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ABSTRACT

The Fhilosophicel and Theoreticasl Back-
round in Ro ticism in Ger
Extent of the Appl Cut on of these Phi -

Writings of the German Romentics

WVhat was Germen Romanticism? The snswer to this
question 1s contained in a combinatibn of the philosogph-
ies and theories of the emrly Nineteenth Century in Ger-
meny. Perhaps the most influentiel of these philosophies
on Germen Romenticism was Fichte's Philosophy of Transcen-
dental Idealism. According to Fichte an individual should
atterpt to transcend the world of materizlism and enter
the sphere of the spiritusl, of metaphysics. Schelling's
Philosophy of Nature describes the existence of God in
nature. An individusl could achieve the uplifted state
of which Fichte spoke through a contemplation of nature,
the substance which contained endlessness, totality,
and the secret of eternity. Hegel introduced the idea
of introspection, of self-contemplation through his
philosorhy of egocentricism. This was to become one of
the main characteristics with which the Romantic poet
of this sge was to be identified. Schleiermacher con-
centrates on the idea of God and stresses dogmatic re-

ligion as the best possible symbol for a belief in the
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Deity. His idea of Christian Faith became very impor-
tant to the German Romantic writers as many of these
men were Catholics. Directly opposed to Schleiermach-
er was Feuerbach, an advocate of the anthropomorphic
concept of God; that is, that man created God in his

own image. Although this was a philosophy of the times,
it didn't find e place within Romentic thought as the
Romantics were primarily concerned with the discovery
of something above and beyond themselves and their
contemporaries. It was August Wilhelm and Friedrich
Schlegel who administered a form to the chaotic ele-
ment of Romantic spiritualism. August Wilhelm sug-
gested the ancient Greek writings as the model for
Romentic literary writings. ZFriedrich Schlegel pro-
vided a definition of Romantic poetry which was to
formulate the basic theory for the Romantlic writers ~-
it began with the concept that Romantic poetry was a
progressive, universsl poetry. This emphasized the
idea of eternal becoming that was certainly an im-
portant aspect of Romantic thought. The fusion of
these theories and philosophies forms a coherent def-
inition of German Romanticism.

The extent of the applicatiom of these theories
and philosornies to the literary writings of the Ger-

man Romentics was firset investigated through a
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study of Wackenroder's novel Herzensergiepungen eines
kunstliebenden Klosterbruders. A revival of an interest
in the art of the Middle Ages is the focal point of

this work. It is quite consistent with Schlegel's
desire to study the past for future inspiration. The
romantic concept of love finds expression in Friedrich
Schlegel's novel Lucinde. Perfect love becomes the
fusion of the minds and bodies of two individuals.
Gernen Romanticism reaches its peak in the writings

of Novalis. His novel Eeinrich von Ofterdingen is a

portrait of the Romantic poet who yearns for entrance
into the realm of eternal creativity. Novalis' "Hym-
nen an die Necht" represents some of the most beauti-
ful poetry of the Romentic school. After KNovalis, ro-
mantic ideals began to be perverted by tne literary
writers. Tieck introduces romantic irony in his play
"Der Gestiefelte Kater" - a technique completely for-
eign to the earlier Romantic. Ke z2lso sees a demonic
element in nature and incorporates this idea into his
Mdrchen "Der Blonde Eckbert". Eichendorff blends phan-
tasy with reality in his novel, Aus dem Leben eines
Teugenichts. The Taugenicht is & romantic character
filled with a2 yearning for the unknown, but his milieu
is a very realistic one - he falls in love with a sim-

ple, naive girl and lives zmong the peasants. Brentano
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glso combines reality with phantasy, but he accentu-
ates the realistic element through brutal descriptions
and the use of "@Grausamkeit". He does retain romantic
jideology in his portrayal of the reunion of two lov-
ers in the Beyond after death. His story "Die Geschichte
vom braven Kasperl und dem schOnen Annerl" is typicel
of Brentano's style. Arnim follows much the same tech=-
nigue. His subject matter is of a very realistic tone
and his preoccupation with the psychology of his char-
acters is of a reallstic nature - the mad veteran in
Der Tolle Invalide is a good example of this. But
Arnim does not completely reject romantic ideojogy. It
comes forth in this same story in the charascterizagtion
of Rosalie, the mad veterzn's wife; she is das Ewig-
Weibliche whose sincere, deep love for her husband is
hie salvetion. Chamisso's Peter Schlemihl is the same
type of writing which brings together romentic idealism
and stark rezlism under the guise of z fanciful Mérchen.
In the novel Undine by de la Motte-Fouqué one feels
this same effect and yet one is aleo strongly attracted
to the poetic quelity of this beautiful story. E.T.A.
Eoffmann's Marchen Der Goldene Topf represents the com-
plete perversion of romentic ideals. Phantasy and resl-
ity become one in this tale as the reader is trans-

ported into the world that is at one moment very bourgeols
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and at the next moment, the sphere of creativity, of
poetry. "Der Vierundzwanzigste Februar", s play by
Zacharias Werner represents the lest of the writings
of the decadent Romentics. It is primarily realistic
in nature, although it still utilizes romantic thought
in en extremely secondary sense and only to a limited
degree. The main commentary on the Romantic school

is Heine's polemic Die Romantische Schule. This ie 2
rether subjective anzlysis of the school which must
be viewed for the most part, as a mirror of the times.
Heine's condemnation of the sentimentality of the Ro-
mentic school seems to show little depth of thought;
nevertheless, it dealt the death blow to German Ro-
m2nticism.

The conclusion of this paper recognizes,

first of gll, the sincerity of the Romantic IKovement.
The basic sensual-spiritual conflict which plagued

the Romantics is a concept which arises again and
agein and is one of the main dilemmas faced by the
Germzn writers of the Twentieth Century. Because it
constantly reappears, Romantic ideology seems to ex-
press a thought process which is inherent to the
Germzn mind. It is for the German an inescapable

type of idealism toward which he inevitably turns.



INTRODUCTION

What is the basis for the type of Romanticism
which was born in Germany? There are many phliloso-
phies and theories which are inextricably bound to
this movement, Perhaps the foundation for the ideal-
ism of this thought process was evolved by Fichte
whose Transcendental Philosophy of Idealism set the
mind of the German Romantic in motion. The Romantic
wanted to submerge himself into the world of ideslisn,
the world of the self, the ethereal realm of metaphysics,
This was partielly accomplished through the adherence
to Schelling's Philosophy of Nature, a panthelstic
ereed which promoted the individual's appreciation
of the natural phenomenon of the physical world
surrounding him, But 1t involved more than just this
fdee; this philosophy was also concerned with the
elevation of the mind and the spirit through the
reaction to this overpowering medium in which the
Infinite could be found. Schleiermacher reinforces
the concept of a dogmatic religion which is based
on the laws of reason intertwined with the principle
of humenity and proclaims it as the "highest good",

Feuerbach introduces the anthropomorphic philosophy




of God, that 1s, that God possesses the characteristics
of men, because He was created through men's own image
ination. Hegel establishes a philosophy of Absolute
Tdealism in which he asttempts to show the interrelation
and interdependence of all things, the existence of a
total unity, of the All, These, then, are the philo-
sophers who provided the raw materiel with which to
create, but these men represent only half of the total
plcture. It was the theorists who were responsible
for giving to this rew materlal a comprehensible
pattern whrough the use of form. The Schlegel Brothers
evolved a basic form of writing used by the Romantics
as a framework within which they could express the
ideslogy of this movement through stories, poetry, and
novels, The desired achlievement of the first section
of this thesis 1s to combine all of these theories and
philosophies into a coherent definition of German
Romanticism, |

The second part of this thesis will be primarily
concerned with the extent of the application of these
philosophies and theories to the literary writings of
the Romantics. The point of departure for this dis-
cussion wlll be a consideration of Wackenroder and

Tieck's Herzensergiepungen eines kunstliebenden Klos-

terbruders which was essentially a plea for the revival
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of things medieval, Because this work represents a
more materialistic approach to German Romanticlsam,

the concept of love as portrayed by Friedrich Schlegel
in his novel Lucinde will then be studied., Thils leads
one toward the world of the mind and the emotions,
which are the mainstay of German Romenticism. But
what was actually the apex of thlis movement? An
attempt to answer this queation will be mad& through

a study of the works of Novalis, most notably his
novel, Heinrich von Ofterdingen, But the perfection

of a concept can only be transient and, quite inevitably,
will be followed by a decline. The works of Tieck,
Eilchendorff, and Brentano wlll be examined to discover
whether or not fhe ideals of Romanticism as established
by the theorists and philosophers were slightly

warped by the literary writers of this period., Perhaps
it was a warping such as this which led to this use

of the demonic, an element well expressed in the works
of Arnim and Chamisso. Through a study of these works,
one discovers a use of the Romsntic theories and
philosovhies which seems to be dlametrically opposed

to the thought concept which was the true foundation

of German Romanticism. Were these writers only a

1link in & cheln which progressed naturally toward a
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complete perversion of German Romentlicism, which isa
sultable expressed in the worke of Hoffmenn, de la
Motte-Fougue and Werner? These writings seem to
represent the birth pangs of a new literary movement,
which was later to be defined as Poetic Realism,

The conclusion of this paper will deal with

& discussion of Heine's polemic on Die Romantische

Schule and attempt to evaluate its validity. It

seemed to be the destiny of the German Romentlc to
acquaint the world around him with the supremecy of

the mind and the realm of metaphysics. Did he express

a philosophical outlook on life which, in a subcon-
scious sense, had always been an inherent part of the
German mind end personality? The anawer to this question
in relationship to the lssues considered by Heine in

his polemic will formulate the conclusion to this

paper,




CHAPTER 1

JOHANN GOTTLIEB FICHTE: A PHILOSOPHY OF
TRANSCENDENTAL IDEALISM

Johann Gottlieb Fichte (1762-181)) synthe-
slzed many ideas which had previously existed into
& coherent philosophy thet perhaps formed the roots
out of which German Romanticism grew. It was Fichte
who tried to express the metaphysical realm, who
stressed the moral side of existence, and who was
more concerned with the spirit than with the dog-
matism of the society in which he lived. His
interrelated, ideologlicel concepts, when combined,
express a philosophy of Transcendental Idealism,

The first phase of this concept was mani-
fested in the 1dea of "werden". In his book,

The Science of Knowledge, he Statea, "The system

recognizes nothing but activity, it 1s purely
dynamic, the activity is purely of the apirit."l
This, then, provides the basis for Fichte'!s system
of thought = nothing was absoclute, what appeared
to be a fact today would, perhaps, be falsified

tomorrow.



Because everything could and did constantly change,
according to Fichte, 1t would seem as if there were
nothing in life which could offer a permanent secur~
fity. It would also appear that chaos and disorder
would result as a natural outgrowth of such a situa-
tion. A fact did not always exist in its present,
specific form, but had evolved to its present state,
and would continue to evolve. "It had not always
been found as I found it, 1t had become so.“2 The
counterbalance for this idea of "becoming" was to be
found in Fichte's concept of the ego. It was this
idea that gave a stability to his whole syastem of
thought,

Fichte believed that everything for man re-
volved around his own ego, that 1t was the most 1im-
portant thing to him, and that it was the only thing
that truly exlsted and the one thing upon which all
other objects were dependent. "Das ich, das er besitat,
und welches 1hn interessiert, hebt jenen Glauben an
die Dinge auf; er glaubt sn seine Selbstandigkeit aus
. Nelgung, er ergreift sie mit Affekt, sein Glaube an

sich ist unmittlebar."3

To understand this concept
more fully, let us apply it to a common situstion. As
an example, suppose we are sitting in a room with five

green chairs and two yellow desks, Fichte would say



that the existence of these objects would depend solely
upon our perception of them. In other words, while

we are actually looking at the chairs in the room, they
do exist, but as soon as we leave the room, and are no
longer looking at these objects directly, they do not
exist, This, however, 1s only a secondary activity of
the ego, the main funetion of which 1s self-recognition.
"The absolute activity of the I is that of self-recog-
nition, with the interruption of the recognition of

that which is not the sel:t‘.“h This does not give the
individual the license to do as he wishes at the expenss
of others. To safeguard against the possibility of

this tendency becoming a reality, Fichte introduces

his concept of the moral will and the moral consciousness,
It 1s the beginning of a humanitarian principle in

which Fichte keeps man from becomlng so submerged in
himself that he looses sight of his relationship to

other individuals, When he acts, he cannot be so
selfishly introspective that others are negatively
affected, but, because of his consclence, he must con-
sider the possible conseguences of his actiona upon

other people. In so doing, he 1s responsible not only to
himself, but to all peopls. Fichte therefore assumes that
if each person acts in accordance with his own well being,

this will naturally lead to the betterment of his soclety.
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"Existence is for me by ita relation to me, and there is
one relation to which all others are subordinate - that of
moral action.“5 Fichte also maintains that man's idea of
moral goodness is almost lnherent, that every man posseases
this conscience, the staff of his inner life. He reacts
naturally to the subconscious dictates of this conacience
which cannot avoid a consideration of others. It is this
will to goodness that produces for Fichte the mnr;I'drdor
of the world, "...my consétence - that on which all else
depaﬁds, but which depends on nothing else - the inward
principle of my spiritual liro."6 FPichte's whole philoso=-
phy of egocentricism culminates with the idea of 2 Delty
which he names the Infinite I. This Infinite I repfééents
the perfection of the humean ego, if such a thing were
possible., Fichte mainteined that man should strive toward
this incomprehensible Thing which, of course, could never
be achlieved or realized on earth. The possibllity of being
united with this Infinite I upon death was the optimistic
hope to which humanity could look forward,

The universe is not, in deed and truth, that

which it seems to be to the uncultivated and

natural sense of manj but it is something high-

er, which lies beyond mere natural appearance.

In its widest sense, the foundation of all

appearance may be aptly named the Divine Idea

of the world. A certain part of the meaning

of this Divine Idea is accessiblc7to, and con-
ceivable by, the cultivated mind,

Now we must consider how the ego relates to what
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Fichte calls "das Ding an sich". This phrase means, lit-
erally, "Thing-in-itself" which refers to the material
phenomendn of the world of appearance., However, Fichte
maintains that as soon as men visualizes the "Ding an
gich" he is entering into the realm of the mind. In so
doing Fichte reinforces the i1dea that the material world
revolves around our perception of it. He says, essentially,
that the "Ding an sich" has no worth in itself, but that
itd . relevance is derived from our concern with it.

Ding an sich - auf der eine Seite schien auch

er den Menschen genz in den Umkreis seiner

inneren Welt einzuschliepen, 2uf der anderen

erSffnete er jenseits derselben eine Perspec-

tive in eine Welt, dle doch ewlig im Démmer-

i&chte ruﬁte, und ewlg vor dem Erkennen zu-

ckwich.

This has often been recognized as a negative element in
Fichte because, if we carry his philosophy to its final
stage, it could imply that "life 1s a dream and man 1s on-
1y an 1llusion."® 1rhis preoccupation with objects or with
the self could so dominate man that he might become unable
to distinguish between illusion end reality. Obviously,
security evaporates with this thought - perhaps the world
is only appearance, perhapa there is no worth or value be-
himd thls mask, perhaps there 1s no reality per se, and
perhaps the spiritual has no true foundation, Such a sit-
uation could very well be the breeding ground for an ele=

ment of demonism. This was one of the main dilemmes of
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Fichtean philosophy.

Flchte was also greatly involved in a pantheistic
concept of nature which served as another subordinate part
of his philosophy of Transcendental Idealism. The indiv-
idual whose being was derlived from a formetive power in
nabure is considered as a link in nature's chain, He has
been given the abllity to think within this medium and de-
velops himself through his relationship to it. "The think-
ing being arises and develops himself by natural laws and
exists through nature. The original thinking power is in
nature."l0 Within each individual, according to Fichte,
nature 1s mirrored from a different point of view and yet
she remains the unifying factor for 2ll men. She repre-
sents simultaneously the presence of both a spiritual
world end a physical world. "Die Natur gibt wunderbare
Zelchen eihes ungeahnten, hoheren Lehens. Der Gelst 1st
seinem eigenen Geheimnis auf der Spur."ll Nature, then,
provided the physical embodiment of an Absolute Spirit.

The Infinite I rested within her and was recognized through
a contemplation of her. It was nature's role to be used

as a step toward this Being beyond the realm of human com-
prehension, a visible manifestation of the all encompassing
power of a Divine Spirit. She exemplifies, for Fichte,

the perfection of a world which, at first glance, seems

to be the seat of chaos,
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Fichte states that man 1s a product of resason
which he supposedly employs in all instances. It is the
reasonable use of the mind, the most important part of
Fichtean man, that 1lluminates the complete individual.
Through experience, man could objectively analyze the
action and people around him. This, of course, implies
the use of reason to achieve a conception of the moving
world of reality. "Das sendliche Vernunftswesen hat
nichts ausser der Erfnhrung.“l2 Fichte also believed
in love as being the ruling principle of humenity. Al-
though man reacted to his own will, he still possessed
a consclence which subjected him to guilt feelings re-
gerding the rest of humenity. This clearly demonstrates
an inner strain which is man's power to think, the great-
est of his gifts., "Fichte verglich einmal eine Blume
mit dem menschlichen Geist und fand den Unterschlied darin,
dap sich die Blume nicht seshen kgnne, sondern nur wachsen,"13
Man could see himself and grow at the same time. He was
to use this introspective power along with his ablility to
think advantageously for his fellowmen. Part of the
Fichtean Idealism was that man was not to pervert this
element. Fichte's philosophy was grounded in the idea
that the entire thought process was besed on intultion
but that this intultion stemmed froﬁ the wlll of the heart

whose desire it was to project goodness rather than evil.
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The individual who lives In a sensuous world bears the
duty of establishing through free will and reason good-
ness out of thls material. It was love that gave a worth
to existence, a "raison d'8tre™., For some individuals it
was the platonic love of a friendship bond, for others it
was manifested in a merriage relationship, The i1deal love,
however, was to be found in a worship of the Infinmite I,
of the Divine. This supposedly represented the perfection
of an unselfish love whose object was inaccessible in a
physical sense., Love was for Fichte an overwhelming sen-
sation whose greatest expression lay in the realm of the
spiritusl.

To Fichte this yearning was the presupposi-

tion of all knowledge and morality; it was

the original, wholly independent expression

of the striving inherent in the ego., By de-

fining this yearning, Fichte gave romanti=-

cism the means of recognizing its innermost

self, inasmuch as the impulse of the man of

reason toward the infinite and eternal has

always been accepted as the diati&guishing

mark of the romantic generation,

The final principle upon which all Fichtean phi-
osophy is based is that of universality. Fichte believed
that the whole was dependent upon all of its parts and
that each part was a whole unit in itself. The interrelation
of these two elements was so intricate that the two could
not be separated from one another., "In every part I find
the whole, for every part only, by means of the whole, has

become what 1t 1s."l5 Fichte felt that the indfvidual
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should never be sacrificed to the whole, regardless of the
greatness of the whole'or its interest. However, he be=
lieved ecually strongly that the unity of the whole should
not and could not be abandoned for the sake of an indivi-
dual who found himself in a position contrery to the whole
end complained of this situation. This would lead one to
believe that Fichte's 1deal state would exist if there
were a complete harmony between the Individual and soclety,
that instead of struggling against each other these two
units would find = balance through peaceful coexistence.
This 4des clearly lends itself to the concept of the
microcosm and the macrocosm, the microcosm belng the
subunit of a greater totality and the macrocosm being

that totality. As an example we can consider the earth

in relation to the universe or man in relation to asoclety.
It 1s conceivable, perhaps, to comprehend the microcosm,
because it 1s in the realm of one's own immediste experiences;
but 1t is virtually impossible to comprehend the macrocosm
In itself. However, an understanding of the macrocosm
might be derived from a thorough knowledge of its subunit,
the microcosm. Fichte seems to combine all the elements
previously discussed in this chapter to form a universality
which could be realized only through one's own self knowl=
edge. It was our own small self unit which was a section

of a far greater unity, the unity of our spirits with
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2ll spirits and with One Spirit.
Alles, was ist, ist fir uns., Was fur uns i1st,
kann nur durch uns sein... Im Selbstbewupt-
sein ist die Einheit aller Vermdgen des Geistes,
die Einhelt der Formen, der Erscheinung und des
der Erscheinung zu Grunde liegenden Dinges an
sich, die Einheit des Systems unsrer Vorstel-
lung und des Systems unsrer Pflichten, die Ein-
helt unsrers theoretischen und unsres praktischen
Wesens gefunden., Dlie Einheit - und mit der Ein-
heit das Fundament, mit dem Egndnment das krd-
nende Dach der ganzen Lehre,

Fichte incorporated all these ideas into a phi-
losophy of Tranacondental'Idealism. He attempted to inte-
grate the physical world with the realm of metaphysics.
"I am a member of two orders: spiritual, in which I rule
by merely pure will, and a sensuous one in which my act
alone prevails. The will is the living principle of a
rational soul."l? Let us first consider the material
side of existence. Within this sphere we can include na=
ture, the physical proof of this world, the "Ding an
sich", which 1s snother name for the objects in this
"real" world, and the principle of eternal beconming, a
process which this physical world is constantly under-
going, Secondly, let us examine the spirituel realm
which encomveasses the ego, the mind, and such ethereal
components as love. According to Fichte the human being
through a contemplation of nature transcends this phy-
sical realm and enters the world of metaphyslcs and of the

mind, As soon as one thinks one has bscome a member of
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the spiritusal order. The introspective consideretion of
the self dominates and the principle of egocentricity,
the self as being the focal point of all things and that
creation upon which 21l else depends, is employed. Thel
use of the ego In the positive sense of bettering human-
1ty leeds naturally to the fulfillment of the ideology
of love, Thus we see how Fichte combined the ideas of
the Aufklarung (the Enlightenment), represented by a
scrutiny of the physical world, wlith the idea of Empfin-
dung (feeling), the sensation which leads to the moral
action of the spirit, It was in this manner that he
evolved the philosophy of Transcendental Idealism and
yet this did not represent the completion of his 1deol-
0gy. The ultimate for Fichte was to be found in a love
of the Infinite which began and was first experienced as
a love of humanity., In thils love rested the posaibility
of experiencing complete harmony, & unity with the All.
Fichte also accepts the fact that this gtate cannot be
achieved by man on earth, Death is man's only answer
to this dilemma. Instead of representing a closed
door, it represents to Fichte the gateway to a new 1life
and to the possibllity of experiencing a perfect totality,

Erst durch das Ich kommt Ordnung und Harmonie

in die tote formlose Masse... Durch seine

Beobachtung falten sich die Weltkdrper zu-

sammen, und werden nur ein organisierter Kor-
per; durch sie drehen die Sonnen sich in ihr-
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en angewiesenen Bashnen. Durch das Ich steht
die ungeheure Stufenfolge da von der Flechte
bis zum Seraph... was euch Tod scheint, ist
seine Reife fir ein héheres Leben - in jedem
Momente seiner Existenz reipt er etwas Neues
euper sich in seinen Ereis mit fort, bis er
alles in denselben verschlinge: bis alle
Materie das Geprage seiner Einwirkung trage
and alle Gelster mit seinem Gelst Elnenm 8
Geist ausmachen, -~ Das iat der Mensch...

This is Fichte's philosophy of Transcendental Idealism
which verbally expressed a thought pattern that wes to

dominate German Romantlcism,




CHAPTER 11

THE PHILOSOPHICAL CONCEPTS OF FEUERBACH,
SCHLEIERMACHER, AND HEGEL

Schleiermacherfs Adherence to the Chris-
“tian Falth

Freidrich Schleiermacher (1768-183l) was mainly
concerned with the doctrines of the Christian Faith.
Everyone of his concepts was only a building block for
this main idea. First let us consider his idea of good-
ness, Man was a creature whose inherent desire seemed
to be to aid his fellowmen and to create a happlneas or
a contentedness among them, The highest epproximation
of such & wish exlsts 1f man strives to become an angel,
a divine creature whose life 1s centered around the ac-
complishment of good deeds. This was the model toward
which Schleiermacher'!s man should direct himself,

Ja, nicht blopdas dogmatische Christenthum,
auch die Prémmigkeit soll ihm die Grenzen der
reinen Moral nicht verwirren. Liege doch der
Frommigkeit immer das Bestreben zum Grunde,
ein Engel zu werden; schlimm, wenn dieses an
die Stelle des Vorsatzes tret!’ "blop ein
guter Mensch sein zu wollen,"
However, goodness is not a trait which arises in a hap=

hazard way. It is, rather, a product of the laws of

18
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reason, the principles of which have withatood the
test of time and which bear the preclislon of an alge-
braic formuls that is either right or wrong and leaves
no room for even a slight deviation. It was as 1if
the concept of goodness could be incorporated into
such a formula whose correctness would be ungquestioned.
"Das hochste Gut ist nichts Andres als der vollkommens
inbegrifr dessen, was durch reine Vernunftgesetze mag-
lich 1st..."20
The natural ection of one individuai toward

another 1s love. Before one can achieve this feeling,
one must observe the inner workings of himself., Through
introspection, he is supposedly better able to understand
mankind, This sgain is the idea of an understanding of
the microcosm as being the initial step toward a compre-
hension of the macrocosm. This 1s a concept which seens
to have been greatly used during this period, perhaps
because 1t i1s reasonable and logical and could thus have
had its roots in the Aufklarung, Within this structure,
it was conceivable for man to recognize the possibility
of a greater existence beyond the confines of his own -
reasoning powers, With thls realization, metaphysics
begins to dominate.

Erst dann freilich wird die Vertiefung in

das eigene Innere die Selbstbetrachtung der
ganzen Menschheit 1n lhren mannigfaltigen
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Sein, vor allem aber in ihrem Werden, ihrer

Geschichte, geschérft hat, - woreuf denn

endlich die Ahndung sich noch hBEir noch

uber die Menschheit erheben mag.
One individual's existence is only relevant in its re-
lation to another person or to the totality. No man
should live by himself, but should be aware of the
necesslty of projecting himself toward others, The
outward manifestation of this projection, if it is
done in a positive sense, 1s love. Here again we have
gone from the ressonable qualities of the physical
side of existence to the realm of the splritual, as
portrayed in the stheregl sentiment of love, "Liabe
ist die Synthesis zwischen Phantasie und Vernunft,"22
Love 1s, for Schlelermacher, the cornerstone upon which
happiness in its many forms rests,

We must briefly examine Schlelermacherts con-

cept of tradition in order to establish the position
it holds within the limitations of his philosophy of
the Christian Faith. He believes essentially that
custom and "rightness™ are synonymous, that is, that
a custom, 1f 1t were not a good one, would be replaced
by something more favorable or more suitable, A cus=
tom then, by virtue of the fact that it withstands
time, must be good. "Sittlichkeit ist die Tdentitat
oder Synthesis von Individuaslitét und Rechtlichkeit,"23

It is a thing which begins with the individual end
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is extended to the rest of the society. To Schleiermacher,
it 1s not the society that molds the individual, but
rather the individual that forms the societal elements.
This, then, is how custom evolves, how it grows, and how
it continues or 1s destroyed. Again we are faced with
the importance of the egocentric principle and with the
cry for the individual's freedom and right to establish
his own worth = so typical of the new generation whose
desire it was to develop a self sufficlency and, at the
same time, an identity in its relationship to the maas.
"Der Strom des sittlichen Lebens geht immer nur von
dem freien Ich auf die Welt, nicht vor der gestslteten
Welt suf das Ich zurick,"2l

Schleiermacher also believed as did Fichte in a
philosophy of Trnnacandantnlismtf He felt that
man's 1life on earth was only a necessary intermediary
bridge connecting him with an afterlife, This is why
Schlelermacher obaerved a moralistic code and preached
the Christien Falth. Religion was the unifying factor
on earth and was established through an adherence to
traditionalism. It was the physical institution which
could supposedly best show one the way to & spiritual
condition and which provided the possibility of com-
bining the spiritual with the worldly under a single
object, a totality. "Die religion allein gibt den Men-

L]
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schen Univeraalit;t."as It was as if msn needed a phy-
sical object in which he could participate in order to
understand more clearly the element of Faith, a purely
mental phenomenon. The primary difference between the
philosophies of Fichte and Schleiermacher is that
Fichte calls the Creative Force the Infinite I end
Schleiermacher accepta the convention of naming this
same Force God. Both men seem to be describing the
sams phenemenon but attaching to it a different, al-
though related title of parallel significance. Fichte
deals immediately with the abstract while Schleiermacher
seems to feel that the abstract is too complex for the
common man, that he neesds something concrete to guido
him toward the abstract. His guide is Christian Faith
expressed through a dogmatic religion.

Thus we see why Schleiermacher followed all the
dogmatic principles upon which Christianity is based.
To better understand his philosophy, we must consider
some of the main doctrines which provide the foundation
for his religion, He accepted Christisnity as being a
monotheistic falth whose components were related to the
redemption accomplished by Jesus of Nazareth, He viewed
God as eternal, omnipotent, omniscient, and omnipresent,

He is 2 just, a holy Spirit whose mercy was all-embracing.

As a demonstration of this religion, one takes part in

]
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the rituals of the church, such as baptism and marriage
and partakes of the Sacrament. These, of course, ere only
symbols of the all-pervading Spirlit of God. The only
way to obtain participetion in the Thristian communion
is through faith in Jesus as the Redeemer. Plety is
the self identification of man in hils relation with God.
This religion .consists in man's becoming con=
scious of his own limitations, of the fortul-
tous nature of his life as his being runs its
course and silently disappears 1n the Infinite.
It 1s giving up all his sudacious pride, and
regarding all individual thingazéhimzelf in-
cluded, as being what they are.
Religion's home, then, is found in feeling which implies
the realm of metaphysics. It begins with the individual
who in order to find God must seek Him within his own
inner being, This idea is based on the assumption that
each humen 1s an embodiment of the All. However, the
individual 1s incomplete 1f extricated from humanity;
therefore, he must be examined not only as he 18, but
also in his process of becoming. Religion ls the dogmatic
structure which provides the limits based on goodnesas
within which man should develop.
Schleiermacher felt that religion and "Kunst-
gefuhl" were closaly allied. This is understandable
as the foundation of both is feeling, metaphysics,
or a certain communication with a Divine Element. It

1s a speclal inner perception which gives an artist his
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abillity to create, He ralses himself gbove the mundane
life and enters a spiritual realm which allows him a
certain detachment from vulgarity. In a sense, he 1is
the "1ittle God"™ who is creating on a small scale. He
seems to be the link between man and the Divine and
usually inherits es a recognition for his state, man's
title of genius - a man, yet more than a man. This 1s
the highest praise he can receive, his only claim to
immortality being vested in the physical remmants of
his works of art., "Nichts solle geschont werden, auch
das Liebste und Teuerste nicht, im Inneren des schaf=-
fenden Kunstlers mype die Stimmung herrschen, welche
sich ﬁbor alles Bedingte unendlich erhebt, auch uber
eigne Kunast, Tugend, und Genialitat."®! Thus both re-
ligion and art were for Schleiermacher evidences of
something extraordinary, something of a Divine Nature,
They were also pieces that helped to comprise the soul
of German Romanticilsm.

Feuerbach's Anthropomorphic Concept of
God

Ludwig Feuerbach (1804-1872) is consldered to
be the atheist of his time. He did not believe in the
omnipotent God of Schleiermacher. Instead of placing
his falth in the idea of a Divine Creator, he preferred

to rely solely upon the existence of man. According to

s - <=1
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Feuerbach it was man who created God in his own image,
not God who created man., Man did this because of his
own insecurity in facing the Unknown. It was much eas-
ier for him to believe that God, the Almighty Father,
was forever protecting and watching over him and would
eventually lead him to salvation, Thus, God represented
security to man and was man's answer to the incompre-
hensible, Why is God always described in a human form
with human characteristics? It was because He was
created by man who gave Him the only qualities on which
man himself placed a velue and which man himself could
understand., God was portrayed ss the perfeoct man who
could not possibly exist in reality. According to
Feuerbach man took all the admirable gualities he
wished to possess and poured them into an ideal fig-
ure which he called God.

He brought anthropology into theology, asser-

ting that the essential nature of all gods is

human nature - they are simply the product of

the best in us. God did not create man after

gis ouﬁaimaga, but man made God after his own

mage.

Because Feuerbach was an athelst, he used man
instead of a Deity as the determinent for the 1deology
of his philosophicel system. In order to comprehend
more fully this system, we will study the various

characteristics of man as presented by Feuerbach. His

main contention 1s that men._need and always have needed
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each other. He believes, as did Schlelermacher, thet no
man should live completely isolated from others. To
prevent this situstion from occurring, Schelermacher
suggested that man group himself under the formality of
religion. Feuerbach, however, does not offer a solution
to such & problem, but simply states that man needs man.,
He remains enveloped in theory, whereas Schlelermacher
attempted to convert the theoretical to a practical ap-
plication, Man 1s for Feuerbach matter, but a special
kind of matter that has the abllity to think, that em-
bodies a spirit, Man is everything at once ~ past,
present, and future, lesting and transient, physicel

end spiritual. "Damit bekommt die Materlie selbst Geist
und Verstand, sie ist aufgenommen in das sbsolute Wesen
als ein Lebens~, Blldungs-, und Entwicklungsmoment des-
selben."?? Feuerbach imagines man as a passive crea-~
ture who rather than actling 1s acted upon. He con-~
siders man more as an abstraction and doesn't seem to

be concerned with his functionalism. It is interesting
to note that he useg two rather paradoxicael words,
"sensuous object™, when he describes man. "Sensuous”
implies the world of metaphysics as it 1s dependent

upon feeling, an action of the mind. "Object", on the
other hand, 1s a word which connotates the physaical, the

purely material realm of 1life, It seems as 1f Feuerbach
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in a rather subconscious sense 1s comblning both aspects
in his definition of men. While this idea remains only
speculation, it 1s fairly evident that Feuerbach stays
within the bounds of theory and thus lacks a completion
to his 1deology.

But apart from the fact that he (Feuerbach) only
conceives him (man) as a "sensuous object", not
as "sensuous activity", because he still remains
in the realm of theory and conceives of men not
in their given social connection, not under their
existing conditions of 1life, which have made them
what they are, he never arrives at the really ex-
isting active men, but stops at the abstraction
"man", and gets no further than recognizing “ths
true, individual, corporeal man" emotionally... 0

The Relation of Hegelian Philosophy to
rman nomantliclsm

Georg Wilhelm Friedrich Hegel (1770-1831) evolved

a philosophy of Absolute Idezlism which bears a distinet
similarity to Fichte's philosophy of Transcendental Ideal-
ism, His bssic aim was to unify all things under the pre-
text that everything originated from the same source,
that it was an absolute spirit which drew all facets of
life together to form a universality.

He [Hegel) tried to explain, in a comprehensive

philosophlic system, the interrelation and ir-

repareble continulty of the entire world in all

of its phenomenon, religion, art, and politics

included, by declaring all of these phenomena

to be nothing more or lgis than the revelations
of one absolute spirit,

Hegel strives for the unity of all things, for a perfect

harmony. Because he was greatly opposed to superficial
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rationalism, he drew much of his inspiration from reli-

glon and the poetic mystic strain, which were, perhaps,

the creations of his own intellectual make-up., Hegel's

philosophy of Absolute Idealism was a labyrinth of sen-

sitivity based upon the dictates of reason and order.

It was an attempt on his part
physical and spiritual orders
To Hegel, asthetics and logic
that one coordinated with the
hensible pattern. Within the

to bring together the
under a single system.
were so tightly bound
other to form a compre=

asthetical existed the

logical, while at the same time within the logical

the asthetical could be discerned. This was to Hegel

the mold after which everything had been fashioned. It

was the ldentity of one thing to another or of all things

to each other, which is the ultimate condition which one

must accept or even presuppose in the final sneslysis,

Identitatsphilosophlie - erst dieser faste
die Vernunft, die den Charakter des Genius
haben soll, als den absoluten Geist. Erst
dieser arbeitete dle asthetische Ansicht
der Welt aus dem Naturalistischen heraus
und erst dieser flocht die reflectierende
Bewegung des Ich mit der kunstlerischen,
das Loglsche mit dem Asthetischen derge-
stalt zusammen, dap es erst einer nache-
folgenden Generation gelingen konnte, dle
dieser Combinetion zu Grunde liegende
Erschleichung aufzudecken und dni bewunder-
ungswurdige Gewebe zu entwirren, 2

Hegel's concept of man was an outgrowth of his

philosophy of Absolute Idealism and is directly applicable

t
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to 1t. Hegel saw man as & creature who was both good
and evil, a being who contained at once both the sensuous
and the spiritual, Man was dominated by his will which
waa to Hegel not only freedom but also thought, How-
ever, man's thought process was governed by reason and
loglic, the backbone which contributed to a stability in
the world.

Die Welt und ihrer Geschichte sollte nicht mehr

ein Gedicht, sondern ein methodisches System,

nicht mehr ein Werk des absoluten Genius, son-

dern die zweckmdssig, geschlossene Entwlicklung

des selbstbewu pten absoluten Geistes - ein

schéner, sber verstandvoller Organismus, der

Organismus der Vernunft und der begriffenen

Wirklichkeit sein,33
He extended this concept to arrive at a metaphysical
theory of the state whose primary unit was man, Hegel's
ideal state was to be g self-maintaining system in which
the efficiency of each part would automatically lead to
8 greater efficiency of the whole. However, he realized
this to be an unattainable ideal and also recognized
that every nation had an Achlille's heel which kept it from
fulfilling this idealistic pattern., This is the pessi-
mistic note toward which all Hegelian philosophy leads.
He has admitted the obvious flaw of all idealism and,
in so doing, 1s perhaps predicting the inevitable perversion
of all things,

Another subject explored by Hegel was asthetics

and 1ts relationship to both art and the artist. What

—
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are the conditions which lend themselves to the creation
of an artist? The artist commences with nature and uses
i1t as a raw productive base which, when combined with
his own subjectivity, is capable of producing & work of
art. He 13 a creature who possesses the potential of
being able to mold the raw materials of nature into an
image of perfection, In fact according to Hegel the artist
takes the best in nature and discards 8ll within
Her thet is not suitaeble for his purpose and in so doing
arrives at a higher truth, at a deeper perfection. The
artist is a man, and yet more than a man, & creature who
possesses & hyper-sensitive perception of the world sround
him,

The world is no more his (men's) master. It

retires away from him, It becomes a something

he can deal with without fear. It becomes

plastic in his hands, He is independent of it,

and may fashion it at his caprice after the

forms of his own spirit. He bathes everything

in 1t in the depths of his own infinite sub-

jectivity, or he uses it to picture, or sug-

gest imeges of the ultimate perfection. He

deals with nature as a spirit free from it,

yet not only not disdaining to use it, but,

as finding in it material to enrich his own

being, recognizing for himself a new necess-

ity to use it, the necessity of perfect free-

dom, the vindication of his infinite csaprice.
All this 1s, or makes possible, Romsntic Art.3h

If this be the definition of the romentic artist,
what then does hls art constitute according to Hegel?
Its basic aim is to present the ultimate 1desl of the

harmonized universe. This 1s.accomplished purely by the
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greatness of the artist'as own imaginetion. He uses the
forms in nature as the gulde lines for a skeleton of this
ideal and fills the skeletal imege with the richness of
his own creativity. The result can be either a realis-
tic structure that is self-explanatory, or an impression-
lstic picture which plays on the powsrs of the imagina-
tion - or possibly a comblination of the two. Therefore,
art 1s ultimately the expression of the freedom and in-
dependence of a single spirit. It is the physical mani-
festation of en internal condition and represents the
entanglement of the physical and spiritual aspects of
man's nature., He seems to deem it physically necessary
to express his inner turmoll or peace and it is in a
work of art that this expression finds form.

Romantic Art may, then, have three or four
distinet alms: first, to express the vision

of the ultimate perfection in symbol, by the
human countenance, or by nature, in her sug-
gestions of form or glories of color; second=
ly, to deal with nature and human life as ma=-
terial to be worked up according to subject-
ive caprice, and in this effort two diverg-
ing tendencies display themselves - Pure
Realism, which deals with the transient or
accldental, and the Ideal treatment, which

in its freedom of range may bring back and bor-
row the Classic Ideal, or clarify the Romantic,
or mingle the two; and thirdly, to exhibit the
characteristics of the trggsit, - the contra=-
diction and the conflict.



CHAPTER 111
SCHELLING'S PHILOSOPHY OF NATURE

Friedrich Wilhelm Joseph Schelling's (1775-185L)
main contribution to German Romanticism was his Philoso-
phy of Nature. "Die Natur solle der sichtbare Geist, der
Gelst die unsichtbare Natur sein."35A This was the foun- i
dation upon which Schelling based his entire philosophy.
He implies here that nature is both the physical phe-
nomenon around us which we see, and our mind, which has
perceived this material substance and is the home of its
invisible gualities. Therefore, nature embodies at once
both the physical and the spiritual realms, It was not
according to Schelling merely the instrument which raissd
man to a higher truth, but was rather that higher truth
itself = an all-encompassing force whose value was self
created., God wes more than slmply naturets detached
Creator - He was 1n nature. With this admission Schel=-
ling establishes a definite panthelstic creed. Because
God 1s always found in nature, it contains a certain
stability. Because it is at the same time a continuous
proceas of becoming, nature presents an uncertainty which

In its most positive sense .can lead toward a creativity.
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Well namlich dieses Wesen (der anfanglichen
Natur) nichts anderes ist als der ewige Grund
zur Exlstenz Gottes, so muys es in sich selbst,
obwohl verschlossen, das Wesen Gottes gleich-
;:Eogiglgtzezniglggggf}Gder Tiefe leuchtenden
Hls entire philosophy attempts to show how everything
on earth of both a physical and mental condition is
comblned under one system. The highest revelation of
this system 1s in the Godliness of the All. It is an
all-perveding force which exists simultaneously both
outside of and within men. This concept of nature as
an eternal force is an interesting one. Schelling
wanted to reduce the whole of nature to a unity; thus,
he established nature as a force which manifests it~
self in opposite directions - a forward, or positive
one, snd a backward or negative one, Although these are
two obviously divergent activities, they combine under
& single principle that is the source of nature'as organic
unity. Schelling describes not only the mechanics of na=
ture, but also the mind of nature - a duslity from which
2 unity is conceived., Nature's products are, then, the
result of a cooperation between these two forces within
& single object or within a greater system. This totality
within nature is the model of an unattainable ideal toward
which man must always strive,
Nature is an infinite self-activity, real=

izing itself in the finite, and yet ex-
hausted in that realization. The various
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forma in which it manifests itself are

therefore only apparent products or com-

pleted results; in reality, nature is an

external process that is ever fulfilling

itself, - and_yet 1s never absolutely

fulfilled...>/
There are several assumptions upon which Schelling
based his Philosophy of Nature. The first of these is
the principle of the All, the relation of all things
to It, and the fact that the meaning or value of theae
things 1s derived solely from this relationship. The
subunit was important to Schelling - but only within the
context of 1ts interrelation with the primary unit. The
ideal condition was for everything, both scientific and
ertistic, to exist within & universal harmony. The great-
est mistake man could make, according to Schelling, was
to submerge himself completely in details, to recognize
only the subunit of himself and thus lack any perception
of the existence $r an All, His final contention is that
contradiction does exist and should exist as long as it
resolves itself in the All. ﬁhings which contradict for
the sake of contradiction are the producta of a false
system whose main duty is to confuse. The very fact that
confusion 1s the end-product will create a dissstisfaction.
This condition of dissonant elements will lead one to
seek clarity - the pathway to the All. Here again Schelling
intimates the inevitabllity of coming in contact with the

reality of the existence of an All., These thoughts are
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contained sz the main aphorisms and an introduction to
Schelling's Philosophy of Nature,

Aphorisms zur Einleitung in die Naturphiloso-

hle

1. Es gibt keine hohere Offenbarung weder in
Wissenschaft noch in Religion oder Kunst
als die der GIttlichkelt des All: ja von
dieser Offenbarung fangen jene erst an und
haben Bedeutung nur durch sie.

2. Wo nur immer, such blop vorilibergehend,
jene Offenbarung geschehen ist, da war
Begelisterung, Abwerfung endlicher Formen,
Aufhdren sllen Widerstrelts, Einigkeit und
wunderbare Ubereinstimmng, oft durch lange
Zeitalter getrennt, bei der grd|sten Eigen-
tﬁmlichke%t der Geister, allgemeines Bund-
nis der Kunste und Wissenschaften ihrer
Frucht,

3. Wo das Licht jener Offenbarung schwand, und
dle Menschen die Dinge nicht aus dem All,
sondern sus einander, nicht in der Einheit,
sondern in der Trennung erkennen, und ebenso
sich selbst in der Vereinzelung und Abson=
derung von dem All begreifen wollten.c.sssos
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ihr [der Wissenschaft] fehlt zugleich die Schonhelt
des Lebens verschwunden, einen wilden Krieg der
Meinungen Ubesr die ersten und wichtigsten Dinge
verbreitet, a}les in Einzelheit zerfallen.

e Aller Widerstreit in der Wissenschaft kenn
gseiner Natur nach nur eine Cuelle haben, das
Absehen von dem, welches als das Allseslige
keinen Widerstreit in sich haben kann. Die
sich gegen die Idee der Einhelt setzen,
streiten flir nichts. anderes als fur den Wider-
streit selbst, an welchem ihr Dasein hangt.

Sie sind alle falschen Systeme.....veeeessse
so kann such die Wiesdergeburt aller Wissen-
schaften und aller Teile der Bildung nur von
der wiedorerkennung des All und seiner ewigen
Einheit beginnen,3

Man was for Schelling an integral part of the
world of nature. Just as all other natural objects pre-

sented a duality, so d4id man., Because he possessed s
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thinking mind, man was capable of both good and evil.
Symbolically, Schelling equated goodness with light, a
positive element, and evil with darkness, a negative
element. The medlan point between these two extremes
comprised the substance of man, He was a shadowy fig-
ure who, at one moment, might appear more illuminated
by light than clouded by darkness or vice versa.
Schelling believed that man should maintain a balance
between these extremes, that he had a will which held
many potential powers ready to be converted into the
kinetic energy of living. It was his duty to contri-
bute to an equilibrium, a unity with the universal
will, |

In jedem organischen Wesen, ja in jedem; auch

dem kleinsten Tell desselben, erkennst du die

actuelle Unendlichkeit und die Ejnheit jeder

fur sich und dennoch als eins, Uber jedem

Atom der Materle 1st eine ebenso unendliche

Welt als das ganze Universum; im kleinsten

Tell tont das ggige Wort der gdéttlichen Be-

jehung wieder,
Such & harmony was supposed to be the evidence of the
presence of God - it implied a cooperative existence
of all things. Evil arose out of a misuse of the free-
dom in nature and brought forth chaos, the physicel
reminder of its presence and a dlsrupting element to
universality. However, instead of completely dis-

regarding evil as a totally negative influence, Schelling

tried to make use of it, He felt that it was this element
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which gave & reality to creation, a realization of what
harmony really meant end was, therefore, a necessary
part of the whole., This reasoning was understandable
if one considered the ultimate symbol for light to be
God who because of his holiness was the only one who
could live in pure light. Man was the potential God,
but was 1lncapsble of attaining this state because of
the principle of darkness which existed within him =

he could only attempt to approximate the Symbol of
Perfection. Schelling optimistically stressed life

a8 & constent process of becoming, the eternal cycle

of birth, death, and rebirth, with birth slways being
recognized as a positive force. "Alle Geburt ist Ge-
burt aus Dunkel ans Licht." 0 Since he believed in
God as encompassing the beginning and the end, of belng
both the symbol and Creator of a universal harmony,
Schelling could not accept the Cartesian philosophy
that man exlated because he thought., This was the
basic error of all knowledge to Schelling, becsuse it
circumvented the idea of a deity. Thought cannot be
the creation of each Individual if everything is God

or the All, It was God who led men through the field
of derkness toward the realm of light, not man who chose
a direction through the reasoning of his own knowledge,

Man possessed the capacity to be a hero or a cowerd, a
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criminal or an ablding person, a positive force or a
negative force and it was God who showed him how to
achieve this beneficence,
ee+30 1st auch Herolsmus ein Handeln welches
nicht aus der unendlichen Natur des Nenschen
stammt; es ist der freie schdne Mut des Men-
achen, zu handeln, wie der Gott ihn unter-
richtet, und nicht in Handeln abzufallen,
von dem, was man im Wissen erkennt hat. Wahre
Religion ist Heroismmus nicht ein mipiges b1
Bruten, empfindsames Hinschauen oder Ahnden,

The artist possessed according to Schelling all
the characteristics of man, plus several 6ther qualities
which made him a creative belng. The artist was for
Schelling the link between man and God. In his super-
sensltivity and ability to see not just the object before
him but also its hidden depth, the artist was god-like,
However, he still lived among men and shared all the
inherent traits of a human being, He was not content
gimply to live, but desired to develop his own God=given
perception of things. He was inwardly compelled to cul=
minate this almost divine perception into the form of &
work of art. A subconscious drive forced him to express
&8s objectively as possible the inexpressible, and it was
from nature that he drew his inspiration and much of his
source material., Nature was the awesome phenomenon which
represented the mogt perfect model asvailable to human

eyes, the world of appearance within which existed the

ideal - if one were gifted enough to be able to discern
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this idesl, Because the agrtist, as were all men, wes a
part of nature and could not be separated from it or from
the work he was creating, it was apparent to Schelling
that nature was an ideal world which existed within the
artist. The idlosyncracy of the artist was that he could
remove himself from the product he was scrutinizing in
ordsr to elevate it to an artwork end to grasp its spir-
itual element. Only in this way could he possibly recreate
for others a symbol of the aspirit of nature. However,
even the artist who appeared to be of & somewhat divine
nature was still only part of a greater totality. He was,
perhaps, the most coveted of God's creatures, as Schelling
suggested., He was allenated from other men by his special
depth of perception and abllity to create one unit which
represented both the physical and spiritual aspects of an
object. He too had a limited perception although it wes
superior to that of other men, and yet even this inner
creativity in its final stages according to Schelling
was transported by the hand of God.

Ebenso wie der verhangnisvolle Mensch nicht

vollfuhrt, was er will oder beabsichtigt,

sondern was er durch ein unbegreifliches

Schicksal, unter dessen Einwirkung er steht,

vollfuhron mip, so scheint der Kunstler, so

absichtsvoll er ist, doch in Ansehung dessen,

was das eigentlich Objective in seiner Her-

vorbringung 1st, unter der Einwirkung einer

Macht zu stehen, die ihn von allen anderen

Menschen absondert und ihn Dinge auszusprech-

en oder darzustellen zwingt, die er nicht

vollstnnd durchsieht und deren Sinn unend-
lich 1st.
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Art in 1ts multitudinous forms was the ultimate
expression of creativity. It was the closest epproxim-
ation of an endlessness which for Schelling was equated
with absolute reality. It was the representation of
man's greatest connection with a spiritual level., It
was through art that a moment in time wes captured and
made ageless and, thus, became a product that was poster-
i1ty's greatest remnant of the past. By arreating time
the artist visunalized an idea of eternity. The purpose
behind this medium was to express the subjective in an
objective manner. Howsver, & conscious creative urge
was not sufficient rew material to formulate a work of
art. At some polint this conscious desire had to be
sublimated by an unconscious power to bring forth a
true totallty which was the best product of art.
Therefore, it would ssem that artwork appeared as an
1deal which iﬁcludad the incorporation of an absolute
reality into an object through its symbolic representa-
tion. The most ideal form of art to Schelling was poetry
because 1t possessed the quality of limitlessness. As
the soul contained the spiritual depth of the body, so
poetry embodied the ultimate expression of all art., It
was the physical manifestation in which infinity dwelled,
“Auch dieser Charakter der Unbegrenztheit beruht darauf,

dep die Poesie die ideale Seite der Kunst, wie die Plas-
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tik die reale i1st, Denn das Ideale = das Unendliche."l3
Schelling believed that the greatness of poetry and thus
of all art lay in the fact that it depicted universa-
lity through the study of a particular. Hers, again,
one can clearly see the l1dea of a comprehension of the
microcosm leading to a possible understanding of the
macrocosm, Accordlng to Schelling 1t was necessary
for a true work of art to possess several qualities,
the first of which was an unconscious endlessness., Sec-
ondly, every asthetic production had to grow out of the
inner being of the artist, out of his feeling and sensi-
tivity. It elso had to produce e certaln satisfaction
which could be felt in the artwork itself, At any
rate, its greatest duty was to portray emotion at its
highest peak. Its final goal was the ultimate
representation of endlessness, a term interchanged by
Schelling with the word besuty. These rules provided
Schelling's testing ground to confirm what actually com-
posed a work of art.
Charskter des Kunstprodukts
8) Das Kunstwerk reflektlert uns dle Identitat

der bewugten und der bewuptlosen Tatigkeit

Aber der Gegensatz dieser beiden i1st ein un-

endlicher, und er wird aufgehoben ohne alles

Zutun der Frelheit. Der Grundcharakter des

Kunstwerks 1st also eine bewuytlose Unend-

1ichkﬁit.

b) Jede asthetische Produktion geht aus dem Ge-
fuhl eines unendlichen Widerspruchs, also

m3 auch das Geflihl, was dle Vollendung des
Kunstproduktas begleitet, das Gefiihl einer
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solchen Befriedigung sein, und dleses Gefuhl muy3
auch wiederum in dss Kunstwerk selbst uber-
gehen, Der aupPere Ausdruck des Kunstwerks ist
also der Ausdruck der Ruhe und der stillen Grops,
selbst da, wo die hﬂcheQe Spannung des Schmerzes
oder der Freude ausgedruckt werden soll.

Jede @sthetlische Produktion geht aus von einer
an sich unendlichen Trennung der beiden Titig-
keiten, welche in jedem frelsn Produzieren ge-
trennt sind, Da nun aber diese beiden Tatig-
kelten im Produkt als vereinigt dargestellt
werden sollen, so wird durch dassselbe sin Un-
endliches endlich dargestellt. Aber das Unﬂh
endliche endlich dargestellt ist Schdnheit.




CHAPTER 1V
THE TREEORY BEHIND GERMAN ROMANTICISM

August Wilhelm Schlegel's Preoccupation
with Antiquity

August Wilhelm Schlegel (1767-185) was destined
to be overshadowed by his brother Friedrich in the lit-
erary field. However, he himself contributed & substan-
tial amount to the German Romentic Movement. He studied
the classicists and stressed the theoreticsl side of Ger-
man Romanticlsm as opposed to its philosophicel side.

It seemed as if the philosophers of this time had evolved
a soul which had no body in which to lodge. It was Aug-
ust Wilhelm Schlegel who began the ssarchings for a body,
¢ form which would lend a perfection to the spiritual
ideal that was created earlier, Schlegel first consid-
ered the Greek ideal of man = that all his facultiles
worked together in perfect harmony and were developed

to thelr fullest extent. He 8ls0 recognized the imposms-
ibility of a realization of this ideal, especially in
view of the rise of the new school of thought which was
bssed on feeling and innerconsciousness rather than form
and reason, "Das griechische Ideal der Menschheit war

vollkommene Eintracht und Ebenmay aller Krafte, natirlich

43
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Harmonle. Dle neueren hingegen sind zum Bewujtsein
der innern Entzweiung gekommen, welche ein solches
Tdeal unmoglich macht..."t5 He slso realized that
man could never have a complete knowledge or compre-
hension of philosophical things and that he floated
in & vacuum somewhere between the physiological and
the metaphysical. Endlessnesa was for Schlegel the
principle which proved the existence of a human belng.
It permeated man's entire beilng and thus made a reality
out of his 1life., Above all, it was not a concept which
was only congruent with the afterworld, an ldea promoted
by several philosophers of this time. For Schlegel
infinity was everywhere - both within man and outside
of him, Without this quality, reality would not exlst,
Man halte das Unendliche nicht etwan fur eine
philosophiache Fiktion, man suche es nicht
jenseits der Welt; es umgibt uns tlberall, wir
konnen ihm niemals entgehen; wir leben, weben
und sind 1@ Unendlichen,.. Das Endliche qacht
die Oberflache unsrer Natur aus, sonst kénnten
wir keine bestimmte Exlstenz haben; das Un-
endliche die Grundlnﬁg, sonst hatten wir uber-
all keinen Realltlt.
This was not only the fundamental bshind man, but was
also the element which supported the artist, Although
he was a speclal creature by virtue of hias creativity,
the artist still had to follow certain rules - rules
which flowed from the depths of his inner self. He,

too, was subjected to a very real form of self-dis-

cipline and did not simply create haphazardly
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according to Schlegel. Neverthelesas, the poetic spirit re-
mained & sveclal crestion In the eyes of the Romantica,

"Er (der Kunstler) muz nach Gesetzen, dle aus seinem
elgenen Wesen herrliapen, wirken, wenn seine Kraft

nicht ins Leere hinaus verdunsten soll,"l7 Tﬁia was

the form which man end the artist took when viewed

by August Wilhelm Schlegel,

Nature provided the Romantic-with inspiration.
Supposedly it represented the embodiment of endlessness,
snd thus of perfection, Because of this, the Romantic
artist's task was to emulate nature. It demonsatrated
an organisation which encompassed metaphysics and was
the closest approximation visible to man of meshing the
physical reality with the spiritual world, As it was
impossible for man to understand the psyche by 1tself,
it was necessary for him to enclose all mental phenomena
within & physical constitution. In other words, man
had to glve a tangeable quality to intangesbility in
order to derive a comprehension of the metaphysical,
Therefore, natures was the tangeable object understandable
to man from which emanated the mystery of infinity. Man
tried to capture this endlessness in the form of art,
the only physical medium which possessed a certaln time-
lessneas because of its preservation for subsequent

generations.
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Die Kunst soll die Natur nachahmen., Das heipt

namlich, sie so0ll wie die Natur selbsténdig

schaffend, organisiert und organisierend, leb-

endige Werke bilden, dle nicht erst durch ein-

en fremden Mechanismus, wie etwa eine Pendel-

uhr, sondern durch inwohnende Kraft, wie das

Sonnensystem, beweglich sind, und vollendet

in sich selbst zurdckkehren,[t8

The most ideal artistic expression according

to Schlegel was to be found in poetry, because it
contained all artforms and thus the presence of & uni=-
versal spirit., It was based upon langusge, the outer
expression of man's inner self snd was simultaneously
both subjective and objective, mechanical snd spirit-
ual, Poetry was the physical expression of man's
apirituality and implied the realm of mysticism.
Schlegel distinguished between the poetry of the Class-
i1cists and that of the Romantics, Classical poetry
concerned itself primarily with particulars and did
not mix genres, thoughts, etc, Romentic poetry, on
the contrary, combined all dimensions. It created a
harmony out of contrast, & unity out of paradox, and
fused the essence of all things into a totality. The
classicist presented order, reason, and the lew while
the romantic brought forth the element of chaos and
found a goodness, a besuty, and an order within it.
He wanted a more complete plcture of the coamos and

felt that C€lassicism in its simple clarity lacked some-
thing - the endlessness, the totality, the spirit.
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Thus the Romantic portrayed the subjectivity found in
cheos and used poetry as the best physical convention
to convey this condition of the mind.

Dle antike Kunst und Poesie geht auf strenge
Sonderung des Ungleichartigen, die romantische
gefallt sich in aufléslichen Mischungen; alle
Entgegengesetzten, Natur und Kunst, Poesle und
Prosa, Ernst und Scherz, Erinnerung und Ahn-
ung, Geilstigkeit und Sinnlichkeit, das Ird-
ische und das G&ttliche, Leben und Tod, ver-
schmelzt sie auf das innigste miteinander.

Wie die #ltesten Gesetzgeber ihre ordnen-
den Lehren und Vorschriften in abgemessenen
Weisen erteilten, so ist die gesammte alte
Poesle und Kunst glelichsam eiln rhythmischer
Nomos, eine harmonische Verkundigung einer
schon geordneten Welt, '

Die romentische hingegen ist der Ausdruck
des geheimen Zuges zu dem immerfort nach neu-
en und wundervollen Geburten ringenden Chsaos,
welches unter der geordneten Schdpfung, ja in
ihrem Schoge sich verfirgt. Jene ist einfach-
er, klarer; dlese, ungeachtet ilhres fragment-
arischen Anse&sns, ist dem Geheimnis des Welt-
2lls né&her,..

Although August Wilhelm Schlegel was known
primarily as a literary critic and one of the most de-
voted of Shakespeare!s advocates, his greatest contri-
bution to the Romantic School was his insistence on
the development of a coherent form in which to house
metaphysics. He was the forerunner of the theory

behind German Romantlcism,
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Friedrich Schlegel!s Concept of the
Essence of Poetry

Friedrich Schlegel was, without a doubt, the
most Influentlal of the Schlegel Brothers in regard to
the literary writings of the German Romanticlsts, He
derived a substantial smount of his theory from the
ideas of his brother, August Wilhelm., Friedrich also
saw & valldity in the study of the encients as they
provided a clarity of form and definition from which
the spiritual could be deveioped. He, too, attempted
to combine the principles of the Aufklarung with the
emotional sensitivity of the Romantlc spirit into a
oneness., "Er sieht dle Werke der Alten und das ganze
Altertum mit der verkldrenden Lisbe der Begelsterung,">°
It was the mythology of the Greeks that steeped the
nineteenth century Romanticist in the mystery of anti-
culty. It satlated the splirituality of life with the
idea qf endlessness, the realm of metaphysics.

Friedrich shared hls brother's enthusiasm for
the individuality of man. It was the source of spirit-
uality, of the presence of God in man. Becsuse thils
individualiéy represented an attempt to establish per-
fection on & small scale, it had to be cultlivated
through education and constant development.

Grade die Individuslitat ist das Ursprungliche
und Ewige im Menschen; an der Personallitdt

ist so viel nicht gelegen. Die Bildung und
die Entwicklung dieser Individualitét als
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hochsten Beruf zp, treiben, ware ein gétt-

licher Egolasmus.
In conjunction with this idea was the concept that man
must believe In himself ss opposed to objects = the
symbol of the materlal world. It was a self-knowledgs,
& self-feeling which dictated to man all that he imag-
ined., This implied the certainty of the existence of
something incomprehensible., Thue 1t 1s evident that
to Friedrich Schlegel the emotions and the spiritual
side of man were his most lmportant psrt, even though
he was forced to live in a world of objects. Man was
2 creature of duality - he was born as an animal wiﬁh
the bestlial instincts toward the Darwinian concept of
survival of the fittest and yet he pdasassed the cﬁp-
abilities of a god-like development because he could
think. He was at once both spiritually and physically
oriented, but it was the spirlt which was destined to
rule his body - this was the element that raised man
gsbove the station of a common animal. He was a trans-
cendental creature who sought to move from the mater=-
ial world of his birth to the spirituasl world of hils
mind, of his God. The first law of man was to know
his own limitations end to remain within their bounds.
It was the spiritual element in man that allowed him
to transcend the narrow boundaries of his earthly know-

ledge to the Infinite - the world of God. Man's task
\



was to permit this process of "Begeisterung" to evolve
naturally,

Dadurch verkennt er den Wert und die Wurde der
Selbstbeschrénkung, die doch fiir den Kiunstler
wie fir die Menschen das Erste und dss Letzte,
das Notwendigate und das Hochste ist. Das
Notwendigste - denn u erall, wo man sich selbst
nicht beschrankt, beschrankt einen die Welt;
wodurch man ein Knecht wird, Das HSchste

denn man kann sich nur in den Punkten und an
den Seiten selbst beschrénken, wo man unend-
liche Kraft hat, Selbstschdpfung und Selbst-
vernichtung... Zweitens: man mup der Selbst-
beschrénkung nicht zu sehr eilen, und erst der
Selbstschopfung, der Erfindung und Begelsterung
Raum lassen, bis sie fertig ist, Drittens: mg&
muy die Selbstbeschriénkung nicht libertreiben,

This last statement leads one to a consideration of
Schlegel's concept of the artist. First of all, this
creature was the link between man and God. Although he
possessed the body of & man, he also had a unique per-
ception of himself and his surroundings which was far
greater than that of other men. His life was bullt on
egocentricism and it was the goal of his existence to
educate his own senses, Through this process, he
would supposedly arrive nearer to the truth of the
Infinite, It was the artist who represented the best 1in
mankind and, therefore, the highest order of individuality.

Durch die EKunstler wird die Menshheit ein

Individuum, indem sie Vorwelt und Nachwelt

in der Gegenwart verimiupfen. Sie sind das

hdhere Seelenorgan, wo dle Lebensgelster

der ganzen gujeren Menschheit zuanmmgntref-

fen und in welchem die innere zunidchst

wirkt,

In order to comprehend fully Schlegelt!s theory,
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one must consider his idea of nature -~ what it was and
how it related teo mankind. Nature possessed an endless
abundance which lent beauty to its substance and men, a
subdivision of nature was a besutiful creature whose great-
est pleasure as a free belng was love. This love gave a
harmony to the fullness of nature -~ the symbol of perfec-
tlon pursued by the Romantic mind. WNature became, then,
something mystical, the reflectlion of the spiritusl in
Man,

Ein Schones ist die Natur, sofern ihr Wesen in

unendlicher Flille und Leben besteht. Ein Schdn-

es lst der Mensch, Diathrambisch wird das, was

in dem friheren Aufsatz als das Prinzip der

Freude gefelert wurde, in dem gegenwirtigen unter

dem Namen der Liebe gepriesen, als des hdchsten

Seelengenusses des freien Menschen. Sﬁu der Fulle

der Natur bringt die Liebe Harmonie.
This concept of nature was interspersed with Schlegel's
study of the anclents., He saw in mythology an artwork of
nature - that which expressed the height of endlesaness,

There were certain etheresl guelities of man's

spirit which Schlegel explored in great depth = love,
freedom, death, and happiness. Love was the motivation
for all good things and was also supposed to be the
ruling principle of humenity. The family union was
a subunit of humanity from which emanated the sensi-
tivity of a mother's love, a son's devotion, or a

father's concern. These were the roots of the invia-

ible soul of socliety which gave a beauty to the ma-
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terial, a splrit to the mass. Marriege was the cul-
mination of love, the closest union of body and soul
within the reglm of man's experience. This externsal
condition served to augment the spirituality of man's
inner self. Love stemmed from man's quest for the
Infinite and manifested itself in earthly goodness,
Essentlally one partner attempted to find in his coun=
terpart the perfection he himself was lacking, Of
course the most perfect love, the most complete love
was that of God for man. Love had its origin within
Him and wes the inner materlial out of which he created
man, The relationshlips of individuals in the world
were based on reciprocal love, the source of which was
the Divine.

Das reine Sehnen, die Liebe des unendlichen

Wesens kann daher such nur aus dem Urquell

aller Liebe, der gdttlichen, herfliepen; das

einzelne Wesen, welches die Liebe in sich

erfunden hdtte,. wirde zugleich digswglt er-

schaffen haben, selbst Gott sein.
Happiness and freedom were two elements lnextricably
bound to one another, By definlition, happlness was
the natural condition of the hlgher nature of man and
therefore sometning beautiful. The most necessary
element of joy was an unconditional freedom - the falsse

eleament of art as art was susceptibls to the dictates

of form. But freedom, happiness, and love were only
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transient and in time dissolved themselves into death,
8 positive element which gave man his only opportunity
to experience the endlessness and the totelity of the
All, Death brought forth the harmony of 2ll creation
and was looked forward to by man as 2 salvation and
not as a fear of the possibility of eternal dammation.
"Nur in der Mitte des Todes entzlindet sich der Blitz
des ewlgen Lebens "6 Friedrich Schlegel revealed
death a&s eternal life instesd of = negative finality
of existence,

Schlegel's idealization of 1life completed it~
self with the concept of unity and endlessness. Unity
was a preconceived notion whose existence was necess-
ary to the harmony of the universe and to the direc-
tion of men toward the ultimate sndlessness of fulfill-
ment, Within its definition were three factors - uni-
versality, & complete and endless unity, and its foun-
dation in our imagination. This unity wes a continuous
process of eternal becoming., Because of its lack of
completion, thils unity Ilntroduced the possgiblility of
change and thus the existence of freedom. The pro-
cess of eternal becoming bound together unity and end-
lessness and provided Schlegel's answer to life's di-
lemma,

Ein werdendes Unendliche 1st, insofern es
noch nicht seine héchste Vollendung erreicht
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het, 2zugleich doch auch endlich, so wie das
werdende Endliche, insowelt in 1hm eine ewlg
bewegliche, wechselnde, sich verandernde,
verwandelnde Tatigkeit wirksam und lebendlig
ist, trotz seiner dupern Beschrankﬁng doch
elne unendliche, ngere Fulle und Mannig-
faltigkelt enthalt,

One of Friedrich Schlegel's most novel coh-
tributions to the German Romantlcs was hls concept of
irony. This term referred to the clear knowledge of
man of the endless chaos that surrounded him, Schle-
gel was acutely aware of the conflict between reality
and the spiritual - two elements which could never be
harmonized on earth., Man's destiny was to exist in a
twilight zone somewhere between these two realms.
Schlegel expressed thls sntithesis through the use of
the words conditional and unconditional and then uni-
flied them under the term irony. The Romantic artist
ralsed himself above the contradiction of the ideal
and the real, synthesized the antitheslis, and created
reason out of phantasy - and phantasy out of reason.
Thus irony was the only factor which could encompass
this duality of the physical and metaphysical worlds
and draw a totality from their seemingly contradictory
natures,

Dieses aus der Isolierung des Ich erwachsene
Spaltung in Ideal und Wirklichkelt, in Ich
und Welt wird such fir Schlegel Grundproblem
seiner Personlichkeit. Als Ausdruck dieses

ewigen Widerspruches blldet Schlegel die zweil
als paradox empfundenen Antithesen des -
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Unbedingten und Bedingten, deren Veresinigung ein-
zig und allein in der Ironie mdglich 1st.

Die Ironie enthalt ihrem Wesen nach belde an-
tithetischen Momemte in sich: "Ironle ist die
Form des Paradoxen," eilne absolute Synthesis
absoluter Antithesen, denn, "sielenthllt und
erregt ein Gefihl von dem unaufldslichen Wider-
spruch des Unbedingten und Bedingten." Ironie
1st die h8chste Vollendung, denn sie vermsg

die ersehnte Einheit zwliaschen den Widerspruch-
en zu schaffen, '

There is little argument that Friedrich Schle-
gelt's definition of romantic poetry provided the basic
theory adhered to by the German Romantic writers. Hls
first contention was that romantic poetry was & progress-
ive universal poetry. Its maln purpose was not to sim-
ply reunite all the separate genres of poetry (it 1=
assumed here that Schlegel used the term poetry to re-
fer to literature in general) but also to combine poetry
with philosovhy and rhetoric. Poetry-appeared to
signify the element of the artist, philosophy to
represent the dreamworld of the mind, and rhetoric to
symbolize the mechanics of literary writing. The com-
bination of these elements into one work wsa supposed
to represent the highest possible perfection. Univer-
sal poetry should also fuse poetry and prose, creativ-
ity (the symbol of the artiat) and the critical (a con=-
cept of the mind) sand art poetry and naturs poetry in-
to a lively, social form. It must, at the same time,

make life and soclety poetic, make poetry out of the



56

intellect, satiate the forms of art with original raw
material of every type, and soothe the inner moods.
Universal poetry encompsssed everything that was po-
etical from the greatest systems of art to one who
sighed from the kiss which a poetic child exhaled in

an artless singing. The chlld was the representatlive

of the innocent 1ife - his way of living was poetry

and perfect harmony. Universal poetry could become

80 engrossed in that which wes represented that one
would like to believe that 1ts one and sll was to char-
acterize poetic imsges of every type. But there was
still no form which could have expressed completely

the spirit (Gelst) of the author; and therefore, many
artists who wanted to write only one novel had merely
represented themselves. Only universal poetry could
become to the epic a mirror of the entire surrounding
world, a picture of the times. And yet universal poetry
hovered for the most part on the wings of poetic reflec-
tion between the thing which was represented and the one
who was representing 1t. The reflection was forever
revitalized and multiplied &3 in a2 row of mirrors.
Universal postry was capable of the highest and wmost
perfect formation - not only from within projected out-
wardly, but also from without projected inwardly - in
that 1t similarly organized all parts into a totality.
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Through this process, universdal poetry made available
the view of a limitleas, growing classicism (the symbol
of plastic qualities). Romantic poetry was to the arts
what wit was to philosophy and what soclety, associations,
friendship, and love were to life., Other art forms
(poems which were not romeantic) were finished and could
be analyzed completely. The romantic type of art was
still in the process of becoming, yes, that was the
chearacteristic of 1ts being - that it could never bs
complete and only could eternally become. Romantic
poetry could not be exhausted by a theory and only a
divine critic would dare to desire to characterize its
i1deal. Poetry alone was endless and free and recog-
nized as its first law the absolute freedom of the
poet to bear his limitetion, The romantic form of art
was the only one that was more than just a type - it
was the art of poetry ltself, so to say; because,
in a certain sense, all postry was, or should have been
romantic according to Friedrich Schlegel,

Die romantlsche Poesie l1st elne progressive

Universalpoesie. Ihre Bestimmung ist nicht

blog alle getrennte Gattungen der Poesie

wieder zu vereinigen und die Poqsia mit der

Philosovhie und Rhetorik in Bertihrung zu

setzen., Sle will und soll auch Poesie und

Prosa, Genialitat und Kritik, Kunstpoesie

und Naturpoesie bald mischen, bald verschmel-

zen, dle Poessie lebendig und gesellig, und

das Leben und dle Gesellschaft poetisch mach-

en, den Witz poetisieren, und dle Formen der
Kunst mit gediegnem Bildungsatoff jeder Art.

n—
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anfullen und sattigen, und durch die Schwing-
ungen des Humors beseelen. Sie umfapl alles
was nur poetlisch ist, vom grdpten wieder mehr:
Systeme in sich enthaltende Systeme der Kunst,
bis zu dem Seufzer dem Kup, den das dichtende
Kind sushaucht in kunstlosen Gesang. Sie kann
sich so in dag Dargestellte verlieren, dap

man glauben mochte, poetisch Individuen jeder
Art zu charskterisieren, sel ihr elns und
alles; und doch gibt es noch keine Form, die
dazu gemacht wire, den Gelst des Autors voll-
standig suszudrlicken; so dag manche Kunstler,
die nur auch einen Roman s:greiben wollten,
von ungefdhr sich selbst dargestellt haben.
Nur sie kenn gleich dem Epos ein Splegel der
ganzen umgebenden Welt, ein Bild des Zeltal-
ters werden. Und doch kenn auch sie am meis-
ten zwlschen dem Bargestellten und dem Dar-
stellenden, frel von allem realen und idealen
Interesse auf den Fligeln der poetischen Re-
flexion in der Mitte schweben, dle Reflexion
immer wieder potenzieren und wle in einer
endlosen Relhe von Spiegeln vervielfachen.

Sie ist der hdchsten und der allseitigsten
Bildung fiédhig; nicht blop von innen heraus,
sondern ®uch von sugen hinein; indem sie jedem
was eln Ganzes in ihren Produktén sein soll,
alle Teile dhnlich organisiert, wodurch ilhr die
Aussicht auf eine grenzlos wachsende Klassizi-
tat eroffnet wird. D&e romantische Poesie ist
unter den Kilnsten was der Witz der Philosophie,
und die Gesellschaft, Umgang, Freundschaft, und
Liebe im Leben ist. Andere Dichtarten sind
fertig; und kénnen nun vollstédndlg zergliedert
werden., Die romentische Dichtart ist noch im
Werden, ja das 1st ihr elgentliches Wesen, dsg
sie ewlg nur werden, nie vollendet sein kann.
Sie kann durch keine Theorile erschépft werden,
und nur eine divinatorische Kritik durfte es
wagen, ihr Ideal charakterisieren zu wollen.
Sle allein ist unendlich, wie sie allein frei
ist, und das als ihr erstes Gesetz snerkennt,
dajy dle Willkifr des Dichters sein Gesetz Uber
slch leide., Dle romantische Dichtart ist die
einzige, die mehr als Art, und gleichsam die
Dichtkunst selbst ist: denn in einem gewissen
Sinn %st oder soll alle Poesie romantisch
sein.

This was Schlegel's basic poetic theory whlch the
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German writers followed as an outline for the form of

their litarary works.




CHAPTER V
TOWARD A DEFINITION OF GERMAN ROMANTICISM

How then does one defline German Romantliciam
and the mind of the German Romantie?

sseadle Romantik als eine Einheit in den Haupt=-
z{gen und wesentlichen Ideen: in der gemein-
semen Front gegen die Aufklérung auf allen Ge-
bieten, in dem Lebensgefihl der Bewegung, des : |
Gegensatzes und der Einhelt, in dem daraus er- - -
wachsenden Synthesenstreben, das alle Polari-

taten zu h8herer Einheit bindet, und in die

Idee des Organischen und der 1ndividuellan Or-

ganlsmen, die dle Auffassung der Natur ebenso

bestimmt wie die des Menschen und die Staats-

und Gechichtsauffassung und Volksgeistlehre

und die Kunsttheorie, Wie stark auch, etwa

in der Ethik und Liebesauffassung, die Indiv-

iduelitiét als hdher Wert erlebt wird, immer

wird doch der Einzelne, nicht isoliert ge-

sehen, sondern in seinem Zusammenhang mit u-

berpersonlichen Michten, m8gen das nun dle

Méchte der Natur und des Unendlichen und Gott-

lichen oder dle menschlichen Gemeinschafgsn

und ihre geschichtlichen Tradition sein.

According to this definition by Paul Kluckhohn, one of
the main desires of Romanticism was to fight the dogma-
tism of the ﬂqfklirung which used pure resason as 1its
guide. A feeling for life was Iintroduced by the Roman-
tics. Yo longer did reason reign supreme -~ the heart

was to glve s sensitivity, a humaneness to reason, All
polarities eventually united to form ﬂ complete aynthesls,

& perfect harmony. Thus the spirit and the body were

60
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no longer two distinctly separate elements, but rath-
er two components whose existences were closely linked
to one another. WNature seemed to provide the great-
est visible evidence of thls unity of all things. The
individual derived a new worth, was no longer 1solated
and was viewed as a part of the great totality. Kluck-
hohn's definition of Romanticlism lacks several elements
which seem to be baslic to an understanding of what the
Romantic mind was attempting to say and to do, He has
not concerned himself with the concepts of eternsl be-
coming, of the transcendental ideal{ of the artlst and
his artproduct, and of the desire for s form to struc-
turalize the chaos of thought.

Before these aspects of German Romanticism
can be discussed, a conslderation of the Romantic char-
acter must be made. The fundamental quality of the Ro-
mantic spirit 1s its dreamplike state. One has mental
images of the Romantic wandering about with his eyes
turned toward the clouds in e contemplation of naturets
beauty. He realizes at once the existence of both the
Spiritual and the materiael world and their incompati-
bility. It is the task of the Romantic to strive con-
stantly to combine these two spheres. Man lacks har-
mony'but does possess a soul which serves as the director

of his consclous actions and his subconscilous desires.
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He forever seeks to understand the mystery which en-
shrouds him. Perhaps the most charscteristic element
in the personality of the German Romantic is his eter-
nal longing, his insatisble desire to be able to grasp
the beyond. He exists in a twlllight zone somewhere
between reallty and the world of dreams and phantasy
and is striving constantly to form a coherent under-
standing of what appeared to be the Incomprehensible.

Das ist der romantische Charakter, wie er
trdumerisch, die Augen in den Wolken, durch
die Werke Tiecks und seiner Geflhrten wan-
dert, lhr elgener Doppelganger; der bewupt-
werdende, der moderne, in dem Geist und Na-
tur, voneinander gerissen, sich immer wled-
er beriinren und zu vermischen streben, um
heftiger auseinander zu fliehen; der das
starke Band nicht hat, das sie trennt sowohl
wie verelnigt. Was ihm fehlt 1st Charakter

d Harmonie, aber er hat, wenn man den Be-
ruhrungspunkt des Unbewupten und Bewupten
so nennen darf, Seele. Er hat einen K8rp-
er, in dem das ausgelassene Herz bald zu
geschwinde, bald zu trige klopft, ein Ge-
sicht, aus dem sucginde, ahnende Augen voll
GCehelmnis Ansehen,®+

Thus it would seem that the main concepts of
the Romantic philosophers snd theorists previously dis-
cussed could be comblned to form a more complete defin-
ition of German Romanticism, This movement revolved
around certaein ideas which were repeated 1n its liter-
gture and the life of the times. Perhaps the greatest
of these was Fichte's concept of Transcendental Idealism.

He emphasized the idea that man wsas a human snimal borm

-
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into & material world but becsuse he possessed a mind
with which to think, man aspired to strengthen his god-
like traits and to find the endlessness which represent-
®d God, It was hils spirit which carried with it the po-
tential of transcending him into the spiritual world,
the beyond. Everything was in a state of eternal becom-
ing with man being the focal point of this process. He
was a complete unit unto himself and, at the same time,
he was part of a greater totality. Because of his men-
tal superiority, all objects were subordinate to man.

As we have seen, the idea of a oneness was particularly
esmphasized by Hegel who attempted to unify all things
under an absolute spirit. He saw a perfect harmony 1in
the identity of all things to each other. Hegel insist-
od on the logic and practicality of reason, but reason
was to be intuited - in the final analysis it could

not be separated from the sensibility of the hesrt. Be-
cause the philosophical ideas all lead toward an Infin-
ite Being of some sort, this mysterious Force was ex-
plained primarily in two different ways. Schleiermacher
used the principles of CThristianity to the feellng of
endlessness, of a Creator., He followed the ideals of
Christian love and portrayed man sccording to Thristian
ethics - a creature who spent his 1life to become an
angel, that ia, reaching for the Unknown. Feuerbach,

on the other hand, was totally opposed to an adherence
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to & dogmatic religion, To him, 1t was man who created
God in his own image end not God who created man., Thus,
although he was an atheist, Feusrbach also felt the
presence of something beyond humsn comprehension - but
it was his choice not to call thias unexplsinable force
by the name of God. For the most part, the Romantics
only concerned themselves slightly with formal religion,
but rather sought 1lnspiration élsewhere. Nature was

the physical reality of the Godhead. As he regarded the
world around him, the Romantic sctually saw God - He was
the tree he was leaning against, the stream that bubbled
by his feet, or the bird swooping down from the skies,
This philosophy of nature was expressed by Schelling as
it was the embodimont to him of both the physical

and the metaphysical worlds, It enveloped a higher truth
and yet remsined in the constant state of flux which was
known as eternsl becoming. In splite of its tendency
toward change, nature possessed a certain stability which
lay in her all-encompassing quality - she was the All,
According to Schelling, the artist was the link between
man and God and nature was the inspiration which he

used as rew material to bring forth his own creativity.
It was the artist whose specialty was a unique
perception of the world around him. The most perfect

mode of artistic creativity was supposedly poetry as
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it contained the guallity of limitlessnesa. But these
ephemeral ideoclogies were not sufficient unto themselves,
The Schlegel brothers saw the necessity of glving &
form to this cheaos. They advocated a study of the An-
clents who established a foundation for structure in
the arts. August Wilhelm and Friedrich perceived a
beauty in form - 1f this form were fllled with the
1dealism of the Romantlic philosophers., They attempted
to bring together the resson of the. Aufkldrung and the
sensitivity of the Romantic Movement. It was thelr
feeling that a structure sﬁould be given to the poet-
ical, that the soul of creativity needed & body 1n
which to house itself. Novalis combined these main
i1deas guite well into his own definition of German Ro-
manticiam.

Die Velt mup romantisiert werden. Hier findet
man den urspruﬁ!ichen Sinn wisder. Roman-
tlsieren ist nichts als elne cgualitative Po-
tenzierung. Das niedre Selbst wird mit ein-
em besseren Selbst 1In dieser Operation iden-
tifiziert. So wle wir selbst eine solche
gualitative Potenzreihe sind. Diese (Opera-
tion ist noch ganz unbekannt, Indenm ich
dem Gemeinen elinen hohen Sinn, dem Gewdhn-
lichen ein geheimnisvolles Ansehen, dem Be-
kannten die Wurde des Unbekannten, dem End-
lichen einen unendlichen Schein gebe, 8 ©
romantisiere ich es, - Umgekehrt ist die
Operation fur das Hohere, Unbekannte,
Myatiﬁche, Unendliche - dies wird durch
Verknupfung logarithmisiert., » Es bekommt
einen geldufigen Ausdruck, .02

He feels that the world should become romanticized and

that this would help man to find again his original
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meaning, He then compares the inner workings of the in-
dividuael to a mathmetical process agserting that with-
in this context the lower-self becomes identified with

a better-sslf. In so dolng, the common, the vulgar is
given a highser sense, the ordinary takeé on & myster-
ious appearsance, the known is given the dignity of the
unknown, the infinite 1s given an appearance of endless-
ness. = this 1s Romanticism. Although Novalis uses par=-
adoxical elements to describe the phenomenon of Roman-
ticism, he creates a synthesis from them - a harmony
which is the endoroduct of the Romantic mind. It ap-
pears, then, th& German Romanticism is a system of
Transcendental Idealism in which a physical world (na-
ture) and a spiritual world are described, The Roman-
ticlst whose character is primarily egocentrlc uses
nature and her condition of eternal bacoming to lead
him closer to the Infinite Spirit. His life is spent
longing to depict endlessness or to feel a true unity

or a perfect harmony. Although he resalizes this to be
an 1mpossibility - and this is man's dilemms on earth-
his yesarning is only augmented., Man's greatest
eppression of this limitlessness 1s to be found in the
crestion of an artistic work - especially poetry whose
function it was to take the chsotic element of senti-

ment and mold 1t into a form thus glving it a perfect
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totality. But all things must come to an end - and so

the Romanticist dies, but instead of confronting a

void in his death, this creature belisves that he will
discover a new life 1n the metaphysical realm. Death,
then, becomes a release from restrictions - the artist

1s not bound by the confines of his own body and therefore
his ego can be revealed in all its intensity. Thus we
ses how the philosophical and theoretical background

of this movement combined to form the cornersténe of Ger-
man Romanticism and provided & pattern after which the

literary writings of the Romsntics were fashioned.

A .



PART 11

THE EXTENT OF THE APPLICATION OF TH{ESE THEORIES AND
PHILOSOPHIES TO THE LITERARY WRITINGS OF THE GERMAN
ROMANTICISTS
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CHAPTER V1

THE BEGINNINGS OF GERMAN ROMANTIC
FICTION

A stress on the Contribution of the

Mittelalter In Wackenroder and Tleck's

novel, Hergenserglegpungen é6ines kunst-
liebenden osterbruders

The novel Hegensergiepungen eines kunstlieben-

den Klosterbruders, although co-authored by Tieck and

Wackenroder, was written primarily by Wackenroder and
appeared in the Fall of 1796. The main exposition of
this work was a glorification of the Mittelalter. Wack-
enroder seems to transform himself into the image of a
monk in order to express more vividly the sentiment he
sought to draw from the Middle Ages.

What signigicance does the Klosterbruder pos-
seas? Perhaps, becsuse a monk 1s directly related to
religion and thus to the spiritual order, he 1s more
capable of a perception into the things which he con-
templates, He also represents a figure which is, in a
sense, ageless, It is true that the height of church : -
order was reached in the Middle Ages, thus giving an im-
portance to all occlasia&ticll figures - even the monk,

But the monk also existed during the Renaissance and
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can be found even praying in the chapel of an old monastesry.
Therefore, the timelessness of the Klosterbruder 1s qguilte
evident and 1s symbolic of the union of all things, of all
times.

Es 1st ja der Sinn, daF nur in elnem Pater des

Barock all dss vereint zu denken war: Bildwelt

des Mittelalters und der Renaissance, Blicher-

kunde alter Zeiten, Wissen um die neueste so-

eben in Mozart und Haydn erschlene Musik; alleg
durchdrungen von religiéser Andacht zur Kunst,°3

It appears, then, that the monk is the father of all un-
ity - because he is & man, he is able to unite the phys-
1cal aspect of 1life with & spiritusal sspiration toward
God. At the seme time, the monk represents the educated
order of humanity = part of his tralning wss a reading
knowledge,

HerzensergieRungen 1s a collection of disconnect-

ed thoughts of the monk in regards to art and the artist
and of his associations with artistic people. The first
section deals with a glorlificatlon of Raphael and of his
paintings. Wackenroder establishes the fact that artis-
tic creativity is a heavenly gift and that nature 1s the
medium through which the artist can perceive & god-like
conception, This is i1llustrated in his description of
Raphael's attempt to paint the Madonna. Raephael was dis-
satlsfied with his painting and felt that he could not
capture successfully the heavenliness of the Madonna,

One night she appears to him in her divine figure and
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the next morning he produces a beautiful likeness of
her - but only because she no longer remains a shadow
within the recesses of hia mind. A pupil writes a let-
ter to Raphsel imploring the genius to explein what
constitutes his ability to create reality on a canvas
and relates this question mainly to the various tech-
niques, Raphael's only snswer is that hls special tal=-
ent 1s aroused from within him, that there 13 no neat
formula into which it fits, but that it 1s rather a
subconscious feeling which calls forth creativity. But
Rapheel was more than a genlus - he was a man who lead
the most simple and humble life possible on earth. Per-
haps this contributed to his artistic creativity. He
had few conscious rules of painting, but rather follow-
ed the impulse of his inner direction.

Denn-wie er einem Malachﬁler, der ihm nach-dem

Geheimnis seiner Kunst fragb, antwortet, voll-

endet sich ihm alles "wle in einem angenehmen

Traum". Es fdllt ilhm zu, ohne dag er wcﬂp

wie es geschehen mag. 0Und gerade das 1st nach

romantischer Kunstauffassung das Kennzeichen

des echten Genies. Ein so vollkommenes Genle

aber braucht mit dem Leben kelineswegs zerfall-

en zu gsein, Raffael waf, wie der Klosterbrud-

er zu berichien weig, "als Mensch ebenso edel

und liebenswirdig wie als Klinstler", und "sein

ganzes Leben und Weben auf Erden war einfagﬁ,

sanft und heiter wie ein fliegender Bach",
The other artists mentioned by Wackenroder lack this el-
ement of harmony with the world snd of inner peace. Their

creativity 1s possessed by the demonic which refuses to
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allow a preoccupation with the simplicity of the beau-~
tiful. The artiat's spirit is only a tool which he
should use to encompass all of nature, and to convert
it into a work of art. Rapheel can thus be looked upon
88 the ideal example of the genulne artist whose pro-
duct rediates his genius,
i The concept of love as related to the creation

of en artwork is portrayed interestingly by Wackenroder,
He explains this i1des through a letter which a young Flor-
entine palnter wrlites to a friend in Rome. Ite contents
speak malnly of his love for a young girl whose face re-
minds him of the Madonna. Jacob!s answer 1s a comment on
the inspiration of love as an aid to create beautiful
works of art. He also inslsts that in the end the perfect
love is that of man to God but that love must originate
first on an earthly plane. This emphasiées the idea of
Transcendentaliﬁm - of using the physical world as a
means to obtain the world of the spiritual - the higher
order. Love brings one from the depths of his own ego
to the reality of a greater Ego.

Die Liebe erdffnet ums freilich die Augen uber

uns selber und uUber die Welt, die Seele wird

stiller und endéchtiger, und aus allen Winkeln

des Herzens brechen tausende glimmende Empfind-

ungen in hellen Flammen hervor: man lernt dann

die Religion und die Wunder des Himmels

begreifen, der Gelist wird demutiger und stolzer

und gie Kunst redet uns besonders mit allgg ihr-
en Tonen bls in das innerste Herz hinein.
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Wackenroder slso recognized the necessity for an organ-
ized structure in art. He cltes Leonardo da Vinci and
Michaelangelo as having perfected the science of art.
Da Vinecl was not only a psinter, but also a musician
and a poet. He could recreate an anlmate object or a
person and make them appear to be mobile. He had the
gift of depicting nature exectly as 1t atood before him
with the most minute of detsails,

But the early Masters such as Raphael and da Vinel
were not the only artists who Intrlgued Wackenroder and
for whom he had such great admiration. He saw a beauty
In the simplicity and honest reallity of the palntings of
Albrecht Direr - and, too, he appreciated the fact that
Durer was a German. It was the seriousness and the pre-
oceupation with details which raised Durer above the con-
cept of the art of the times, Direr treated painting as
& means to show humenity as it was and, thus, to give man
an insight into himself. He was in no way attempting to
accomplish the elevation of Raphael's works.

Das Wesentliche aber auch in der Malerei ist
die Seele, das Innere, der Charakter - némlich
in den Menschenbildnissen, die Durers Stift
und Pinsel auf die Tafel bringen. Dabel sieht
Wackenroder in Direr offenbar uberhsupt nur
des Figurenmaler, und er beurteilt seine Kunst
nach der Art der Henschgg, die in seinen
Werken bildhaft werden.

In a dream, the monk sees Raphael and Direr walking

hand in hand. Perhaps this is significant of the
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desire for s harmony between the two artistic movements -
e unity of the Mittelalter with the Renalssance which

was at the time modern art. The ancient artist had
little concern for his fellowman, but rather lived only
for his art and its direct relationship to God. The
modern artist on the other hand, was not plous and ad-
hered to a secular existence founded on the interaction
of man with man, Wackenroder perceived the unification
of both elements as in a friendship between Raphael and
Direr.

Because he believes that man is incapable of
verbally expressing the Invisible which hovers somewhere
in the beyond, Wackenroder emphasizes two wonderful lan-
guages and their secret power, These two languages are
found in nature and in art which are the only concrete
things that offer the possiblility of communicating the
idea of & divine reality. Nature provides the most ob-
vious way of explaining men and his characteristics =
it is the mother of a stark, a naked truth and it is @
phenomenon which is understood as a symbol among men
and needs no explanation as it 1s accepted as a reality.
Nature, then, is a medium through which man could tran-
scend his ordinary life to the Ultimate Being. But art
speakas a different language - 1t brings together all the
esarthly sensuality of the humen form into a limited space
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that strives towsard perfection. It forces man to be in-
trospective and shows him the nobility and the godliness
of his own character,
Die Kunst stellet uns die héchste menschliche
Vollendung dar. Die Natur, soviel davon ein
sterbliches Auge sieht, gleichet abgebrochenen
Orakelspriichen aus dem Munde der Gottheit.
Ist es aber erlaubt, flso von dergleichen Ding-
en zu reden, so mochte men vielleicht sagen,
dep Gott wohl die ganze Natur oder die ganze
Welt auf ihnlg%ho Art, wie wir ein Kunstwerk,
ansehen mbge.

Perhaps the most meaningful part of Wackenroder's
novel is the section entitled, "Das merkwurdige misikal-
ische Leben des Tonkunstlers Joseph Berglinger". Bergling-
er is without a doubt the personification of the roman-
tic artist and all that he encompasses. His cheracter
clearly illustrates everything that constitutes romantic
genlus., Why did Wackenroder choose to make him a musi-
clan as opposed to a poet for instance? Perhaps thils was
because rusic represents the most mysterlious, the most
elevated form of art. Its ethereal beauty not only per-
mits man's imagination to soar, but also suggests an almost
subconsclous 1dealizstlion of form. Musliec, then, provides
& substance which 1s forelgn to man's baslc comprehension -
which is 2lmost super-human asnd thus 2llows for a possible
contact with godliness, with the realm of metaphysics.
Joseph Berglinger does not mesh easily with his fellowman.

Because he possesses an artistic creativity, he is = -

-
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gseparated from other men who are unable to underatand
his genius, This conflict causes great suffering to the
artist, to the alienated man. His fate 1s to be con=
stantly obsessed with a yearning for the artistic, a feel-
ing which he can never completely fulfill., Even as a
young boy, he felt that heaven had created him for more
elevated things than the tolls of common existence. He
was not content to enjoy the healthy bourgeois life of
his father, but rather sought en identification with the
beyénd with a conscience that was directing him toward
the inner sphére of creativity. He lived 1in a dream
world satiated with a love of music and found spiritual
happiness only in this world. Inspite of the miéery he
suffered, a great inner compulsion forced Joseph Berg-
linger not to abandon the world of the artist and the
hyperésens;tivity to all that surrounded him. He was
plagued by the fear of his creative genius becoming a
vacuum, but then realized that he, himself, was only an
instrument directed by a Divine Fogce and used to capti-
vate the beauty in nature, He knew that the spirit of
the artist would always remain an esternal secret to man-
kind in which men would become faint if he tried to un-
dérstand the depth of its mystery - and yet this spirit
was simultanecusly a condition of the highest wonder

which was to represent one of the greatesb elements on
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earth.
Hier erscheint gleich das Charakteristische des
romantischen Kinstlertumes in voller Stirke: dap
ea sich als eine verzehrende Leldenschaft er-
weipt, welcher der Kllnstler ausgeliefert ist,
und zweltens, dap es den Kilnstler mit dem Leben
entzweit und schlieglich zugrunde richtet. Von
vornherein slso haf das Kinstlertum einen un-
heimlichen zwelideutigen Charakter. Es scheint
etwas GOttliches zu sein, was den Menschen uber
s%ch selbst erhebt, zugleich aber aych atggs
Damonisches, was den Menschen zerstért...

Thus Wackenroder has described the beauty of ro-
mantic art and the special gualities of the personality
who created this art. He begins with Raphael snd the
Pre-Raphaelites who symbolized the art of the Middle Ages,
its precision of form and 1ts preoccupation with rell-
glous themes. He emphasized the fact that this artistic
genius was a God-given trait. Then romantic idealism
took shape and, instead of being dependent upon preestab-
lished notions, it hinged on esach individual artist's
view of life. The Romantic realized that exlstence did
not terminate in the material reality of the world in
which he lived - he harbored an inner world of spiritualitﬂ
of endlessness which was to give him the strength to
transcend the common, the vulgar. His art was the living
proof of his transcendentallism. Wackenroder has thus ap=-
plied Fichte's philosophy of Transcendental Idealism to
the character of the artist, has avowed a belief 1In God-

liness which can be traced to Schlelermacher, has seen
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the limitless inspiration of nature to tne artistic mind
(Schelling), and has realized the necessity of a coherent
form to embody perfection much as the Schlegel Brothers
did. These ideas which form the fundamentals of German

Romanticism have been combined to constitute the mailn

thoughts in HerzensergieRungen sines kunstliebenden Klos-

terbruders,

Dieses Buch felerte neben der italienischen Kunst
der Renalssance, besonders Raffaels und der fromm-
en Praeraffaeliten, Albrecht Durer und die deutsche
Kunst des susgehenden ittelalters und betonte
nachdrficklich die religidse Grundlage des Schaffens
dieser Kinstler, ihre fromme Haltung, und ihren
Glauben an gdttlichen Beistand und gsttlichc Ein-
gebung. Was hier von der Malerel gesagt wurde und
in anderen Aufsatzen wacgenroders, die nach selnem
Tode in den "Phantasien uber die Kunst" erschien-
en, von der lMusik, das gllt nicht weniger fur die
romantische Auffassung der Dichtung. Der entscheid-
ende Gegensatz zwlischen romantischer und klasslsch=-
er Kunstauffassung tut sich hier auf. Die roman-
tische Kunstauffassung Reruht, wie ihre Weltanschau-
ung Uberhaupt, auf der Uberzeugung, dag die Welt
mit dem diesselitligen, irdischen Bezlrk nicht zu
Ende sel, dap eine jenseltige unendliche Welt sich
im Inneren des menschlichen Gemits auftue. Diese
innere und zugleich transzendente Welt, die die
Kraft der Sehnsucht erschlie§t6 zu offenbaren,

das ist die Aufgabe der Kunst. 9

The Concept of Romantlic Love in Friedrich
Schlegel'a novel, Lucinde

At the time 1t was written, Frledrich Schlegel's
novel Lucinde was viewed &3 pornographic literature. To
the nineteenth century common man it was a book about sen-
suality which described one affalr after another, But

"aince this time, 1t has been-established that there 1s a

L_A_L_.
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definite higher value in Lucinde, that Schlegel depicted
the sex act 1n order to illustrate a greater concept., As
we shall see, the 1ldea of love and its foundation was per-
verted by his contemporaries., Instead of advocating free
love in society, Friedrich Schlegel was, on the contrary,
trying to emphasize the spirituality of the male-female
relationship.

What, then, 1ls Friedrich Schlegel's idealization
of love? It is quite similar to the love expressed by
Goethe ﬁhrough the characters of Faust and Gretchen. The
woman, instead of being recognized as a creature whose
sole value is her physical sttributes, becomes a spiritual
creature, a higher being., She stands sbove man and his
constent passion 1s to possess her - the expression of
which comes through the physical sct of love. The woman
repressnts at once both the sensual world and the spiritual
world and only through a love for her can man hope to en=-
compass the metaphyslical. She becomes his salvation,
the greatest beauty he can ever experience, and the high-
est approximation of godliness. Woman 1s a vehlcle
which transcends man to the sphere of the meaningful, the
world of the mind. Das Ewig-Weibliche is her name, her
love of man is etermal, and her position on earth 1s to
bring forth the sublime aspect of this love.

Im ersten Falle bekommt die Liebe einen vor=
wiegend idaal-spiritunligtischan Charskter,
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und die Frau wird zu einem hSheren Wesen, zu
dem der Mann nur anbetend emporzuschauen ver-
mag. Vor lhr schwelgt slles sinnliche Begeh-
ren, und sle steht vor dem ins Irdische ver-
strickten Manne fast wie eine Gottin oder ein
schdnes Kunstwerk, die beide nur durch das An-
schauen selig machan, nicht aber durch den
leiblichen Besitz. Die beiden Pertner befind-
en sich also nicht auf gleicher Ebene, sondern
madonnengleich thront die Frau uber dem Manne,
der schon durch ihre Nahe von dem §5&mpfa gein-
es Lebens geheilt wird und erldst.

The novel Lucinde was severely criticlzed because
its two main characters did not follow moral tradition-
they were not married in the legal sense and joined by
the authority whose righteousness socliety accepts as law,
Lucinde and Julius lived together, considered themselves
merried in the truest sense of the word, and were not
concerned in the slightest with the judgments of the so-
clety 1n which they found themselves. The most meaningful
part of their relationship was their abllity to coemmuni-
cate with one another and a fraction of this commmication
was brought forth by physlical love - but only a fraction.
It gave the relationship a certaln completeness, a totality.
Julius regarded his situation with Lucinde as & heavenly
marriage, as a spiritual bond as opposed to & union made
stable by a gullty conscience or & sense of responsibllity
that was founded by moral obligations. It represented
the most elevated form of marriage which by its spiritusal
nature drew two people together and made them inseparable.

It reised 1tself above the bougeols concept of love and
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marriage and thus became the glorification of an ideal
union. This was a humanistic type of relationship which
was bullt upon & sense of happiness instead of a sense of
duty. Completion was the dominating desire of the Romantic
and the love exlsting between Julius snd Lucinde exempli-
fied this completenesa., According to Schlegel, man possesses
& double nature - sensuous and spiritual., Therefors, man
end woman are no more than half of a totality and can only
feel completeness in a union with each other,

Denn auch darum ist die Ehe dle Erfillung jedes

Vollmenschentums, weil sie den Menschen in sein-

er gangen Zwienatur erfapt und eine totale, leib-

1ich-§eiatige Gemeinschaft ist. So wie Mann und

Frau Hberhaupt die Hilften eines Ganzen, so sind

gle es in besonderem MaRe darum, weil nur in

ihrer Verbindung der Mensch zu einer harmon-

ischen Ierbindung seiner beliden Naturen ge-

1angt.7
In its finality, the act of love becomes a mystery be-
tween two beings and hints of the metaphysicsal.

Lucinde was, by no means, the Goddess of beauty,
the Helena whose sensuality irresistably attracted Paris,
Her beauty was manifested in her mind. She did not try
to chain Julius to her side by convention, but rather
gave herself completely and unselfishly to him, She was
oblivious to societyis condemnation of her behavior and
cared only for Julius and her relationship to him. To
Julius, Lucinde was everything - the most beloved of all

the women he had loved, sometimes the child, sometimes &
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woman in the full bloom of sensuality, and finally a
worthy mother who cradled his first child in her arms.
She extracted from him not only the heat of passion, but
also the peace of the spiritual. He now felt that he
could no longer speak of her love or of his love but
mist utter them simultaneously as they were to be one
forever,

Ich kenn nicht mehr sagen, meine Liebe oder

deine Liebe; beide sind sich gleich und voll-

kommen Eins, so viel Liebe als Gegenliebe.

Es ist Ehe, ewige Einheit und Verbindung un-

srer Geister, nicht blop fir das was wir

diese oder jene Welt nennen, sondern fir die

eine wahre, untellbare, namenlose, unend-

liche Helt72fﬁr unser ganzes ewiges Sein

und Leben.

Julius describes several degrees of love which
are experienced in the relationship between man and wo=-
man, The first level is a rare gift and is referred to
a8 the sensltivity of the flesh and is a wonderful com-
bination of a harmony among all the senses, The second
level implies the mystical., Its main objective 1s an
Intensive endlessness, an lnseparability that is found
in phantasy rather than in power. The third and highest
level of a love relationship 1s that of a lasting feeling
derived from a harmonious warmth. If this can be achiev-
ed by & youth, he experiences masculine and feminine sen-

sitiﬁity to love in the same moment - humanity has thus

reached a completeness in him, Jullus experiences each
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of these levels at various stages in his 1life with Lu-
cinde., But feminine love is something quite different
from the thrill felt in the male love and cannot be
measured by levels of completeness., A woman's love de-
pends largely on her personality and on her own indiv-
1dual feelings and thus cannot be categorized.

Es ist alles in der Liebe: Freundschaft, schén-

er Umgang, Sinnlichkelt und such Leidenschaft;

und es mup es glles darin sein, und eins das

;Eg:; ¥3rstarken und lindern, beleben und er-

.

In "Lehrjahre der Mannlichkeit" which 1s one of
the main sections of the book, Julilus deacribos his sex-
ual relations with other women. Seeking his own ident-
ity, he goes rrdm one woman to another, steals a little
from each one of them, and then tries to plece together
what he really 1s eaccording to these various parts that
he has collected. His adventures are only met with a-
cute disaprointment and frustration, He finds either a
sensual satisfaction or a spiritual satisfaction in these
relationships - but never the two incorporated in the
figure of one woman. He sxperienced the torrid love of
gensuality with one woman which resulted in her sulcide,
@ brother-gister love with another woman, and an in-
tellectual stimulus with still another, All these char-

acterlistics of love met to form & perfection 1n Julius?

love relation to Lucinde. Lucinde's soul held the deep-
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est secrets of religion for Jullus and through her he
felt a satisfaction, a complete inner harmony.

Upon the conclusion of the book, Lucinde is
pregnant with Julius' child, This is the natural out-
come of a mutual love but it was condemmed by society
as 1t had no legal senction - and yet 1t possessed a
far greater approval to Julius as 1t was & spiritugl
union above all else and thus the holiest of all
marriage relationshipasa.

Wir sind nicht etwa taube Bluten unter den
Wesen, die GOtter wollen uns nicht aus&hlie{s-
en aus der groBen Verkettung aller wirken-
den Dinge und geben uns deutliche Zelchen.
So 1la3 uns denn unsre Stelle in dieser schon-
en Welt V%Fdienen, lag uns auch die uhsterb-
licheg Fruchte tragen, die der Gelist und die
Willkur bildet, und le3 uns eintreten in den
Reigen der Henschheit. Ich will mich anbau-
en auf der Erde, ich will fur die Zukunft

und fUr die Gegenwart saen und ernten, ich
will alle Krifte brauchen, so lange @s Tag
ist, und mich dann am Abend in den Armen

der Mutter ﬁrquicken, die mir ewig Braut

sein wird.7

{ .

The love of Julius and Lucinde supported itself and
needed no physical responsibility to assure 1ts endur-
ance. The child was thus to Julius his last reconcil-
iation and tle with the earth. It was born out of spir-
ituality, but, because it was made of human flesh, 1t
retained the earthliness of human 1life,

Friedrich Schlegel's novel Lucinde well exempll-
fies Fichte's philosophy of Transcendental Idealism which
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seems to be the basls for romantle thought. It is the
experience of a vhysicsal, earthly love that will trans-
cend man to the higher realm of metaphysics. Sensual
love becomes the human expression of the spiritual union
of two souls and is a necessary step in the progression
toward a heavenly love = the mark of 1ts final stage.

This was the highest ideal of the Romantic as he strove
to reconcile the physical world in which his body resided
with the spiritual world in which his mind was tantemount,

Was in ihr zum Ausdruck kommen sollte, das war
das neus begliickende Erleben der Liebe als ein-
er Ganzhelt, einer Einheit von Seelenliebe und
Sinnenliebe, von Geist und Leib, flr die slles
Kérperliche das Liebeslebens nur Ausdruck seel-
lachen Verbundenseins ist; das Erleben des Eins-
werdens zwelen Menschen, das in ihrem Geflhl die
Gewshr der Dauer notwendig in dich tragen soll,
eine Ehe auch ohne dle alpere Form dieser Insti-
tution, nur als Erfillung des Wesensgehaltes;
die Wirking der Liebe als bildender Macht, durch
die der Mensch, erst seinen Mlittelpunkt gewinnt
und sééne Personlichkeit vollendet; und die, Syn-
these schliefglich von erotischer und religioser
Liebe, in dem die Geliebte dem liebenden Mittler-
in wird gum Universum und erst durch die liebe
zum anderen Geschlecht die Liebe?§ igkelt Gott
gegenliber im Mensch gelést wird,



THAPTER V11

NOVALIS: THE EPITOMY OF GERMAN ROMANTI=-
CISM

Die Lehrlinge zu Sale - A Prelude to Na-
ture

The writings of Novalls seem to represent German
Romanticism at its peak, He takes the theories and phi-
losophies which have been previously discussed and weaves
them into & novel, poetry, and essays in the most charm-
ing feshion, His world is the world of dresm and phan-
tasy, his characters are allegorical personalities, and
his love i1s that of the infinite - a term used with strong
religious significance. His works seem to present the
highest perfection that the romantic ideals ever attained
in & literary form.

One of the most noteworthy of Novalis' works is

Die Lehrlinge zu Sais, aen essgy which is permeated with

the beauty of nature and its awe-inspiring qualities when
viewed through humen eyes. The falrytale entitled, Hys-
zinth and Rosenbluth" to be found in the section "Die
Natur" i1s perhaps the most significant passage in the en-
tire essay as it embodles a great deal of Novalis' phi-
losophy of life, It 1s the Story of Hyazinth, a

86

i
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discontented youth who remains cuite slienated from
his peer group and derives great pleasure from wan-
dering sbout in the woods, contemplating nature. He
is a handsome lad who was first in every game and ad-
mired by the llttle girls, His communion with nature
is remarkable - he speaks with the blrds, trees, and
rocks, and listens happily to the songs of the brook.
In this characterization one can visualize the person-
ification of the poet - the beautiful but lonely youth
who possesses a speclal insight into 1life and is obvi-
ously in search of something beyond the grasp of man-
kind. Hysazinth loved Roaenblath, & child with golden
hair, ch@rry lips, and coal black eyes whose beauty
was far superior to that of the other girls. Their
love was filled with & chlild-like innocence -~ Rosen-
bluth even mistakes Hyazinth for her mother. Their
world is a utopian world, their existence a utoplan
exlstence, Suddenly thelr lives are disrupted by an
0ld man whose tales of strange, exotic lands infrigue
Hyazinth, After three days, he departs and leaves with
Hyazinth a book that noone can read, What does this
book contain? Perhaps it holds something different for
each Iindividual who reads it as esach person can only
decipher 1t according to his own thougths., Perhaps it

i1s the book of everyone's and anyone's inner self,

e T
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perhaps it guards the secret of a life to come. Ro-
enbluth grieves constantly as Hyszinth neglects her
completely. One day he returns home to inform his par-
ents that he must travel to forelgn lands because the
0ld woman of the woods hss released him from his inner
suffering by burning the book. He knows not where he
mist go, but he has been told that he mmust find the
mother of things, the velled maiden. He travels through
8 myriad of lands in an attempt to satlisfy his search -
valleys, wilderness, mountains, streams. Finally he
falls asleep amidst heavenly scents because only & dream
can take him to the holy of holies. In this dream he
stands before the heavenly maiden, raises her veil and
1s confronted with Rosenbluth. What has Hyazinth in es-
sence discovered? Rosenbluth becomes the revelation of
himself - he has come to kmow his own ego through the
solitude he has endured. If Hyazinth is regarded as the
poét, Rosenbluth can be none other than his divine in-
spiration, the physical manifestation of the driving force
of his inner self which formulates his metaphysical ego.
Before their separation, Hyazinth and Rosenbluth did not
understand thelir child-like love. It was their reunion
on & higher plain which revesled the limitlessness and
the spirituality of this most divine feeling., Hyazinth's

recognition of his own ego brings him face to face with
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paradise, a land defined by the soul.
In the end Hyazinth attains something neither
the old man nor the woman could give him. -
Within Hyazinth rests the power of true child-
nature., It is this childlike element that en-
ables him to reach the abode of the everlast-
ing seasons, & world in which space and time
are canceled, The last incident is the lift-
ing of the vell of the Eternsl Virgin, the re=
union with Rosebud. The rediscovery of Rose-

bud 1s the last degr&g of self-revelation, the
"wonder of wonders".

This tale is a fragmentary glorification of the
divine element that resides in nature. The other sec-
tions of "Die Lehrlinge zu Sais" deal with definitions
of nature and its impact on man. The novices! task is
to try to understand what nature 1s saying, the hidden
meaning that lies in the withered, hallowed trunk of
an ancient tree or in that conglomeration of petals that
composes a flower, This is a mechanical reasoning that
one cannot fall to notlce while regarding nsture., The
perfect symmetry of all her forces are undeniable as she
withstands the test of sclentific analysis. The novices
must recognize this aspect of reason and be able to put
it in proper perspective in regard to nature, If they
are sble to schieve this, they shopld then transcend
this physical process and become acutely aware of the
metaphysical element which is paramount in nature. In
essence, Novalis is combining the resson of the Aufklir-

ung with the sensitivity of the Romantic Movement. He
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seeks a harmony between the two with the ultimate answer
resting in the spiritusl, the heart of man.

The power of nsture would only slowly destroy
our organs of thought and drive us to insan-
ity. Man must make himself master over the
disintegrating powers of nature. His moral
freedom temes naturé...... The moral sense
opens the heart of nature, vanquishing her
destructive trends.... Moral freedom i1s the
talisman by wh+?h man becomes aware of his
higher nature.

"Hymnen an die Necht": A Mirror of Eter-
nal Love

One of the most beautiful and the most moving of
Novalist! works is "Hymnen an die Nacht", a tribute to the
mystic impression of night out of which a light can grow.
This work was the direct result of the death of Novalis!
beloved Sophia, the being who was the staff of his life.
The first hymn begins with a praise of light and gives
to thls light the masculine title of King. Perhaps this
symbollzes God the Father, the Creator of all the mater-
l1al spheres of the world - man and inanimate objects a-
like.

Wie ein Kénig der irdischen Natur ruft es jede

Kraft zu zehllosen Verwandlungen, knipft und

18st unendliche Blindnisse, hiéngt sein himmlisch-

es Bild jedem irdiachen Wesen um. Seine Gegen-

wart allein offenbar%adie Wunderherrlichkeit

der Relche der Welt.
The hymn then turns to night, the heavenly, mysterious
element which 1s given & feminine title - Queen., As God

was the Creator of 1life, Night seems to imply the -
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metaphyslcal realm of existence - the thing which gives an
unfathomable spirituality to life. Night 1s symbolic of
Das Ewlg-Weibliche and shrouds a light of birth within
her vells, She is the Queen, the other half of the King
and the embodiment of love. Out of the darkness comes
the realization of light, just &s out of the womb of an
unknown woman, Mary, was born Thrist, the rfigure who
‘brought 1light into the world.

Preis der Hbltkgnigin, der hohen Vorkﬁndigerin,

heiliger Welten, der Pflegerin seliger Liebel

Sle sendet mir dich, zarte Geliebte, liebliche

Sonne der Nacht. Nun wech ich, denn ich bin

dein”und mein: du hast die Nacht mir §Bm Leben

verkundet, mich zum Menschen gemsacht,
The second hymn is concerned malnly with a praise of sleep.
Instead of being that thing which erases life for the mo-
ment or at leasts permits one to forget his existence, it
is the realm in which true life 1s most awakened, Sleep
brings forth the life of the soul and allows a being to
lapse into the metaphysiceal. NWight i1s the Queen, then,
who induces sleep and all the beautiful facets of it.
"Life itself, unconscious of its own creative power, rests
within sleep."80 fThe third hymn 1s consecrated to the
dream. It closely parallets Novalis' thoughts about
Sophia as he looked upon her grave. Hls dream turned
to reality as he saw clearly the tralts of his beloved

whose eyes contained eternity. The dream becomes a con-

sclous awareness of the 1nneq»se1f. From this first real
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dream, he 1s bound to bellieve in the light and to under-
stand how it can exist within the darkness, "Es was der
erste, einzige Traum, und erst seitdem fuhl ich ewigen,
unwanderbaren Glauben an den Himmel der Nacht und sein
Licht, die Geliebte."8l The fourth hymn is essentially
a song of death in which one realizes that through his
physical end he is capable of a union with a nigher world.
Death transforms darkness into light and marks rebirth
into & new life. Man 1s allowed to transcend his earthly
life for the love of the Divine. Thus Novalis! love for
Sophia was recognized as earthly love and, upon her death
this love was directed toward Christ. This is quite ev-
ident in the poem which concludes the fourth hymn. "Ohl
sauge, Gelliebter,/Gewaltig mich an,/bng ich entschlummern/
und lieben kann./Ich fuhle des Todes/verjidngende Flut,/an
Balsam und A%her/Verwandelt mein Blut./Ich lebe bei Tage/
Voll Glauben und Mut,/Und sterbe die Nacht/In heiliger
Glut."%2 g yearns always to possess the power to love
and realizes that this love which he desires has taken a
form other than that of Sophia. Because he has lost her
through death, he has not lost the feeling of love -~ it
has Iinstead been strengthened as it is now the love of an
ideal which is embodied in Christ.

After the sense of rejuvenation by the power of

death, as experienced by being "suckled close"
by Christ, the self now leads a double life by
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"day" and by "night" - in other words, it con-
ﬁ;nu?sizo :iazeh:;aaigegizzzno§3the earth, yet
ows s aven.

The first section of the fifth hymn depicts creation and
men's fall. Childlike countenances exist in a world
where death is a damnable thing - an element that can be
preceded only by sadness. A singer from heaven appears
and sings of a youth who has died to save mankind and
is, in reality, the Christ. The singer is the apostle
or the poet, if one wishes, who 1s the only one able to
percelve a positive element in death - that death is the
thing which makes man healthy or leads him to a new life.
"Im Tod ward das ew'ge Leben kund:/Du bist der ¥eod und
machst uns erst gesund."au This is the doctrine which
he takes with him on his travels. The final section of this
hymn describes Christ's resurrection. He has died for
mankind thus leaving maenkind with eternal love and has
been resurrected to prove the power of God. Chrlst was
the Eternal Light and has commnicated the truest, the
most sincere love known to man. Mankind, because of
Him, no longer lives in doubt and fear but recognized
the power, worth, snd beauty of the light. "Die Lieb!
ist frei gegeben/Und keine Trennung mehr./Es wogt das
volle Leben/Wie ein uneﬂhich Meer./Nur eine Nacht der
Wonne,/Ein ewiges Gedichtl/Und unser aller Sonne/Ist
Gottes Angesicht."85 The sixth hymn 1s entitled '« -
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"Sehnsucht nach dem Tode" and shows the desire of man to re-
turn to hls Father, God. He realizes that the only way
of doing this i1s to dle and, thus, he longs for death as
the thresheld to & new life. An& so Novealis'! eternal
circle completes 1tself. He begins with God as light,
the creative force in the world, moves on to sleep, an
activity of the individual which permits him to realize
the worth of the soul, gives praise to the dream as e-
voking a higher reality, comments on death as the way
of entry into a higher world, speaks of Christ's resur-
rection and finally man's ascension to the hand of God.
Hence Novalis has gone from God and returned to Him
with a greater knowledge of why he believes in His Ex-
1stence.

The first four hymns voint the way to the ex-

perience of man's trues self., The three last

stages of the two hymns that follow represent

something that transcends the individual self86
of man, as 1t rests within its divine matrix,

Heinrich von Ofterdingen: A Harmony
of Romantic ldeallsm

Heinrich von Ofterdingen, & novel by Novalis,

i1s a work which brings together all the theories and
poilosophies of the Romantic Movement and intertwines
them into an enchanting story. It ls divided into two
parts entitled "Die Erwartung” and "Die Erfullung"

which are related to one another and continue in -
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loglical sequence-@ven though Novalls never completed the
second part - 1t remains qfragment, true to the style
of the Romantlcs,

In the first chapter of the novel Heinrich is
submerged in the world of dreams, In his dream he climbs
a mountain; the scenery surrounding it 1s colorfully
described and transports the imagination into a far-off
land. When he reaches the pesk of the mountn;n, he
moistens his lips with holy water and falls asleep. A
blue flower appears to him snd peeking from its petals
is the face of a lovely girl. When he awakens, Hein-
rich realizes that he has experienced more than just =
dream, he has felt a subconsclous reality. It would
seem that Heinrich's dream has awskened him to a deep-
er reality in life, a reality that goes beyond the ob-
jects of ordinary being. This passage suggests the
process of birth - perhaps it was included by Novalis
to 1llustrate the birth of the artist. Heinrich re-
lates his dream to his parents and hls father chides
him about his belief in the truth of dreams. This man
is the typical Artesian who has achieved respect among
his peers for his practicality and industriousness,

As Heinrich's father considers thé dream he realizes
that as a youth he has had a similar experience before

he married. The mysterious blue flower was also the
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center of his dream, He felt a twinge of awakening
but was unable to decipher the message which the blue
flower by its mere presence was trying to relate. This
portrays very well the elements which form an artist -
the main difference between Heinrich and his father was
that Heinrich_intuited the true value of the blue flow-
er wnile his father simply did not possess the percep-
tion, the inner awareness of the hidden meaning of things.
In the second chapter Helnrlich and his mother
Journey toward the south and are accompanied by a group
of merchants who proceed to expound on the exalted state
of the poet.

Es 1st alles innerlich, und wie jene Kinstler
die sugern Sinne mit angenehmen Empfindungen
erfullen, so erfillt der Dichter das inwend=-
ige Heiligtum des Gemilts mit neuen, wunderbaren
und gefélligen Gedanken. Er welp jene ge-
heimen Krifte in uns nach Belieben zu er-
regen, und gibt uns durch Worte eine unbe-
kannte herrliche Welt zu vernehmen., Wie

aus tiefen H8hlen steigen alte und kinft-

ige Zeiten, unzdhlige Menschen, wunderbare
Gegenden, und die seltsamsten Begebenheiten
in uns herauf, und entreigen uns der be-
kannten Gegenwart. Man hort fremde Worte

und welp doch, was sie bedeuten sollen.

Eine maglsche Gewalt Hben die Spruche des
Dichters aus; auch die gewShnlichen Worte
kommen in reizenden Klangen vor, ung7be-
rauschen die festgebannten Zuhdrer,

The merchants then tell Heinrich two tales, the first
of which deals with a young bard who has accumulated a
great deal of wealth in the form of treasure and is

salling across a sea infested with terrifyling monsters,



9t

His crew becomes hostile to him as they decide to mu-
tiny, steal the treasure, and sacrifice him to the sea
monsters, DBefore hlis execution, he reguests permis-
sion to sing one last chent. The sailors stuff their
ears becauss they fear being influenced by the sweet-
ness of the melody. Upon the completion of his song,
the bard jumps into the sea and 1s saved by a friend-
ly fish that carries him to the nearest shore. This
tale has been viewed most commonly as the myth of the
poet. The bard possesses a persuasive quality, the
strength of whiéh is feared by the pirates - he seens
to have an almost mysticzl control of their minds, as
did the poet over the mind of the Romentic, The bard
abandons himself to absolute faith, to selflessness as
he plunges into the sea. It appears that he is im-
mersing himself in the unknown and like a divine crea-
ture, he returns from the sea unscathed. This exem-
plifies the poet's mysterlous and profound connectlon
with the Beyond.

The third chapter begins with another tale by
the merchants - this time concerning the King of Atlan=
tis who seesks & suitor for his daughter. One day this
lovely princess wanders into the woods and finds her-
self at the door of a cottege, the home of & humble

peasant and his son. The son finds a ruby which the
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princess nas lost from her bracelet, but he doesn't
know who she is so he cannot return it. She comes to
the cottage again, receives the ruby, places a golden
necklace around the son's neck and the two merry. The
son dlsgulses himself as a minstrel, enters the palace
of the King, and sings of love and poetry. Thus the
King and his daughter are reconciled. The daughter
1s the symbol of poetry and the peasant's son, of course,
represents the poet who seeks ihsplration. The ruby
implies the heart in its color and shape and seems to .
embody the love between these two beings. The bestow=-
ing of the necklace reminds one of the nrdination of a
priest into the service of God - it 1s as if the son
is being ordained into the life and toile of the poet.,
the marriage of these two creatures brings forth the
fusion of poetry and love in the body of the poet. It
shows hils growth and development through human associa-
tions. Thus the stories of the merchents exemplify the
universality of experience and are simply one more step
along the path toward Helnrich's understanding of the
All,

The fourth chapter reveals the stories of the
knighta in search of the holy sepulchre, This implies
the poet's divine mission, his eternal search for the

truth, his perception of the hidden reality. In this

-



=99

chapter, Heinrich also becomes accgualnted with Zulima,
2 womaﬁ.from the Far East whose darkness envelops her
in an aura of mystery. She is the slave from whom
Helnrich learns compassion and yet he doesn't yleld to
her physical charms., Perhaps 1f he had succﬁmbed to
her, his poetic emergence would have been arrested,
parhaps he would have been destroyed as an artist. Zu-
lime was & necessary experience in the guest for a
totality, a universality.

In the fifth chapter Heinrich encounters a
miner from Eula who relates the idea that man can be-
come a slave to the earth through a lust for gold or
he can be the master of the earth who uses gold posgi-
tively and has mogreed for its monetary worth. The
mining cave is perhaps the symbol of darkness which
gives a unlversallty to all things as all things blend
together in this medium. Gold exists within this dark-
ness and is the source of light which can bring forth
goodness and can become the useful tool of mankind.
Thus Heinrich learns selflessness and complete lnner
frae&om from the miner,

But the miner may also become slave to the
earth, when he succumbs to the craving for
gold. Gold is king among the metals, the
sun within the rocks; but to him who lacks
selflessness 1t becomes a demon. Of this
the miner in the novel sings in a second
song. This 1s 2 song of freedom, freedom
acouired by him who selflessly loves gold

for its own true nature and does not becoms
a slave to this "king of metals". Those
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whose spirits are "aweke", whose souls are
selfless, must drive out. the evil spirits
with the help of the good, increase the
numbers of the free, and ultimately make

possible the Bgmewnrd journey to the bos-
om of heaven,

Upon the termination of this discussion, Helnrich and
the miner journey into the bowels of the earth and
meet a hermit who lives there so that he may contemplate
life in solitude. He appears to represent the sage, the
wise 0ld man whose knowledge of all things is undeniable.
He acguaints Heinrich with history and in so doing he is
telling the poet about the past - perhaps this is again
a part of the poet's search to understand the All of life.
It is here in the depths of the earth that Heinrich finds
the book of self, It 1s the story of his own inner
growth and thus could also contain a prophetic element,
an abllity to read the future,

Standing in the bowels of the earth, confronted

with the cave of caves, he finds the book in

which he discovers "his own form quite discern=-

ible among the figures". It is the book of his

own life. He beholds the entire panorama of

his existence, the past reality, the future po-

tentiality, The book bears no title, for he

himself is the book, and the end 1s not yet,

The scope of his future is outlined, but the
path of freedom must be of his very own making.

89
The opening of the sixth chapter announces
Heilnrich's return home and a celebrstion at hlis grand-
father's house, This scene provides the setting for
Heinrich's meeting with Mathilde, the daughter of

Klingsor, the poet. Immediately he asks her to dance
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with him - dance is usually recognized as being the
symbol for life, It i1s almost as if Helnrich 1s subcon-
sciously requesting her to become a part of his life.
That same night in & dream, he realizes that Mathilde's
face is the same face contalned among the petals of the
blue flower of his earlier dream - and Heinrich falls
in love with Mathilde. In the same dream, Mathilde
drowns before his helpless eyes but he is promised that
he will be reunited with her in spirit. Mathilde 1s
the embodiment of love and the spirit which will serve
as the spark for his creativity as an artist.

0l s8ie ist der sichtbare Geist des Ge-

sanges, eilne wilrdige Tochter ihres Vaters,

Sie wird mich in Musik auflosen. Sie wird

meine innerste Seels, die Hiterin meines

Troas BUk1e 1ok in mingd0 | o

The seventh and eighth chapters in the novel

deal with Klinsors discourse on poetry and love. The
inspiration for the poet is drawn a great deal from na-
ture. Because he possesses a special perception of 1it,
the poet can feel the presence of the dlvine within its
framework., He states that the poet must follow the rea-
son of form but that he must realize at the same time
the existence of a chaos within this order., It is
this disorganization that produces the element of sen-
sitivity to the object = 1t lays bare the realm of

fesling. Klingsor describes the necessity of balance

L
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between these two faculties with a slight emphasis on
the spiritual. It 1ls the power of human beings to feel
deeply, to love, which makes them eternal, It is love
which unites the physical element and the spiritual
element and shows the presence of God in man., Marriage
is the closest approximetion of this physical-spirit-
ual harmony which man 1s capable of feeling on earth.
Klingsor concludes his spsech to Heinrich saying that
love 1s really no more than the highest poetry of na-
ture,

Man betrachtet nur die Liebe. Nirgends

wird wohl die Notwendigkelit der Poesile

zum Bestand der Menschheit so klar, als

in ihr, Die Liebe ist stumm, nur die

Poesle kann fir sie sprechen. Oder die

Ilé.iebe ist selbst nichts, als die n8chste

eturpoesie.
The road has thus been paved for the marriage

of Helnrich and Mathilde, a very physical and real e-
vent, Instead of a description of the marriage cere-
mony, Novalis presents the reader with Klingsor's
tale of Fable and Eros, an eplsode contained in the
novel's ninth chapter., It islan extremely complex
tale because it contains so many different characters
who find themselves in various locations. The plot
basically involves the desire of Sophia to be reunited
with Arcturus, her husband who lives in the realm of

the spiritual. At the moment, the Age of Iron and thus

L
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of darkness exists on the earth and before Sophia can
be restored to Arcturus, the Golden Age must return,

To accomplish thias, Eros must be redeemed from the Resalm
of the Moon to awaken Freya, Fable must defeat the
Scribe and the underworld before she can sing praises
to Sophla as the prieastess of the hesrt. This is, in
essence, the action of the story, but it is the symbol-
ism of the characters within it which glves the fable
its worth. Eros is the symbol for love and Fable, his
sister, represents divine poetry. These children of
the earth must be purified before the Golden Age can
be ushered in. This immediately suggests the religious
conception of sin and redemption. Freya is synonymous
with peace and it is she who can bring the Golden Age.
The Scribe is the image of the man of the Aufklarung
who rejects all sensitivity. Sophlia dips his writings .
Into water - if they endure this process, they are re-
cording the truth. Thus Sophla 1s the representation
of godly wisdom, Glinnistan is the nurse of Eros and
Fable and deplcts the imagination. She accompanies
Eros on his journey to awaken Freya. The Scribe does
everything to prevent this trip, but to no avail.
Ginnistan becomes trapped in the Realm of the Moon as
the moon 1s her father. This world brings to mind the
coldness of death. Eros, however, envisions an arc a-

bove on which Sophia sits and beside her 1s Fable
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resting on a 1lily. The chalice of the 1lily unfolds to re=-
veal Eros and a beaqutiful young girl - perhaps this im-
age suggests the elevatedness of love. But Eros for-
gets his holy water, falls asleep and thus becomes &
victim of the moon's spell-Fable is now the only one
capable of redeeming the situation. She descends into
the underworld and encounters the Sphinx who tells her
that love 1s in the realm of fancy. She then tries to
understand the connection between Sophia and love.
Fable returns to earth and sees her mother who ia sac-
rificed by the Scribe. At thls point, the sun falls into
the sea and a great flame aris?s which the Scribe tries
to destroy. But he 1s unsuccessful and the flame stretches
toward the realm of Arcturus. Arcturus seems to symbol-
ize the splrit of life and the flame is perhaps the re-
deeming element and thus symbolic of the Christ. The
mother dies and Fable bids all to drink of her ashes.
This, instead of representing death, 1s a transformation
into 1life, The mother personifies the heart and the in-
ner spirit and her union with the father, the sense of
creativity has produced & love which 1s embodied in the
form of Eros. Thus Eros 1s purged and aswakens Freya.
Peace and love are therefore united, 2 unlion which is
consecrated by Feble, the symbol of poetry. Sophia who
1s the picture of das Ewig-Welbliche that seems to have

been the focal point around which ssalvation revolved,
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i1s reunited with Arcturus.

Der Vater des Eros und der Fasble ist der sohgp-
ferische Sinn; Eros Mutter vertritt das Hersz,
das innige Gemdt; Ginnistan, die Mutter der Fab-
el, d.h. der Poesie, ist dle Phantasle; Sophia
bezeichnet natublich die gdttliche Weisheit...
der Schreibﬁr steht ihnen als Symbol nuchterner
Pross gegenuber, als Vertreter verstandesstolz-
er Aufklirung, die Spinnerinnen bedeuten die
totbringenden Parzen; K8nig Arctur ist der Gelst
des Lebens, seine Tochter dle Sggnsucht oder
vielleicht auch die Freiheit...’

With this tsles by Klingsor, the first sectlion of Hein-

rich von Ofterdingen is completed.

Novalis never finished the second section of hils
novel which was entitled "Die Erfullung". In the first
part of this section one learns that Mathilde has died
Just as Helnrich dreamed she would die., Astralis, the
imaginary son of Mathilde and Heinrich emerges and thus
the dream world is entered where the poet and love are
united. Obviously Astralis 1s the product of the spir-
itusl union of these two beings. Cyne, a creature of
nature appears to console Heinrich., She guldes him to
Sylvester, the ageless and wise one and it is he who re-
lates to Heinrich the significance of the blus flower,
thet 1t 1s the representative of man's higher self and
that 1ts recognition shows man at the height of his mat-
urity.

Zuletzt missen wir aber die blaue Blume vom
Pflicken derselben unterschiedem. Die blaue

Blume als eine Vermittlerin, ein Medium, stellt
einen geistigen Sinn .dar. Das Pfllicken der
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Blume offenbart daher eine neue Erkenntnis,
einen realen Vorgang einer neuen Sinneswahr-
nehming. Am Ende des geplanten Romanes sollte
Heinrich diese Erkenntnis als unlo sacra, als
hellig-mystische Vereinligung mit Mathilde er-
leben. Im Gewissen lebt der eingeborene Mitt-
ler, der uns zur sittlichen Freiheit fuhrt.
Das Erleben der h8chsten Liebe ist dann die
Gegenwart Gottes, So sollte Heinrich 1n der
blauen Blume den Sinn des Menschen als des
Wesens der Freiheit und der Liebe erleben,93

A light touches Heinrich, he 1s relieved of all pain,
and yet hls longing remains. He has thus been purified
of all earthiness and is prepared for spirituality. The
congensus is thaf Novalis wanted to conclude his work by
describing the Beyond, by changing the element of death
into eternal life, and by using death as the unifylng
factor for all things.

Heinrich von Ofterdingen 1s, without question,

the greatest of Novalis' prose works. It represents the
embodiment of all the theories and the philosophies of the
German Romanticists which are woven tegether into a beau-
tiful story. Novalis lauds Schelling's Philosophy of Na-
ture in Klingsor's dlscourse to Heinrlich, he substantiates
the idea of love as established by Friedrich Schlegel and
he asdvocates the necessity of form to house perfection

in poetry - a theory emphssized by the Schlegel brothers,
His 1dea of a Beyond and his symbolism which fosters the
concept of a Deity 1s congruent with Schlelermacher's re-

ligious views., His desire for a universality, a unity
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of all things is consistent with Hegelian ideology. The
whole process of Heinrich's transcendence of the mater-
ial world to the spiritual world utilizes beautifully
Fichte's phlilosophy of Transcendental Idealism. Certain-
ly the whole definition eof the poet, his elevated state
and his creativity clesely follows the basic ideals of
both the Schlegels and Hegel. In summary, Novalis cap-
tures almost completely the spirit of German Romanticlsm

in his novel Heinrich von Ofterdingen.




CHAPTER V11l

A HINT OF CHANGE IN GERMAN ROMANTI=-
CISM

Ludwig Tieck's Romantic Irony

Ludwig Tieck, although he ias considered to be a
romantic writer, interpreted the romantic thought in a
light much different from that of the romantic writers
previously mentioned., The earlier writings were of an
optimistic nature and always ended in a positive manner.
Tieck's writings introduce a negative tone, a pessimism
which is achieved by the use of romantic irony. Tieck
defines romantic irony as not being sarcasm or mockery.
It 1s a deep seriousness which 1s fused with wit. It
is not just negative, but also something which is def-
initely positive. It is the power by which the poet main-
tains a control over the material; he should not lose
himself in it, but should stand abeve it. So irony pro-
tects him from onesidedness or from empty idealizations.

Die Ironie, von der ich spreche, ist ja nicht
Spott, Hohn, Persiflage, oder was man sonst
derart gew8hnlich darunter zu verstehen pflegt,
es ist vielmehr der tiefe Ernst, der zugleich
mit Scherz und wahrer Heiterkeit verbun-

den ist. Sie 1st nicht bleg negativ,

sondern stwas durchaus Poslitives. Sie
ist dle Kraft, die dem Dichter die

108
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Herrschaft uber den Stoff erhﬁlt; er soll
sich nicht an denselben verlieren, son-
dern Uber ihn shehen. So bewdhrt ihn

die Ironie von Eaﬁsaitigkeiten und leer-
em Idealisieren,

Tieck admits that nature is, in part, possess=
ed by a demon and that this demonic element can cause
the destruction of a humen being. His works demon-
strate the faltiness of romantic idealism and they be-
gin to lead this idealism astray, to warp it., Instead
of dealing with action purely or with physical descrip-

tlons, Tieck delves into man's psyche, his psychologi-

cal reaction to his environment and to the people with
whom he comes in contact. The irony which he uses can
be seen in several phases in his works - from the Mar-
chen to a theatrical comedy.

First of all, Tieck wrote several Marchen, the
most famous of which 1s probably "Der Blonde Eckbert".
The tale itself coﬁcerns an old knight, Eckbert, who
is visited one evening by a friend, Walter, Eckbert re-
'quests that his wife Bertha relate the mysterious story
of her youth to Walter. It seems that Bertha was the
poor child of a shepherd who treated her very badly and
thus caused her to run away from home, She wandered
into & wild, mountainous region and met an old woman
who took her in., Bertha became quite attached to the

old woman's dog and to her bird that always sang of
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the loneliness of the forest. Because this woman left
the house for weeks at a time, it was Bertha's task to
care for the animals, The old woman revealed te Bertha
that the bird laid an egg everydasy which contained eith-
er a pearl or a preclous jewsl, Because Bertha had
learned to read, she soon developed a desire to see the
things about which she had read. The o0ld one warned
her not to leave the woods, but Bertha, once the old
woman departed on another journey, gathered together
the bird and a few of the precious stones and wandered
away. Eecause he misgssed the loneliness of the woods,
the bird sang a song of remorse., At this point 1in her
life Bertha met and married Eckbert - and thus the tale
was ended, Walter mysteriously utters the name of the
old woman's dog at the completion of this tale, a name
which Bertha herself never knew., Eckbert 1s distrust-
ful of the possible connection between his friend and
his wife and thus he shoots Walter. Bertha dies a few
hours after she has related the story of her life from
no apparent cause and thus Eckbert is left alone to-
wander through the woods. He meets a young knight,

~ Hugo, and discovers that this chap is really Walter.

He 1s terrified and runs deeper into the woods and
encounters the old woman of Bertha's youth who informs

him that she is both Walter and Hugo and that Eckbert
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has merried his sister - Eckbert perishes from insan-
ity.
First of all, this MZrchen seems to combine

the real world and the dream world. Bertha's existence
before she marries Eckbert 1s like a dream, but her life
with him is very real. Sﬁe personifies the Naturmensch,
the simple, naive person who is not corrupted by soci-
ety when she lives in the woods. She betrays the old
woman when she leaves this genulne environment, this
spiritual realm of goodness, of naivité, The resliza-
tion of what she has done is too overshelming for Ber-
tha and she dies. It appears that this natural crea-
ture has esceped the mechanics of a routine life and
has lived as the happy child of a good natural force.
Her death was, perhaps, & result of her betrayal of
this force. The o0ld woman could be the mother of na-
ture whose hidden forces can be destructive as well
as constructive, Eckbert repressnts the man of his
time who does not recognize the special qualities of
nature and succumbs te human anxieties. His fear of
the unknown is what characterizes him and makes him
unable to cope with his own situation.

Hier zeichnet Tieck seinen elgenen Menschentyp:

den unter einer besténdigen Lebensangst

stehenden iMelancholiker, der sich Uber-

821l neben einem Abgrund fthlt. Und er

zeichnet damit nichts Unnatlirliches und
Wunderbares, sondern einer ganz

L
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natﬁrlichen—pathologischen Fall.95
Eckbert is a very human character whose fears and psy-
chological reactions to his situation are within one's
realm of comprehension. He kills his friend Walter be-
cause of his own uncertalnty. As Hugo becomes Walter
and both figures melt into the form of the 0ld woman,
Eckbert sees that friendship has not always existed,
that everything in the world 1s simply appearance, and
that he has wasted his life. Instead of ending on a
hapoy note of spiritual reconcllistion, this tele 1is
completed with Eckbert's discovery that he has, in re-
ality, married his sister. His reaction to this is
very human - he becomes insane. Eckbert did not really
see the demonic element 1n nature before, and because
it was a great moving force in the world, the conscious-
ness of its evll side was completely demoralizing to
him,

Der blonde Eckbert stirbt, als ihm Wesen und

Zusammenh#nge der damonischen Natur bewupt

werden. Das will heigen: der friedlich leben-

de Mensch ertrdgt Wissen un Démonisches nicht,

und in d¥monische Zusammenhinge gebracht, de-

moralisiert er und erliegt er schilleglich der

Welt, in der Identitht und Keusalitat aufge-

hoben sind. Berths, ein nalv kiinstlerisches

Wesen, entflieht der Mechanlk des Alltdglichen

in dle "Waldeinsamkelt", erwirbt sich im

Zustend des Kindseins Schgtze und Macht,

die wirksam bleiben, solange sie das Ge-

heimnis von Waldeinsamkeit und Kindheit

bewdhrt. Sie stirbt als sie diesen Zu-

stand verrdt. Das will dann heifen: Ver-
rat an der Natur und Verrat ursprunglicher
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geheinmilsge’ entzaubern und zerstoren
as Leben,

The element of nature is treated in a very in-
teresting manner in "Der Blonde Eckbert"., It contains
for Tleck a demonic element, an almost anti-humen force.
", ..lst das Naturgefuhl Tiecks ein dunkles, unheimliches
und antihumsnes Naturgefihl."97 The bird sings of the
leneliness of the forest, "Waldeinsamkeit,/Die mich er-
freut,/So morgen wie heut/In ew'ger Zeit,/0 wie nmich |
freut/ﬂaldcinsmkeit."ge This natural creature is in :1
love with the eternal loneliness of the forest and when
he 1s taken awsy from hlas solitude he 1s filled with re-
morse, This alienation was for the bird a very positive
thing and yet it was a destructive element to Bertha,
whose worth of existence was derived from a relation-
ship with other people, Thus the forest contains both
good and evil, but Tleck instead of trying to show the
harmony of these two elements in nature, points out
how one can overshadow the other. Thls provides an
ironical twist to the 1dealism of the Romantics who saw
nature as a positive force in whose depths God was to
be found,

Angst and Grausamkelt are even more starkly por-
trayed in Tieck's play "Der Ritter Blaubart”". The tale
l1tself should first be considered. Blaubart collects

wives whom he destroys if._they prove themselves to be
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overridden with curiosity. There 13 a room in his castle
which he forbids each one of his wives to enter, When
he departs on a journey, however, he leaves the key to
this room with his wife with the understanding that she
must not go iInto the room. An older sister who has mar-
ried Blaubart disappears and her youngest sister becomes
his next bride. She, too, 1s entrusted with the myster-
ious key; she, too, becomes curious and enters the for-
bid@en room and is confronted with the bloody, mutil-
ated body of her older sister. Because of her curiosity
and lack of obedience, Blaubart prepares to murder her,
Her brother Simon has a mystical feeling that his sis-
ter is in trouble and needs his assistance and arrives
eut of nowhere to save her. Blaubart is condemned to
death. Tieck used the element of Grausamkeit in this
tale gnd yet this horror cannot be taken terribly ser-
iously - except, perhaps, ss a warning to young ladies
to curb thelr curliesity. This could be the maln idesa
that Tieck wanted to express. The characters of the
play are like puppets and the scenes carry a great deal
of burlescue. The figures are, in a sense, almost
comlcal and thus appear to heighten Tieck's satire.
Blaubart himself is a laughable character because one
accepts his brutslity as a naive necessity. It 1is

as 1f his world is part of a long dream which has no
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deep message but 1s rather filled with irony.

Blaubart 1l4st seinen Gegnern den Kopf abschlag-

en, wie man einen Schluck Wasser trinkt; er igt

ein Mirchenheld comme il faut; seine Brutalitdt

ist so selbstverstandlich, so zuversichtlich

naiv, dap sie uns herrlich lachen macht; seine

kurzangebundene Justiz, sein Frelen um die sieb-

ente Frau, seine blutige Hausdisciplin, das alles

i1st bleop wie die Seifenblase einen Traumes, es

wirft durchaus keinen Schein nach Innen 83 hat

schlechterdings keinen Gewlssensreflex,’
Again Tieck's game with man's psyche comes to the fore -
Blaubart 1s more concerned with the psychology of his
bride, with her thought process, than he 1s with her
physical being. He seems to desire a wife who can re-
fuse her own curiosity because she has falth in every-
thing her husband says. Obviously Tieck sees no possi-
bility in the existence of such a utopian female, The
redeeming element in "Der Ritter Blaubart" is, perhaps,
Simon. He senses that hls sister 1s in trouble in =
manner of one who has the power of extra sensory per-
ception, This is the romantic influence on the play -
1t typifies & union with the' Divine or a Divine inter-
ventlion, so to speak, in the affairs of men, Although
he appears to be at first & rather ridiculous character,
there is a depth behind this immediate first impress-
ion, Hls burial at the end of the drams foreshadows a
solution to the irony of life and brings with it a sense

of serliousness,

Wir h8ren ihn uber das -sich selbst denkende
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Ich und uber die Idealitat der Zeit philoso-

phieren; in seiner Tollheit steckt S%nn und

Methode - es ist klar, dap es sich fur den

Dichter um nichts Geringeres handelt, als

um eine Persiflage der Fichteschen Transcen-

dentalphilosophie. Jedoch auch damit noch

nich genug. Diese selbe Figur hat noch ein

drittes Ceslcht. Um das Burleske und das

Satirische mit dem tragischen Ernst des

Schlusses zu vermitteln, myx es nun eben

diese melancholische Grubelei des guten Si-

mon sein, wodurch die achlieglic&a gluck~

liche L8sung herbeigefithrt wird,100
Tieck has managed to combine beautifully the mood of the
Marchen with the mood of the sstire,

"Der gestiefelte Kater" brings satire and the

Marchen together in the form of a satiric comedy. Tieck
is becoming involved in a very pessimistic outlook on
life - an outlook which he decides to laugh at. "Aus
dem Abgrunde seiner Natur, deren dichterischer Ausdruck
eben die Schauerromantik ist, rettet sich Tieck durch
eine Flucht in den Scherz."10l1 mnig could be the res-
soning behind his comedy "Der Gestiefelte Kater", Tieck
retains the Mdrchen element by creating as his main
character a talking cat who wears spiked boots. Thus
the comedy is actually played in the form of a Mdrchen.
An inheritance 1s split among three brothers - the young-
est one recelives only the cat which, in reality, becomes
the most valuable possession as he wins for his master
the King's favor and the princess's hand., Tieck even

laughs at the idea of death as a punishment in this dranma,

[
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The King possesses an insatiable appetite for roast rab-
bit and when the cook burns this delicacy, the King sen-
tences him to death. The princess is the typical Marchen
princess who is dissatisfied with her many suitors. The
people of the court are represented as qulite stupid.
Tieck is thus making fun of the public and of the medium
of the theater ltself, The drams is constantly inter-
rupted by the comments of the spectators who are com-
plaining sbout its story content. Part of the action of
the play is that it 1s introduced by a poet who talks

to the audience at certain intervals during the perform-
ance, At one point he even evologizes for the ridicu-
lousness of the play and promises to write something
better for the next week. During the entire drama, Tleck
1s showing th; audience how subjectively involved they
become in their judgment of the play. He seems to seek
an alienation, a possibility for objectivity which is
personified in the character of the poet who 1s sup-
posedly an abstracted viewer of the proceedings. "Der
gestieflete Kater" becomes a production of disconnected-
ness, of sheer chaos and thus is something at which to

1ﬂ.ughl

Die Pointe des Gestieflaten Katers besteht ein-
fach darin, dap dem Publicum, welches nuy Iff-
landKotzebue'!sche Natirlichkeiten, Rthrungen
und Moralitdten oder Schikaneder'schen Dekora-
tionsspektakel wirdigt, ein ganz unsinnig droll-
1ges, keck abenteuerliches Kindermirchen voric-
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vorgespielt und die Wirkung einer solchen Keck-

heit an dem Publicum selbst dargestellt wird.

Es wird slso in und mit dem Theater selbst,

es wird ver allem Bit dem Theaterpublicum

KomSdie gespielt.rt
This play represents perhaps the highest form of comple-
tion of Tlieck's theory of romantic irony. With Tieck,
then, the German Romantlcists recognized the possibility
of nature possessing a negative quality, of people being
more evil than good. Tieck seems to have started on the
path toward reslism in his treatment of the horrible in
his works - and yet he also remains partlielly tied to
romantic philosophy in his use of the Mirchen even though
he slightly warps its original meaning.

E&chondérff: A Touch of the Real

Aus dem Leben eines Taugenichts by Joseph Frei-
herr von Eicﬁendorff 1s a charming story which skillful-
ly combines dreams with reallity and adds to this union
& touch of irony. One is immediately placed in the realm
of fancy by the characterlization of the Taugenicht
himsell = the basic meaning of the word is "good-for-
nothing". One day the Taugenicht, who 1s rather lazy
in a working sense, decldes to leave the security of
his father's mill to explore the world sbout him. Although
he 1s & simple farmer, the Taugenlcht possesses a yearn-
ing for the Beyond which 1s guite typically romantic.

This hyper-sensitivity ralses him above the peasant level
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and makes of him an alienated, a different person. One
can see already the mixture of the ordinary, materlal
world and the world of the spirit within the personali-
ty of the Taugenicht. His most costly possession is
his violin which has the ability to transport him to dis-
tent realms., This is, perhaps, the symbol of the artist
and thus of the creative element. Not only does the
violin reflect art, 1t also illuminates a communication
with the Beyond,

seasthe lad 1s moved to address the violin,

Hls menner is tender, as one would accost a

beloved and sorely neglected friend, and he

remarks that thelr kingdom 1s not of this

world, The words clearly imply - it is,

after all, & biblicsl phrase - that the in-

strument represents that which is in this

world, but whose natural or ultimate habi-

tat is In the next. The fact that light

should strike the strings of a violin which

in turn produces a sound In the heart is,

of 1tself, and intentional a&S purposeful

departure from the ordinary. 3

As soon as he begins his fravels, the Taugenicht

meets two ladies (one of whom is very beautiful) who
take him to thelr castle where he becomes & gardener.
He 1is constantly haunted by the image of this lovely
creature who is transformed into an angel 1n hls own
imagination although she has virtuslly no association
with him. He becomes a Toll Taker at the same palace.
The description of his uniform is guite colorful - =&

red dressing gown with yellow polka dots, green - .-
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britches and a night cap. These are the symbols of the
bourgeolisie and yet, through their colorfulness, they
seem to become almost poetical.

Selbst der Schlafrock, das Wahrzeichen der

Philisterei und spiepblrgerlichen Niltzlich-

keit, wird noch poetisch, funkelt geradezu

von Farben, an denen sich hier das kindliche

Gemit, unbeschwert von alleTORﬂrgerlichen
Sorgen, zu erfreuen vermag.

But the Taugenicht is bored with this existence because
he has little work to do - thus he loses himself in
thoughts of his beloved. He rennovates the vegetable
garden and fills it with roses. Again the fransforma-
tion from reality and the banal to the spiritusl and

the uplifted is evident. Each day he leaves a bouguet
for the lady in the park and each day she takes it a-
way wlth her., This appears to be the beginning of a
rather esthereal love; but the Taugenlicht is extremely
disappointed one evening as he finds his beloved with

a young officer. He returns to hls violin and seeks
escape into new lands - he travels to Italy. Along the
way, the Taugenicht encounters two painters, Leonhard,
who 1s a count, and Guldo, who ia really Flora, the
daughter of the Taugenicht's former master. Apparent-
ly Leonhard hes taken her away with the object of
shlelding her from a prearranged marriage, The Tauge-
nicht becomes their servant and thus has found the

realm of love and the ideal once agsin. Rare things
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happen to him on his trip through Italy; for instance,
he meets a2 spy in the service of the men of the cas-
tle. The spy's very appearance seems to embody evil -
an element which the Taugenicht, in his naivite does
not recognize. The apy becomes something comical as
opposed to something evlil.

Aber gerade das Pose splelt in einer Erzéhl-
ung fast gar Keine Rolle. Es verwandelt sich
fir Eichendorff in das Komische, wie zum Beil-
spiel in der Gestalt des Spions, der als "ganz
kurz und bucklicht" beschrieben wird, mit ein-
em "gropen greuslichen Kopf" und "einer langen
r8mischen Adlernase und sparsamen roten Back=-
enbart", "die gepuderten Haare standen ihm

von allen Selten zu Berge, als wenn der Sturm-
wind durchgefahren wire," Wenn man mit den
Augen des Taugenichts die Welt sieht, so gibt
es in 1lhr zwar Angste dei ghantasie, aber
nichta eigentlich Boses. 0

Leonhard and Flora must part from the Taugenicht who
soon takes & position as & guard in another castle.
He begins to think of his beloved once more and recelves
& letter from her. The Taugenicht departs once nore -
thls time for Rome. He soon reallzes that Italy hes pre-
sented a false world for him, an attempt to escape life,
Italy represents the exotic, a mysteriously teasing
sensuality. He recognizes that the true nome of his
yearning spirit is in Germany.

Es ist die magisch-ferne, die slidlich-heige

und helle Welt, in der das Gemit @die Sehn-

sucht nach dem Rauschen der deutschen Wald-

er, nach den fernen blauen Bergen tiberfallt,

die das Herz nicht mehr loslépt, bils es wied-
or elns 1st mlt dem Frieden der Helmat. Wohl

|
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ist Italien ein Inbegriff von Weite und Lebens-
lust, von Reichtum und Uppigkeit, ein seliges
Dolce far neinte; aber menr und mehr enth{illt
es sich als das Tauschende, in einen verfihr-
erischen Zauber gebannt, eine Atmosphére des
Ungewdhnlichen bis in die gestelgerte Inten-
sitet der Farben hinein, das Blau der Blumen,
das Dunkelg der Landschaft, die Buntheit

der Vogel.

He meets a group of students who are singing pralses to
Austria and this again heightens his desire to return
to the castle,

As the Taugenicht returnas to the castle, he
discovers that his beloved 1s not really of the nobility
but has Been reised with the countessg and i3, in reasl-
ity, a poor servant girl, The two meet in the garden,
declare their love, and happlly conclude the tale of the
Teugenicht, What does the garden represent to the
Taugenicht? It seems to symbolize the combination of
reality and poetry. It contains the physical being
he loves and whose spirituality uplifts him and, at
the same time, 1t seems to allenate the Taugenicht
from the world surrounding him.

Der Garten symbolisiert die Teilhabe an ein-
er zugleich wirklichen und poetlischen Welt,
Er beslitzt jene inselhafte Abgeschlossenhelt
in der das liebende Herz mit der Natur und
damit such mit der Gellebten in Ubereinstim-
mung leben darf. Erst mit den verwelkten
Blumen, dle nicht mehr entgegengenommen wer-
den, beginnt diel ﬁhwermut einer sich ver-

fremdenden Welt.

The traveling motlf also has an interesting
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connotation in this story. It appears that the Tauge-
nicht has completed a cycle - he has gone from the
castle and has returned to it. But hls travels have
awakened him to the fact that the identity of his
true self is to be found when he faces life at home.
It 1s the love of this simple, common girl which shows
the Taugenicht what he is, Thus the traveling motif
assumes a double meaning and has both a positive and
a negative component - posgitive in that 1t leads to an
exploration of God's-natural world, negative in that
it can result in the loss of self ildentity.

Wanderschaft hat im "Taugenichts"™ einen

positiven und einen negativen Sinn: pos-

itiv gesehen ist sie von dem Glilcksver-

langen der Seele getragen, das sich in

die groye und welte Welt Gottes hinsus=-

sehnt; negativ gesehen meint sie die Ge-

fahr der Ortlosigkeit, die Ugﬁgborgen~

heit und des Sichverlierens,

Eichendorff touches the ironical in this work
when he makes the Taugenicht's unattainable lady the
niece of the doorkeeper, But Elichendorff's irony is
used a8 a comic device rather than as a tragic element.
It is also rather amusing and ironical that the Tauge-
nicht can wander about without having to concern him-
self with a lack of knowledge of a foreign language,
without money, food, etc. These are techmicalities
which are treated as Marchen elements. The Taugenicht

is the eternal Kﬁnstlor_uho can only view the world
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as poetry of & sort. He 1ls a nalve being whose l1life
1s the product of das Wunderbare.
Er ist Kinstler, wenn man dieses Wort von
jeder problematischen Schwere befreit und
darunter nur ein nicht "reales", sondern
ein "poetisches" Verhiltnis zur Welt ver-
steht. Der Taugenichts wartet eigenlich
immer und Uberall auf das Wunder, dss heigt,
er wartet auf Ereignisse, die, wie Kunz es
treffend susgedrickt hat, den Charakter des

Geschenkes haben und nicht im Stheipe des
Angesichts zu erringen sind,10

How can this artist fall in love with a girl who repre-
sents common bourgeois mediocrity? He does not love .
her for herself, but rather as a creature 1n whom dss
Wunderbare is manifested. Perhaps in her he sees the
Beyond, the higher world of the spiritual, -

Er liebt sie als den Inbegriff des Wunderbaren

und Schénen; nicht elgentlich als sie selbst,

Er liebt sie, wie er den Wald, den Garten und

dle Blumeliaabt, als dle Gegenwart Gottes in

der Welt.
This union between a Kunstler and & character from ev-
ery day life appears to show a certaln harmony, the
bringing together and working together of two separ-
ate worlds - this is an extremely romantic concept.

Eichendorff has left his reader somewhere in the

twllight zone between reality and phantasy., Although
his novel reflects a dream world, it also holds a curi-
osity for the real and thus steers away from romantic

thought.

A few thestrical productions were written during

8
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the Romantic period, but they were regarded as relative-
ly unsuccessful., One such play was Elchendorff's play
"Der Freier"., The mood of the play 1s complete and ut-
ter jest - 1t has little, if any, intellectual value,
The plot provides a rather comlc situation which becomes
ridiculous after a while. It explains in three acts
how a young Count Leonard disgulses himself as a musi-
cal vagabond to win the heart of the beautiful Countessa
Adela. The advisor to the palace does the same thing
and the two men arrive at the castle simultaneously.
Meanwhile Adela changes roles with her chamber maid
and wanders about in confusion until the situation
resolves itself at the castle - Adela and Leonard dis-
cover their love for each other and the fact that they
are both of the nobility and a happy ending ensues., The
changing of roles 1s, at best, a satire on the socletal
conditions of the times,
%]

Der Yond scheint, die Walder rauschen im

Grunde, Raketen steigen, und es 1st alles,

allas gut. Das 1st reizend, sympathisch,

gefillig, echt: aber selbst die Echthelt

ist so dﬁnn deg sie auf der Szene fghﬁhp

sichtig wird. Das ganze wird aufge

so seltsam das bel diesem ganz und gar

unliterarischen Dichter klingen mag, als

Literatur: men hOrt Erinnerungen an die

commedia dell'arts, an Wanderbtlhnen, ge-

legentlich eine Shakespeare - Renln%szenz,
aber nur ganz selten Eichendorff.l

Elchendorff portrays the basic comic slement through

the use of burlesque to a large extent. For example,



-126

in the first scene of the play, the advisor to the
palace is speaking to a messenger - one is speaking
of a letter, the other of a person, but neither one
realizes the discrepancy. The characters are remin-
i1scent of puppets whose situations are so obscure and
nonsensical that one 1s forced to laugh.

So ist hier aller ubermiltige burleske

Spag mit tlefer Poesie durchwoben, und

nicht zuffllig stellen sich Anklidge an

Eichendorffs Lyrik, an den "Taugenichtas"

Eﬁgfaﬁgaze“Erzi 1&E§en, besonders "Die

g", ein,

"Die Freisr" is here mentioned as an example of a
nineteenth century romantic play. This medium was
used with little success as it was gquite difficult to
express romantic idealism through it. The play doesn't
desl with the beauty of nature, with an uplifted spir-
it, with a deep yearning for the exotlc and the un-
known = it is, instead, more interested in poking fun
at a people and a society. Pernaps its only roman-
tic element is its happy ending.

Brentano: Melancholy and an Element
of Dispair

Brentano followed closely the dictates of Chrils-
tian ethics. As he reallized that 1t was practlcally im-
possible to make these ethics coincide wifh the happen-
ings of the world around him, he became quite melancholy.

Brentano felt scutely the .conflict between Christian
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dogma and the sensuality of the human environment. The
realization that this conflict was an irresolvable one
lead him to a feeling of dispair. A haunting melan-
choly pervades his literary writings. In actuality,
then, Brcntaﬁo was painfully aware of the problem of
the sensual-spiritual rift. Instead of turning this
conflict into a Marchen and solving it with an optimis-
tic ending as many of the early romantics did, Brentano
sought to realistically examine the situation. Thus
hls works are quite brutal in thelr natural descriptions
while retaining, at the same time, some of the mystical
haziness of romantic spirituality. "Geschichte vom
braven Kasperl und dem schonen Annerl" well expresses
Brentene's concepts.

This story begins cuite realistically with an
elghty-eight year old peasant woman sitting on the
steps of a great old building. A young poet rides by
snd the peasant woman Anna Margaret tells him a tale
of her grandson Kasperl and of her godchild Annerl,
who 1s Kasperl's beloved. Apparently Kasperl comes
from a background waich stresses a code of honor. One
svening as he is on vacation, he stays overnight aé a
mill, In the morning he discovers that his horse has
been stolen, His honor seems to hinge on the apprehen-
sion of the criminals who have robbed him. He further

discovers that these robbers are none other than his
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own father and stepbrother, Nevertheless, he turns& them
in to the authoritlies and sees them killed, In a socl-
etal sense Kasperl hes saves his honor, but in a person-
8l sense he has betrayed it., How cen one see his rela-
tives dle for as meager a crime as stealing - is this
human? Kasperl's subconscious is totally incapable of
accepting thls bludgeoning ection against hls own fam-
ily - even though he acted militaristically in his judg-
ment of right and wrong. According to society, stealing
is a pumishable crime; Kasperl saw the crime punilshed,
but he couldn't reconcile what he had done to his per=
sonal family hoenor. To retain his honor, Kasperl shoots
himself on his mother's grave.

Ehre, immer wieder Ehrel Sie ist einmal der
Sammelname flir alleVersuche des Menschen,
sich im sozialen Leben zurechtzufinden und

an bestimmte Normen zu halten, die in der Ge-
sellschaft als sittlich gelten. So gesehen
ist der an die Ehre gebundene Mensch weit-
gehend sbhingig vom Urteil der Umwelt uber
sich selbst. Sie ist aber zweitens als in-
nere Ehre der Umwelt auch wieder entgegenge-
setzt, einen Norm, die sich Kasperl fir Sein
SelbstbewupRtseln gegeben hat und dle er unter
keinen UmstZnden verletzten will. In dem
volkstilmlichen Ausdpuck der "brave" Kasperl
liegt eigentlich beides darin, Brsvheit als
Erflillung von der Gesellschaft verlangten
Pflichten, Eravheit aber auch in der er-
steigerung der an sich selbst gestellten
Forderungen,ll

The old woman then proceeds to tell the poet the
story of Annerl, her godchild. She was the duaghter of

a friend who was not peraitted to marry the lover of
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her youth. As she lay on her death bed, this friend
thought of her lover who was about to be executed as

& murderer. Anna Margaret tekes the friend's child,
Annerl, to witness the execution. As the executioner
severs the man's head, 1t rolls into Annerl's apron.
Thls event seems to foreshadow the tragedy which be-
falls Annerl's life. It personifies the simple super-
stition of the peasant or this fatallstic outlook on
life that all is predetermined. Annerl goes to the

city to seek work and, after he is told of Kasperl's
death, she becomes the mistress of her employer, Count
Grossinger. She bears his child out of wedlock and
stabs 1t in the same apron which once contained her
father's severed head. The police promise to pardon
her if she discloses the ldentity of the father of

her child. But Annerl, for the sake of honor, des-
troy's Grossinger's written promise to marry her and
refuses to incriminate him, She awalts her own exe-
cution rather stoically and is, as was Kasperl, prs-
destined to die in the name of honor., Thils is the one
element that neither of the characters will betray - al-
though their honor seems almost to be of a false nature.
Both characters dispalr and become extremely melancholic
when they realize that tney cannot reconcile the

physical world of reality with thelr spiritual beings.
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Death seems to be the only answer.

At this point, Anna Margaret must insure the
honor of Annerl and so she seeks to obtain a stay of
execution from the prince - but it is too late. The
poet finds a white veil and roses and wraps them about
Annerl's body. Perhaps the veil is a sign of spirit-
ual purity, of a state in eternity which recognizes
the unblemlished spirit of a woman whose body has been
impure. The roses are for love - the spiritual union
between the two dead lovers who will be reunited in
the heavenly reelm., Their bestowal upvon Annerl's
body hints at God's mercy.

Beim Vorbeigehen hdren Grogmutter aus dem
Hause des Grafen Grossinger das liebliche
Lied zur Laute YWber Gnade und Liebe und
{iber den Schleier der Gnade, "wenn liebe
Rosen gibt". Begriffe und Bilder sind
hier allegorisch ineinander verschlungen,
Schleier und Rosen werden zu Dingssymbi}E
en fir die Allegorien Gnade und Liebe,

Count Grossinger suffers from a guilty con-
gcience and admits that he is Annerl's seducer. The
crowd at the execution maimes him and on the following
day Grossinger takes poison. Thls character seems to
represent the demonic element in the story - he has
used a magic potion to seduce Annerl, Although he
personifies that which is truly evil, Brentano shrouds

him in mystery and redeems him through suicide,
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Die Form der Novelle nahert sich hier dem
Damonenmirchen, Auch das Bekenntnis Gross-
ingers, er habe sich mit Hilfe gewisser med-
izinischer Mittel, die etwas Maglscaes hab-
en, der Seele des MMldchens bemdchtigt, ge-
ggzge;nhggﬁigf¥fgis des zauberhaft Démon-

Up to this point, Brentano has used extremely
realistic and brutal detﬁils to substantiate his story.
However, the end becomes rather poetical and a bit too
nice to suit the rest of the story. A monument to hon-
or 1s erected at the graves of Kasperl and Annerl, Gross-
ingert's sister becomes the wife of the prince and raises
the Veil of Grace and both bow befores the monument,. The
old woman dies at the graves - blissfully satisfied.
With this ending, Brentano's story becomes rather m¥rchen-
like in its goodness and idea of just retribution.

The cheracterlzation of Anna Margaret is an in-
teresting one, She seems to symbolize the simple, naive
peasant who believes in God. She states that honor is
to be judged by God and not by man, Man rests in God's
hands and it 1s God who ultimately determines man's des-
tiny. Kasperl and Annerl had no choice of what thelr
lives would be = God's will had predetermined them
to live and die as they did. Through her nalve be-
lief in the Beyond, Anna Margaret also seems to por-
tray the link between life and death, heaven and

earth. The wreath of flowers which she places on the
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graves of Kasperl and Annerl is the symbol of life as
well as of death - it shows the blnding of the two
elements into eternal life,

In ihr verkdrpert sich etwas vom ewigen

Leid der lMenschhelt. Man mag noch so

senr elnwenden, dap der romantische Schick-
salsfatzlismus und die christliche Ergeben~
helt in Gott eigentlich unvereinbar seien,

in der so unerhdrt plastischen Gestalt von
Anna Margaret sind sie vereinigt. O0b es

die Katastrophe der menschlichen Ehre ist,

ob es die grauenvollen Zeichen des Dimon-
ischen sind, immer steht der lMensch in Gottes
Hand. So erfénrt es die alte Gropmutter, und
wir glauben es ihr, Darum bleibt das Lied
vom, Jﬂngsten Gericht allen anderen Dings ol-
en ubergeordnet, es 1st der geheime Schlussel
zu einer verborgenen Transzendenz, der Zugang
zur Ewigkeit noch Uber die Dingsymbole des
Schiksals und die allegorieschen Zeichen hin-
aus, dle am Ende bei Brentano geradezu zu
musikalischen Arabesken werden; das Erzahlte
erhdlt igdurch seinen eigenen, besonderen
Klang, 1

Thus Brentano seems to be preaching a religious
doctrine in this story. He realizes that one cannot
avold his destiny, that the sensual world will be unlted
with the spiritual world throcugh a neive faith in God's
mercy in death. Brentano utilizes several of the ro-
mantic philosophies and theories - Schleiermacher's
Christianity 1s culte evident and Fichte's Transcen-
dental Philosophy of Idealism - but to these ele-
ments he adds realistic details and thus wavers some-
where between the world of the Romanticist and the

world of the Realist. At any rate, he tends to change
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the basic idealism of German Romanticism through the

use of realistic detsils,



CHAPTER IX

THE DEMONIC ELEMENT WHICH GROWS WITH
THE DOWNFALL OF ROMANTIC IDEALISM

Chamisso's Peter Schlemihl

Peter Schlemihl by Adelbert Chamisso 1s the im-

aginative story of & young man who sells his own shadows
and suffers miserably because of this transaction.

The first charscter whom Peter meets 1s a fas-
cinating man in a gray sult., This character seems to
come from the M#rchen world of Chamisso. He peossesses
peculiar powers such as being able to extract horses
from his suit nocket snd, at first, he appears to be a
rather harmless, polite creature. This mysterious man
greatly admires Peter's shadows and offers to trade Pe-
ter a2 sack that is eternally fillled with gold for his
shadows. Peter 1s overwhelmed by this offer and sees
no harm in selling hias own shadows., This transaction is
greatly reminiscent of Faust's selling his soul to the
devil. The man, then, becomes symbolic of the devil
and represents the demonic element in the tale, He 1is
a rather ironical figure in that one cennot take his

evil nature very seriously. In a sense, he has won

134
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Peter's shadows through his own persuasive bargein-
ing powers and has not stolen them from him.
Der Erzéhler behandelt hier seinen Mann im
grauen Rock, hinter dem sich der Teufel ver-
birgt, offensichtlich mit Ironle und nimmt
seine ddmonischen Zuge nicht ganz ernst.
Wohl erzihlt Chamisso als Peter Schlehmihl,

behalt sber trotzdem die Distanz iu seiner
Figur und dem, was ihr begegnet.

As Pster wanders through the bourgeois soci-
ety without shadows, he reallzes that he 1s almost com-
pletely rejected and so attempts to hide the fact that
he 1s shadowless. He finds that his unlimited wealth
in gold brings him numerous material comforts, an ar-
istocratic title, and several friends - as long as they
do not see that he is shadowless. Gold, then is a sym-
bol of the world of appearance, of the false values es-
tablished by the bourgeoisie. Peter soon discovers that
he cannot eguate happiness with gold - an element with
no true substance whlch causes Peter's downfall.

Statt des Schattens hat Schlemihl anfanglich

dses Geld. Aber das Geld ist ohne den Schgtten
eine Chim'ire, es ist das Unsolide, das Flicht-
ige, das, was kelnen Bestand hat. Es vermag

zwar dem Grafen Peter eine Art sozialer Schein-
existenz auch ohne Schatten zu gewlhren. Aber
es 1st ein bezelchnender Zug, daf er beim Ver-
derb der kleinburgerlichen Gesellschaft selber

mitwirkt, wenn er einen reichen Handelsmann, 8
der mit ihm wetteifern mochte, zum Ruln bringt. 1

Thus Peter has substltuted a false value for a part of
himself which contains & true worth.

Peter falls in love with Minna, a very
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bourgeois character., She is simple, naive, and very good.
Her love for Peter is an uncomplicated one bullt upon
deep inner feelings. She loves aim completely and in
the most ﬁomnnly way. But Minna, because she is a prod-
uct of the bourgeéis world, falls under its domination
in the form of her parents. They refuse to allow her to
marry a shadowless man and she 1s not a strong enough
verson to protest against them; instead she accecepts their
sauthority blindly. Thus love itself does not prove to
be the redeeming factor for Peter - in this story it is
not the moving force upon which all exlstence depends.

Auch die Liebe besitzt nicht mehr die Kraft,

die sozlalen Bedingungen des Menschenseins

zu transzendleren. Mina ist zwar die ein-

deutig Liebende, dartlber ldpt die Erzihlung

keinen Zweifel, aber sie bleibt passiv, sie

gehorcht ihren Eltern, sie will und kann

aus ihrem sozialen Raum nicht heraus. Liebe

vgrmag i&so den schattenlosen nicht zu er-

losen, !

The only person who does not abandon Peter be-
cause of his shadowless condition is hls servant Ben-
del, Bendel 1s extremely distraught by his master's
misfortune and yet he remains true to him and does ev-
erything in his power to make life more bearable for
Peter. Bendel seems to be the Good Samaritan whose
character 1s marked by a love and a pity for his

fellowman. Also in Peter's employ 1s Raskal, &

character whose name personifies his personality.
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Raskal 1s as bad as Bendel 1s good. He discovers
his master's secret, leaves Peter, and spreads ru-
mors about him throughout the city. Raskal appears
to be the traitor who, instead of trying to help
hls fellowman, denounces him at the time of his
greatest need.

Peter's entire existence 1s spent trylng to
regain his shadows. The man in the gray sult re-
appears and offers him another choice -~ signing his
soul away for the return of his shadows and the re-
newal of his love relationship with Minna., Peter
atrongly refuses thls temptation because he has be-~
gun to become aware of his own worth. How, then,
does he rationalize not saving !linna from the horr-
ible fate of a prearranged marriage with Raskal?
Cnamigso neatly eradicates this problem as Peter faints
and thus is no longer responsible for his actions,

Die Ohnmacht in richtigen Augenblick nimmt
dem Menschen die Verantwortung flir das Ge-
schehen ab, Denn als Schlemihl wieder er-
wacht, 1st die Verbindung von Rascal und
Mina bereits vollzogen und damit der H8he-
punkt der Krise tberwunden. Nun hat er
"auf Erdanlsain Ziel, keinen Winsch, keine
Hoffnung".

with-this refusal of the devil's offer, Peter
leaves the bourgeois world. He travels from one cor-

ner of the earth to anothar realizing that & man with-

out shadows is alone. But he is happy in his
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loneliness as he now directs his life teoward another mean-
ing - he writes scientific journals for posterity's
sake., Nature 1s interestingly portrayed in this
world and assumes a meaning culte opposite to the
positive idea of the god-inspiring nature of the Re-
mentics. Nature no longer calls forth deep lnner
feelings but 1s rather regarded as an object open to
scientific comprehension, It does not seem to be an
ordinary part of the 1life of the soclety -~ Peter con-
templates nature by himself.

Die Hatur ist in dieser Erzshlung im ver-

wesentlichen dadurch definiert, dap sie

nicht in dle soziale Welt des Menschens

miteinbezogen 1st. Sle wird sber dedurch

nlcht etwa ein Erlebnisbereich des Ge-

ls, sondern Objekt des forschenden Ver-

standes. Reine Natur ist die der mensch-

lichen Vernunft aufgegebene Natur, In

der Natur zu leben bedeutet nicht eine

neue psychische Bergung, die gie verlor-
ene soziale ersetzen konnte,l

One can see a nint of realism in this description, It
1s interesting to note that this is the world which
Peter accepts as hlis home - the scientiflc world of
reason.

P;rhapa the most significant element of Peter
Schlemihl is the symbolism of the shadows. A shadow
i1s something which every man possesses by nature., It
is, In fect, an element which ldentifies one man wlth

8ll men. It is simultaneously both a concrete thing

e
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and an ethereal thing - sometimes visible, sometimes
invisible. Nevertheless it 13 always with man. One's
own shadow is unloue in that it cannot belong to anyone
else and yet all men have shadows. Thus the shadow
seems to beautifully encompass both the real and the
unreal, Because 1t is an lnherent part of man, man
has no right to sell it, according to Chamigse. With
this admittance, the shadow seems to envelop the gual-
ities which one assoclates with man's soul. Perhaps
the shadow shows man's relationship to other men = his
soul among 2ll the souls of the world. It 1s Peter's
lack of shadows that seems to be the significant fac-
tor which alienates him. Without this common trait,
Peter seems to be able to develep his inner being.
It is possible, then, that shadowlessness is symbolic
of the ego of self revelation and man's highest worth.

Es gibt aber nicht nur den Schatten son-

dern auch die Schattenlosigkeit aufzuklaren.

Schattenlosigkeit ist nur dem reinen Ich,

in der Terminologie des Ideallsmus, dem in-

telligiblen Ich m8glich. - Das unabhéngige

reine Selbst 1st ohne Schatten. Schatten-

losigkeit 1st ferner auch im Traume mdglich,

well hier der Mensch von den 1hn sonst

bestimmenden wirklichen sozialen Macht-

en wie abgeldst scheint, zum mindesten

sich in einig solchen Abgeldstheit er-

leben darf,

Chamlisso's Peter Schlemihl shows a definite

change in the use of romantic ideoleogy. To a cer-

tain extent, Chamlaso does employ Fichte's philosophy
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of Transcendental Idealism, but Iinstegd of the indlvi-
dusl being transcended from the material world to the
spiritual world of God, he is transported from the
bourgeols world to the world of hls own inner being.
The Hegelian concept of egocentricism is carrled out
but not with the idea of eventual universal harmony.
Peter Schlemihl 1z different from other men and he
remains an outsider. Nature becomes a product of
sclence and reason as opposed to an awe-inspiring force
in which God dwells, This 1s a complete departure
from Schelling's Philosophy of Nature. Also one finds
no trace of religion in this work and, thus, no influ-
ence on it from Schleiermacher, Man does not even
concern himself with maklng God anthropomorphic as
Feuerbach did. Even the concept of love is not =2
romantic one., No longer does it lead to the higher
poetry of life and no longer is 1t the redeeming ele-
ment of all men - love 1s rather accepted as &
bourgeols feeling and 1s viewed cuilte realistically.
This story does.retaln & certain romantic poetry in
Chamisso's fantastic characterization of the man in
the gray suit and in his magical powers. This Mdrchen
motif is consistent with the romantic imagination.
However, 1f one considers this work as a whole, 1t

would seem that Chamisso 1s beginning to forge a
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path toward realism of a sort,

Achim von Arnim's "Der Tolle Invalide
Auf den "ort Ratonneau"

"Der Tolle Invalide auf den Fort Ratonneau"
by Achlm von Arnim is a neat interplay between the
world of reallty and the world of phantasy, between
material existence and spirituality intermingled with
a touch of the comic. -

The story begins with en extremely comic scene-
an old commander with a wooden leg sits too cleose teo
the fireplace and falls to realize that his stump 1s
burning until one=third of it has disappeared. The
description of this event 1s very realistically sketch-
ed - but 1t retains a joking tone, The attempt of the
woman, Rosalie, to extinguish the fire is also very
smusing.

Das reale, wirklich ausbrechende Feuer wird
in der dichterischen Schilderung glelch-
sam sbgeschwlcht und damit seiner zer-
stdrerisch-elementiren Seite beraubt; es
will uns nur wig ein unerwartetes und

sehr komisches Uberraschungsspiel erschein-
en, iane jeden mdglichen tragischen Be-
zug.1e3

The story then assumes a serlous note as the
reader learns that this woman has come to recuest a
favor of the commander. Her husband has been involved

in some heated fights with his subordinate officers,

1s accused of going Insane, and 1s about to be exiled.
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The wife explains that the problem of her husband's
ingsanity is her own fault. It seems that her mother
has cursed Rosalie upon her union with this man and
has thus infected him with the spirit of the devil.
The mother represents, te a certain extent, the de-
monic elemant which constantly plagues her daughter,
Rosalie pictures her dark, black eyes which immedlate-
ly suggest something devilish,

Aber auch spdter kommt sie von dem schwarz-

en inneren Bild der mit "Flammenden" Augen

gleichsam 1mmer noch weiter fluchenden Mut-

ter nicht los und wird so in den Wahn hin-

eingetrieben, vom Teufel besessen zu sein,

bis dann‘diesar sich statt lhrer mehr auf

der ungliicklichen Mann wirft und sie so

auBsrdem mlt der Schuld belastet, daj3 sie

ihrem Mann durch die Liebe nur den Teufel

gebracht habe, der ih&znunmehr plagt und

seine Sinne verwirrt.
In direct contrast to the evil nature of the mother
is the goodness of Rosalie. She has given up her
life for the love which she bears Francoeur - her
mother has rejected her, she has left her homeland
to go with him te France. She 1s the personifica-
tion of the good, simple, neive peasant whose uncom-
plicated exlistence rests on a feith in everything.

Francoeur, Rosalie's husband is an interest-

ing character. He appears to be the hot-tempered,
mad Frenchman who expresses his inner sensitivity

-

through uncontreolled emotion. BRBecause of hls ' .1-
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violent outbursts, his wife 5elieves that her mother has
cursed him with the devil., Francoeur seems to possess
& peraonality more complex than thlis simple falrytale
explanation of it. He appears to personify the two
natures of man - good end evil., As a military figure,
he is quite violent in his treatment of others; as
the husband of Rosalle, he 1s, for the most part, very
devoted and leoving. Arnim takes a romantic concept
here which he resolves in a realistic manner - Francoeur's
demonic nature 1s the result of a severe head-wound that
is healed once the wound is opened and a bone 1s ex-
tracted from 1t. Thus the negative side of Francoeur's
nature is cancelled out and the good side can now tri-l
umph.
- Qffensichtlich splelt sich der legend-

are Kamof der guten und bdsen Michte

jetzt auch noch 1n ihm selbst ab, Dann

endlich geschieht der Durchbruch und dile

Befreiung, aber durchaus physii%ggiach
gewaltsam wie eine Art Schocks

The leitmotif of the fire is treated some-
what symbollcally in this story. First of all, the
0ld commander sends Francoeur to an ammunitions! fort
and makes him head of this division, because he be-
lieves that Francoeur can do no harm here. On the con-
trary, Frnﬁcoeur becomes hostile upon discovering what
his wife has revealed to the 0ld commander concerning

him and threatens to kill anyone who comes near the
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fort. This leads to many complications - the people
of the town are going hungry because no & ips can en-
ter the port, etc. ZFrancoeur uses the fireworks de-~
structively and, thus, they assume a demonic presence.
They also heighten the idea of his explosive person-
ality. But the fireworks are also a redeeming ele-~
ment and thus have a positive connotation, too. If
Frencoevr had not used them, his wife and child, who
had fallen asleep in a boat on the river, would have
been rammed by a barge. The light of the fireworks
illuminated the little boat and the two were saved.
Again, the interplay of good and evil is rather ob=-
vious. Both forces seem to be contained in the same
object, just as both forces can be found in Frangoeur's
nature.

Das Feuerwerk als neu?ralea, leitmotivisches

Dingsymbol dieser Erzahlung deutet nicht nur

einen Sachverhzlt an, sondern zuch stets asuf

das Entgezengesetzte hin. XEs ist brennend

und strahlend, bedrohlich und erheiternd,

teuflisch vernicntend und nimalisch rettend

zugleich und bei alledem such wieder ganz

dem realen Leben des Ilienschen zugeordnet,

Je naf% dem Aspekt, unter dem es gesehen
wird.1<0

At the conclusion of the story, Roszlie de-
cides to go to her husband and try to reason with
him. This is a heroic act of bling faith as Fran-
coeur has rejected her completely and has threatened

to kill her - but Rosalie possesses no fear. She
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carries ner child to the end of the field, suckles
it once more, and leaves it. In her zbsence, two
doves swoop dovm snd become the companions of the
child. They are the symbol for a hope that is to
come and carry with them the possibility of love and
mercy. The green leaves in thelr beaks foreshadow
peace - an end to the good=-evil conflict within Fran-
coeur's psyche.

Wie der Heiligenschein in den Augen der ,

Frau, so sind hier die Tauben, gleich “ﬁ:—

ten Engeln", die verwiesenden Zeichen f -

Gnade und'Liebe. Ja, sie werden mit den

grilnen BlZttern in ihren Schnibeln noch

ein Sinnbild flir den Frieden, zu dem sich

jetzt so§%5 der wilde ungeatﬁme Sergeant

bekennt. '

Rosalle reminds one of das Ewig-#eibliche in

her deep, strong love for Francoeur. It provides the
positive force which leads him to a salvation. This
love is strong enough to ersse the devilish side of
Francoeur's nature and thus gives a spiritusl impet-
us to the story. Arnim explores the realm of meta=-
physics within Rosalie's love, but ultimately ex-
plains Francoeur's salvation through scientific rea-

soning. 3Both science and metaphysics seem to play a

part in the destruction of evil within Francoeur.
One learns that Roszlie's mother has died blessing
her and reelizing her own mistske of cursing her

daughter. Thils comes about through an almost
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divine visi on, a supernatural power of sorts. Ar-
nim closes his story with 2 moral. "Gnade 10st den
Fluch der Sunde,/Liebe triebt den Teufel aus,"128
It is grace that removes the curse of sin and it is
love that drives the devil out.

Arnim utilizes several romantic motifs in
his story "Der Tolle Invalide”. The happy ending
is typical of true romantic idealism. The preoccu-
pation with the supernatural figure of the devil is
reminiscent of the lMirchen. The concept of love as
the eternzl power of salvation on earth is consis-
tent with Schlegel's idealization of love. Fichte's
philosopay of Transcendental Idezlism can be seen in
the divine intervention which absolves the mother
from her sin and seems to transport kher to a higher
reslm in death. Although God is neot mentioned as
such, there is = strong suggestion of Schleieruach-
er's dogmatic religion in the salvation of the mo th-
er and in the power of love. Arnim takes these met-
aphysical concepts and puts them into s very realis~-
tic atmosphere. Nature becomes a questionable force
instead of a completely positive entity of divine
goodness as in Schelling's Philosophy of Hature.
Certainly the descriptions of the fireworks and of

the old commander's burning wooden leg are 18-
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realistic and leave little to the imegination. Fran-
coeur's salvation skillfully combines the metzpnysi-
cal with the real - the wound is the ultipate explan-
ation for his insanity and yet there remzins in the
background the concept of Roszlie's love for him.
Arnim's concern with man's psychological reactions
contains very realistic overtones. At any rate, it
is mankind who is victorious in this story. Thus
Arnim knits together rather artistically the ideal-

ism of the Romantics with the rezlism of a new school

of thought.

S0 hat die Anekdote vom tollen Invaliden
auf seinem Fort selbst etwas von einem
"Peuerwerk", um freilich dann in der no-
vellistischen Ausgestaltung sich nach al=-
len Seiten zu O0ffnen und Zeugnis abzuleg-
en von jenem "Feuerwerk", des nicht mehr
in des Iilenschen Hand gegeben ist, sondern
im B8sen und im Guten, im Verlust und im
unendlichen Geflihl des Daseins, in Fluch
und in Gnade, der unerforschlichen, aber
fro verehrenden Welt Gottes ange-
nlrt. 129



ig."r'

CHAPTER X
THE PERVERSION OF THE ROMANTIC IDEAL

Undine, & Marchen %% Baron Friedrich
de la lLotte=-I ue

The decline of the eprlication of German roman- .

tic theories and philosophies produced some enchanting
literature. Undine, a tzle Dy Baron Friedrich de 1ls
Motte-Fouqué well exemplifies this concept. Although
it eprears to pervert German ideology to a certain ex-~
tent, Undine remains =z beautiful story in both its phil-
osophical outlock end its reelistic descriptions. It
is a curious combination of 2 reinforcement of the ro-
mantic concepts and, a2t the same time, a destruction
of some of the basic elements of Romenticism.

Undine is essentially the story of a water
spirit who falls in love with a mortal and obtains
from him a2 soul. In the beginning chapters of this
book, one becomes acquainted with an elderly couple
who live in the woods and symbolize the simple peasant.
They cannot see beyond the boundaries of their own
woods and, perhaps more important, they are content in
this lack of perception. IExistence is for these beings

a pleasure rather than a problem. One day they find

148
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an infant, wet with the water of a2 near-by lake. Be-|
cause they have just lost a child of their own, they
are overjoyed to have found this lonely little crea-
ture and proceed to raise her as their own. Immedi-
ately it is evident that Undine is an extraordinary
child. She is extremely mischievous and appears to
have little practicel concern for the peorle who sur-
round her, although she loves them dearly.

A handsome, yocung Knight, Huldbrand wanders
into the woods, becomes lost, and seeks lodgings with
the elderly couple. He fzlls in love with the lovely
Undine. Iiis love is, at first, a very physicel sen-
sation as he is greatly attracted by Undine's physi-
cal attributes. Huldbrand reprme sents the aristocracy
and, more generally, the masculinity of a2 normel male.
His love for Undine is =z sensuous love, his express-
ion of this feeling is through the physical act of
love. When he marries Undine, he endows her with a
soul (without realizing it). The marriage itself is
a rather interesting event, It is performed as a for-
mal ritusl by = Priest. De la Motte-Fouqué seeums to
emphasize the dogmatic Christian principles here and
thus reinforces Eghleiermacher's concept of Christian
Faith. Undine's acquiring of a soul is also a very

Christian element. With this metaphysical gift,
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Undine is now bound to love and to serve mankind for

all that is good and against all that is evil.

Ja sie mit ihrer christlichen Seele - das
ist ihr Schickssl - mup nun die Menschen
lieben, die ihre heimlichen und offenen
Feinde sind: zuerst ihre Rivalin Berthalda,
sodann ihren treulosen Mann. Und sie

sie selbst gegen die Rache der Elemente
und ihren m&chtigen Oneim schfitzen, der,

so wie er ehedem vor der Iénachenwelt ge-
warnt hat, nunmehr das Amt ernzlt, die
reine Seele in der Kenschenwelt vor Schad-
en zu bewdhren un i Sdhlieglich en der Mensch-
enwelt zu richen.t®

Kﬁhleborn, Undine's uncle wno resides among
the matural elements of the woods, appears to symbol-
ize the evll side of nature. This is in direct oppo-
sition to Schelling's Philosophy of Nature. Kuhle-
born is the destructive, the demonic force who for-
ever seeks to destroy the relationship between Undine
and Huldbrand. He represents, too, the negative pow-
er against which man constantly struggles.

Der Lrager dieses feindlichen Gegensatzes
ist durch die ganze Geschichte hindurch Un-
dines Oheim, der alte Kilhleborn, dessen
Haupteigenschaft, die wiederum zur Natur
des Wassers gehdrt, sein proteischer Char-
gkter ist. In allen mdglichen Gestalten
tritt er auf und den lienschen entgegen, und

irmmer ist er da, wenn seiner unter die len-
schen gegangen Nichtfsiegen die llenschen

geholfen werden mup.
It is interesting to note that Kﬁhleborn is indirectly
victorious over Huldbrand's physical self - the only

_self with which the evil water spirit is concerned.
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The Romantics stressed the good side of msn rather

than his evil elements. Thus the characterization
of Kﬂhleborn is in direct contrast to romantic phil-
osophy.

To complicete matters, de la lotte-Fouqué
introduces the figure of Berthalda, a creature who
also loves Huldbrand. ©She discovers that instead of
being a descendent of the aristocracy, she is the on-
ly daughter of the two elderly peasants. She is in-
furiated by her condition and at first refuses to
have anything to do with these people. This 1s &
very human reaction - pride overtakes sensitivity
end self-aggrandisement is foremost in the charac-
ter's mind. After seriocusly considering the situa-
tion, however, Berthalda decides to live with the
0ld people in the woods. ©She represents the common
3§rger whose existence is completely involved in ma=-
terialism. She is the world of sppearance, the shad-
owy substance which lacks an inner depth. Her form
incorporates the false values of =211 men. Huldbrand
believes he loves her, almost marries her, and then
realizes the specizl feeling he holds for Undine.1t52

Undine is, of course, the central character

around which the story revolves. Her deep love for
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Huldbrand suggests the spiritual element, the meta-
physical side of nature. She is the positive force
that exists within nature - the naive goodness which
leads to en uplifted state. In this manner, she por-
trays romantic ideology. Undine is also a curious
combination of the pagan and the Christian - pagan
in that she is a2 spirit of the water and Christian in
her love for mankind. She is, at once, both & sensu=-
ous and a spiritual creature. She recognizes the nec-
essity of a physical expression of love and yet re-
tains the spirituzl element within this human union.
Undine begins ax a pagan, water spirit who exdsts in
a very physicel environment., Through her love for
Huldbran& she acquires a soul, 2 spiritual nature.
It is her associztion with men which enriches her
metephysical being. With this soul, Undine learns
the acute pain of suffering. She goes back to nature
in its soulless state but z2lways mourns for the life
of the spirit.

Der Preis flr den Besitz der Seele ist das

Seelenleid, das von der Seele unabtrenn-

bar ist und das darum nur der Mensch kennt,

nicht die gefiihllosen Elemente der Natur.

Undinens Geschichte aber ist die Geschichte
ihres Herzeleides, das sie , Mensch geworden,

unter den Menschen erlesbt - bis sie mit ihr-

er leidgepruften Seele zurilckke in
des Reich der seelenlosen I‘Iaﬂzu::']:.]-i:gg e
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Her personzliiy captivates the spirituzl-moterial
conflict of the romantic mind. When Undine procures
a soul, she is transcended, at once, to & higher realm
of existence - the spiritual. This action is greatly
reminiscent of Fichte's Philosophy of Transcendental
Idealisu.
Death is an interesting phenomenon in Undine.
She, of course, never dies but rather disappears as
she is from the world of the Mfrchen. Huldbrand must
die because he has been unfaithful to Undine with the
decision that he will marry Berthalda. He dies from
Undine's passionate embrace. Taus death arrives in a
very physiczl form and yet one has the feeling that
this death is not & finslity, but thzat the two beings
are reunited with one znother in the Beyond. Tais
idea is beautifully symbolized as Undine is trans-
formed into a stream of water zt Huldbrand's grave
and in this form encircles the burial prlace as in an
eternal caress. This image brings forth the ideas of
eternal life.
Da man sich aber wieder erhob, war die
welpe Fremde verschwunden; an der Stelle

wo sie gekniet hatte, quoll ein silber-
helles Brunnlein aus dem Rasen; das ries-
elte und rieselte fort, bis es den Grab-
hugel des Rittgrs fast ganz umzogen hatte;
dann rann es furder und ergod sich in ein-
en stillen Weiher, der zur Seite des
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Gottesackers lag. Noch in spZten Zeiten

sollen die Bewohner des Dorfes die Quelle

gezeigt und fest die Keinung genegt haben,

dies sei die arme, verstopene Undine, die

o g g P e ol
ng asse.

Love reaches its culmination in the figure
of Undine. Hers is the rommntic love which combines
the body with the soul. She seems to become das
Ewig-Weibliche in that she remzins true to Huldbrand
and is the ultimete force which shows him the reality
of the spirituzl. Undine, then, represents the roman-
tic idealization of love. But de la Motte-Fougué does
not end with this concept - he is also concerned with
en average feeling es found in the character of Bertha-
alda. Her jealousy, hner love of Huldbrand's physical
being have strong overtones of realism. Ruldbrand's
love hovers somewhere between these two extremes - it
is a very humsn love in that he is attracted to two
women and, at the same time, 2 spirituzl love in that
he dies in ecstasy in Undine's arms.

The element of nature in Undine holds both de-
monism and spiritualism. This is a direct departure
from the romentic idealism of nature azs found in Schel-
ling's Philosophy of Nature. Nature's positive influ-

ence is seen in the figure of Undine and its negative

quality can be found in the character of Kilhleborn.



155

The forest, itself, seems to personify the eternal at-
traction of nature and carries demonic tendencies in
its mysteriousness. When Undine, the child of n=ture,
receives a soul, one sees the combination of the ma~-
terial reelity of nature with the spiritual reality -
thus nature becomes an almost heavenly element.

Allein es ist die reinste poetische Verkérper-

ung des naturphilosophischen Grundgedankens.

Denn das sich das Naturwesen nach einer

menschlichen Seele sehnt und darum die Lieb-

esverbind mit dem Lienschen sucht, das ist

der sinnfalligste Ausdruck dafQr, dap nach

der Lehre der HaturphilosoPhie auch die fa=-

tur ein geistiges Vesen ist und deshzlb auch

in ihren untermenach}ichen Stufen zum Xensch-

en als zu fahren nrfullung ihres Wesens em-

pordréngt. Im Menschen wird die Natur von

inrer blopen ggtﬂrlichkeit zu ihrem wahren

Sein erlost.

The intricate use of the nsturzl substance of
water seems to be rather significant. According to the
Romantics, water i1s the universal solvent which dis-
solves &ll things and into which 2ll things dissolve.
It is interesting to note that Undine is a water spir-
it and that both the physical and the spiritual worlds
find 2 unity in her being. Tais idea of a totality
is one of the main concepts of romantic thought.

Thus the charming tale Undine becomes a2 com-
bination of realism and romanticism. It is realistic

in its natural descriptions, in its adherence to the
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dictates of moral law thrcugh the institution of mar-
riage and in its perversion of Schelling's FPhilosophy
of Nature. It is romentic in its stress on the prin-
ciples of dogmetic religion (Schleiermacher) in the
form of the Priest, in its use of Fichte's Transcend-
ental Idealism in the figure of Undine, in its ideol-
ogy of love (Schlegel) and in its use of the lirchen
form to bring artistic being to an otherwise chaotic
story (Schlegel). Thus de la lotte-Fouqué's Undine
utilizes certzin romentic ideals, perverts some of
these ideals and, therefore, tends towa;d realism and

marks the beginnings of this new movement.

Realistic Phan

mann's Der Goldene Topf
Der Coldene Topf by E«T.A. moffmann intric-

ately fuses the world of dreams and phantasy with the
world of meteriazlism and everyday life. One senses

a serious undercurrent in this work and yet remains
detached from this seriousness through Hoffmann's
joking literary style. Hoffmann possesses the artistic
ability to trensform the resl world into the ifrchen
world or vice versa. These two realms are so closely
allied with one another in this work that it is impos-

sible to draw a complete distinction between them.
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Der Goldene Topf becomes z product of the highest po-
esie 28 it combines comedy with seriousness znd phan-
tasy with reality.

Ich sage Poesie und konnte ebensogut auch

Komik sagen. Denn es handelt sich eben sus-

schlieplich um eine komische Poesie - um

eine Poesie, die sich aus scherzhafter Phan-

tastik ergibt, wenn hinter diesem Scherze

AShisan, S £ e Wt

The mein character of this story is iAnselmus,

the student who personifies all that is romantic. He
is the romantic poet who has two sides to his nature =~
one side allows him to fit into the material world of
reality, while his other personality yearns for the
fantastic, for that which will transcend him to the
spiritusl plain. Anselmus finds himself in the middle
of the bourgeois world. The comic element is intro-
duced when he tries to fit into this world - he spat-
ters mud on his coat, he leads a lady through puddles
as he is attempting to be gellant. Although Anselmus
lives in the material world, he is zlso partcof the
world of phantasy and passes his existence floating
somewhere between these two spheres. In the final
analysis, Anaélmua rejects bourgeois mediocrity and

pursues a life in the kingdom of Poesie. Thus he be~
comes completely immersed in the other reality of the
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spiritual.

Der Held des Marchens ist nun der Student
Anselmus. Xan kann inn nicht onne weiter-
es a2ls einen jener ewig romantischen Jung-
ling bezeichnen, die z2lle irgendwie abstam-
men von dem Welt der "Flegeljzhre". Denn

er wird zwar zuletzt - dank der Berithrung
mit der Kérchenwelt - zum Poeten und Romsn-
tiker. Aber er hat such su gute Anlagen flr
die andere Welt, in der es darauf ankommt,
Eofrat zu werden, dap der Sinn seiner Gestzalt
gerade in dieser Doppelheitseines Wesens, in
der Zugehlrigkeit zu beiden Welten besteht,
die ihn dberhaupt erst zu der Rolle bef¥higt,
die er in diesem Buche spielen soll: nfmlich
zwischen beiden Welten zu schwanken und bsld
von dieser, bald von jener, bzld vom Schim-
mer der Poesie und des Marchens angezogen,
bald Kraft seiner angeborenen "Vernunftig-
Keit" in die reale Velt des Konkretors Paul~-
mann und %einer liebenawﬂrdigin Tochter Ver-
oniks zuruckgeholt zu werden. 37

The Bﬂrger world is symbolized by Heerbrand,
the principal of the school that Anselmms attends and
Veronika, the common, ordinsry girl who falls in love
with Anselmus. Heerbrand is concerned with Anselmus'
mentel state as Heerbrend is incapable of understand=-
ing artistic temperament. Veronika feels a physical
attraction to the student and is jealous when she is
unable to captivate him completely. These are the
very human reactions of a bourgeois girl who can only
understand the materiaslism which surrounds her. She
is blind to the spiritual anq algo does not recognize

the demonic. She sees nothing evil in the o0ld woman
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whose eid she enlists to win the heart of Anselmus.
At the end of the story, Veronika marries Heerbrznd
who has become & Hofrat - a distinguished bourgbis
position. XHer world 1s the world of prose which is
void of artistic creativity. Althaoaugh Anselmus 1is
greatly attracted to her, he still senses something
beyond Veronika's world of a2 higher worth - Poesie.

The bougeois life, as Hoffmann presents it,

is not entirely devoid of dignity or even =

kind of charm; there is security in the qui-

et pathways of ordinary living. The appeal

of Veronika and 2l1l she stands for is genu-

ine, and Anselmus is legitim=tely attracted.

In the heart of the artist there is & wist-

ful longing for the life in which he cannot

participate except at the surrender of his

rea}) self. Anseiggs is a fareway progenitor

of Tonio Kroger.

The 0ld apple womazn who helps Veronika to at-
tract Anselmus is a rather interesting character. She
belongs toboth the world of phentasy and the real
world. Her trade as an apple woman is a common job in-
deed and yet her magical powers meke ner a fairytale
character. She is the enemy of the spiritusl world and
struggles constantly against Anselmus' becoming com-
pletely influenced by this world. Thus Liese symbol-
izes the demonic element znd yet one cannot take her
evil nature particularly seriously. Hoffmann beauti-

fully employs the fairytale technigue in this character;
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for instance, the doorkmnocker is transformed into
Liese. Thus her magical zppearances lend z lovely
phantasy to the tale. In the end, however, the demon-
ic element is defeated and Liese becomes a withered,
old beet root. "Auch die Liese, Veronikas Helferin,
ubt als Apfelweib einen bﬁ&erlichen Beruf aus, ob-
wohl sie dem magischen Bereich der Welt entstammt."139
The spirituzl world of Poesie finds = form in
the personality of Lindhorst, the strange man who hires
Anselmus to copy manuscripts in zrabic (e task for an
artist). Lindnorst, too, belongs to both the rezl
world and the Marchen world. One learns that he is, in
reality, 2 salamander. To explain this phenomenon, he
relates the tale of the Fire Lily (a tale which noone
takes seriously - except Anselmus). This tale is great-
ly reminiscent of "Klingsors Marchen" in Heinrich von
Of terdingen, Just as Heinrich's life was destined to
follow the pattern of the tzle, so is Lindnorst's tale
a preview of the destiny of Anselmus. The tzale is as
‘follows: & beautiful 1ily rises out of & black hill
| and a deep love is awakened in her by the youta Phos-
phorus. He warns her thet this spark (thought) which
he has brought into her life can only bring pain, cause

her to die, and to resppear in an glien form. B3But the
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1ily does not heed his warning and as Phosphorus kiss-
es her, she bursts into flazmes from which an slien be-
ing erises that is destined to wander aimlessly forev-
er. A black-winged dragon grows out of the cliff and
transports the lily to a mountaintop where she regains
her original form once sgain. But the lily retzins
thought, an element still very painful to her and, at
the same time, a love for Phosphorus. Phosphorus con-
guers the dregon, frees the 1lily and kisses her in
heavenly love. FPhosphorus, of course, reminds one of
Anselmus, the romentic poet. Lily is the image of Ser-
pentina, Lindhorst's daughter who acquaints Anselmus
with love in its tfuest form. There is a child-like
harmony in the 1lily which is unmistakably the symbol
of the romantic world. The dragon represents the
prose of life - z hint of the Anrklgrung which can
be defeated through faith and love.

Und der Gedanke zerrip ihre innere Ein-

heit; sich selbst fremd keimte sie immer

wieder empor: der zersetzende Verstand

hat die heilige Einheit des Geftthls zer-

stort. Xur die Macht der Liebe stellt

den seligen Urzustand wieder her. So -

erblttht die Lilie in flammenden Streshlen

beim hohen Fest der Liebe. Ihr Duft ist

die Sehnsucht der Liebe, ihre Feuerfarbe

das Verlangen. Sie selbst ist die Erkfna%-
nis vom heiligen Einklang sller Wesen.lo¥

Lindhorst insists that the 1lily was his great, great,

-
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great Grandmother, that he fell in love with the ser-
pent, the daughter of the 1lily and stole her from the
lily. Phosphorus, the representative of the spirit-
ual order, warned againat marriage. As Lihdnorst
kissed the serpent, she turned into ashes. He was so
infuriated that he devastated the spirit garden and
wes, therefore, condemned to lead a human life on
earth. His three daughters who appear as snakes to
human eyes are the remmants of his union with the ser-
pent. Hoffmsnn's colorful descriptions of these var-
ious transformetions is a typical lMzrchen technique
vihich adds charm to the story &8 az whole. Thus Lind-
horst becomes the symbol for the world of Poesie and
Anselmus! associestion with this man gives him agcess
to this world. Ye is the link by wvhich Anselmus can
be transcended to the kingdom of creativity. Lind-
horst has experienced both worlds and remains an ad-
vocate of spiritusl being.

Die fur die Verwirklichung seiner Mdrchen-

theorie entscheindende Erfindung ist jedoch

Hoffmanns "Doppelpersénlichkeit". In ihr

verschmilzt das Wunderbare unlésbar mit

dem Wirklichen: Lindhorst ist durch sein-

en Beruf zls Archivar mit der bilrgerlich-

en Gesellschaft verbunden und bleibt doch

ein Geisterflirst; deshalb strahlt aus

seinem Gesicht ein zweites wie sus einem

Gehfuse hgzyor und erinnert en sein Dop-
pelwesen.
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Serpentina, is, perhaps, the most influentizl
character in Anselmus' life. She embodies the romantic
spirit of love and it is through her love for him that
Anselmus is able to enéer the kingdom of Poesie. An-
selmus' first vision of Serpentina, the snake, occurs
a8 he 1is relaxing on a river bank. He gazes upward into
the treetops; his gaze is met by two beautiful, blue
eyes. Immediately Anselmus falls in love with their
beauty and mystery. DBecause these eyes are the color
of water and heaven, they seem to symbolize an endless-
ness, a place where zll things blend into one. This
endless totality was the goal toward which the Roman-
tics aspired. Serpentinz is, of course, both a human
and an animzl. She appears to Anselmus as a young
women of extraordinary beauty. ¥His recognition of
her in this form marks the beginning of his awakening,
of his artistic perception. Serpentina, then, is the
physical being who shows Anselmus a divinity which
exists within the materialism of the earth.

But a2t the same time there are mysteri-

ous forces, transmitted most powerfully

by the demonic Archivarius Lindhorst and

by his daughter, the snzke Serpentina, which
work to lead him away from earthly attach-

ments end reveal to him the true meaning
of the world and the real purpose of life.

In the final sequence, of Der Goldene Topf,

141
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Anselmus tries to copy a most difficult manuscript in
an exotic room in which the golden pot stands. Eis
secret power fails him because he has betrayed the po-
etic idezls a8 expressed by his attrazetion for the
bourgeois figure of Veronikaj consequently, he blots
the paper. The trunks of the pzlm trees turn into
snakes and Anselmus becomes unconscious. When he awak-
ens he find himself enclosed in a glass bottle - per-
haps the symbol of the confinement of the bourgeois
life he was about to choose, A struggle ensues between
Lindhorst and Liese for Anselmus. Lindhorst is the
victor, the glass bottle shatters, and Anselmus falls
into the arms of Serpentima. The two live happily in
Atlantis, the kingdom of mental activity, of the spir-
it. It is a paradise where love zbides in a union
with poetry.

Hature is treated by Hoffmann in thie tale
according to Schelling's Pailosophy of Nature. It
is a2 phenomenon which defies a reasonable analysis
and insists on being accepted in its phantastic state.
Hoffmenn deviates slightly from Schelling's ideology
in the end result of the nztural process. le sees
das Wunderbare in nature snd does not choose to de-

fine this element as God. It is, rather, the purity
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of the spiritual state which contzins the true mys-
tery of life.

Nature is to be seen as a miracle. It

cannot be understood throuzh the process

of empirical observation or intellectuzal

argunent. The real education of Anselmus

toward an understanding of this central

truth begins when, feeling himself drawn

awey from the prosaic Veronika to the ex-

otic, execiting Serpentina, he begins to

believe in the miracle and in the mean-

ing of his life within the context of that

miracle. The miracle of life is the mira-

cle of art, and it is the artist who bears

the responsibility for uncovering and ff'

plzining the rue meaning of the world. 2

Thus one sees in this MZrchen the skillful

blending of phantasy and reality, of jesting end seri-
ousness, aznd of the spiritusl and the rezl. Hoffmann
has employed certzsin reeslistic techniques = his des-
criptions of bourgeois life in the characters of Ver-
ocnika =nd Heerbrend, his preoccupation with specific
deteils. Xe glso retained mmch of the idealism of the
romantics - nature as an uplifted force (Schelling),
the transcendence of Anselmus from the reasl world to
the poetic world (Fichte), the power of salvation
through o deep love (Schlegel). He fuses the poetic
with the real in the form of z MZrchen. Within this
imaginative structure, there is no distinetion be~

tween reality and phantasy - both exist simultsneously
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in the physical world of the body and in the spir-
itual world of the soul. The unified existence of

these two elements gives £ poetic beauty to Hoffmann's

tele Der Goldene Topf.

Wohl sehen wir, wie seine (Hoffmanns) Mzrchen
mit jenem kindlichen poetischen Cemit, die zn
die Wirklichkeit einer Wunderwelt glauben, die
nur in ihrem eigenen Innern existiert, dadurch
zungchst in ihren Gegensatz geraten zu der
wirklichen Welt der Philister. Dann aber seh-
en wir weiter, wie ihr Glzube en die eigene
poetische Welt so stark wird, dag sie ihnen
schlieglich als die einzige Wirklichkeit, 2ls
das hohere, das wahre Sein erscheint im Gegen-
satz zur zlltaglichen Wirklichkeit, die weiter
nients ist sls die trube iWelt des Scheins.

Und da sie nun er{ahren mussen, dap die Phil-
isterwelt im besténdigem Gegensatz zu der Welt
des h¥heren, des wzhren Seine steht, so er=-
scheinen gerade die Philister ihnen als etwas
Wunderbares, das jetzt azber den Charakter def
Gesrenstischen und des Grauenhaften bekommt. 43

"Der Vierun&zwagzigste Februar", g Fate-
Trage Z ias Werner

The literaery writings of Zacharias VWerner bear
many of the characferistics of the new movement called
Poetic Realism which differed greatly from the Roman-
tic movement. In fact, Romanticism seems to be per-
verted by Werner in the use of horror. The true real-
istic elements in the dram”are such things as the ppo-

cess of growing old and the description of the old

shack. Werner wrote, for the most part, Schicksaltragodie
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(Fate~Tragedies). This is a literary form wahich was
not congruent with romsntic concepts. The Fate-Trag-
edy is & form of the .tragedy in which men stand before
the budensome feelings of fate. In other words, sub-
jectivity is the deciding factor.

Die Schickaalstragodie ist eine Form der

Tregddie, in der die lenschen unter dem

lastenden Gefilnle eines Schicksels steh-

en. Mit anderen Worten: das Subjective

ist das Entscheidende. Und.ihr eigentlich-

er asthetischer Gegenstand ist nicht so

sehr das Schicksel, das ja objectiv als

solches gar nicht darzustellen ist, wie

die Angst vor dem Schicksal, von dem die

lenschen hier getrieben sind. Die Darstell=-

ung solcher lienschen und die.dsraus hervor-

genenden Stimmungen: sie sind die eigent-

liche Subitznz der fatalistischen Schauer-

dramensss
It is obvious thet this new theatrieal form introduced
e wnole new philosophy of thought. 3

Werner's pley "Der Vierundzwanzigste Februar"

is an excellent example of the Fate-Tragedy. The
subject matter of the pley is, in itself, very tragic.
This play opens with an old woman sitting et 2 spin-
ning wheel, waiting for her husband's return home.
She is 2 poor peasant who lives in complete poverty -
no food, no money, and not even a pi%e of wood for
the fire. Her only concern is the physical aspect of

averyday life - thus her physical condition is a very
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realistic one. DBecause of her superstitious nature,
Trude reminds one slightly of the romantic. She pos-
sesses the mystical belief that something, somewhere
is controling her destiny. But Trude is a nzive, sim-
rle person who does not attempt to anzlyse her own
feelings. She is confined by the limitations of her
econowic condition and suffers from continuous, super-
stitious fears.

Aber die Derstellung des Lebens von einfach~-

en Menschen aus dem Volk, deren Armut und Ge~

drticktheit ein Symbol der Gebundenheit des

Mlenschen in Raum und Zeit, seiner Schuldver-

stricktheit und der darzus hervorgehenden

Angst,ist, flihrt zu einem reslistischen Dramas

ohne Uberschneidung mit der bei Egrner ublich-

en weltfllichtigen Liebesmystik.l

Kunz, Trude's nusband returns only to report

that things have teken z turn for the worse znd thazt
they will loose their house within 2 dsy or so. With
the acute realization of his position in life, Kunz
seem8 to have reached = state of utter hopelessness.
He is so downtrodden that he is incapable of believing
in anything - man or God. TFeelings of guilt and anx-
jety have consumed him znd he is unazble to rise above
his environment. Xe feeld doomed to lead this terrible
1ife and thus has little or no regard for his conduct.

It is ag if Xunz is standing at the edge of an abyss
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which is to decide his fate. Does he succumb to his
environment or does he develpp a moral courage and
stend against the drudgery which faces him?

Kunz hat die Hoffnung auf Gnede und Vergebung

verloren und damit auch Glauben und Liebe.

Er kenn nicht mehr beten. An die Stelle der

christlichen Trias ist die aus Angst, Schuld,

Verstocktheit und Trigheit des Herzens er-

wachsende Fiktion des eisernen Schicksal ge-

treten - die eigentliche Sunde nach Christi

Erscheinen. Das Schicksal als "Fluch", weit

entfernt davon, eine absolute Macht zu sein,

ist "eine Schépfung der Individuen selbst,

eine grausige, bindende Fiktion ihres Wollens."146

The action of the drama tzkes place on the twen=-
ty=-fourth of February. The dark, dreary coldness of a
winter evening lends a realistic¢ note to the proceed-
ings. A terrible snowstorm zugments the feeling of un-
easiness, of the awareness of a demonic force at work.
Winter suggests death as it is the season in which all
life is either dead or in 2 dormant state. Thus nature
in this play houses the element of evil and seems to be
a completely negative and destructive force. Nature
appears to be used by Werner as a physical device that
reflects the inner mood of the characters; for example,
the stormy winter night seems to show the inner turmoil
that Kunz faces as he plots to kill his guest.
As the couple converses, one learns of the

frightful tragedies that have befellen them and one

A
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also understands the reason for their superstitious
nature. Apparently, Kunz's father was greatly opposed
to his marriage with Trude ~ Kunz ignores him, mar-
ries her, and brings her home to his father's house.
One day he finds his father scolding and degrading
Trude who is pregnant. Kunz is furious and throws a
knife 2t his father in this fit of rage. Fortunately
the knife misses him, but the cld man dies from a
stroke. As he is dying, he curses Kunz, Trude and

the child which is about to be born. He curses them
with the words that they will be the murderers of a
murderer - a prophecy which is fulfilled. "Der Alte =
da sep er im Lehnstuhlt "Fluch euch und eurer Brutli"
Heult' er = "auf sie und Euch komme Eures Vaters Blutl =
"Des Mdrders Mrder seid - wie mich ihr m¥rden tutl*i4?
A few years later Trude bears another child, an angel~-
ic girl. VWhen he is only seven years old, her son Kurt
watches Trude slaughter a chicken one day with great
interest. He asks his sister to play a game of "kit-
chen" with him, pretends she is a chicken, and slits
her throat. It seems that the fate of his father has
now been rooted in him. The curse appears to person-
ify the doctrine of originsl sin. Evil is inherited

Ain a fatzlistic menner -~ this clearly shows that



550

Werner's characters have no control over their own
destiny. A mystical force seems to be dictating their
fete. Environment is another element emphasized in
this plzy. The individusls in these writings are
doomed and unsble to rise above the influence of eith-
er their "environment" or their "heredity"” - this is
the partial evidence of Werner's progression toward
realism. Kunz believes very strongly in the curse of
his father. According to Xorff's criticism of this
play, Trude's and Kunz's true curse is their belief in
the curse. The curse has no objective reality, but on-
ly a subjective one. It is their inner conscience with
its superstitious beliefe which dooms and curses them
to a tragic fatea

Ihr wahrer ?luch ist ihr Glaube an den Fluch.

Er hat primgr keine objective, sondern nur

eine subjective Wirklichkeit. Er hat wohl

volle Wirklichkeit, aber nicht die Kette &up-

erer Schicksalsschldge ist diese Wirklichkeit

(denn die wire gewiss such ohne Fluch), son~

dern das unvertilgbare Gefuhl, verflucht zu

sein, des nicht nur dazu flhrt, die &uperen

Schicksalsschlage als Zeichen dieses Fluches

aufzufassen, sondern gus diesen so aufgefeapt-~

en Schicksalsschlédge auch immai geue Hahruhg
fir den Aberglauben zu ziehen.+%

This same evening a stranger arrives a2t the old
people's hut. Kunz and Trude do not recognize this man

to be their son whom, they assume, has been killed in
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the war. Kurt has been extremely fortunate, has
accumulated a substantial amount of gold, and wishes
to help his parents. In a sense, he has risen above
his heredity and environment -~ but only by being re-
moved from them. He lives under the false assumption
that it is gold end financiel backing which will help
his parents. He feels that a proper use of this gold
will lead toc an earthly paradise. But gold belongs to
the world of appearance and is unable to buy a new
life for these unfortunzte people.
Das Gold, ein Fetisch, den Kurt als "liebes
Gold" anredet, wird ihm die Pforte zum "ird-
ischen Parsdies" aufschlieRBen. Kurts Schuld
liegt nicht nur in der Idolatrie des Kammons,
sondern auch darin, er die Gedanken der
Eltern immer wieder auf die fslsch erldsende
Vacht des Goldes hinlenkt. Die falsche Sich-
erheit des Geldes lazft die Rolle des Retters
in zu leichtem, nur materiellem Lichte 25-
scheinen und wiegt Kurt in Illusionen.t
Instead of revealing himself to his parents, Kurt
hides his identity with the ideaz of testing them to
see whether they have forgiven him for the murder of
his sister. Perhaps Kurt's crime is thst he has no
right to put other people on trial - he is not God,
but rather a simple human being. Xurt desires a re-
conciliation with his parents. He could have been

their selvation, but becomes the force that destroys
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them (good is perverted into evil). Fate cannot be
combeted with materizlism - it must be overridden by
the active use of the mind. The inner reglity seems
to be that each person must rescue himself.

In the final seene of the play Kunz murders
his son for his money which he hopes will relegse aim
from his miserable condition. As Kurt lies dying, he
discloses nis identity to his parents and forgives them.
Kunz resolves to turn himself over to the authorities,
who will probably execute him. It would seem that the
world of Christienity triumphs here as Kunz utters the
words, "Ein Tag ist's-CGottes Gnade ist ewigl Ament®150
With these lines, one feels = possible influence of
Fichte's Philosophy of Transcendental Idealism and of
Schleiermacher's christian dogmetism. If Kunz had been
a purely realistic character, he would have wanted to
continue to live - no matter what the cost. But instead,
he surrenders to death and perhaps senses that death is
a release from earthly cares, the beginning of a new life,
the possibility of Divine Existence. This play seems to
move from a pagan code to a catholic heaven. Salvation
comes through a belief in something beyond human com-
prehension.

Und dap die Menschen des Stlickes von diesem
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Gnadenmittel keinen Gebrauch gemacht hatten,
weil sie keine Christen, sondern Heiden
waren, darin sieht der Dichter ihre Schuld
und darin such die Wirksamkeit des Fluches.
Ihr wahrer Fluch ist, sollen wir verstehen,
inr Yengel an christlicher Glaubigkeit, an-
ders gesprochen, ihr Aberglaube, der sie
dem Fatzslismus ausliefert. So wahr es ein-
en Fluch gibt, nimlich das Verfluchtseins-
gefdnl des bosen Gewiss&hg das den Fluch
in jedem bo en Zufall f t, s0 wahr gibt
es eine Erldsung davon durch den Glauben,
sei es im humsnistischen Sinn an die Mbg-
lichkeit der Selbstbefreiung durch die Ver=-
nunft des Menschen, sei £§ im romzntischen
an den Beistand Gottes.

Thus Werner's play "Der Vierundzwanzigste Feb-
ruar" enhances the new movement of Poetic Realism. In
this movement, rezlism is the dominant factor and is
supplemented by a hint of the romantic. One sees the
romentic influence in the idez of Christian Faith and
in the concept of the transcendence from the material
world to the spirituzl world through death - but these
are sbout the only rpmantic qualities of the rlay.
Schelling's Philosophy of Nazture is perverted completely
a8 nature becomes a demonic element and is viewed
through the eyes of the realist. Reslism is sharply
stressed in the act of murder, in the atmosphere of
wvinter, in the influence of heredity and environment on
the cheracters, and in the abject poverty of the unfor-

tunate family. The realism dominates the romantic
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intellect in the play and "Der Vierundzwanzigste Feb-
ruar" becomes & work of Poetic Realism - a new liter-
ary movement which used romantic thought only as a

very secondary device.



CHAPTER X1-

HEINRICH HEINE'S POLEMIC: DIE ROMAN.
TISCHE SCEULE

Heinrich Heine's judgment of the Romantic
school appears to be a rather unjust one in several
instances. Because he was a contemporary of the mem-
bers of this group, he does not seem to be able to
analyse their works of literature very objectively.
However, one must not discount the entire polemic as
it contains some statements which appear valid in their
pertinence to the Romantic school.
Heine's polemic is divided into three msjor
parts, the first section of which deals primarily with
his own definition of German Romenticism.
Was war aber die romantische Schule in Deutsch-
land? Sie war nichts anders als die Wiederer-
weckung der Poesie des Mittelalters, wie sie
sich in dessen Liedern, Bild- und Bazuwerken, in
Kunst und Leben, manifestiert hatte. Diese Po-
esie aber war sus dem Christentume hervorge-
gangen, sie war eine Paasignsblume, die dem
Blute Christi entspropen. 2

Heine msks what the Romantic school in Germany was.

and concludes that it was simply the reawakening of

the mefieval poetry as it was manifested in the songs,

pictures, and architecture, in the art and life of the
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of the times. This roetry, however, was developed

out of Christiznity. It would seem that when Heine
speaks of poetry, he uses this term in the broadest
sense to encomress all literary forms. This defini-~-
tion of Germsn Romenticism seems to be extremely
oversimplified. Heine fails to include any of the
philosophies and theories which hed a great influ-

ence on German Romanticism. He also has little con-
cern for such basic premises of the school as ego~
centricism, the deification of nature, endlessness,
transcendental idezlism, etc. He then explains the
political situation in Germany during this period =-
Fapoleon was the tyrannical ruler end, thus , the Ger-
man people no longer paid allegiance to the many princes.
According to Heine,,the Germans turned to dogmatic reli-~
gion to combat Napoleon. The German citizen became a
staunch patriot and was intolerant of anything ox* anyone
that was not of German origin. Heine felt that this
patriotic sentiment opposed and almost crushed the idea
of humanity and of universal brotherhood which had been
established by the writers Lessing, Herder, Schiller,
Goethe, and Richter. And then the Germans gained
freedom. The period of this struggle was a natural
getting for a school which was to oppose all thet was
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French and was to praise all thet was German. The
Romentic school zgreed with all of the decisions of
the govermment and secret societies: therefore, the
national-Germen-Christien-Romantic school was trium-
phant, Nazpoleon, the giant classic, was defeated as
the brothers August Wilhelm and Friedrich Schlegel
rose to power.

Inider Periode, wo dieser Kampf vorbereitet

wurde, mugrte eine Schule, die dem franzls-

ischen Wesen feindlich gesinnt war, und alles

deutsch Volketlimliche in Kunet und Leben her-

vorrilhmte, ihr treffliches Gedeihen finden.

Die romantische Schule ging damels Hand in

Hend mit dem Streben der Regierungen und der

geheimen GesellschafteNaiccessccsnscecsccscns

Als endlich der deuﬁsche Pat;ictismus und die

deutsche Nationalitzt vollstindig siegte,

triumphierte such definitiv die volks ich~-

germanisch-dhristlich-ﬁomantische Schule,
die "neudeutsch-religios-patriotische Kunst".

153
In this menner leine describes the decay out of which
the need for romsntic thought grew.

In the first book, Heine discusses the deep
influence of Catholicism on many of the German liter-
ary writers of the time. 3Because it refused to rec-
ognize the sensuous aspect of life, Catholicism was
rejected in meny ceses. Classical art was to represent
the finite, while Romantic art had to represent the in-
finite, the spirituszl, and thus took refuge in a sys-
tem of traditional symbolism, of parabolicsl represen-

tation (even as Christ himself attempted to explain
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spiritusl ideas by the use of parables).l54 According
to Heine, it was Lessing whd freed the German stage
from French dominatiop. Eeine preises Goethe, Les-
8ing and Schiller for the new sentiment which they
introduced into Germen writings and then proceeds to
mention some of the importent facets of the "Sturm
und Drang" period. MNevertheless, Heine still con-
demns this age as an erz of oversentimentality and =
lack of concern for precticsl matters.

The concern of this paper is to discover
vhat Heine ssid zbout the zuthors and the writings
which have been mentioned in its previous chapters.
The first man to be considered is Johann Gottlieb
Fichte. Heine gave very little thought to Fichte as
he felt thet Fichte's philosophy had only a slight
bearing on romantic ideology. To lieine, Fichte was
simply an idealist whose philosophy was directed asgainst
French meteriazlism. Keine believed that Fichte's ideal
philosophical system, his preoccupation with spiritual~
ism had no more permesnence than the materialism of the

Frenchl

Fichte kdnnte man in dieser Beziehung als den
Iierzog von Braunshwelz des Spiritualismus be=~
trachten, und sein ideslistische Philosophie

wire nichts 2ls ein lanifest gegen den franzds-
ischen lizterizlismus. Aber diese Philosophie,

die wirklich die hochste Spitze des Spiritualismus
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bildet, konnte sich ebensowenig erhaltefs wie
der krasse Msterislismus der Franzosen.+>9

This seems to be a rather harsh and ironious judg-
ment as it fails to tzke into consideration the main
principle of Fichtean philosophy - that being, trans-
cendenc€ Although EZeine recognizes the desire of

the Romantic to rise above the materialism, he still
condemns a totslly spirituzl experience. Thus, Heine
di sagrees with the basic philosophical grounds for
romantic thought and cursorily dismisses the man who
crystalized these thoughts.

In his discussion of Schelling, Heine admits
little connection between Schelling's concept of nature
andl the writings of the Romantic school. He describes
Schelling's doctrine as the concept that matter exists
not only in the mind but 2lso in reality and that one's
intuition of 2 thing is identicel with the thing it-
self. Eeine then zccuses Schelling of using his phil-
osophy as & justification for Catholicism.

allen Kriften seines Gelstes die katholische
Religion zu rechtfertigen, und zlles, was er
unter dem Xemen Philosophie jetzt lehrt, ist
nichts anders E%g eine Rechtfertigung des
Ketholizismus.

Therefore, Heine seems merely to touch on the basis for

Schelling!'s Philosophy of Nature. He does not even
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mention the mein concept which is that God is in nature
and assumes 211 to readiky that the idea of God is
peculiar to Catholic thought - God is a part of Chris-
tianity (and so is Catholiciesm). Heine also fails to
deal with the simple, materizl beauty of nature, the
contemplation of which leads toc a spirituzl uplifted-
ness for man. Perhaps if he hzd exploréd Schelling's
idealism more deeply, he would have seen its vast
significance in regard to the literary writings of

the Romantics.

Heine only concerns himself slightly with the
figure of Hegel - he mentions the man znd his rela-
tionship to Schelling rather than Hegel's philosophy.
Heine's ohly comment is that Schelling greatly com-
plained theat Hegel hed stolen and was using principles
from his own philosophy. Heine admits this fzct as
true and yet zlso states that Schelling would never
have made use of the ideology in the first place - B0
Hegel d1d.1%7 Eeine does not say anything about the
Hegelian idegls which influenced the Romentics such
as his metaphysical concept of the state, his concept
of egocentricism, or his doctrine of asthetics. No-

thing is even mentioned in Die Romantische Schule

about the ideology of either Feuerbach or Schleiermach-

er. This seems rzther peculiar as Schleiermacher is
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the proponant of Christizn Faith, upon which Heine
bases much of his polemic and Feuerbach introduced the
anthropomorpnic concert of Cod. These three phileso-~
phers seems to have had an importent influence on the
Romentic school and yet they fail to esttract the in-
terest of the critic Heine.

Heine devotes quite a bit of diacugsion to
both August Wilhelm and Friedrich Schlegel. He rec-
ognizes August Wilhelm Schlegel primarily for his in-
genious translation of Shakespeare into German..Heine
is especizlly sharp with August Wilhelm in his criti-
cism of Racine. It is his opinion that this writer
understood the roetry of the pest, but not the poetry
of the preaent.158 deine viewed Friedrich Schlegel
a8 & man of profound thought who understood much of
the pest and felt acutely the pain of the present.

Friedrich Schlegel nannte einst die Ge=-

schichtsforscher "einen umkehrten Prophet-

en". Dieses Wort ist die beRte Bezeich-

nung fiir ihn selbst. Die Gegenwart war inhm

verhaBt, die Zukunft erschreckte ihn, und

nur in die Vergangenheit, die er liebte,

drangen seine offenbarenden Seherblicke.+59
It is true that Friedrich Schlegel loved the past and
that he felt a concern for the future, but did he
really hate the present? It seems that he showed the
beauty in the present in his zbility to create an

idealistic human love a&s found in his novel, Lucinde.
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Heine completely condemns this novel on the grounds
that the heroine is not a woman, but rather a
loveless combination of two ebstractions - wit and
sensuelity. He sees no positive value in the work
whatsoever.

Lucinde ist der Name der Heldin dieses Ro-

mans und sie ist ein sinnlich witziges Weibd

oder vielmehr eine Mischung von Sinnlichkeit

und Witz. Ihr Gebrechen ist eben, d sie

kein Weib ist, sondern eine unerquickliche

Zusammensetzung von zwei Abstraktionen,

Wits und Sinnlichkeit. Die Xuttergottes

meg es dem Verfasser verzeihen, dap er dies-

es Buch geschriebfga nimzermehr verzeihen

es ihm die Musen.
Eeine's comment is typicsl of the spirit of the times
as Lucinde was considered by some to be pornographic
litereture. The idealizaztion of the blending of the
body &and spirit in 2 humen love was not clearly recog-

nized during this period.

Heine sees Wackenroder's Herzensergiepgggen
eines kunstliebenden Klogterbruders es & rather sim-

ple, naive, childish work. At the same moment, he
perceives its worthh as the rude beginning of a pat-
tern for artists of the Romantic school. Ileine be-
lieved that Wackenroder did not do justice to the
Itaiién painters, the beauty of whose works must be
seen rather than read abdut.l®l Heine's judgment is

somewhat true and yet one must not forget that
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Wackenroder did, through nis work, revive an interest
in the art of the Middle Ages.

Tieck is highly praised as one of the best
poets of the Romentic school by Heine. Especislly
pleasing to Heine is Tieck's use of the comiec element,
his romantic iromy, and his satire on the Germsn stage.
Heine even finds an interest in Tieck's Mirchen as he
creates new forms through them that come from the heart
and stir the reader. At the same time, he criticizes

the man for = lack of definiteness.

Ferr Tieck ist jedoch immer noch ein gro$er

Dichter. Denn er kann CGestalten schaffen,

und aus seinem Eerzen dringen Worte, die un-

sere eigenen LHerzen bewegen. Aber ein zages

Wesen, etwas Unbestimutes, Unsicheres, ein

gewisse Schwichlicakeit ist nicht bloR jetzt,

sondern war von jeher an ihm bemerkbar. Dies~

er Mangel an entschlopener Kraft gibt sich

nur allzusehr kund in zllem was er tat und

schrieb. Wenigstens in sllem wes er schrieb,

offenbart sich keine Selbstindigkeit.l®2
This statement is probebly true to & certein extent and
yet it seems that Tieck stressed the relatively new
jidea thet nature possessed a demonic element (Der Blon-
de Eckbert"). "Der Gestiefelte Kater" is very defin-
itely a work which illustrates the principle of romen-
tie irony - and in &z different prospective with cats
bearing human quali'ties, ete.

Heine sees Brentano's story "Die Geschichte

vom braven Kasperl und dem schonen Annerl” as a mere
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tale 163 Perhaps if he had scrutinized the work he
might have discovered a thought process thz=t was alien
to romentic ideology, & blending of the rezsl and the
fantastic. To Heine, Eichendorff was an admirable
poet whose lyrics were only an imitation of the lyr-
ics of Unland.l%4 Perhaps Heine did not perceive the
simple, unique beauty in Eichendorff's tsle Aus dem
Leben eines Tzugenichts.

Heine discusses Hoffmann and Wovalis in the
same breath - Novalis sees the miracles of beauty and
delight in nature and identifies himself witk nature,
while Hoffmann sees nothing but ghosts in nsture and
is the sorcerer who turns men into beasts. To Heine,
Hovaelis is a romantic, but he denies Hoffmann the
same association.

Abér, ehrlich gestanden, Hoffmann war als
Dichter viel bedeutender azls lNovelis. Denn
letzterer, mit seinen idealischen Gebilden,
schwebt immer in der blzuen Luft, whhrend
Hoffmann, mit z2llen seinen bizarren Fratzen,
sich doch immer an der irdischen Realitédt
festklammert. Wie aber der Riese Antfus un-
bezwingbar stark blieb, wenn er mit dem Fuge
die Mutter Erde berlihrte, und seine Xraft
verlor, sobald ihn Herkules in die Hohe hob:
so ist auch der Dichter stark und geweltig,
solange er den Boden der Wirklichkeit nicht
verlépt, und er wird ohnmfchtig, sobald er 165
schwdrmerisch in der blauen Luft unherschwebt.
Although Heine finds more poetic genius in Hoffmann

then in Novalis, he still criticizes Hoffmann for not
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adhering more to fact as oprosed to fantastic events.
He sees little value in Heinrich von Ofterdingen.
Perhaps, egein, Heine has failed to penetrate the works
of both these men to discover a symbolism in them. It
seems rather presumptuous to compare the two writers
es their basic premises are completely conflicting.
Novalis' works appear to represent the epitomy of ro-
mantic idealism, while Hoffmann's works show a perver=-
sion of these principles as he unites rezlism with
phantasy undistinguishably into one world. But this
idea is alien to Heine's thoughts and to popular con-
cepts of the times.

Eeine does recognize the fusion of phantasy
and reality in the works of Arnim, but he criticizes
this man for being the poet of death instead of life,
an element demanded by the German publice.

Etwas fehlte diesem Dichter, und dieseﬁ Et-
was ist es eben, was das Volk in den Buchern
sucht: das Leben. Das Volk verlangt, da¥F

die Schriftsteller seine Tegesleidenschaften
mitfinhlen, dap sie die Erfindungen seiner
eigenen Brust entweder angenehm anregen oder
verletzen: das Volk will bewegt werden. Dies-
es Bedlirfnis konnte aber Arnim nicht befried-
igen. Er ng kein Dichter des Lebens, sondern
des Todes.

This criticism does not seem consistent with Arnim's

story Der Tolle Invalide. On the contrary, the old

veteran 18 rescued from death by the genuine, deep
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loveiof his wife for him - she shows him the spirit-
ual nature of life.

Heine's only comment on Adelbert Chamisso is
that he was not a2 member of the Romantic school, although
he was a contemporary of it. He edmires Chamisso as an
original, young modern, but also hints at a slightly ex-~
cessive sentimentality in Chamisso's writings.267 Heine
does not choose to mention Chamisso's use of reslistic
details or his flight into the realm of phantzasy.
| Heine sarcestically states that de la Motte -
Fougué was the only member of the Romantic school whose
works were appreciated by the peesantry as well as the
aristocracy. He rejects Fouqué's novel Undine as the
story of a water sprite vho could never be a humzn being.
Thus, for Heine, she has no real living form and is dis~-
missed as being too etheresl, too much a work of the im-
sgination. Fouqué was not accepted by Heine beceuse he
was too concerned with the chivalry of the past and
thus failed to perceive the sense of the present.

In der Tat, dieser bestgndige Singsang wvon
Harnischen, Turnierrossen, Burgfrauen, ehr-
samen Zunftmeistern, Zwergen, Kneppen, Schlop-
kapellen, Minne und Glzube und wie der mittel-
glterliche Trddel sonst heipt, wurde uns end-
lich lastig; und als der ingeniose Hidalgo
Friedrich de la lotte-Fouqueé sich immer tief-
er in seine Ritterbdcher versenkte, und im

Treume der Vergarngenheit des Verstzndnis der
Gegenwert einbupte: da mupten soger seine
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abwenden.
Heine seems to ignore the beautifully poetic quality
of Undine and all the intricate details that lemnd to it
& romentic spirit.

Heine lauds Zacharias Terner's play: "Der Vier-
undzwanzigste Februar" as one of the most precious pro-
ductions of the German dramatist and he identifies
this writer with the Romantic school. Keine also sees
the strong Catholic tone in Werner's writings.l169
It would seem that Heine's discussion of Werner is, in
part, true - certainly Werner did hint at the existence
of a Catholic heaven. But equally important was Wer=-
ner's preoccupation with realism in naturel descrip-
tions and in the personalities of some of his charac~-
ters.

Thus it appears that Heine, in his criticism
of the Romantic school, is a bit too subjective. Be-
cause he 1s a contemporary of the people whom he is
discussing, Heine does not seem to be able to extract
himself from the atmosphere so that he can anzlyse
objectively. Obviously he is 2 promoter of realism
which was in its beginning stages when he wrote his
polemic; therefore, Heine had little use for romantic

ideology. His opinions must be viewed as a reflection
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of the Zeitgeist. He does not admit any importance

in the theories and philosophies behind German Roman-
ticism, but he sees the movement more as a product of
oversentimentality, of too much weailing, 3e1f-§1ty, and
yearning. Heine also makes no distinction between sev-
eral stages Involved in Cermsn Romznticism - he does not
appear to see a perversion in the later writings of the
period, eftc., but this is undoubtedly because he re-
fused to accept the philosophicel grounds for the move-
ment in the first place. Pernzps the analysis of this
period was not delved into deeply enough - he seems to
barely brush the surface of what German Romanticism

really was.



CONCLUSION

German Romanticism is en extremely complex term
which irplies so much more than simply deep sentimentality
or eternal yearning. Certzinly these elements are a
pert of the total definition and yet often they are
terribly misinterpreted or exsggerated in importance.

The common belief is thet Romanticism was 2 period of
weakness, of self-pity. If one accepts this idea as true,
one fails to consider the sincerity of the Romantics.
There is one feact that ahould.be recognized above all

else - the Germen Romantics honestly believed thne ideol-
ogy which they expressed in their literary works. This
seems to be much more of a strength than a weakness. It
was their total incapability of transforming their ideal~
ism into reelity which lead to complete frustration and,
therefore, to eternzl yearning.

It has been established that German Romanticism
has, as its foundation, severzl theories and philosophies,
the mzin one of which is Fichte's Philosorhy of Trans-
cendental Idealism. In brief, this was the concept that
mn nust transcend the world of materizlism in which he
lives to become 2 part of the realm of the Infinite.

Perhaps the mext main philosophy adhered to by the

-190
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Romantics was Schelling's Philosophy of Nature.
Schelling saw God in nature znd felt thzt through &
contemplation of this natural world, one could find
the Infinite and thus transcend the physical limit-
ations of the earth. Schleiermacher reinforces re-
ligious dogmetism in his stress on Christian Fai th.
This is very important as many of the writers of the
Romantic period became members of the Catholic Churchj.
therefore, their literary writings bear strong re-
ligious overtones. Feuerbach's anthropomorphic con=-
cept of God (the idea that man created God in his
own imege) wes not nearly as well accepted by the Ger-
man Romantics as was Schleiermacher's philosophy.
This is probably beczuse the Romantics were searching
for something beyond themselves and their own earth-
ly world, thus anthropomorpkism could not possibly
contaein the enswer. Hegel contributed mucn to the Ko-
mentic school with his metephysical idea of the state
wnich coincides very well with the Romentics' desire
for an uplifted condition. His concept of egocentri-
cism also had a subsantial influence on the writers
of this time. This idea lead to introspecticn, to
self-contemplation, to the feeling that everything re-
velved around the ego. Thus, all these phileosophers

were atriving for the highest human perfection possible
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on earth. It was the Romantic theorists, August
Wilhelm and Friedrich Schlegel, who tod\ the chaotic
meta;hysic;l elements of sentimentzlity and of the
gpirit and unified them in the form of an aftwurk.
Romentic poetry thus became a progressive, universal
poetry according to Friedrich Schlegel's definition.
In this manner, the Schlegel brothers had given the
soul (rhilosophy) of Germsn Romsnticism & body (art-
work) in which to house itself. An artwork, tanen,
was the closest approximetion of endlessness, unity,
or a2 totelity that could be produced by an earthly
being. If one combines these phnilosophies and theor=-
ies, one arrives at =z feirly coherent definition of
German Romenticism - it involves a desire to transcend
the materizl world to encompass the spiritusl world,
the infinite. The egocentric Romantic attempts to
sccomplish this through & contemplation of nature in
which the infinite (God) is to be found. He strives

to ettain perfection and expresses this desire through

a work of art, which is the epitomy of human creation.
Because the Romantic can never achieve his gozl of
endlessness or of infinity, he becomes frustrated.
Through death he is released from the limitations of
his body a2nd is free to develop the limitlessness of

his owm ego, his spiritusl being.
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These theories and philoscphies found ex~
rression in the literary writings of the German Ro~
mantics. Vackenrodepd revived en interest in the
ert of the Middle Ages and thus in the idea of the

necessity of form to create a perfection in nis nov-

el, Hegzgnae;siepggggn eines kunstliebenden Kloster-

| bruders. Friedrich Schlegel established the Romsn-

tic idealization of love through his novel Lucinde.
This novel beautifully expresses the conflict between
the body end the spirit. Schlegel's answer to this
dilemmé was a combination of these two elements and

a balance between them in the love for =z woman. Thais
idea was revolutionary for the Romentic period;there-
fore, it was not guickly and easily grasped &s a plaus-
ible reality. Romantic ideals reached their highest
perfection in the works of liovalis. "Hymnen an die
¥acht" previews the vision of a Catholic heaven, of
eternity. Fis novel Heinrich von Ofterdingen portrays
the Romentic poet in all his agony and in zll his hep-
piness. The inner turmoil of the Romantic artist re-
solves itself in the blue flower, the symbol of self-
revelation, the supremacy of the ego and thus of the
spiritual world. Heinrich transcends his physical ex-
istence to Atlentis, the home of metzphysics. Thus, he

hes succeeded in achieving the goal of the Romantlcs -



194

he hass completely become g spiritual creature.

But everything thet reaches perfection must
be followed by =z decline - the same was true of Ro-
mentic ideology. Thus meny of the writings that are
commonly accepted as part of Romsnticism do not
reelly represent Germen Romanticism in its pure states
On the contrary, they show & perversion of Romentic
ideology. The works of Tieck are the first examples
of this type of writing. He introduces Romantic irony
to the drama in his play "Der Gestiefelte Kater". 1In
this play, Tieck is lzughing at the German stsge - a
thing that would not even have been considered by the
true Romantic. Eis Mfrchen "Der Blonde Eckbert" re-
vezals nature as & negative force rathner thsn zs a pos-
itive force. Tieck's type of nature possesses more of
the characteristice of Sztan than those of God, This,
of course, is completely alien to the Romantic mind
which viewed nature a2s a2n embodiment of the spiritual.
Eichendorff combines dreams with reality and =zdds a
touch of irony to this union in his novel Aus dem Leb-

en eines Taugenichts. The Taugenicht himself is a
very romantic character whose constant yearning is for
the Beyond, and yet he lives in the very resl environ-
ment of the peasantry. The story becomes ironical

when, at the conclusion, he discovers that the woman
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with whom he has fellen in love is not a Countessa zs
he had believed, buf rather a simple peasant girl.
The story concludes on a happy note amidst the peas-
ant world. If the book were purely romsntic, the
Taugenicht probesbly would have found himself in the
garden of Poesie instead of among the peasantry. Thus
one sees a faint outline of realism in this work. 1In
the writings of Brentano, one senses his acute aware=-
ness of the sensual-spiritusl conflict and of the meal-
ization that this conflict is impossible to resolve on
earth. This concept is well expressed in his story
"Die Geschichte vom braven Kasperl und dem schonen in-
nerl". Ie uses brutally, rezlistic details to describe
an execution and yet retzins a poetic element in the
reunion of the two lovers in death. On the one hand,
Brentano seems to be an advocate of reslism, while on
the other hand, he clings to Romzntic ideology.
Chamisso's novel Peter Schleminl stresses
realism in its depiction of the bourgeoisie and in
its use of rezlistic details. Peter Schleminl is both
the Romantic poet snd & bourgeois charescter. Ilis love
for a2 girl is quite realistic - it is not a2 feeling
which leads to 2 higher poetry of life. In tihis work,
nzature is the product of reason and science as op-

posed to 2 Divine Force. Chamisso does manage to
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mainta;n e certain poetry in his chsracterization of
the little man in the gray suit who possesses magicsal
powers. iis novel thus becomes a lirchen waich is a
form consistent with Romantic imsginetion. Arnim's
tale "Der Tolle Invalide" departs even more from ro=-
mantic ideology. It is, in eseence, an interplay be-
tween reelity and phantasy, but it is ruled more by
the effect of a demonic_element. This is & very re-
alistic epproach and is personified in the insane
veteran who threatens to kill his own wife. Nature
is the embodiment of evil. Love is the truely romsn-
tic element in the story - the wife's deep devotion
-and feith in her husband are what save him. The detzils
in this story are realistic and so is the involvement
with the psychologicszl development cf the mein charac-
ter. Thus Arnim knits together romantic ideology with
realism. De la Motte-Fougué's tale Undine a2lso bears
" the influence of Romenticism and yet a2lso takes resl-
ism into account. Without a2 doubt, the naturzalistic
descriptions of the scenery and the character's ad-
herence to the moral law of marrisge are realistic.
Arnim's use of the MZrchen, his emphasis on spirit-
ual love and the concept of a life after death are
"still congruent with Romantic thought.

The wild hzllucinztions of E.T.A. Hoffmann's
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Der Goldene Topf shows the complete perversion of
German Romanticism. Hoffmann so completely intermin-
gles the world of reality with the world of phantasy
that the two are indistinguishable. The student Ansel-~
mus is the Romantic poet who lives amongst materialism
and seeks spiritualism which he finds incorporzted in-
to Serpentina, the snske. In the finsl analysis, An-
selmus chéoses to dwell in the world of phantasy and
poetry. Hoffmann's preoccupation with the bourgeocisie
in the characters of Heerbrand and Veroniks shows the
rezlistic aspect of the MYrchen. At any rate, tais
fusion of the real and the fantastic lends a poetic
beauty to Der Goldene Topfe.

Zecharias Werner's play "Der Vierundzwanzigste
Februar" marks the new movement called Poetic Realism.
Realism is emphssized in the act of murder, in the
atmosphere of winter, in the inescspable influence of
heredity and environment on the characfers and in Ver-
ner's concern with the psychological. Nature is por-
trayed as a demonic element that is only subject to
the reasonable judgment of cause and effect. Perhaps
a slight romentic influence in this play can be seen
in the vision of a Catholic heaven and in the trans-
cendence of the materisl world to the spiritual world

in death. However, these elements are only the
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secondary devices in the pley which lend to it the
poetic quelity. As e review of the Romentic school,

Heine's polemic Die Romentische Schule was examined.

For the most part, this work seems to be little more
than 2 mirror of the Zeitgeist. Because Heine was

more interested in the new rezlism of the times, he
completely rejected romantic thought as too sentimental
and too full of self-pity. His discussion is com-
pletely subjective and thus fails to capture the es-
sence of German Romenticism.

In this paper, German Romenticism has been
traced through its various steges. One sees this move=-
ment in ite most perfect state and then views its grad-
ual decline. At first, the Romantic philosophies and
theories were slightly warped, but finally they reached
a point of complete perversion - and with this per-
version came the birth of 2 new movement. However, the
importance of Romantic thought is undenizble. It is
an ideology that appears egain and again - one even
finds it as the main problem of the Twentieth Century
Germen writers. IMany of thé German literary works of
today employ the psychological frustretion that is the
manifestation of an individuzl's inagbility to recon-
cile his spiritual being with the sensuzl world sur-

rounding him. And what is this but an outgrowth of
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German Romentic thought? Thus romsntic philosophy

seems to have expressed an outlook on life which is
an inherent part of the Germsn mind. It represents
an idealism which the German, at times, tries to de-
ny and yet it is an idezlism which he cannot escape,

an idezlism to which he is compelled to return.
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