flls de quelqu un, méme qusnd le pére est renle par l'enfant.".

’(ggﬁ 299). . Nevertheless concluslons can be drewn concernlng the extent '

e
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to whlch these three poets are content to remaln wlthan their re-
spect1ve Romantlc tradltlons.

At this p01nt a brlef recapltulatlon of the attrlbutes of /

_i

eplgonal wrltlng as descrlbed by Wlndfuhr wlll be useful 1 These

characterlstlcs 1nclude the fac1le comblnatlon of llterary op01J :

’

the ellmlnatlon of‘ﬁlscordances,'a general tr1v1al1zatlon, a movehent

'toward greater 51mp11c1ty, and a calculated appeal to p0pula%Dsent1ment.

The eplgone may alég try to expand upon the work of his model through

- experlmentatlon w1th form and the. 1nJect10n of prec1e elementS‘ or,

'flnally, he may turn’ 1ron1cally upon the tradltlon he has prppagated
Elchendorff's poetry reveals many eplgonal elements He takes

over the work of precursorsﬁgh"ﬁ'ﬁs Novalls, Tleck and hrentano and

‘gracefully comblnes.and recomblnes famlliar topoi -~ mountalns l.'

N forests, streams light and darkness, gardens;land mu51c. From the

frequently Jarrlng dlscordances and personal Zerrlssenhelt of early

) Romantlclsm he creates a ba31cally tranqull and harmonlous world view,
b

In place of the’ often perplexed rellglous questlonlngs of Novalls or

‘Brentano he substltutes rellg1ous certa1nt1es _ Romantlc Sehnsucht

'seenvas a form of. unendllches Streben in Frledrlch Schlegel's Luclnde

) (1799) and other works, is tr1v1allzed to become' a p1cturesque fllght

a @

of fancy. Hls poems are not effu51ve and formless but dlsclpllned and -
.symmetrlcal. Hls work shows, moreover 11ttle development. He arrlves

at: a pattern and reproduces it wlth var1atlons.v Slnce his late poetry

N

"is surprlslngly 51m11ar to his earller work he becomes, in a sense,

_#.'-
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hig.nwn~epﬁgoﬁ;. This does’nét, i&ﬁwvef;’preveﬁt him };lebéing‘an
Qﬁ;étghdihg-lyriégl éQQt.‘ WhQ£.gis rbézry lacks fnldnpth it arH;e»es
In grace and erbhtiyeAegfﬁ"Mgréoﬁer,'hiﬁ'pﬁpuiufizﬂﬂion of’ folk;-
;ﬁrms-Hégﬁed ;o re§ive'german-iﬁfqreﬁ%lin thelorél trad&tibn.  Thé
'qusicaliﬁy of 5is.vé£§g'aﬁ§,hﬁé,akilizat.produéing' le dng llnk

Lim in muny wxvr to the o vmbollﬂia, and in. partlcuiar, to Verlalne 2

fouts and Coautier revenl eléments of JumemdeJi?hnéntum in thein
LN } .
X o . ; ; . ,
early wirks, The enthusPasm and he Juch but discursive description
Pty . - . 2
, : _ P

v,

in Keats's Sleep and Poetry, for instunce, is-largely an inheritznce

from early Fomanticism. Keats is, however, more rebellious than

EBichendortf; woreover, -English Romanticism was pervaded with the

didacticism and "egutiSt, suhiime” Df MOIIQWO*th, and Bvron and

”belley had popularlzed the conventional pose% of the Romantlc hero.
Lebellion amainst ihe,pnetry cf palpup‘iﬂies1gn and &QalnSu super-

‘tficial topoi csuses (eats ‘to evolve to an "art for art' s.sake, type

phllosophy, at the aqme time, his incate scepticism and detachrent
auoe h1m to reject the ba51cally urdnscendental phllosonhy of Wordsworth

anu'polerldge.' Althuxgh he refalnc much of the llvply en51b llty of

Romant i CLSm, ho combines 1t wrth detachment. Unllke Wordsworth

‘.

ulé”ldgg, Shu*lej, or Byron, Keats is not hls own hero.;-HiS f‘T'F.'qv.lerx‘cly

down-to-earth apyroach links him to thé Realist traditibn, whlle the

concreteness of his descriptioh preshadows le mouvenent parnassien. The-

tyve of sens 1bL*-Ly expru@*nd 1n QOde on %clancholy, moreover, .already
links hin to B&udelaire, the Decad nts, and the Symbolists.
More than Keats, the young Gadtier tegins as an epigone. Many

N | o .-T‘“ - . ' N ‘ .&§¢?‘
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~poems in the-Poésies are 1ndeed "verflacht ‘und verengt"3 1ﬁitations

-’

‘of Hugo and other Romantlcs.' Unllke Elchendorff Gautler is unable o

- to reproduce ‘the cosmic themes of his precursors. H1s plcturesque

tendenc1es already p01nt hlm toward l'art ppur l’art and le Parnasse.
At the same tlme, a keen w1t comblned with a genulne sense of the

prevalent mal du sidcle lead h1m to explore "la legende seml—dlabollque

- seml-fashlonable" and to deflate Romantlc 1deallsm with 1rony and parody.

'Unllke Elchendorff and Keats, Gautler totally rejects the 1deallsm of~
~hls Romantlc precursors and contemporarles and moves toward a world
v1ew whlch is baslcally nlhlllstlc Although he expresses a bellef in

the autonomous value of art in the/preface to Mademolselle de Ma upin

‘and other works he is nevertheless aware, as 1n_Melancholia, thatlthe
present age does not breed great art. -
Elchendorff Keats and Gautler thus reveal the d1ver51ty«of ways '
in whlch the late Romantlc poet handles the proﬁlems of eplgonlsm and
'1nnovat10n. As Gautler says, "l'orlglnalﬁé n'est que la note personnelle

ajoutée al fonds commun prepare par les contemporalns ou les prédecess%%rs

1mméd1ats" (HR 299)
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2 See William De Carr Sims, "From Transcendence to Agony:

Eichendorff, Verlaine, and .the Ninete

T renth Century Poetic Tradition,"
DA, 38 (1977), ;’»}TIA-YzA (Univ. of Or '

egon) .
3 Windfuhr, p. 192.°

c.f. Manfred Windfuhr, "Der Epigéne.rBegriff,‘PhEnomen,‘
BewuBtsein," Archiv fiir Begriffsgeschichte 4 (1958-9), 182-209.
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