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INTRODUCTION

In an article written in 1894, the centenary of Burger’s
death, Leo Berg! drew attention to the predominating
influence of Schiller on the traditional criticisms of
Bﬁrger’s poems.

Jeder Schulknabe kennt z. B. die Schiller’sche Rezension?
iiber die Biirger’sche Gedichtausgabe von 1789, wihrend die
herrliche, durchaus kritische Schrift August Wilhelm Schlegels
iiber Biirger® nur in exklusiven Kreisen gekannt und in noch
wenigern gewiirdigt wird.

At the end of his article Berg* wrote :

Hitte Biirger heute wirklich eine Gemeinde von Freunden
die Willens wire, ihn aus den totbringenden Umarmungen
der Schiller’schen Kritik zu befreien, dann hitte man lingst
eine billige volkstiimliche Ausgabe herstellen lassen, der der
Aufsatz von Schlegel vorgesetzt wire. Nur so kdnnte all-
mihlich ein wirksames Gegengewicht hergestellt und Deutsch-
land cinem seiner besten Singer wieder gerecht werden.

In the critical studies of Biirger’s poetry written in the
twentieth century, Schlegel’s conclusions have been
generally accepted. But the effect on Biirger’s reputation
as a poet has been far less favourable than Berg appat-
ently anticipated. Biirger’s reputation still rests on one
ballad, Lenore.

The purpose of this book is to suggest that Schlegel’s
Essay, in spite of its brilliance, is not a complete or
satisfactory introduction to the works of a poet, who first
showed his greatness in Lenore, but who continued to
write poems not unworthy of Lenore for twenty years,
and almost at the end of his career wrote perhaps his
greatest poem in retelling the immortal story of Heloise
and Abelard.

LLeo Berg, Zuischen gwei Jabrbanderfen. 1896, p, 218,

% Schiller. K. Goedeke’s edition. Vol. &, pp. 314-330.

* A. W. Schlegel. Kritische Schriften. Vol. z. 1828. pp. 1-81.
1 Leo Betg. p. 226.
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CHAPTER ]

THE TRADITIONAL CRITICISMS OF BURGER’S
POETRY

In speaking of the traditional criticisms of Biirger’s
poetry I mean the criticisms derived directly or inditectly
from Schiller and Wilhelm Schlegel. As both critics were
contemporaries of Biirger’s and both occupy very im-
portant positions in the history of German literature,
their conclusions on Biirger’s poetry remained unchal-
lenged for almost a hundred years after the poet’s death.
Berthold Honig was not exaggerating when he wrote of
Biirger in the year 1894"

Im Volke ist die Liebe zu seinem Singer nie erstorben: dagegen
erschiittert die Kiritik die litterarische Stellung Biirgers
dauernd schon achtzehn Jahre nach seinem ersten Auftreten
und drei Jahre vor seinem Tode.

In the same article Honig refers to some critics, who did
not share his opinion of Biirger’s poetry.

Heute ist es auch wohl das allzueifrige Lob seiner Bewun-
derer, das Biirger schadet.

There was indeed a great deal written about Biirger’s
poetty in the eatly nineties, partly in connection with the
centenary of his death, partly in connection with the
controversy between realists and idealists. Hoénig himself
with his whole-hearted admiration of Schillet is a suitable
representative of the idealists. Two of the writers, whom
Honig accused of ruining Biirger’s case by overstatement
were Leo Berg? and Eugen Diihring.® We have already
scen that Berg considered that it was Schiller’s criticism
(idealist criticism of realist poetty), that had been so
harmful to Biirger’s reputation. Diihring was even more
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2 BURGER’S ORIGINALITY

decisive in his rejection of traditional criticism, as we can
judge from one of his chapter headingst:

Die unterschitzte Grésze Biirgers und dessen Anniherung
an eine Wirklichkeitsdichtung.

A third critic, who is far more moderate and far more
convincing than either Berg or Diihring is Paul Schlen-
ther (who is best known for his book on Gerhart Haupt-
mann). Schlenther wrote a brilliant appreciation of
Birger’s poetry in the 1ossische Zeitung of 1894.5 Unfor-
tunately this appreciation remains buried in the back-files
of the newspaper, and has had surprisingly little influence
on the writings of subsequent critics,

To a great extent this failure to appreciate Biirger’s
poetry may be ascribed to the influence of the edition of
the poems published by Berger® three years before the
centenary of the poet’s death. For this edition has had the
unfortunate effect of petpetuating the traditional critic-
isms, and we can see from the Introduction to Biirgers
Verskunst by Paul Zaunert that it would be hard to ovet-
estimate its influence. In 1911 Zaunert wrote”:

Seit ungefihr zwei Jahrzehnten haben die Literatur forscher
angefangen, den Gedichten Biirgers gebiihrende Gerechtigkeit
widerfahren zu lassen: es ist in dieser Zeit der philologische
Apparat fiir eine streng wissenschaftliche Behandlung, fiir
eine gerechte Beurteilung ihres poetischen Wertes oder
Unwertes beschafft worden. Die fritheren Ausgaben von
Biirgers Gedichten, die im Lauf des 19. Jahrhunderts erschie-
nen, auch noch die von Tittmann (1879), ibernahmen einfach
die Reinhardsche Tradition. . . . Grisebach brach zuerst mit
dieser Tradition, indem erinseiner Auswahlvon Biirgers Werken
(1872) die Fassung von 1789 zu Grunde legte, in welchem
Jahre Biirger selbst zum zweiten Male eine Sammlung seiner
Gedichte hatte erscheinen lassen. Dem Beispiel Grisebachs
folgte August Sauer,® thm verdanken wir die erste wissen-
schaftliche Ausgabe der Gedichte (1884).
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Dieser Text von 1789 gab nun ein wesentlich anderes,
gﬁnstigeres Bild von Biirgers Poesie. Es folgte dann die
allerdings nicht ganz einwandfreie Ausgabe der Gedichte von
Grisebach (1889), der beinahe alle zuginglichen Gedichte
zusammenbrachte, Endlich ging Arnold E. Berger® auf die
ilteste vollstindige Fassung zuriick, in der die Gedichte in
der ersten Sammlung vom Jahtre 1778, oder in der zweiten
von 1789 oder sonst einzeln in Zeitschriften, wie im Gaztinger
Musenalmanach, veroffentlicht worden waren, oder aber nur
handschriftlich erhalten sind; er stellte ausserdem die Chrono-
logie fest und fiigte im Anhang ein vollstindiges Verzeichnis
der Lesarten bei.

While the indirect influence of Berger’s edition (by
facilitating the study of the poems) was favourable to
Biirger, the direct influence of the Introduction and the
Notes was extremely unfavourable. We can understand
though we cannot echo the cry of indignation with
which Diihring!® greeted this epoch-making edition of
the poems. For Berger endorsed Schiller’s criticism of
Biirger’s poetry as well as Schlegel’s. In the Introduc-
tion"* he echoes many of Schiller’s own phrases.

Im Januar 1791 war Schillers berithmte Rezension ersch-
ienen, fest eintretend fiir die bewunderten Vorziige des
Dichters, aber mit schneidender Strenge den todlichen Punkt
aufdeckend : alles, was uns der Dichter geben kann, ist seine
Individualitit, diese musz er zur herrlichsten, reinsten Mensch-
heit hinaufzuldutern trachten, das heilige Amt der Poesie
darf nicht anders als von reifen und gebildeten Hinden getibt
werden; . . . und eines der ersten Erfordernisse des echten
Dichters wird Biirger durchaus abgesprochen: die Idealitit.
Das Urteil war gerecht. .

We have seen that the justice of Schiller’s judgment
was as hotly denied by the realists as affirmed by the
idealists of the early nineties. But a more convincing
refutation came later from Otto Harnack,'? who was not
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so much concerned with defending Biirger as with assess-
ing the stage of development which Schiller’s critical
powers had reached in the year 1791. Here is a deadly
commentary on all the phrases which Berger repeated
so faithfully.

Hier ist eine ganze Reihe von Einseitigkeiten und Schief-
heiten aneinandergefiigt. Statt von dem Kunstwerk wird nur
vom Kiinstler geredet, statt von seiner kiinstlerischen Anlage,
nur von seinetr Ausbildung von seiner Lauterung zum vollen-
deten Geist. Es wird zuerst das ganze Thema vom sachlichen
Boden auf den personlichen hiniibergefithrt; es wird die
Person nicht nach ithrem natiirlichen Sein, sondern nur nach
ihrem Wollen und Stteben beurteilt; es witd endlich das
Streben nach sittlicher Vollendung mit dem nach der Asthe-
tischen vermengt. Man glaubt eher die Anforderungen an einen
Lehrer oder Pfarrer als die an einen Dichter zu Liéren. . . . Es
war eben Schiller damals die selbststindige Bedeutung des
Asthetischen noch nicht aufgegangen. Es war ihm der Wert
des Naiven und Unbewuszten noch nicht verstindlich gewor-
den. Es war ihm das Wesen objektiven kiinstlerischen Schaffens
iberhaupt, am meisten aber bei dem lyrischen Dichter noch
vollig verschlossen. Es fehlt ihm die Schule Kants, es fehlt die
neidlose verstindnisvolle Bewunderung Goethes, es fehlt die
tiefere Erkenntnis und Auffassung der Antike. Hitte er diese
drei grossen inneten Erfahrungen schon besessen, so wire
sichetlich sein Urteil iber Biirger milder ausgefallen.

If reasoned analysis and argument could settle any
question, Harnack’s refutation of Schiller’s criticism
would be conclusive. But in fact Biirger’s poetry will
always be underrated by idealists and by other critics,
who claim that he cannot be a great poet because he was
not a great man. Similarly it will be underrated by
critics who are fond of drawing parallels between the
poet’s life and his poetry. In this connection the title
of Berget’s Introduction is significant—DBirgers Leben
und Werke. A prominent feature of this Introduction
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is the way in which some of Biirger’s light-hearted jests
are taken in deadly earnest and used as evidence against
him. For an accurate and objective account of Biirger’s
life we must turn from Berger’s Introduction to Con-
sentius’ Introduction to his great edition of the poems.!?
But this edition did not appear until twenty years after
Berger’s. ‘

Long before Consentius showed the value of a detailed
study of the poet’s life apart from his poems, Schlegel
had shown the value of a detailed study of the poems
apart from the poet’s life. Indeed the starting point of
his essay on the poems is a criticism of Schiller’s procedure
in the 1791 criticism.4

Das war es wohl eben, was Biirgern in der oben erwihnten
Beurtheilung in der Jenaischen Literaturzeitung am empfind-
lichsten krinkte, dasz sie diese Trennung nicht zugab, dasz so
bestimmt darin ausgesprochen wurde, was man am Dichter
vermisse, gehe dem Menschen ab. Es ward ihm Mangel an
Bildung vorgeworfen, in einem Alter, wo man eine solche
Versiumnisz schwetlich mehr nachholt. Dadurch spielte der
Kcritiker die Frage eigentlich in ein ihm fremdes Gebiet.

Though the practice of explaining poems from the
personality of the poet has always been extremely
popular it is in fact extremely untrustworthy. A man
who is as skilled in the use of words as Biirger assumes
many different personalities, according to his mood, or
his audience. Even in the letters to intimate friends,
which are naturally the most sincere and unstudied,
the Biirger who writes to Gockingk differs from the
Biirger who writes to Boie, and the Biirger who writes to
Friedrich von Stolberg differs considerably from the
Biirger who writes to his publisher Dietrich. Schiller
was by no means an intimate friend of Biirger’s, and
indeed he only met him on one occasion. Schlegel on
the other hand was as intimate with Biirger in his later
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days at Géttingen University as his friends of the Hain
had been in the glorious days of Lenore. So he is clearly
justified in claiming that the arguments that Schiller
based on his knowledge of Biirger’s personality are
untrustworthy and that the only safe method of criticism
is objective.

Wenn wir uns, ohne iiber den Urheber richten zu wollen
blos an das geleistete halten, so bekommen wir statt eines
unbekannten, unergriindlichen und ins Unendliche hin
bestimmbaren Subjects . . . bestimmte Objecte, auf die der
Dichter gehandelt hat: nimlich scine Vorbilder; die poetischen
Gattungen, wie sie sich historisch gebildet haben oder durch
ihren Begriff unwandelbar festgesetzt sind; dic gewihlten
Gegenstinde die ihm vielleicht zum Theil von auszen her
iibetliefert wurden; endlich die Sprache und die duszerlichen
Formen der Poesie, die Sylbenmaasze, wie er sie vorfand und
bearbeitete.

All critics would agree with Schlegel as to the necessity
of studying Biitger’s models and his soutces, his vetsifi-
cation and his vocabulary, but very few would agree
with him as to the necessity of fixed species of poetry.
Indeed the conception is so foreign to us, that it is
easy to overlook the fact that it dominates the greater
part of Schlegel’s Essay on Biirger’s poetry. He makes
the whole value of Biirger’s ballads depend on their
relation to the Romanze, which is one of these fixed
species of poetry.1é

Die Frage: war Biirger ein Volksdichter? verwandelt sich
demnach in folgende: sind seine Romanzen 4chte und unver-
mischte Romanzen? .

Der Name Romanze, der bei den Spasiern wohl zuerst in
dieser Bedeutung gebraucht worden, ist sehr sprechend.
Romance heiszt soviel als lingua volgare, die neuere Volks-
sprache, die sich im Conflict einer barbarischen mit einer
gelehrten und klassisch vollendeten endlich gebildet hatte, so
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wie iiberhaupt aus diesem Chaos streitender Elemente die
romantische Gestaltung des Mittelalters hervorging. Romanze,
als Dichtart, ist eine romantische Darstellung in volksmisziger
Weise. Aus dem letzten Punkte muszte in einem Zeitalter,
wo alles Lesen schon zur gelehrten Bildung gehorte, die
Bestimmung zum leichten Gesange von selbst herflieszen,
so wie auch die Kiirze in der Behandlung und die Einfachheit
der erzihlten Geschichten, da sie sich dem Gedichtnisse
einprigen sollten.

Schlegel then proceeds to judge Biirger’s ballads by
their relation to the Romanze and attributes the failure
of most of them to conform to the type to a peculiarity
of Biirger’s poetry, which he calls Birgers Manier. 'The
result of this method of criticism is that among the
fourteen ballads, which Schlegel describes in some detail,
there are only four favourable descriptions (Lenore,
Der Wilde Jéger, Der Kaiser und der Abt and Die Kub).

When we turn from Schlegel’s Essay to Berger’s
edition of the poems, we find that Berger, while followin -
Schlegel for the most part, is even more severe. He writes
in his Introduction? ,,so weist der alsbald nach der Lenore
begonnene Wilde [iger auf den Abweg der Maniet.” In
his notes on the separate ballads there are only three
which are favourably treated (Lenore, Der Kaiser und der
Abt and Die Kub).

In view of the complete condemnation of Schiller’s
methods found at the commencement of Schlegel’s
essay, it may seem sutprising that Berger should have
accepted Schiller’s criticisms of Buirger as well as
Schlegel’s.  But he managed to reconcile the acceptance
of both branches of the traditional criticism, which
continued to flourish in spite of the efforts of Biirger’s
defenders in the early nineties.

The next important stage in the perpetuating of the
tradition is found in the three semi-scientific treatises on
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Birger’s poetry written in the early yeats of the twentieth
century. It is true that August Barth in Der $%/ son
_G. A. Biirgers Lyrik (1911)'® partially recognizes the
importance of Schlenthet’s appreciation of Birger’s
poetry. But the guiding principle of Barth’s whole
work is to trace the parallel between the poet’s person-

ality and his poems.  He writes at the beginning of his
Introduction :10

_ Jede starke Dichter-Persb’nlichkeit wird auch in ihrem Stil
in der kiin§tlenschcn Gestaltung des Wortes, unverkennbarc,
Merkmale ihrer Eigenart zuriicklassen . . . Unsere Aufgabe

wird es nun sein, in dem Stil Biirgers scine Individualitit wieder
zu erkennen.

“Barth also quotes with approval Schlegel’s dictum on
Burger’s poetry,* ,,denn eine Manier hat er, und zwar
eine sehr auffallende und unverriicklich festgesetzte, die
sich beiallem Wechsel der Gegenstinde gleich bleibt.”

The same theme is developed at some length in the
conclusion of Zaunert’s book on Biirger’s versification.2t

) Man findet. . . ein einseitig entwickeltes Talent, cine Kunst-
ubur}g, die durch gewisse einseitige Haupttendenzen, durch
gewisse vorherrschende Neigungen beschrinkt und gel;unden
1§t, die sich’in eine bestimmte, nicht auf die Héhe rejner Kunst
fuhrende Richtung verrennt, mit einem Worte: cine Manier.

In Die Begrz'{ndw{g der ernsten Ballade durch G. A. Biirger
(1905), Valentin Beyer deals more specifically with the

same toptc. In speaking of Burger’s use of onomatopoeia
he says :22

Schil}er in seiner strengen Kritik der Biirgerschen Gedichte
hatte diesc Lautmalercien . . . scharf geriigt, und sie haben
?uch. seitdem noch keinen Verteidiger gefunden . . . Und nie
ist sich Biirger klar dariiber geworden, welch kindische Un-
beredtheit-trotz aller Lebhaftigkeit—hinter dieser Manier
steckte (vgl Schlegel).
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Similarly in speaking of Biirger’s use of refrain :23
Dic refrainartige Wiederholung. ... Von nun an (i.e., from

the time of Lenore) blieb dieses periodische Wiederkehren

cinzelner bemerkenswerter Verse ein wichtiger Bestandteil
seiner Technik und wurde wie Alles bei ihm zur Manier.

So we are not surptised to find that the first sentence of
the conclusion of Beyer’s book is as follows ;24

So sehen wir, welch eine Fiille von Beziehungen die einzel-
nen Balladen Biirgers untercinander verbindet, und erkennen
nicht zum Wenigsten gerade hierin die grosze Enge seines
dichterischen Kénnens.

Thus, if we distinguish two stages in the traditional
criticism of Biirger’s poetry, first the repetition of
Schiller’s and Schlegel’s criticisms in Berger’s edition of
the poems, and secondly, the development of Schlegel’s
criticism in Beyer, Barth and Zaunert, it is clear that
Biirger in escaping from Schiller’s criticism to Schlegel’s
has only escaped from the frying pan into the fire.

In defending Biirger’s poetry against the traditional
criticism, it is unnecessaryto invoke general principles,
Biirget’s realism against Schiller’s idealism or the ®sth-
etic value of art contrasted with its moral value. Such
arguments are not conclusive because the answer to
these questions of principle depends on the temperament
of the critic and his view of the relation between life and
literature. What makes Schlegel’s argument against
Schiller’s criticism so conclusive is that it is based on a
matter of fact. Schiller was not justified in linking
criticism of Biirger’s personality with criticism of his
poetry, because he had in fact very little personal acquain-
tance with Blrger.

In questioning the validity of Schlegel’s own criticism
of Biirger’s poetry, we can again refer to a matter of fact.
It is not necessary to deny generally the existence of fixed


http:versification.21

10 BURGER’S ORIGINALITY

species of poetry and more specifically of the ideal
Boman?e: For Schlegel’s argument can be developed, as
indeed it is by Zaunert, into a contrast between Biirg:ar’s
ballads and the ideal of pure art. The fact that in-
validates Schlegel’s argument about Birgers Manier is
the fact that the poem which he has chosen to represent
the ideal Romanze in contrast to Biirger’s ballad, itself
completely fails to conform to the qualities of the ideal
Romanze.

We have already seen that Schlegel’s arguments in
general were based on the compatison between Biirget’s
ballads and the ideal Romanze, but he lays an especial
emphasis on the comparison between Biirger’s ballad Die
Entftibrung and The Child of Elle in Percy’s Religues. For
he says with reference to this comparison :29 .

Icsl habe mich mit Fleisz bei diesem Beispiele verweilt, weil
’ - - . ?

es dazu dienen kann, uns mit einemmale von Biirgers
Manier die klarste Vorstellung zu geben.

Schlegel starts his comparison by reassuring us and

himself as to the suitability of The C4;
the real Romanze :26 y ot Loe Child of Elle to represent

Dﬂle Er}tfiihrung heiszt im Original The Child of Elle und
ge‘hort nicht zu den uralten Balladen, sondern ist aus, der
mittleren Periode, jedoch von #chtem Schrot und Korn. Die
Handschrift, woraus Percy sie abdriicken liesz, war mang(;lhaft

und verstiimmelt, so dasz i
X . er hier und da hat zu Hiilfe
missen. . , . kommen

The most signifi i
cant passage in the comparison i
follows :27 8 petison s as

. enn es heiszt, als das Friulein aus dem Fenster gestiegen

And thrice he clasp’d her to his breste,
And kist her tenderlie,

The tears that fell from her fair eyes,
Ranne like the fountaine free,
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so ist der Inhalt der letzten Zeilen, die ein so schones Bild
banger Weiblichkeit geben, ganz weggelassen, und die ersten
dagegen sind so erweitert :

Ach! was ein Herzen, Mund und Brust,

Mit Rang und Drang, voll Angst und Lust,

Belauschten jetzt die Sterne

Aus hoher Himmelsferne.

No one can deny that Die Entféihrung is too emphatic,
and the above lines may be said to be typical of the poem,
as Biirger uses more word-couplets to describe an embrace
than he used in Lenore to describe the clamour of triumph-
ant armies. But the lines in the English poem are no
better than Biirger’s, and they are typical of the lachry-
mose sentimentality of The Child of Elle. Almost the
whole of the ballad was written by Bishop Percy himself.2#29
The old fragment upon which he based his stanzas only
consisted of thirty-nine lines and even these lines are so
altered in his rendering that the fire and fury of the old
ballad is extinguished in the stream of tears shed by the
fair Emmeline.

As we have seen, Schlegel knew that Bishop Percy was
partly responsible for The Child of Elle, but he did not
know that he was responsible for the tone of the whole
poem. In consequence he failed to emphasize the striking
resemblance between The Child of Elle and other eigh-
teenth-century ballads, which he himself charactetized
very well :30

Was Dichter des achtzehnten Jahrhunderts ein Shenstone,

Collins, Mallet, Goldsmith, u.s.w. als Balladen haben geben
wollen . . . sind empfindsame Reimereien ohne einen Funken

vom Geist der alten,

The conclusions which we are tempted to draw from
Schlegel’s misjudgment of The Child of Elle are far-
reaching. It is not merely a question of his having failed
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to appteciate Biirget’s efforts to put some life and vigour
into a feeble ballad. In contrasting Biirger’s ballads to the
ideal Romanze he has finally chosen The Child of Elle to
represent the ideal Romanze, and this choice makes it
extremely difficult for us to accept the conclusions which
Schlegel draws from the contrast between Birger’s
ballads and the ideal Romanze; conclusions which
involve Schlegel’s whole theory of Bérgers Manier.

If we reject Schlegel’s theory of the ideal Romanze
or more generally the fixed species of poetry, what
standard can we use to replace them? Schlegel himself

suggests the answer to this question in speaking of Dz

Entfiibrang 3t

Was unstreitig beitrug, Biirgern iber das Fehlerhafte seiner
Manier zu verblenden, oder sie vielleicht ganz seinem Bewuszt-
seyn zu entziehen, war die Sicherheit und Meisterschaft,
womit er sie ausiibte: denn alles, was mit einer gewissen
Consequenz durchgefithrt ist, kann aus sich selbst nicht
widerlegt werden. So sind in der Entfithrung lauter Unschick-
lichkeiten zu einem gewissermaaszen schicklichen Ganzen
zusammengearbeitet, das Haltung hat und seine Wirkung
nicht verfehlt.

If we take Biirger’s individual poems or ratherthemore
important of them and judge them by the standard of
their own unity and harmony, we will at any rate have
a firmer foundation in matter of fact than the traditional
criticisms.

% Berthold Honig, Deutsebe Dichtung. 16, 1984. pp. 123-127.

2 Leo Berg, passirm.

* Eugen Duhring, Die Grisgen der moderness Literatur,

# Eugen Diihring, Chaptert 7.

* Paul Schlenther.,,G. A.Burger,”” Vossische Zeitung, 1894.  Sonntags beilage
23, 24 and 26.

* A. E. Berger. Biirgers Gedichte. 1891,

? Paul Zaunert. Bhrgers Verskanst. 1911, p. 1.

8 A, Saver. Gedichte von Gotifried Augnst Bhirger. 1884.
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10 Eugen Dithring. p. 214.
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Cuaprter 11
BURGER’S ORIGINALITY

IN examining Biirger’s poems it will often be easiest to
show the characteristics of Biirger’s adaptations by
contrast to the original poems, from which they were
adapted. But this is not the same as Schlegel’s method of
regarding the original poem as a standard by which
Biirger’s adaptation must be judged. For instance, he

<J:Eo/rlled§mns Biirger’s procedure with regard to The Child of

. Bei allem dem scheint mir das Gedicht so vortrefHlich, dasz
ich es nicht anders wiinschen kann, und es héchst bedenklich
ﬁnder.l wiirde, etwas mehr vorzunehmen, als eine so viel
moglich treue Ubersetzung. Biirger ist nicht dieser Meinung
gewesen: er hat, wihrend er alle Hauptziige der Geschichte
beibehielt, das Colorit, die Weise, den ganzen Charakter der
Behandlung véllig umgewandelt.

Schlegel does not regard this change in the character of
the poem as due to a deliberate plan by Biirger, but as an
involuntary and inevitable result of Biirgers Manier.?

Wenn Biirgern . . . das Studium seiner Vorbilder tiberhaupt
nicht vor dem bewahren konnte, wozu ihn seine natiirliche
Anlage hinzog, so musz es dabei in Anschlag kommen, dasz
das Medium einer fremden Sprache leicht die Ansicht’eines
Gedichtes verfilschen kann. Herder hat die Volkslieder der
verschiedensten Nationen und Zeitalter mit ginzlicher Reinheit
von aller Manier und poetischem Schulwesen, jedes treu in
seinem Charakter iibertragen; hier wire Biirgern das Rechte
so nahe geriickt worden, dasz er es fast nicht hitte verfehlen
kénnen. Aber leider erschien diese in ihrer Art einzige Samm-
lang . . . erst im Jahre 1778, also zugleich mit der ersten

14
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Ausgabe von Biirgers Gedichten, als seine Manier schon
vollig fertig war.

This comparison between Biirger’s adaptations and
Herder’s translations of the old ballads, shows that
Schlegel regarded adaptation as nothing but a failure to
attain the accuracy and fidelity of translation. In this
connection it is interesting to note the way in which
Schlegel praises Biirger’s hexameter translation of the
Iliad in contrast to his iambic version :3

Bei der hexametrischen Ubersetzung hatte er sich ecine
beispiellose Treue vorgesetzt, und diesz redliche Streben, da
sonst Entduszerung von seinen Eigenheiten eben nicht seine
Sache war, ist nicht unbelohnt geblieben; unter allem was er
poetisch nachgebildet, ist nichts so frei von Manier.

It is only natural that so great a translator as Schlegel
should value translation highly, but in a passage in this
Essay on Biirger’s poems, he denies the possibility of
adaptation as a form of art, altogether.

Und so steht denn auch Biirgers Ballade, in ihrer ganzen
Gestaltung . . . hochst manierirt, und also in seiner schlecht-
esten Manier gearbeitet, als ein Beispiel da, dasz, wer ein
vollendetes Kunstwerk fiir rohen Stoff ansieht, aus dem er
erst das Kunstwerk zu bilden hitte, statt dessen es unfehlbar
auf rohen Stoff zuriickfithren wird.

This dictum of Schlegel’s, that the only legitimate
method of using a foreign source is to imitate it in form
as well as content, i.e., to translate, is a complete condem-
nation of Biirger’s practice of adaptation, whichisto take
over the content of the foreign poem, and to change the
form to suit the requirements of his own language.
His theory is found in the introduction to the first edition
of his poems, in his defence of his claims to the credit of
originality.
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Um derjenigen willen, die von der Originalitit eines darstel-
lenden Werks und dem Verdienste seines Verfassers, Gott
weisz was fiir seltsame Begriffe haben, musz ich offenherzig
gestehen, dasz ich den Inhalt zu einigen Gedichten aus
fremden Sprachen entlehn habe. Man bilde sich aber nicht ein,
als ob ich in solchen Fillen das Original vor mir liegen gehabt
und Zeile bei Zeile verdolmetschet hitte. Ofters hatte ich das
fremde Gedicht vor Jahren gelesen; sein Inhalt war meinem
Gedichtnisse gegenwirtig geblieben; diesen stellte ich Deutsch
dar, und gab ihm Bildung und Farbe aus eigenem Vermdgen.

Schlegel’s condemnation of so many of Birger’s
adaptations is closely connected with his own strict
theory of poetic translation, which involved the necessity
of taking over the form of the foreign poem as well as
its content, and with his theory of the fixed species of
poetry, each with its own particular form. But even if
we do not accept the universal validity of these theories of
Schlegel, can we accept Biirger’s theory of adaptation,
or must we regard an adaptation as being necessarily
inferior to an original poem ?

_ This question does not apply only to Biirger’s adapta-
tions, as Faguet has asked a very similar question about
the poems of La Fontaine.s

Comment a-t-il transformé en un ouvrage d’une originalité
incomparable ce qu’il 2 emprunté 4 tout le monde? Car il est
bien vrai qu’il n’a inventé aucun sujet. Il ne s’est jamais ni
piqué ni soucié d’imaginer le fond.

To find an answer to these questions, we will examine
the' adaptations by La Fontaine and Biirger of a fable,
which has been popular for centuries.

Le LABOUREUR ET SES ENFANTS

Travaillez, prenez de la peine:
Clest le fonds qui manque le moins.
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Un riche laboureur sentant la mort prochaine,
Fit venir ses enfants, leur parla sans témoins.
“Gardez-vous,” leur dit-il, “de vendre I'héritage
Que nous ont laissé nos parents:
Un trésor est caché dedans.
Je ne sais pas 'endroit; mais un peu de courage
Vous le fera trouver: vous en viendrez a bout.
Remuez votre champ des qu’on aura fait I'aofit:
Creusez, fouillez, béchez; ne laissez nulle place
Ot la main ne passe et repasse.”
Le pere mott, les fils vous retournent le champ
Dega, dela, partout; si bien qu’au bout de I’an
Il en rapporta davantage.
D’argent point de caché. Mais le pere fut sage
De leur montrer avant sa mort,
Que le travail est un trésot.

The poem opens with a solemn adage: then the
secrecy of the death-bed scene emphasizes the solemnity
of the old farmer’s words about the treasure which is
hidden in their ancestral fields, and the way in which the
sons must work to win it. These weighty words occupy
half the poem, whereas on the death of the father, the
poet passes quickly over the work of the sons and its
results, to return to the original adage, which is brought
home to us with new force and piquancy.

DIe SCHATZGRABER.”

Ein Winzer, der am Tode lag,

Rief seine Kinder an und sprach :

»In unserm Weinberg liegt ein Schatz.
Grabt nur darnach!” ,, An welchem Platz?”
Schrie alles laut den Vater an

,,Grabt nur!”—O Weh! da starb der Mann.

Kaum war der Alte beigeschaflt,
So grub man nach aus Leibeskraft,
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Mit Hacke, Karst und Spaden ward
Der Weinberg um und um geschartt.
Da war kein Klosz, der ruhig blieb ;
Man warf die Erde gar durchs Sieb
Und zog die Harken kreuz und quer
Nach jedem Steinchen hin und her.
Allein da ward kein Schatz verspiirt,
Und jeder hielt sich angefiihrt.

Doch kaum erschien das nichste Jahr,
So nahm man mit Erstaunen wahr,
Dasz jede Rebe dreifach trug.

Da wurden etst die Séhne klug

Und gruben nun jahrein jahraus

Des Schatzes immer mehr heraus.

Ihr Leutchen, Schitzegriberei
Ist just nicht immer Narretei.

The difference between the titles of the two fables is
significant. La Fontaine emphasizes the relation between
the farmer and his sons, and the value of the heritage
which he left them, sound common sense, which instead
of being paraded in platitudes is cloaked in mystery and
romance. Burger entitled his fable The Treasure-hunters,
and the last lines are a sneer at the folly of treasure-
hunting. The title of the poem and its conclusion throw
a new light on the standpoint from which Biirger’s
story is told.

There is no solemnity about the death-bed scene or the
last message ; indeed the first lines of the poem suggest a
grim joke by the old farmer, who after arousing his sons’
curiosity by urging them repeatedly to dig for treasure, is
inconsiderate enough to die without telling them where
1t 1.

Most of the emphasis falls on the second part of the
poem with its elaborate description of the process of
digging for treasure. There is a pointed contrast between
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the unceremonious manner in which the sons disposed of
the old man, and the meticulous care, which they
devoted to their search for the treasure. Their feverish
and foolish activity is emphasized by the account of the
mattocks, rakes, shovels and sieves that they went on
using, until they decided that the old man had been
playing a practical joke on them.

The third part of the poem provides the normal ending
to the story, until the last couplet reminds us that this is
merely a rare exception to the rule that digging for
treasure is sheer folly. Biirger is as successful as La Fon-
taine in writing the poem round the title.

There is practically no difference in the content of the
two poems. The main features of the story are the same,
they are arranged in the same order and related with a
minimum of comment—but the two poems are entirely
different. By a subtle transference of emphasis La Fontaine
and Biirger have written the poems round their respective
titles and made them fulfil the law of internal unity and
harmony, which is the standard by which we are judging
Biirger’s poems. Both poets have avoided the danger,
which threatens adaptations—the danger of discrepancy
between an old story and a new treatment of it. As long
as an adaptation fulfils the law of unity and harmony it
can claim equality with any original poem.

It is important to notice that in the antithesis between
an original poem and an adaptation, we are using the
adjective in the sense of original in content, but when
we speak of the originality of a poet we are using the
noun in the sense of originality of style. It is essential
to grasp this distinction at the outset of any criticism of
Biirger’s poems. It is possibly an exaggeration but cer-
tainly not an absurdity to say that Biirger shows his
originality most clearly in his adaptations, that is in
poems which are not original.
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The fact that the following study of Biirger’s poetry
Is chiefly concerned with his originality of style explains
why it contains no reference to the interesting works
which have been written connecting Biirger’s poetry
with the old myths and legends.s 9. 10

Y A, W. Schlegel, Kritische Schriften. 1828. p. 23.

2 A. W, Schlegel. p. 32. & P23

S A, W, Schlegel. p. 75.

¢ A. W, Schicgel. p. 49.

8 W. von Wurzbach, Birgers samiliche Werke. Leipzig, Vol. 3. p. 152,
* Emile Faguet, Dix-Sepliime Siscle L& Foutaine. p. 246,

" A. E. Berger, Brirgers Gedichte. 1891. p. 231.

® Erxich Schmide, Charakteristiken. 1902. pp- 189-238,

® Heinrich Préhle. G. A. Birger. 1856,

1 G. Bonet Maury. G. A, Biirger ef Jes origines anglaiser de la ballade listéraire en
Allemagre. 1889,

Cuarrer III
BURGER’S TECHNIQUE

In discussing Die Schatygriber in the last chapter we have
noted the extent to which Biirger succeeded in realizing
one of the two ideals, which influence his poetry, the
ideal of unity and harmony. In Die Nachtfeier der Venus,
the most ambitious of his early poems, he was unsuccess-
ful in his attempt to make the Pervigilium Veneris more
coherent and intelligible as a complete poem; but in the
separate stanzas we can find illustrations of the methods
by which he realized the other ideal, which influenced
his poetry, the ideal of vividness.

He realized this ideal chiefly through his skill in choos-
ing his verbs and in using them. One of the most illumi-
nating commentaries on all his poetry is found in the
juxtaposition of two sentences in a paragraph of his
jottings' Voun der Popularitit der Poesie. It is typical of
Birger that this illumination should come from a dis-
connected paragraph, not from one of his more formal
discourses on the nature of poetry, and equally typical
that the sentences are much more illuminating without
Biirger’s own comment on them. ,,Laut rollte der schnelle
Strom den ohrerschiitternden Donnerhall dahin !’ ,,Laut
donnerte der Strom dahin!”

The short sentence in which a well-chosen vetb is
strengthened by suitable adverbs conveys a far more
vivid and decisive impression than the longer sentence
with its portentous noun and adjective.

In the preface* to his iambic translation of the Iliad
Biirger explains that he is imitating the style of earlier
German writers, more especially of Luther, in the
emphasis which he throws on the verb.

21
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Die Periode der ilteren Sprache ist weniger schleppend
als die heutige; denn dort steht das Hauptzeitwort, welches
dic Art der Handlung in einem Gemihlde oder einer Beschrei-
bung anzeigt, oder den Verstand der ganzen Periode bestimmt
mehrenteils zu Anfange derselben, und die tibrigen Bestim-
mungen folgen nach. . .. Vermége des vorangehenden
Zeitworts wird dem Leser schon zum voraus, ehe er weitet
lieset, ein Hauptumrisz des Gemihldes, oder des Gedankens,
der folgen soll, gelicfert, welcher durch die nachfolgenden
Bestimmungen vollends ausgebildet wird.

Turning from Burger’s theory to his practice, and
comparing the opening lines of his iambic?® and hexameter?
translations of the Iliad, we find that only twenty-five out
of the first hundred verbs are the same in both versions.
This fact . may not give us a high opinion of Burger’s
fidelity and consistency as a translator, but it does give us
an idea of the richness and variety of his vocabulary in
verbs.

The refrain of the Pervigilium Veneris, which haunted
Biirger throughout his life, is itself a magnificent
example of the power which lies in the use of verbs and
adverbs alone.

Cras amet qui nunquam amavit quique amavit cras amet,

It is significant for the influence that the Latin poem
exerted on Blirger’s style throughout his career, that his
great love poems are written in the trochaic rhythm of
the Pervigilium Veneris, while his ballads are written in
iambics or jambics interspersed with anapests. Besides
finding trochaics in Die Nachifeier der Venus itself, we
find them in the Elegie, in Das Hobe Lied, in most of the
sonnets, and in Heloise an Abelard.

While the first version of Die Nachiferer may be
regarded as the commencement of Biirger’s poetic career,
there is a second version, which appeared in the 1789

‘edition of his poems, and a third version, which was
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written in the last years of the poet’s life. Most of the
differences between the first and second versions can be
easily explained by the poet’s desire to correct certain
licences in rhyme and rhythm which he had allowed
himself in his youth, and to give 2 higher degree of
completeness and symmetry to his stanzas. In general
the similarity of the first and second versions, when
contrasted with the last version, is far more striking
than the differences. We can take as an example Fhe
first lines of the lovely stanza, which describes the opening
of the flowers. The theme of Birger’s lines was given

by the one line of the Pervigilium Veneris.

Ipsa gemmis purpurantem pingit annum floridis.

17698 Dz NACHTFEIER DER VENUS 1789°

Wie mit blinkendem Gesteine

Schmiickt sie brautlich unsre
Welt ;

Streuet Bliiten auf die Haine,

Blumen in das Wiesenfeld,

Sie enthiillt die Anemonen;

Schlieszt den goldnen Krokos
auf;

Setzet die azurnen Kronen

Wankenden Cyanen auf;

Den Pionien entfaltet

Sie das purpurne Gewand;

Manche Sommertose spaltet

Schon im Maimond ihre Hand.

Wie mit Perl’ und Edelsteine,

Schmiickt sie briutlich unsre
Welt;

Streuct Bliten auf die Haine,

Blumen iiber Wies’ und Feld.

Sie enthiillt die Anemonen,

Schlieszt den goldnen Krokus
auf;

Setzet die azurnen Kronen

Prangenden Cyanen auf;

Den Pionien entfaltet

Sie das purputne Gewand;

Wie der Midchen Busen,
spaltet

Junge Rosen ihre Hand.

The differences between the first and second ve‘rsions
are insignificant. Both versions bear the imprint of

Biirger’s characteristic style.

The vetbs give vigour to

the separate sentences and clatity to the whole stanza,

by the way in which ti'sy rep

opening lines, of the robing

eat the idea suggested in the
of a royal bride. In the 1796



24 BURGER’S ORIGINALITY

version the whole emphasis of the lines has been shifted
from the verbs to the nouns.?

Wie die Braut an Hymens Feste,
Prangt durch sie die Friihlingsflur.
Bliithe ziert des Baumes Aste,
Wie Rubin und Perlenschnur.
Bellis, Primel, Maienglocke,
Purpurklee und Thymian,

Krokus mit der goldnen Locke
Schmiicken Feld- und Wiesenplan.
Auf dem Gartenbeet entfaltet

Sie der Tulpe Prachtgewand.

Aber holder noch gestaltet

Dich, o Rose, Cypris Hand.

The shifting of emphasis from verbs to nouns is not
peculiar to this one stanza. The 1796 version is longer
than the 1769 version and contains more or less the same
numbgr of verbs. But while there are only about 300
nounsin the earlier version, there are about 35o0inthe last.
The effort to strengthen the nouns by reduplication leads
to the weakening of the verbs—as it is difficult to retain
the more vivid and characteristic verbs—the poet is
obliged in many cases to replace them with verbs of
vaguer or more general meaning,

Birger wrote a defence of the last version of D
Nachtfeier in his Rechenschaft diber die Veréinderungen in der
Nachtfeier der Venns.# As this defence is extremely detailed
we must confine ourselves to some of the more signiﬁ—,
cant of Biirger’s remarks on the second stanza, in which
the 1769 and 1789 versions are practically the same.

_ 1769, 1789° 179610
L{eb’ und Gegenliebe paaret Lieb’ und Gegenliebe paaret
Dieses Gottes Freundlichkeit; Dieses Gottes Freundlichkeit.
Und sein Siiszestes versparet Ihre Nektarfiille sparet
Jedes Tier auf diese Zeit. Liebe fiir die Bliithenzeit.
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5 Wann das Laub ihr Nest 5 Was auf Erden, was in
umschattet Liften
Paaren alle V6gel sich. Lebensodem in sich hegt,

Was da lebet, das begattet Wird von frischen Wiitze-
Um die Zeit der Blite sich. diiften
Zum Verlangen aufgeregt.
Selbst die Sehnsucht, die
" erkaltet,
10 Die erstorben war, entgliiht,
Wann die Knospe sich
entfaltet,
Wann die Hyacinthe bliiht.

Der. 5 v**. .. Dennein Malhatte der Gedanke dadurch, dasz,
blosz das Paaren der V6gel, eines kleinen Theiles lebendiger,
der Liebe fihiger Geschopfe, angefiihrt war, nicht—wie soll ich
es nennen >—nicht Enumeration, nicht Amplification genug. . ..
Hiernidchst zweitens kam mir in der vorigen Leseart die
Idee des Paarens schon bei der zweiten Erwihnung, geschweige
denn vollends zum dritten Male in dem begatten, viel zu
oft vor. Auch schien drittens das begatten, wenn gleich nur
leise, das Zartgefiihl zu streifen. Endlich und viertens war
mir der sogenannte reiche Reim—sich auf sich—zuwider.

We can sympathize more easily with Biirger’s objection
to the identical rthyme than with his objection to the verb
begatten. But these are trifling matters compared to
the other two reasons. For by his objection to the repeti-
tion found in the three verbs paaret . . . paaren . . .
begattet, he is cutting the sinew of a stanza, which describes
in clear simple words the mating of bird and beast. We
have already seen that the clearness and vigour of the
stanzas in the earlier versions depend on the repetition
of the central idea of the stanza in a series of verbs.
In the more polished and rounded stanzas of tk:e last
version the vigour and the clarity have been lost.

His other objection to the earlier reading, his demand
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for more Enumeration or Amplification is equally signi-
ficant. One of the salient features of Biirger’s style
throughout his career is his liking for symmetry and
completeness. In the few poems in which his skill in
the use of verbs fails him, this symmetry degenerates into
a rather obvious symmetrical reduplication of phrases
and of lines. This failing becomes very apparent in some
stanzas of the last version of Die Nachtfeier, in which

Biirger raised his liking for symmetry to the rank of a.

principle—which he calls Enumeration or Amplification.

If there is any failing, which can be found in Biirger’s
poetry throughout his career, it is this liking for amplifica-
tion, which at its worst becomes meaningless symmetry.
But in the great majority of his poems he was saved
by the skill with which he used his verbs. His failure in
the last version of Die Nachtfeier is due to his effort to
apply the language of his later poetry, to a poem to
to which it was not suited.

The comparison of the two earlier versions of Die
Nachtfeier with the last shows that we can regard the
style of Biirger’s poetry as a kind of balance between his
liking for clearness and vigour on the one hand and his
liking for smoothness and symmetry on the other.
The first liking finds its clearest expression in the poet’s
use of verbs in the earlier version, the second in his use
of nouns in the later. This statement does not imply
any clumsiness in his use of nouns in the earlier versions
or of verbs in the later,

Another conclusion that we can draw from the com-
parisons between the earlier and later versions is that it
is dangerous to generalize on Biirger’s poetry. This
warning will be useful to us in the next stage of our
inquiry, in which we examine a quality of Biirger’s
poetry which is not found in all his poems, or in all the
stanzas of Die Nachtfeier—1I1 mean the quality of vividness
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found in the opening stanza, which is a fitting introduc-

tion to Blirger’s poetry.?

Unter hellen Melodieen

Ist der junge Mai erwacht.
Seht, wie seine Schlife glithen!
Wie ihm Wang’ und Auge lacht!
Uber kriutervollen Rasen,
Uber Hainen schwebet er;
Kleine, laue Winde blasen
Wohlgeriiche vor ihm her.
Segenvolle Wolken streuen
Warme Tropfen auf die Flur,
Geben Nahrung und Gedeihen
Jedem Kinde der Natur.

The poet describes not only what he sees on a morning
in May, but also what he feels, not only the beauty of
the meadows, but also the warmth of the wind and the
rain. The whole stanza is an attempt to recapture the
multitude of sense impressions and of feelings, which
crowd into one moment of reality, and the feeling. of
present reality is so intense that it excludes all reﬂectlozn
and reasoned thought. These characteristics of Biirger’s
stanza can be made clearer by contrast to some of

Schiller’s stanzas on spring.'?
Das MADCHEN AUS DER FREMDE

In einem Tal bei armen Hirten
Erschien mit jedem jungen Jahr,
Sobald die ersten Lerchen schwirrten,
Ein Midchen schén und wunderbar.

Sie brachte Blumen mit und Friichte,
Gereift auf einer andern Flur,

In einem andern Sonnenlichte,

In einer gliicklichern Natur.
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It is not the world of present reality which delights
Schiller, but an ideal world characterized by the contrast
to our present world. This ideal world is the creation of
the poet’s thought, and though the thought is pleasantly
tinged with emotion, it does not possess the power and
immediacy of feeling. Indeed thought and feeling are
often placed in antithesis in much the same way as the
ideal and the real. Schiller was a philosopher as well as a
poet, whereas Biirger regarded all abstract philosophy
as being naturally and necessarily excluded from the
realm of poetry.

In this connection 1 will quote parts of another
paragraph of Von der Popularitit der Poesiert

Lieber, du kannst Klopstocks Sponda das Biirgerrecht im
Reiche der Dichtung nicht erfechten. Sie, wie alle ijhres
gleichen, ist Abhandlung, durch Darstellung aufgestuzt. . . .
Abgehandelt wird fiir den Verstand; dargestellt fiir die Sinne.
Die Sinne sind 4uszere oder innere. Sie haben ihren Eingang
in das Innere durch die bekannten finf Werkzeuge, wie durch
Réhren. Drinnen strémen sie auf einem Puncte zusammen. . . .
Alle Bildnerei, die, cinem oder allen dieser Sinne empfinglich,
mit Leidenschaft belebt dargestellt wird, ist reine, echte

Poesie, die vom Anbeginne der Welt galt, und bis ans Ende
gelten wird.

I think it is a fair paraphrase of the above paragraph
to say that Biirger excludes abstract thought from the
realm of poetry, and that this realm of poetry consists
essentially of our sense-impressions and feelings.

In the conclusion of his book G. A. Burgers Asthetik

Christian Janentzky has stressed this same aspect of
Biirger’s character.!s

Biirger war ein Dichter, dessen auf das Anschauliche,
Sinnlich-Greifbare gerichtete Natur das Abstrakte von Grund
aus widerstrebte. . . . Der Asthetiker Birger jedoch, der in
Géttingen . . . abstrakte theoretische Systeme vorzutragen
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hatte, steht dem Dichter vollig fern; zwischen ihnen besteht
keine Briicke. Und deshalb gerade sind die Leistungen des
philosophierenden Asthetikers . . . loszulésen von den.cn
des poetisch Empfindenden und Schaffenden; der eine gibt
oder nimmt dem andern nichts von seinem Wert und Unwert,
und den Kranz des Dichters Biirger lassen wir unberiihrt,
wenn wir ihn dem Denker und Asthetiker versagen miissen.

Janentzky’s conclusions on Biirger’s mental equipmfent
are quite enough to justify us in the procedure of studying
the poems which were the product of his inspiration, and
neglecting his own comments on those poems. Thcy also
lead us to question the justice of some criticisms of
Biirger by Schiller. ‘

In his criticism of Biirger’s poems, Schiller warned the
poet not to write while under the influence of feeling.'®

Ein Dichter nehme sich ja in Acht, mitten im Schmerz den
Schmerz zu besingen . . . Aus der sanftern‘ und fernenden
Erinnerung mag er dichten . . . aber ja niemals unter df,r
gegenwirtigen Herrschaft des Affects, den er uns schén
versinnlichen soll.

Remembering the contrast between Bl'irger’s' stanzas
on spring and Schiller’s, we realize that Schiller is raising
his own distrust of present reality to the rank of a prin-
ciple, and applying this principle to the judgment of a
poet, whose power is best revealed in his feeling for
present reality. o

It is worth noting that Schlegel also criticizes threg of
Biirger’s greater poems for being too close to reality.
He says with regard to Des Pfarrers Tochter von Tau'benéam.”

Des menschlichen Elendes haben wir leider zu viel in det
Wirklichkeit, um in der Poesie noch damit behelligt zu werden.

A later paragraph in his essay opens as follows:!8

Die Erwihnung des hohen Liedes fithrt mich auf einige
seiner geliebten Molly gewidmete lyrische Stiicke, die noch
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zuriick sind. Thr dichterischer Werth ist aber so mit der
Vx?rworFenhelt wirklicher Vérhaltnisse verwebt, dasz sie
keine reine Kunstbeurtheilung zulassen.

The stanzas of DieNachtfeier, which we have examined
Afe 1n some respects an epitome of Biirger’s poetry——in’
some stanzas we have all the vividness of reality, as we
find it in Biirger’s greater poems—though this vi\’ridness
was made a reproach to him, by critics who considered
It mere unnecessary violence. In most of the stanzas as
in most of Biirger’s poems, we find the balance between
vigour and clarity on the one hand and smoothness and
symmetry on the other. On rare occasions the balance
breaks down, and the smoothness and completeness
Flegenerates into heavy meaningless symmetry because
1t Is not sustained by the skilful use of verbs, the out-
standing characteristic of Birger’s technique. ’

W, von Wurzbach, Brirgers samil; 2|

*W. von Wurzbach. Voig. 4. p. 8.1”})9 Werks. Lei

> W. von Wurzbach, Vol, 4. p. 6z.

Y W, yon Wurzbach, Vol, 1. p. 28,

: A. B, Berger. Burgers Gedichte, 1891, p. 12,

: E. Consentius. Brirgers Gedichte, 1 914. Vol. 1. p. 23,
: A. . Bohtz, Birgers Sammtliche W orke, 1835.p. 3

W. von Wurzbach, Vol, 3. pp. 82~128 e

? E. Consentius. Vol, 1. p. 2. )

10 A. W, Bohtz. p. 1.

W, von Wurzbach. Vol. 3.p. 114,

2 A. E. Berger. p. 7.

13 Oxford Book of German VVerse. p- 159.

:: g}/] von V}/urzbach. Vol, 3. p. 17,

ristian Janentzky. G. A, Brrgers 7
11: ich\x)gers.cﬁ. Gi)elcéekc’s edition, é\{fo].lg:r?f’;f‘ﬁ.r
LW, egel. Kritische Schri)
N Schleggcl. N hriften. 1828. p.’s5.

pzig. Vol. 3. p. 19.

909. p. 245.

CuarrEr IV
LIGHT LYRICS

Burger’s lighter lyric poems, written chiefly in the
first years of his career, have been far more kindly tteated
in the traditional criticisms, than the rest of his poems.
Schiller distinguished between Biirger’s earlier and later
poems, and expressed his preference for the earlier (that
is, light lyrics and ballads written before 1778). Schlegel
said with reference to the lighter lyrics or ballads.?

Ich kann nicht umhin diese kleinen Sachen im Range weit
iiber manche berithmtere zu stellen: das Maaszdes Kunstwerthes
wird nicht durch den duszeren Umfang und den Inhalt
begrinzt; und sogar ein Spinnerlied, das ganz leistet, was es
soll, wie das Birgerische, ist nichts geringes.

The best description of the early lyrics is to be found
in August Barth’s appreciation.?

Die besten Leistungen auf lyrischem Gebiet hat Birger
ohne allen Zweifel in den schlichten einfachen Liedern erreicht,
die wegen ihrer volkstimlichen Frische, Herzlichkeit (und)
ihrer tindelnden Schalkhaftigkeit . . . unwiderstehlich sind.

Berger had applied the same phrases® to the lyrics
which Biirger wrote for Molly, but the description can
be much more aptly applied to the poems written before
Biirger had felt the full power of love. The stanza-form
which is typical for these lightlyrics is the short four-
line stanza, and equally typical is the use of the diminutive,
especially for the titles of the poems. Three of the first
few poems in Berger’s edition (arranged chronologically)
are An ein Maienliiftchent Lust am  Lichchen® and An
Amalchen, ither einen geratibten Kusz.®

One of the best of the early lyrics is Das Dérfehen’—it is

3L
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not written in the typical short stanza, as Biirger follows
the metre of the French poem Le Hanrean®, from which he
adapted Das Dirfchen. But the metre of Le Hamean is
equally well suited to the subject which it treats. The
title Das Dérfchen is significant; for the village and the
countryside is the characteristic background of these
light anacreontic poems of love in the spring. We can
see too from the comparison of the two titles Das
Dirfchen and Le Hameau an example of the advantages
which the German poet enjoys in this type of poem from
the richness of his language in diminutive forms. For the
diminutive is a neat and dainty method of expressing the
two meanings, beloved and tiny, in one word, and the
connection between the two meanings is due to a feeling
which is deeply rooted in human nature.

Some of the other advantages of Biirger’s poem over
Bernard’s can be equally well illustrated from the first
two lines of the respective poems. For instance, by
starting Ich rithme, Biirger avoids the use of the verb to
be, and it is the frequent use of this verb which is partly
responsible for the dullness of Bernard’s description.
By this means Biirger also avoids the rather dull impet-
sonal statement and substitutes the more personal ich
reinforced by mein and mir. These advantages, together
with Biirger’s use of vivid adjectives of colour and

Oh quelle image!
Quel paysage

Fait pour Vateau!
Mon hermitage
Est un berceau,
Dont le treillage
Couvre un caveau.
Au voisinage
C’est un ormeau,
Dont le feuillage
Préte un ombrage
A mon troupeau;
(’est un ruisseau,
Dont 'onde pure
Peint sa bordure
D’un vert nouveau
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Zu einem Bilde
Den Gegenstand!
Hier Felsenwand,
Dort Ahrenfelder
Und Wiesengriin,
Dem blaue Wilder
Die Grenze ziehn;
An jener Hohe

Die Schiferei

Und in der Nihe
Mein Sorgenfrei;

So nenn’ ich meine
Gelicbte kleine
Einsiedelei,

Worin ich lebe,
Zur Lust versteckt,
Die ein Gewebe
Von Ulm und Rebe
Griin iberdeckt;
Dort krinzen Schlehen
Die braune Kluft,
Und Pappeln wehen
In blauer Luft;

In contrast to the trite phrases, with which Bernard has
described the stream, Biirger’s lines are remarkable for

their colour and movement.

emphatic adverbs, are further illustrated from the com-
parison of the following lines in the two poems.

Rien n’est si beau
Que mon hameau.

Ich rithme mir

Mein Dorfchen hier!
Denn schénre Auen,
Als ringsumher

Die Blicke schauen,
Sind nirgends meht!
Welch ein Gefilde!
Kein Dietrich fand

Mit sanftem Rieseln
Schlicicht hier gemach
Auf Silberkieseln

Ein heller Bach,
Flieszt unter Zweigen,
Die uber ihn

Sich wolbend neigen,
Bald schiichtern hin,
Liszt bald im Spiegel
Den griinen Hiigel,
Wo Limmer gehn,
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Des Ufers Biischchen
Und selbst die Fischchen
Im Grunde sehn;

Da gleiten Schmerlen
Und blasen Petlen;

Thr schneller Lauf

Geht bald hernieder
Und bald herauf

Zur Fliche wieder.

Biirger succeeds in conveying the impression of the
mystery and beauty of an element, which is in strange
contrast to the more familiar earth. The reflection mirrors
the beauties of earth in minute delicacy, while without
disturbing this reflection shadows glide through the
translucent depths. Through the magic of this strange
element commonplace things like stone and bubbles are
transmuted into silver and peatls.

There is the same delicate beauty in Biirger’s descrip-
tion of the dew on the grass and the flowers as in his
description of the reflections in the stream—but the latter
part of the poem is less ethereal!

Ein leichtes Mahl
Mehrt denn die Zahl
Von unsern Freuden;
Im weichen Gras

Assis aupres, An Pappelweiden
Comus aprés Stcht zwischen beiden
Joint 2 Pomone Das volle Glas:

Ce qu’il nous donne. Vom Trunk erweitert
A peu de frais Wird nun das Herz
Giité nouvelle Und Witz erheitert

Den sanften Scherz

Sie kémmt und winket
Und schenkt mir ein,
Und lachend trinket

Quand le vin frais
Coule a longs traits.
Toujours la belle
Donne ou regoit
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Sie selbst den Wein;
Flieht dann und diinket
Sich gut versteckt,
Doch bald entdeckt
Musz sie mit Kiissen
Den Frevel biiszen.

Fuit ou m’appelle
Rit, aime ou boit.

Even in this part of the poem, in the description of the
picnic in the meadow there is a delightful freshness in
Biirger’s lines. We feel that Bernard might have written
Le Hamean because it was the fashion to write pastoral
poetry in his day, but that Biirger could only have
written Das Dérfchen because he too had lived in Arcady.

There are other instances from these early lyrics of
Biirger adapting a foreign poem with such skill that the
adaptation outshines the original. But we must turn to
the original poems, which he wrote in his early years,
more especially his Minnelieder. The most perfect of
these poems is entitled Winterlied? because the poet in
the heart of winter finds all the beauty of the springtime
in his sweetheart. The poem is a worthy forerunner of
the lovely poem, written in the short summer of the
poet’s life Das Mddel, das ich meine.

The chief characteristic which distinguishes the
Winterlied from an adaptation like Das Dirfchen is the
skill with which the whole poem is woven round two or
three ideas. This characteristic is equally evident in
another poem, written eatly in 1773 and entitled first
Ballade )0 1ater Desarmen Suschens Traumt The eatlier title
warns us that Biirger has already entered on the period of
his career in which he attaches more importance to ballads
than to lyric poems. The distinction between the two
types of poem is that a ballad is a story, while a lyric
poem is the expression of the poet’s feelings in some crisis
of his life.
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DEs ARMEN SuscHENS TRAUM

Ich triumte, wie um Mitternacht
Mein Falscher mir erschien;

Fast schwiir’ ich dasz ich hell gewacht,
So hell erblickt’ ich ihn.

Er zog den Treuring von der Hand,
Und ach ! zerbrach ihn mir,

Ein wasserhelles Perlenband
Warf er mir hin dafiir.

Drauf ging ich wohl ans Gartenbeet,
Zu schau’n mein Myrtenteis,

Das ich zum Krinzchen pflanzen thit,
Und pflegen théit mit Fleisz.

Da risz entzwel mein Perlenband;
Und, eh’ ich’s mich versah,
Entrollten all’ in Erd’ und Sand,

Und keine war mehr da!

Ich sucht’ und sucht’ in Angst und Schweisz
Umsonst, umsonst! Da schien
Verwandelt mein geliebtes Reis
In dunkeln Rosmarin.

Erfullt ist lingst das Nachtgesicht,
Ach! lingst erfiillt genaul

Kein Traumbuch frag’ ich weiter nicht
Und keine weise Frau.

Nun brich, o Herz! der Ring ist hinl
Die Perlen sind geweint!

Statt Myrt’ erwuchs dir Rosmarin!
Der Traum hat Tod gemeint,
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Brich, armes Herz! zur Totenkron’
Erwuchs dir Rosmarin.

Verweint sind deine Petlen schon,
Der Ring, der Ring ist hin!

I have quoted the poem in full to show the skill with
which the stanzas are woven round the ideas of the
marriage wreath and the ring and the pearls that were
tears; the way in which the whole tone of the poem is
expressed in the simplicity of the stanza form and the
charming naivety of the language; and the technique by
which the commonest verbs and adverbs are saved from
being commonplace, by the skill with which they are
used. This is one of the greatest of the poems, which
Biirger wrote with the village and the countryside as his
background.

1 A.W. Schlegel, Kritische Schriften. 1828. p. §o.
1 August Barth. Der S5/ von G. A. Biirgers Lyrik. 1911. p. 55,
3 A, E. Berget. Biirgers Gedichte. 1891. Introduction. p. sz.
¢ A, E. Berger. p. 14.
¢ A. E. Berger. p. 15.
8 A, E. Berger. p. 16,
? A. E. Berget. p. 30.
8 P, J. Bernard. /L;Illdﬂdtb der Muses. 1767. p. 9.
? E., Consentius. Birgers Gedichtz. 1914, Vol, 1. p. 43.
10 A, E. Berger. p. 48,
1 E, Consentius, Vol. 1. p, 138.



CHAPTER V
LENORE

ALTHOUGH Des armen Suschens Traum was first entitled
Ballade and though it was placed by Biirger among his
ballads in the 1789 edition, it might be placed equally
well among his lyric poems. It differs in some important
respects from Lenore, though the two poems were
completed in the same year, 1773 ; in order to explain
these differences we must examine the influence of other
poems on Lenore and refer once more to the question of
Biirger’s originality.

Already, when Schlegel first wrote his criticism of
Biirger’s poems?, there had been considerable controversy

about the originality of the poem, as the following passage
suggests.?

Mfm hat neuerdings gegen die Originalitit der Erfindung
chlfel erregen wollen, die aber hinreichend widerlegt worden
sind: es ist ausgemacht, dasz Biirgern, wie er mir selbst auch
mehrmals miindlich versicherte, nichts dabei vorgeschwebt
hat, als einzelne verlohrne Laute eines alten Volksliedes.

B:ut we must remember that Biirger’s views on the
subject of originality were very different from Schlegel’s
as is clear from their respective comments on the origin—’
ality of Die Entfithrang.

Biirger wrote in a letter to Boie with reference to this
poem :?

U!)erhaupt dichte ich, ich diirfte bey verschiedenen meiner
Gedichte wohl verschweigen, woher sie genommen sind, da
€s !aey der Vergleichung so sehr am Tage liegt, dasz ich das
meiste ex propriis zur Komposition hinzugethan habe. Es
musz auch einer schon sehr in den Reliques bewandert seyn,
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ehe er nur dran denkt, dasz The Child of Elle zum Grunde
liegt.

Schlegel writes with regard to the same poem:4

Nicht weniger als funf und darunter zwei von Biirgers
beliebtesten Balladen, die Entfiihrung und der Bruder Graurock,
sind nach Englischen Stiicken gearbeitet, und fast nur frei
iibersetzt.

Knowing that Biirger attached so much more import-
ance to originality of form than to originality of content,
we can hardly accept his statement about the originality
of Lenore as conclusive. Nor are Beyer’s® arguments on
the originality of Lemore convincing; he shows clearly
enough that Biirger had little or no knowledge of Percy’s
Religues before 1777, but though Sweez Willian's Ghost, a
possible source of Lenore is found in Percy’s Reliques, it
is also found in A/an Ramsay’s Tea Table Miscellany,® which
was already in its twelfth edition when the Relignes were
published for the first time. The comparison between
Sweet Willian’s Ghost and Lenore does not permit any
doubt that Biirger made use of the older ballad, though I
do not think it can be definitely shown whether he used
the English ballad itself, or Herder’s translation.? Both
the original poem and the translation were accessible to
him, and there is nothing to show that he did not use
both.

As regards external evidence that Lemore is not
an original poem, in the sense of original in content,
Biirger’s friend Cramer wrote to the poet in October
1773,% and quoted from his own review of Lenore in the
Musenalmanach.

Aber vornehmlich standen wit vor der Lenore still, wie vor
einem alten Torso erginzt durch einen Michel Angelo.
Der Urstoff ist aus einer bekannten Gespensterhistorie, aber
die ganze Bearbeitung und trefliche Ausfithrung gang HE.
Biirgers.
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We have already noted that in Birger’s poems origin-
ality of content is of vety minor importance, when
compared to originality of style, and in Lenore we find
some extremely important developments in Biirger’s
technique. The first of these developments can be most
clearly illustrated from the comparison between the
well-known opening of Lenore, and an earlier versjon of
the same stanza preserved in a letter to Boje.?

May, 1773 September, 1773
Lenore weinte bitterlich, Lenore fuhr ums Morgenrot
Ihr Leid war unermeszlich; Emporaus schweren Triumen:
Der.mWilhelms Bildnisz prigte , Bist untreu, Wilhelm, oder .
sich tot? ’
Ins Herz ihr unvergeszlich. Wie lange willst du sdumen?”

In the final version there is a2 tremendous increase in
the energy of expression created by the abrupt transition
from vigorous action to direct speech, which is as
energetic as the action, which precedes it. By this direct
speech we are transported from the irrevocable past into
a living present in which the gitl’s questions to her
absent lover have all the urgency of commands.

We can see from a letter of Cramer’s that Biirger was
aware of the power of his new technique and had

been annoyed because Cramer had imitated it., Cramer
protested.1o

Ich hebe meine Kralle in die Wolken und schwére bey mir
selber: dasz ich weder an Hahn noch an Dich gedacht habe
Wa:s aber den Dialog anbetrifft! O Himmel und Erde! Wars
Deine Riistung, ich wollte sie strax ausziehen und mit Fiiszen
treten. Aber so ists mein Trost, dasz es meine eigne ist. Denn

Dialog., mit Erzihlung abrupt verkniipft kannst Du Dir doch
auch nicht zueignen.

The effect of the transition into a present, in which the
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characters can still strive to achieve their ends or avert
their fate, is achieved throughout the poem through the
technique of interspersing stanzas of dialogue among the
narrative stanzas. But there are some other qualities
which are peculiar to the opening stanza.

For Biirger’s contemporaries the reference to the
Seven Years’ War endued the poem with the vividness
which is the peculiar property of the present and the
immediate past; and throughout history great wars have
been followed by a renewed belief in the return of the
dead. With this background of belief the story of such a
return could carty greater conviction.

But even the hardened rationalist, who refuses to
believe in such returns, can find no fault with the opening
stanza of Lenore. For the stanza leaves us in doubt as to
whether the whole story that follows is not one of the
dreams which have haunted Lenore through the watches
of the night. After the opening stanza the whole narrative
is lucid and closely-knit, but owing to the skilful tech-
nique of the opening stanza the whole poem is left in
uncertainty. This aspect of the ballad is well expressed
by Scherer:

Welchein Werk, seine Lenore! Rasender Geisterritt zum Grabe
hin, wobei uns allmihlich erst klar wird, dasz der sehnsiichtig
erwartete Liebende, der Soldat, der sein Middchen weckte, der
Tod war! Und etwas Unauflésliches, Geheimnisvolles bleibt
zuriick. Alles einzelne ist deutlich, aber wir miissen uns am
Schlusse besinnen, was denn nun eigentlich geschehen sei:
war es ein Traum des Middchens, ein Traum, mit dem sie
gestorben ist? war das Gespenst witklich da und hat sie
entfithrt?

We have seen that the abrupt transition from a
narrative of the past to the living present of the stanzas
of direct speech is directly responsible to a large extent
for the vividness of Lenore. Indirectly this use of direct
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speech is also responsible for much of the unity and
harmony of the poem, as it led to the use of the refrains
by which the whole poem is welded together.

We have already spoken of the refrain of the Pervigilinm
Veneris, which Biirger so admired. But a refrain is clearly
better adapted to a lyric poem, conveying the feelings
of the poet, than to a ballad. For there is an obvious
difficulty in fitting a regular refrain into the narrative,
which distinguishes a ballad from a lyric.

In Lenore Biitger overcomes this difficulty by making
the actors in the drama repeat some striking sentences.
This kind of repetition is natural in moments of emotion
and avoids all suggestion of artificiality. Two such uses
of repetition are sufficient to supply the whole framework
of Lenore.

If we may speak of a cry twice uttered as a refrain, the
first refrain of Lenore is the cry of despair.!?

Lisch aus, mein Licht, auf ewig aus !
Stitb hin, stirb hin in Nacht und Graus!

The ideas of fear and darkness and death ate not linked
together merely by convention or literary tradition, the
connection is rooted in the depths of the human heart,
in the obscure regions, where the interplay of feeling
and sense-impressions is more powetful than thought ot
reason. This accounts for the force of Lenore’ challenge
to the powers of darkness, the challenge which dominates
the first part of the poem.

The second part of the poem is the answer to Lenore’s
challenge to the powers of darkness. She has rejected the
consolations of religion and refused to become the bride
of ‘God; now she is tricked into becoming the bride of
death. From first to last there is 2 grim ambiguity in the
Rider’s words, speaking of a marriage bed, which is in
truth the marriage bed of death.
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The refrain which dominates the second half of the
poem is one of the most famous in all literature:?

Graut Liebchen auch? Der Mond scheint helll
Hurra! die Toten reiten schnell!

The connection between the two refrains of Lenore is not
disturbed by the bright light of the moon in the later
refrain. Indeed, the two conceptions may be regarded as
complementary. For during the hours of darkness the
living appear to die, while in the uncanny light of the
moon the dead appear to live again. .

While the witchery of the moonlight and the wailing
of the wind bewilder and deceive the senses, each
encounter contributes its quota to the associations of
death. After the meeting with the mock-funeral, the
Rider passes the place of execution, the wheel and gibbet.
Above the place whete the rags and tatters of humanity
have been left to bleach and wither, shadows are seen
wavering and dancing in the moonlight. At the Rider’s
bidding they are whirled up like withered leaves and
follow to dance at the wedding-feast of death. At cock-
crow the phantasmagoria of the night vanish and the
dominion of the powers of darkness is taken from them.
But by this time the Rider has reached the resting-place,
which is the goal of his ride, the resting place where
the moon gleams white on the tombstones. Now that he
has come to his own place he can put off the semblance
of humanity and show the insignia of death.

It is a remarkable proof of the power of the old
folk-song, of which only the refrain survived, that it
should dominate the last part of Lenore to such an extent
as to absorb many details of Sweet Willian’ s Ghost withogt
any loss of unity or harmony. Though the folk-song 1s
lost the ideas of the refrain strongly suggest the Northern
myth of the ride of the Valkyrie and the warriors slain
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in battle mounting to Valhalla amid the fluttering of

ravens’ wings.

We see then that the old folk-songs besides supplying
some details to Lenore, can also be used to account for the
differences in technique, which distinguish the ballad
from Des armen Suschens Traum, the use of dialogue
stanzas which break in on the narrative stanzas, and the
use of the refrain developed from the dialoguf’:—stanzas.
But this does not prove that Lenore itself is a folk-song
as Schlegel asserted.!4 ’

Lenore ble'ibt immer Birgers Kleinod, der kostbare Ring,
wodurch er sich der Volkspoesie, wie der Doge von Venedig
dem Meere fiir immer antraute.

We have already noted one of the types of
which can be included under the genteyrIZl headlzr?;trgf"
Volkspoesie; it is the type of poem which takes the village
anc? the countryside for a background, the type of poem
which is admirably exemplified by Biirger himself in Des
armen Suschens Traum. Thete is no need of elaborate
argument to show that the power of such a ballad as.
Lenore cannot be confined within the rather fragile
framework of these folk-songs.

T}{ere is another type of Volkspoesie, which Schlegel
descnbeﬁs categorically as the Romanze, that is the ballad
of medizval times. Besides placing the Romanze in its
historical setting in the Middle Ages, Schlegel gave a
;{hort sumn};a;_y of }tlhe chief characteristics of the ideal

omanze, before showing the way i i irger’
ballads fell short of that id%al.l-" Wi which Brgers

Die Darstellung ist in den alten Romanzen tiberhaupt sum-
marisch und abgerissen: . . . aber nie ist sie bemiiht auch das
Wunde.r,barste verzubereiten, noch liszt sie mit Entwickelung
der_ Triebfedern ein. . . , Keine Rhetorik im Ausdruck der
Leidenschaften, bei deren fast schiichterner Andeutung die
rege Handlung um so gewaltiger trifft.
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example of the great qualities of the old ballads, the

ualities which Schlegel emphasizes are best illustrated
by the following two stanzas:®

She stretched out her lilly~white hand
And for to do the best:

Hae, there’s your faith and troth, Willy,
God send your soul good rest,

Now she has kilted her robes of green
A piece below her knee

And all the live long winter night
The dead corps followed shee.

In the first stanza Margaret renounces all claims to her
lover and bids him return to his rest. The last line would
be a fitting end to the poem and is indeed very similar
to the last lines of Lenore. But Margaret’s actions in the
second stanza entirely contradict her actions in the first.
She does not proclaim that death cannot sever the ties
that bind them, but knowing that her lover cannot stay
with her, she rises and follows him for good or ill, in life

or in death.

The curtness and inconsequence, which are so well
illustrated by these stanzas and which are regarded by
Schlegel as the leading characteristics of the Romanze
are equally well illustrated in Herder’s translations of
foreign ballads, and later in the poems of Des Knaben
Wunderborn. But the stanza of Lenore'” in which the gitl
links her fate with her lover’s, is skilfully elaborated in
itself, and closely connected with stanzas which precede
and follow it. It is almost the antithesis to the curtness
and inconsequence of Schlegel’s ideal Romanze,

Schén Liebchen schiirzte, sprang und schwang
Sich auf das Ross behende;
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Wohl um den trauten Reiter schlang
Sie ihre Lilienhinde;

Und hurre hurre, hop hop hop!
Ging’s fort in sausendem Galopp,
Dasz Rosz und Reiter schnoben,
Und Kies und Funken stoben.

The sound of the stanza is dominated by the alliteration in
5. Apart from the swift succession of verbs in the first
line, it is worth noting that three opening words in the
first four lines begin with s, as well as two of the words
in the rhyme. In the second half of the stanza the s sound
is redoubled in sausendem, and in the last two lines the
same alliteration is found finally in the two words in
the rhyme.

The unity and harmony of the stanza is as well marked
in sense as in sound. The speed and vigour is rendered
by the swift succession of verbs in the first line strength-
ened by the adverb at the end of the second. The idea of
speed is again taken up in the repeated hurre (which was
an exclamation not yet obsolete in Biirger’s time), and
the last two lines render with remarkable concision the
picture of stones scattering and sparks flying under the
hooves of the horse, while the wind cuts the breath of
both horse and rider. The speed of the gallop in the
preceding line has again recalled the wild windy night,
which is the background of the ballad.

From beginning to end the stanza is dominated by the
idea of speed, and to strengthen the resulting unity the
words Ross and Reiter in the first half of the stanza are
repeated in the word-couplet of the last half.

In a stanza of this strength and unity the famous
onomatopoeia of the fifth line could be placed with safety.
Critics (among them Biirger himself at a later date) do
these expressions an injustice by citing them apart from
their context. They are rendered easier by the resources of
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alliteration and of rhyme and they only occur after the
entry of the phantom horseman; such unus’ual, almost
uncouth, exclamations are a fitting expression for the
uncanny atmosphere of the supernatural in all the later

rt of the poem. ‘ ‘
PaWe are thlljls clearly and completely justified in spealflng
of the skilful elaboration of Burger’s stanza, and it is
only necessary to quote some of the st_anzas,.whlch
precede or follow it, to show the skill with which the
stanza is fitted into the ballad. _

Nearly all the ideas of the narrative stanza have been
prepared in an earlier stanza of dialogue.!®

,,Lasz sausen durch den Hagedorn,

Lasz sausen, Kind, lasz sausen!

Der Rappe scharrt; es klirst der Sporn.

Ich darf allhier nicht hausen. )
Komm, schiirze, spring und schwinge dich
Auf meinen Rappen hinter mich!

Musz heut noch hundert Meilen

Mit dir ins Brautbett’ cilen.”

The command is repeated with renewed urgency in
the stanza which centres in the grim trickery of the
martiage bed of death.”

,, Sag an, wo ist dein Kimmerlein?

Wo? Wie dein Hochzeitbettchen?” '

,, Weit, weit von hier! Still, kithl und klein!
Sechs Bretter und zwei Brettchen!” '
,,Hat’s Raum fiir mich?”’-—,, Fiir d'{ch unfi mich!
Komm, schiirze, spring’ und schwinge dich!
Die Hochzeitgiste hoffen;

Die Kammer stcht uns offen.”

After the stanza describing the start f)f the ride, we
find the following variations on the last lines.?0
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Still Klang und Sang. Die Bahre schwand.
Gehorsam seinem Rufen,

Kam’s, hurre hurre! nachgerannt,

Hart hinter’s Rappen Hufen.

Und immer weiter hop hop hop!

Ging’s fort in sausendem Galopp,

Dasz Rosz und Reiter schnoben,

Und Kies und Funken stoben.

Once again a sound recalls the wind on the night of
that ride:»

Und das Gesindel husch husch husch!
Kam hinten nachgeprasselt,

Wie Witbelwind am Haselbusch
Durch diirre Blitter rasselt.

Und, weiter, weiter, hop hop hop!
Ging’s fort in sausendem Galopp,
Dasz Rosz und Reiter schnoben,

Und Kies und Funken stoben.

We have seen that these last lines describe natural
phenomena, but they suggest preternatural power —and
we only realize the full power of this suggestion in the

stanza in which all the terrors of the supetnatural are
revealed.2?

Hoch biumte sich, wild schnob der Rapp,
Und sprithte Feuerfunken;

Und hui! war’s unter ihr hinab
Verschwunden und versunken

Geheull Geheul aus hoher Luft,
Gewinsel kam aus tiefer Gruft.
Lenorens Herz, mit Beben,

Rang zwischen Tod und Leben.

To conclude the comparison between the stanza in
Sweet Willian’s Ghost and the stanza in Lengre, the former
is typical of the curt, disconnected language of the old
ballads, while the latter shows an exact antithesis to that
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language. The form of the old ballad is so rough that
we can only speak of stanzas by courtesy; but the stanzas
of Lenore are like an iron chain in the strength of each
separate link and in the skill with which the links are
joined.

As regards the technique of the Lenore stanza, we can
heattily endotse Zaunert’s approval of the skill by which
the rhythm expresses the peculiar combination of power
and speed, which characterizes the whole ballad. It is
harder to follow the extremely technical arguments, by
which Zaunert finds some fault in the rhythm of the
second stanza of which he quotes the first four lines.2s

Der Kénig und die Kaiserin,
Des langen Haders miide,

Bewegten ihren harten Sinn,
Und machten endlich Friede.

If the last four lines of the stanza had merely repeated
the arrangement of masculine and feminine endings
found in the first four, and if they had contained a pre-
ponderance of words of two syllables, we might have
felt that Biirger’s love of regular rhyme and rhythm had
led to a certain monotony in the sound of his stanza.
But the last four lines do not simply repeat the arrange-
ment of rhymes in the first four; and the rhythm is saved
from all tendency to monotony by Biirger’s use of
monosyllables and long compound words, breaking in
on the more common dissyllables.24

Und jedes Heer mit Sing und Sang,

Mit Paukenschlag und Kling und Klang,

Geschmiickt mit griinen Reisern,

Zog heim nach seinen Hiusern.

We may note in passing that the use of compound
nouns and of noun couplets is as advantageous to the
sense of Burger’s ballads as it is to the sound. The

E
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character of word-couplets is shown by the frequency
with which they recur in hymns; they belong to familiar
ot popular language and so are in harmony with the tone
of Lenore. Besides, they compress a great deal of meaning
into a small space by dispensing with the article or qualify-
ing epithet, so that in four short lines Biirger can convey
a vivid impression of the clamour and triumph of a
returning army. The difference between the May and the
September versions of Lenore show the extent to which
Biirger developed the use of these noun-couplets.

May, 1773% September, 177328
Und tberall und tberall: Und uberall all-iiberall
Gedringt auf allen Wegen, Auf Wegen und auf Stegen,
Zog alt und jung dem Zog alt und jung dem
Jubelschall Jubelschall
Der Kommenden entgegen.  Der Kommenden entgegen.
Gottlob! rief Kindund Gattin ~ Gottlob! rief Kind und Gattin
laut, laut,
Willkommen! manche frohe ~ Willkommen! manche frohe
Braut, Braut.

Ach! aber fiir Lenoren Ach! aber fiir Lenoren
War dieser Grusz verlohren. War Grusz und Kusz verloren

Biirger’s own comment on the change in the first line
was:%?

Lesen Sie doch Str. 3: Und iiberall all-iiberall.
Das ist rechte gute expressivische Volkssprache.

Further the breaking of the complete symmetry and the
repetition of «// three times, in the first line, raises the
power of the later version to such a degree that the lines
which follow can carry four word-couplets without any
suggestion of straining after effect.

Such compound nouns as Paukenschlag and Jubelschall
in the second and third stanzas are also useful in other
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ways besides providing variations in thythm, For example
the Lilienhinde of a later stanza compresses into one
word the noun and epithet lilly-white hands of the
English ballads. Fluck?s notes Biirger’s use of this peculiar
resource of the German language in his iambic translation
of the Iliad. The statement that in many lines of this
translation the emphasis is transferred from verbs to
nouns, cannot be applied to the rest of Biirger’s poetry,
but shows at any rate that his skill in the use of verbs is
supplemented by his skill in the use of nouns.

One further point in Biirger’s technique is found in the
last lines of Lenore:

Des Leibes bist du ledig;
Gott sei der Seele gnidig.

In 1773 the use of the last syllables of these lines as
feminine endings was a daring innovation, involving the
defiance of the strict rules of versification established
by Gottsched.?® For any less pedantic system than Gort-
sched’s the rhymes are feminine enough not to break the
regular pattern of the stanza form. At the same time they
afford a firmer ending than the flexional terminations
found in this position in all the preceding stanzas,
and so are better fitted to bear the conclusion of the whole
poem, which up to this point has been marked by the
swiftness of transition from stanza to stanza.

The last lines of the poem are as important for the
action as for the technique of the poem. For they dispel
any suspicion that the powers above are privy to the
trickery by which the powers of darkness have taken ad-
vantage of Lenore’s rash challenge. By her own head-
strong action she has fallen a victim to this trickery and
has forfeited her life here on earth, but her immortal
soul remains in the hands of God.

When we consider the skill which Biirger displays
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from beginning to end of Lenore we ate inclined to think
that the whole poem and the separate stanzas can stand
the test which Burger later applied to his sonnets.®

Wenn man versuchte das gute und vollkommene Sonnett in
Prose aufzuldsen, so miiszte es einem schwer werden, eine
Sylbe, ein Wort, einen Satz aufzugeben, oder anders zu
stellen, als alles das im Verse stehet. Ja sogar die tberall
duszerst richtig, voll und wohl ténenden Reimwirter miissen
nicht nur irgendwo im Ganzen, sondern auch gerade an
ihren Stellen, um des Inhalts willen, unentbehtlich scheinen.

Though Biirger attains in Lenore that consummation of
art which is characterized by the appearance of artlessness
(which presumably explains Schlegel’s misjudgment of
the poem) the poem remains a striking contrast to an old
ballad like Sweez Willian’s Ghest of which artlessness is
an essential part.

Biirger’s conception of the word Volkspoesie was
entitely different from Schlegel’s, for him the word
Volksdichter is practically equivalent to a great poet.st

Man hat mich hier und da unsern Volksdichter, ja wohl
gar den groszten Volksdichter genannt. Das wiirde das héchste
Lob seyn, . . . wenn man unter Volksdichterei das verstinde,
was ich darunter verstanden wissen will. Denn ich wiirde
alsdann mehr seyn, als Homer, Ossian und Shakespeare, welche
meines Wissens die groszten Volksdichter auf Erden gewesen
sind.

. . . Ich sehe, dasz die Theoristen Volks-Poesie zu einer
Gattung machen, und ihr, als einer solchen, héchstens ein
Capitel in ihren Theoriecen einrdumen.

My purpose has been to show that if Lenore belongs to
Volkspoesie, it is Volkspoesie in Biirger’s sense of the
word not Schlegel’s.
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Cuarrer VI
THE DEVELOPMENT OF THE BALLAD

WHILE Biirger’s critics are unanimous in praise of Lenore,
some of them are doubtful about Der Wilde Jiger.* These
doubts are completely justifiable, as even the opening
stanzas show that tendency to reduplication, which is
Biirget’s besetting sin, when his inspiration fails him.
In the development of the poem that tendency is accen-
tuated, because the whole construction is based on the
principle of symmetry.2

Der WiLDeE JAGEr

Der Wild- und Rheingraf stiesz ins Horn:
»Hallo, hallo, zu Fusz und Rosz!”

Sein Hengst ethob sich wiehernd vorn;

Laut rasselnd stiirzt’ ihm nach der Trosz:

Laut klifft’ und klafft’ es, frei vom Koppel,
Durch Korn und Dorn, durch Heid’ und Stoppel.

Vom Strahl der Sonntagsfrithe war
Des hohen Domes Kuppel blank.
Zum Hochamt rufte dumpf und klar
Der Glocke ernster Feierklang,

Fern tdnten lieblich die Gesinge

Der andachtsvollen Christenmenge.

Risch rasch quer iibern Kreuzweg ging’s
Mit Horrido! und Hussasa!

Sieh dal sieh da, kam rechts und links
Ein Reiter hier, ein Reiter da.

Des Rechten Rosz war Silberblinken;
Ein Feuerfarbner trug den Linken,

54
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Der Wilde Jiger is unfortunately an equally clear
example of Birgers Manier in the narrower sense, in
which it means the unsuccessful imitation of some
features in the technique of Lenore. Friedrich Blomker’s?
explanation is clear and accurate.

Dutch die Anwendung duszerer Kunstgriffe sucht er sein
Ziel vollkommener zu erreichen. Als diese Methode, noch
sehr in kiinstlerischen Grenzen gehalten, aber doch bereits
bemerkbar, ihm mit der Lewore so groszen Ertfolg bringt,
festigt sie sichin der Folgezeit mehr und mehr. Hier liegt der
Hauptgrund fiir die Ausbildung des Typischen, so vielen
Dichtungen Biirgers besonders auf dem Gebiet der duszeren
Form Gemeinsamen, was wir seine Manier nennen.

In the third stanza of Der Wilde Jiger the uncouth
cries of the huntsmen are clearly intended to surpass
the uncanny sounds heard in Lenore, and in the sixth
stanza we come to the refrain, which is as unsuitable as
the opening stanzas for creating an atmosphere of mystery
and terror.?

»Ochlecht stimmet deines Hornes Klang,”
Sprach der zur Rechten sanftes Muts,
,»Zu Feier, Glock’ und Chorgesang.
Kehr um! Erjagst dir heut’ nichts Guts.
Lasz dich den guten Engel warnen

Und nicht vom Bésen dich umgarnen!’

It is true that the last two lines fulfil one requisite of
a refrain in being general enough to widen the whole
horizon of the poem, but they entirely fail to fulfil the
other requisite—that it should be characteristic enough
to be brought into close connexion with this particular
poem.

The weakness of the actual refrain is all the more
noticeable when we consider the possibilities of a poem
constructed round the Count’s own wild words.
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Lasz stiirzen, lasz zur Holle stiirzen,
Das datf nicht Fiirstenlust verwiirzen.

Der Wilde Jiger is one of the few ballads which
Schlegel rates above its real merits. But he dismisses it
quite shortly in his appreciation of Biirger’s poems, and
devotes most of his time to the discussion of four ballads:
Lenore, Die Entfiibrung, Lenards und Blandine and Das Lied
vom braven Mann. His appreciation® of Lenere is no more
than that great poem deserves, but his criticism of Die
Entfibrang is designed principally to demonstrate its
weaknesses with reference to the standard of the ideal
Romanze, or in other words to demonstrate the charac-
teristics of Brirgers Manier; and his criticism of the other
two ballads is used in support of this demonstration.

It is true that all three ballads can be used to illustrate
Biirger’s failure to imitate Lenore. In Die Entfiibrung he
uses the Lenmore stanza,” but we need only compare the
two stanzas required to describe the start of the ride in
Die Entfibrung with the one stanza of Lenore, to see how
he fails to produce the effect of power and speed.
In Lenardo und Blandines the poet devotes a whole unfortu-
nate line to the cries of the princess:

Juchheisa! Tralalla! Juchheisa! Tralla!

In Das Lied vom braven Mann® there is a refrain which is

unfortunately no more effective than the refrain in Der
Wilde Jiger:

Der bebende Zollner mit Weib und Kind,
Er heulte noch lauter als Strom und Wind,

This refrain clings closely enough to the action of the
ballad, but completely fails to open up a wider horizon
for the poem.

There is no doubt then that there are weaknesses in
these ballads, but we must examine them more closely
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to see whether they confirm the truth of Schlegel’s dictum
on Biirger’s poetry.o

Denn eine Manier hat er, und zwar eine sehr auffallende und
unverriicklich festgesetzte, die sich bei allem Wechsel der
Gegenstinde gleich bleibt. Sie ist derb, und zuweilen nicht
ohne Rohheit; sie hat einen groszen Anschein von Kraft,
aber es ist nicht die ruhige sichere Kraft, sondern wie mit
willkiihrlicher Spannung hervorgedringte Muskeln,

If we take the above lines to be a metaphorical description
of Biirger’s use of meaningless symmetry in some of his
poems we can accept Schlegel’s statement, with the im-
portant qualification that this unfortunate feature of
Biirger’s style only becomes obvious in the few poems
in which his inspiration has failed him.

The other two features of Béirgers Manier apply to an
even more limited number of his poems.1t

Ihr groszter Fehler ist wohl die nicht selten iibetfliissige
Hiszlichkeit der dargestellten Sitten. . . . Einfachheit kann
man ihr nicht zuschreiben, vielmehr vetschwendet sie die
matetiellsten Reize, und ist reich an iiberladenden Aussch-
miickungen, da doch nichts der Einfalt des Volksgesanges.
mehr zuwider ist, als statt des stillen Zutrauens, die Sache
werde fiir sich schon witken sie durch ein lautes davon
gemachtes Aufheben aufzudringen.

If we want one word to describe each of these two failings
we should choose brutality for the first, and rhetoric for
the second.

As regards the question of brutality, we must remember
that Schlegel placed his ideal Romanze in the Middle
Ages, and that one of the most familiar characteristics of
that age was a mixture of courtesy and cruelty which
seems startling to us. The salient point in the story from
which Lenardo und Blandine is adapted is the way in which
the father sends his daughter her lover’s heart in a golden
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goblet—presumably with the grim suggestion that if she
wanted her lover’s heart she should have it. All the
brutality is in the story before Biirger touches it, and it
is rather amusing to observe Schlegel’s efforts to lend a
sentimental tone to such a story, in order to show by
contrast the brutality in Biirger’s adaptation.!?

The other failing, which Schlegel attributes to Burger,
the use of rhetoric is found in Das Lied vom braven Mann.
The subject of the ballad had been suggested in Mar-
montel’s book on poetry,1?asa variation on the well-worn
themes of romance, the heroism of warriors and lovers,
to which the old ballads tended to limit their interest.
There is no doubt that Biirger was temperamently well
fitted to carry out Marmontel’s suggestion, and we can
only regret that he handicapped himself by a serious
mistake in technique. He practically abandoned the
principle of abrupt transition between narrative and
dialogue stanzas, which contributed so much to the
vividness of Lenore, In Das Lied vom braven Mann there are
only about a dozen lines of direct speech by the characters,
and it was presumably to enliven the monotony of unin-
terrupted narrative stanzas that the poet inserted the
thetorical questions and commands, which give this poem
its peculiar stamp.

Almost the only point in which Lenards und Blandine
resembles Das I ied vom braven Mann is in its lack of inspira-
tion; while the sentimentality of Dje Entféibrang (in spite
of Biirger’s effort to put some spitit into Bishop Petcy’s
ballad) is as different from the brutality of Ienardo und
Blandine as it is from the rhetotic of Das Lied vom braven
Manmn. Yet it is chiefly on these ballads, which are as
different as their respective stanza-forms, that Schlegel
builds his theory that Biirger’s style was immutably fixed
by the year 1778.

When we examine the ballads written after 1778 the
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difficulties of upholding Schlegel’s theory b.eco'rnes
insuperable. But before undertaking this examination,
we may note the light which Biirger’s translations of the
Iliad throws on his flexibility of style.

We have already noted (in connection with Lenore)
Fluck’s comment on the iambic translation:¢

So hat Biirger die Neigung Verba, ja ganze Sitze des
homerischen Gedichts in deutschen Substantiven wieder-
zugeben.

We can compare for example the first lines of the third
book in hexameters'® and in jambics.1¢

Als nun jegliches Heer sammt seinen Obern bcre'it war,
Zogen mit Lirm und Geschrei die Troer einher, wie die Végel.
Also lirmet ein Zug von Kranichen unter dem Himmel,
Welcher dem Winter entfloh und unaussprechlichem Regen.

Als jeglich Heer, sammt seinen Obersten,
Geordnet war, zog mit Gekreisch und Lirm,
Den Végeln gleich, der Troer Schaar einher.
So lirmet durch die Luft ein Kranichflug,
Von Schlackerwetter und Decemberfrost
Verscheucht. .

We can see from the last lines what Biirger meant,
when he insisted on the merits of the metre and the
language of his iambics, as being more in accordance with
the genius of the German language than any hexameter
translation.!?

Deutschheit, gedrungene, markige, nervenstraffe Deutsch-
heit find’ ich auf dem Wege, den ich wandle, und sonst auf
keinem anderen,

The iambic translation and his spirited defence of it,
were written in the petiod before 1778, but a few years
later we find Biirger himself writing his hexameter
translation. His ideal of poetry was no longer limited to
the jambic metre and the language of Lenore.
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Similarly we find that Lenore and most of the other
ballads written before 1778 are in jambics, while nearly
all the ballads written after 1778 are in iambics inter-
spersed with anapests. If we remember the importance of
form for Biirger, the fact of his abandonment of simple
fambics in his ballads, seems as important as his use of
trochees in nearly all his great love poems, and his use
of short four-line stanzas in his light lyrics.

In Graf Walter's Biirger has retained the iambic metre,
but then this ballad is entirely different from all the others,
being little more than a translation of Child Watersr® a
ballad in the Religues. Biirger presumably translated the
ballad hastily, to show that he could translate as well as
adapt, if he wished to do so. The fact that he accepted the
extremely simple stanza form of the old ballad (only the
second and fourth lines rhyming) shows the wide differ-
ence between Graf Walter and Die Entfilbrung, in which
he tried to adapt an English ballad to the stanza form and
spirit of Lenore.

Schlegel rightly says that in Biirger’s later ballads the
counterpart of Das Lied vom braven Mannis Die Kub*® (1784).
This ballad handles the same kind of theme as Das Lied
vom braven Mann, but is free from the rhetoric, which
stamped the earlier ballad. Instead of the constant intet-
ference of the poet in the action of the poem, there are
merely two simple stanzas at the end when the tale has
been told.

Mir deucht, ich wire von Gott ersehn,
Was gut und was schén ist zu preisen:
Daher besing’ ich was gut ist und schon,
In schlicht einfiltigen Weisen.

»90,” schwur mir ein Maurer, ,,50 ist es geschehen,”
Allein er verbot mir den Namen.

Gott lass’ es dem Edlen doch wohl ergehn!

Das bet’ ich herzinniglich, Amen!
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The stanza form is shorter than in Das Lied vom braven
Mann, in harmony with the simple, unpretentious
character of the story. At the same time the anapests avert
any suggestion of monotony there might be in simple
iambics.

In spite of the success with which he used iambics in
Lenore, we find Birger already experimenting with
anapests in one of the first ballads, which he wrote after
Lenore, namely, Lenardo #nd Blandine. Unfortunately the
experiment was unsuccessful, as the ballad was as much of a
failure in form as in content. Zaunert has pointed out the
fault in rhythm in this ballad quite clearly and justly, but
he has failed to add that this failure is one of the rare
exceptions to the rule that Biirger’s use of rhythm is as
skilful and accurate as his use of rhyme.

The faulty thythm in many lines of the Lenardo und
Blandine arises from the fact that the rhythm of the
anapests can very easily be changed to a peculiar stamp-
ing rhythm (which is technically known as amphibrachic—
short, long, short). The simplest example is the unfortu-
nate line of exclamations.t

Juchheisa! Tralalla! Juchheisal Trallal

The normal prose accentuation of the first three words
coincides exactly with the amphibrachic rhythm, so that
the rhythm of the whole line becomes too clearly marked.
This failure in rhythm is the counterpart of the failing in
Biirger’s less inspired poems, when clearness and vigour
degenerate into an obvious over-emphasis.

If we turn from Lenardo wnd Blandine to Burger’s later
poems, we find that his anapests only fall into the amphi-
brachic thythm in Das Lied von Trene,?* where it is required
to convey a comic effect, and in the Newseeldndisches
Schlachtlied 2® where it is well suited to a war dance of
savages. ,,Zusammen! Zusammen! Zusammen heran!”
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The whole of this poem is an illustration of a third type of
Volkspoesie, to set beside the type which has its back-
ground in the life of the village and the countryside,
and the type which has its background in the age of
chivalry. The background of this poem is one of the
islands of the Pacific, which were of peculiar interest to
Burger’s contemporaries because of the voyages of
Captain Cook, as described by Georg Forster (a friend
of Biirger’s) who had accompanied Captain Cook.

Hallo, ihr Gesellen, empor und hervor!

So stampfen, so tanzen die Wogen empor,
Hoch tiber das Riff hin, mit zorniger Macht:
So tanzen wir mutig zur blutigen Schlacht.

Zusammen! Zusammen! Zusammen heran,

Was rithren an Schenkeln und Armen sich kann!
Wie Wirbelwind schiittelt das Réhrich im Moor:
So schwenken wir Schlachtbeil’ und Lanzen empor.

Scharf sind sie gewetzt wie des Wasserhunds Zahn,
Zum Bohren und Spalten. Fleuch Lanze, voran!
Fleuch stricklich! Triff tief in den Busen hinein!
Beil, spalt’ und zerschellere Schidel und Bein!

Heut’ fodern wir Rache, heut’ bieten wir Mord;

Wir fodern, wir kommen und halten das Wort.
Nichts kiimmert der Sturm, der die Wilder zerbricht:
Wir fodern, wir kommen und schonen euch nicht,

Heim bauen die Weiber and Kinder den Herd;

Ein leckeres Fleischmahl ist heut’ uns beschert.
Schon wélkt sich dort hinter den Bergen der Rauch;
Schon knistert, schon lodert die Lohe vom Strauch.

Uns listert, uns hungert schon lange nach euch;
Heim lauern die Hunde am spiilenden Teich.

Wir schmausen heut’ abend euch jauchzend im Hain
Rein auf bis ans klingende blanke Gebein.
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Risch rasch ihr Gesellen, rischan iberalll
Bald niesen die Nasen vom rostenden Mahl;
Die Lohe verlodert; der Ofen ist gluh!
Halloha! Halloha! Werft zu nun! Haut zu!

Once more Biirger conveys the illusion that he is
witnessing the scene which he is describing. The verbs
are in the present tense and in several stanzas the im-
pression of immediacy is intensified by the repetition of
heute or schon. All the senses of the savages are sharpened
by the immediate prospect of the fulfilment of their
desires, and the blind fury of their lust to kill is matched
by the blind fury of the elements—the storm shattering’
the trees in the forest, and the waves beating down on the
reef of the coral island.

The whole poem is a perfect illustration of the ideal of
Volkspoesie described by Herder in his Briefwechsel dber
Ossian und die Lieder alter Volker 24

Wissen Sie also, dasz je wilder, d.i. je lebendiger, je frei-
witkender ein Volk ist, . . . desto lebendiget, freier, sinnlicher,
lyrisch handelnder miissen auch, wenn es Lieder hat, seine
Lieder secin! ... vom Lyrischen vom Lebendigen und
gleichsam Tanzmiszigen des Gesanges, von lebendiger
Gegenwart der Bilder, vom Zusammenhange und gleichsam
Notdrange des Inhalts, der Empfindungen, von Symmetrie
der Worte, der Silben, bei manchen sogar der Buchstaben,
vom Gange der Melodie, und von hundert andern Sachen, die
zur lebendigen Welt, zum Sprach- und Nationalliede gehdren
. . . davon und davon allein hingt das Wesen, der Zweck, die
ganze wunderthitige Kraft ab, den diese Lieder haben.

We will pick out from Herder’s description for the sake
of emphasis the qualities which inspire many other poems
of Biirger’s as well as the Neuseelindisches Schlachtiied.

Von lebendiger Gegenwart der Bilder, vom Zusammen-
hange und gleichsam Notdrange des Inhalts, der Empfindungen.
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In Birger’s later ballads the counterpart of Lenmore is
Des Pfarrers Tochter von Taubenbain?® though the stanza-
form of the two ballads is entirely different. In the later
ballad there is a five-line stanza, in which the lines consist-
ing of iambics and anapests are longer than the jambic
lines of Lenore. In connection with the longer lines there
is a considerable development in the use of participles; as
participles retain their verbal force they complete the
longer lines without overloading them with adjectives,
and strengthen the verbs. In many cases the participles
are used to balance noun-couplets, which in this poem are
either justified by sense or by traditional usage. There is
no sign of noun-couplets being forged and forced into
the stanzas (in imitation of the noun couplets of Lenore) as
there had beenin the ballads written between 1776 and 1778,

Further testimony, against the correctness of Schlegel’s
theory about Biirger’s unalterable style is the fact that in
Des Pfarrers Tochter Burger has abandoned the use of
onomatopoeia, and the use of refrain, that is, two of the
most striking characteristics of Bargers Manier.

The refrain is rendered unnecessary by the skill with
which the poet uses the background of the whole poem,
the haunted arbour of Taubenhain. The two opening
stanzas are immeasurably superior to the opening stanzas
of Der Wilde Jiger owing to the skill with which they
create the atmosphere of mystery and terror, which is
essential to stories of the supernatural. We should even
be obliged to admit that these opening stanzas of Des
Pfarrers Tochters are more impressive than the brilliant
opening stanza of Lenore.

Im Garten des Pfarrers zu Taubenhain
Geht’s irre bei Nacht in der Laube.

Da fliistert und stéhnt’s so dngstiglich;
Da rasselt, da flattert und striubet es sich,
Wie gegen den Falken die Taube.
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Es schleicht ein Flimmchen am Unkenteich,
Das flimmert und flammert so traurig;

Da ist ein Plitzchen, da wichst kein Gras,
Das wird von Tau und von Regen nicht nasz;
Da wehen die Liiftchen so schaurig.

In the first stanza the poem is given the same kind of
general background as Lenore, the uncanny associations
of the hours of darkness when the wind rustling in the
leaves suggests the onset of all manner of unseen dangers.
In the second stanza the suggestions are made more
explicit, the flickering light seen over marshy ground,
and the patches of ground on which the grass will not
grow, have been from time immemorial a natural basis
for the legends of the supernatural found in village and
countryside. The last line conveys the feeling created
by the first two stanzas.

The haunted arbour recurs constantly throughout the
poem and indeed welds it into a unity and harmony more
impressive than the unity achieved in Lenore through the
use of the refrains. The arbour is also used in some stanzas
by Biirger with admirable skill, to combine the descrip-
tive with the dramatic. Schlegel had said that description
is out of place in the ideal Romanze. But in Des Pfarrers
Tochter Biirger manages to reconcile his own preference
for the completeness of reality with the demands of the
ballad for swift dramatic action.

Er zog sie zur Laube, so dister und still,

Von blithenden Bohnen umdiiftet.

Da pocht’ ihr das Herzchen; da schwoll ihr die Brust;
Da wurde vom glithenden Hauche der Lust

Die Unschuld zu Tode vergiftet.

Bald als auf didftendem Bohnenbeet
Die r6tlichen Blumen verblithten;
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Da wurde dem Midel so iibel und weh;
Da bleichten die rosigen Wangen zu Schnee;
Die funkelnden Augen verglithten.

Und als die Schote nun allgemach

Sich dehnt’ in die Breit’ und Linge,

Und Erdbeer’ und Kirsche sich rétet’ und schwoll;
Da wurde dem Midel das Briistchen so voll,

Das seidene Rockchen so enge.

Schlegel criticizes the subsequent development of the
story on the ground that it is to0 close to reality. But
this criticism does not do justice to the tragic conflict
in the poem caused by two conflicting conceptions of
honour. The young Lord of Falkenstein is not an
inhuman monster like the Count in Der Wilde Jdger.
For him the whole affair is a youthful frolic, which can be
easily arranged; his honour will be satisfied if the girl is
comfortably provided for, and can only be stained by
marriage with a girl inferior to him in birth and rank.
But in the girl’s eyes only marriage with the Lord of
Falkenstein can save her from everlasting dishonour.
It is the loss of the last hope of redeeming her honour,
that drives her into a frenzy of despair.

When the love story which started so lightly in the
spring is coming to its tragic ending in winter, the only
shelter that the girl can find is the ill-omened arbour.
When she kills her babe the grave isdescribed in a stanza
in which the vague feelings of pity and terror afousec} by
the opening stanzas are transformed into a vivid realiza-
tion of the tragedy.

Das ist das Flimmchen am Unkenteich,

Das flimmert und flammert so traurig;

Das ist das Platzchen, da wichst kein Gras,
Das wird von Tau und von Regen nicht nasz,
Da wehen die Liiftchen so schaurig!
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Hoch hinter dem Garten vom Rabenstein,
Hoch iiber dem Steine vom Rade

Blickt hohl und diister ein Schidel herab,
Das ist ihr Schidel, det blicket aufs Grab
Drei Spannen lang an dem Gestade.

Alinichtlich heruntet vom Rabenstein,
Allnichtlich herunter vom Rade

Huscht bleich und molkig ein Schattengesicht,
Will 16schen das Flimmchen und kann es doch nicht
Und wimmert am Unkengestade.

The only words which seem adequate to express the
feelings stirred by the ending to this poem are the words
spoken by Faust in the last scene of the Gretchen tragedy

Der Menschheit ganzer Jammer faszt mich an.

The problem of reconciling the claims of justice and of
humanity was more acute in Biirger’s day than in ours.
The subject of his ballad was not a story of old unhappy
far-off things and battles long ago, but part of the present
realities of his life and time. Both of Biirger’s greatest
ballads lose much of their effect if we try to place them
back in the Middle Ages, which Schlegel regarded as the
correct setting for the ideal Romanze.
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Cuaprer VII
BURGER’S HUMOROUS BALLADS

THERE is a development in Biirger’s humorous ballads,
parallel to the development of his serious ballads, but not
to be confused with it. In Der Rasbgraf)' which was
written in the same year as Lenore, we find Biirger making
use of the supernatural, but treating it in an entirely
different way, to accord with the character of the postillion
who recounts the story of the treasure amassed by the
Raubgraf, and explains the rites and spells through
which it may be won.

,» Nur immer alle sieben Jahr

Liszt sich ein Flimmchen sehn.

Dann mag ein Bock kohlschwatz von Haat
Die Hebung wohl bestehn.

Um zwolf Uhr in Walpurgis Nacht

Wird der dem Unhold dargebracht.

,» Doch merk’ eins nur des Bdsen List!
Wo noch zum Ungeliick

Am Bock ein weiszes Hirchen ist,
Alsdann ade, Genick!

Den Kniff hat mancher nicht bedacht
Und sich um Leib und Seel” gebracht.”

It would be hard to find a more complete contrast to
the treatment of the supernatural in Lenore and Des
Pfarrers Tochter than the treatment contained in the above
stanzas. The special standpoint of the humorous ballads
is equally well illustrated by the following stanzas, moxre
especially by the profusion of proverbs and popular
sayings, which characterizes the language of the postillion.

6y
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» Piir meinen Part, mit groszen Herrn
Und Meister Urian

Asz’ ich wohl keine Kirschen gern.
Eins lduft verdammt oft an,

Sie werfen einem, wie man spricht,
Gern Stiel und Stein ins Angesicht.

» Drum rat’ ich immer: Lieber Christ
Lasz dich mit keinem ein.

Wenn der Kontrakt geschlossen ist,
So gilt’s dir Hals und Bein

Trotz allen Klauseln, glaube du,
Macht jeder dir ein X fiir U.

>

»» Goldmacherci und Lotterie,

Nach reichen Weibern frein

Und Schitze graben frommet nie,

Wird manchem noch gereun.

Mein Spriichlein heiszt: Auf Gott vertrau,
Arbeite brav und leb’ genau.”

The simple creed contained in the last stanza describes
the standpoint from which Biirger’s humorous ballads
(and some of his letters) were written. For the poet this
was only one phase in his fluctuating moods, but we can
find 2 permanent prototype of the character in the poet’s
grandfather, Jakob Philip Bauer, to whose memory he
Wwrote a poem containing the following stanza.?

Denn dem Frommen, der hier schlummert,
Galt der Wert der Redlichkeit,

Was vordem, in goldnen Jahren

Teutsche Biederminner waren,

War er den Genossen seiner Zeit.

Though the humorous ballads are in general written
from the standpoint of the Biedermann, they do not show
any dull uniformity. Der Raubgraf for instance is unique
among Biirger’s ballads; to find any parallel to its peculiar
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mixture of fantastic adventure and matter-of-fact com-
ment we have to turn to the stories of the immortal
Baron Miunchhausen.?

It is clear from the stories of the Baron that Birger
possessed a high degree of skill in story-telling, but in
most of his poems this quality was subordinated, in lyric
poems to the expression of feeling and in his humorous
poems to the forging of phrases and of words, or at any
rate to the introduction of provincialisms and colloquial-
isms into literature. We can take as an example the follow-
ing stanza from Die Weiber von Weinsherg, written in
17754

Drauf, als der Morgen bricht hervor,
Gebt Achtung! Was geschiehet?

Es tffnet sich das nichste Thor,

Und jedes Weibchen zichet

Mit ihrem Minnchen schwer im Sack,
So wahr ich lebe! huckepack.

- The whole weight of the stanza falls on the last word,
and the emphasis is increased because our expectancy
has been heightened by the exclamations and questions
in the second and sixth lines of the stanza. The word is
worthy of the emphasis it receives as it brings out the
humour of the whole situation and is admirably suited
to the whole tone of Biirger’s ballad. In treating the same
subject Chamisso® had more regard than Biirger for the
dignity of history. The following lines of his poem
correspond to the above stanza in Biirger’s.

Und als der frihe Morgen im Osten kaum gegraut,
- Da hat ein seltnes Schauspiel vom Lager man geschaut;
Es 6fInet leise, leise sich das bedringte Tor,
Es schwankt ein Zug von Weibern mit schwerem Schritt
hervor.

Tief beugt die Last sie nieder, dic auf dem Nacken ruht,
Sie tragen ihre Eh’herrn, das ist ihr liebstes Gut.
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In Birget’s ballad there are two lines, which constitute
an impozrtant addendum to the creed of the Biedermann.

Denn Pfaffentrug und Weiberlist
Gehn iiber alles, wie ihr wiszt.

In one of the two poems, which complete the group of
Biirger’s humorous ballads, an inglorious réle is allotted
to the priest and in the other to the woman in question.
Der Kaiser und der Abtand Das Lied von Trene were written
many years later than Der Raubgraf and Die Weiber von
}Vefﬂ.rberg, and while the two earlier ballads were written
in jambics the two later were written in a thythm of
mixed iambics and anapests. In the case of Der Kaiser und
der Abt the thythm was the same as the thythm in Percy’s
King Jobn and the Abbot, from which Biirger took his
story. It is worth noting that this is the only adaptation of

?iiirger’s, which Schlegel regards as having been success-
ul,®

DeF Kaiscr und der Abt hat auch mancherlei Zusitze und
EW§1temngcn bekommen, doch ist der gute Humor des
Originals ohne Entstellung tUbertragen, und manche von den
Verinderungen kénnen sogar Verbesserungen genannt werden.

The superiority of Biirger’s ballad is all the more striking
because he takes over the story of the original poem
almost without alteration and simply develops the
char_acteriZation, for the most part through the dialogue,
but in the first stanzas through direct description.

Dem Kaiser ward’s sauer in Hitz’ und in Kilte.

Oft schlief er bepanzert im Kreigesgezelte,

Oft hatt’ cr kaum Wasser zu Schwarzbrot und Wurst,
Und 6fter noch litt er gar Hunger und Durst.

Das Pfafflein, das wuszte sich besser zu hegen

qu weidlich am Tisch und im Bette zu pflegen.

Wle. voller Mond glinzte sein feistes Gesicht,

Drei Minner umspannten den Schmerbauch ihm nicht.
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These stanzas, which are an addition by Biirger to the
original poem, accentuate the difference between the
life of the Emperor and of the Abbot. Thus the anger of
the Emperor is explained as the natural indignation of
the wartior, who is constantly involved in the toils and
privations of war, and sees the Abbot living in peaceand
plenty, and apparently doing nothing but grow. This
characterization is developed in the dialogue, with which
Biirger strengthened the story, more especially in two
sayings of the Emperor’s, the first contained in his
greeting to the prelate, the second in the penalty which he
proposed for failure to answer his conundrums.

,,Hal”” dachte der Kaiser, ,,zur glicklichen Stunde
Und griiszte das Pfafflein mit hohnischem Munde.
»Knecht Gottes, wie geht’s dir? Mir deucht wohl ganz recht,
Des Beten und Fasten bekomme nicht schlecht.”

M
!

The last line is very apt, because the language is suitable
in a general sense for greeting an ecclesiastical dignitary,
and in this particular case neatly points the contrast
between the grossness of the Abbot’s physicalappearance
and the nature of the spiritual duties, which he is supposed
to perform. The contrast justifies the Emperor’s decision
to test the Abbot’s capabilities and, if he fails in the test,
to deprive him of his fat living and submit him to a
suitable penalty.

»Und kénnt Thr mir diese drei Fragen nicht 16sen,

So seid Ihr dic lingste Zeit Abt hier gewesen;

So lass’ ich Euch flihren zu Esel durchs Land,
Verkehrt, statt des Zaumes den Schwanz in der Hand.”

Prohle quotes instances of this style of riding as a legal
penalty in medizval times, instances which Biirger may
have seen in the course of his studies in law. On the other
hand he may have thought of the penalty himself. Prelates
were accustomed to riding on mules in medizval times,
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and it accorded perfectly with the Biedermann mentality
to suggest that an unworthy prelate should carry out his

ride in reverse. The penalty proposed in the old ballad is
entirely different.

Yes, yes, father abbot, thy fault it is highe,
And now for the same thou needest must dye;
For except thou canst answer me questions three,
Thy head shall be smitten from thy bodie.

The ruthlessness of the penalty strikes us the more
forcibly because of its contrast to the levity of the test.
This brutality is a faithful reflection of much of the history
and legend of the Middle Ages, but it would have struck
an entirely discordant note in Biirger’s ballad.

The language of the Abbot is as suitable to the style of
Biirger’s ballad as the language of the Emperor—as for

instance when he explains his difficulties to his shepherd,
Hans Bendix.

»Ach, guter Hans Bendix, so musz sich’s wohl schicken.
Der Kaiser will gern mir am Zeuge was flicken

Und hat mir drei Niiss’ auf dic Zihne gepackt,

Die schwetlich Beelzebub sclber wohl knackt.”

The last line is in harmony with the tone of the ballad
because in popular legend references to the devil’s teeth
are as frequent as references to his horns or his hooves.
It is more particularly apt because the Abbot would
naturally be acquainted with the names of different
devils, and because it is a development of the Emperor’s
colloquialism about giving the Abbot a hard nut to
crack.
~ Biirger’s skilful use of language is still more evident in
the thrust and parry of the dialogue between the Emperor
and the shepherd in the last part of the ballad. The
Emperor accepts the answers of the supposed shepherd,
but not with the indiscriminating enthusiasm of the
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king in the old ballad. He weighs each answer With 'Ehe
care of a connoisseur in this kind of debate and is quick
to point out any weakness. In general he §pealgs the
Janguage of the Biedermann, and more especially in his
comment on the second answer he adapts a poPular
saying to the shepherd’s suggestion that _hypothetlcally
a horse could carry him round the world in twenty-four
hours.

,,Ha,” lachte der Kaiser, ,,vortrefflicher Haber!

Thr futtert die Pferde mit Wenn und mit Aber.

Der Mann, der das Wenn und das Aber erdacht,

Hat sicher aus Hickerling Gold schon gemacht.

Among the many proverbs and popu_lar sayings, which
the poet uses in the last stanzas, I will quote one more
example of the way in which the language not only
reflects the general character of the l?allad, but is more
particularly apt in its context. The lines which express
the Emperor’s surprise on hearing that the man, to whom
he is speaking, is not a divine.

,,Was Henker! Du bist nicht der Abt von Sankt Gallen?”
Rief hurtig, als wir’ er vom Himmel gefallen,
Der Kaiser. .

Das Lied von Trewe’ was written some years later than
Biirger’s other humorous ballads, and in this ballad the
poet does not make such free use qf proverbs and
popular sayings. But the whole story is told from the
standpoint of the Biedermann, and the stanza for_m is
in itself a sufficient indication of Biirger’s intentions.
The unexpected shortness of the s?co.nd line_prodl?ces an
impression of quaintness, which is in keeping with the
character of the story.®

Schlegel compared® Das Lied von Treue unfavourably to
2 ballad which Friedrich von Stolberg wrote on the same
story; his version is far .more romantic than Biirger’s,
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the name of the ballad is Schin Kidrchen,® and the whole
poem is true to its title as the emphasis is continually
thrown on the name of the faithless little hussy, while
in Biirger’s version the emphasis is thrown on the names
of the knights, which are well adapted to produce the
stamping rhythm, which in this case produces a comic
effect. Schin Kldrchen is the story written from the stand-
point of Don Quixote, Das Lied von Trewe the story
written from the standpoint of Sancho Panza. The
only possible value of comparing the two ballads would
be in order to emphasize the difference between them.

It is perhaps natural that Schlegel should have preferred
Stolberg’s romantic version of the story, but his pre-
ference has led him into judging Das Lied von Trese from
a standpoint which is entirely different from Biirger’s
—indeed he goes so far as to say that the only humour he
can find in the ballad is the conclusion. Incomparing Das
Lied von Trene to Das Lied vom Knaben nut dem Mantel in
Percy’s Religues, he says: 11

Allein in dieser alten Ballade ist die ganze Darstellung
scherzhaft, und es wartet nicht wie hier alles auf eine einzige
epigrammatische Spitze.

It would be more accurate to conclude from the
comparison that Biirger has written a skilfully contrived
comedy in contrast to the rather crude farce of the old
ballad. It is a tribute to his skill in the construction of
this ballad that the humour is not scattered in separate
stanzas, and that the effect is not fully developed until the
last stanzas. In this comedy of disillusionment Biirger
stresses first of all the bitter disappointment of the
Marshal von Holm, who has been all too credulous in the
belief that he could hold the love of his lady.

»Ach,” wihnt er zirtlich, “sie liszt mich nie!

Zu tief hat sie
Den Becher der Liebe gekostet!”
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O Minner der Treue, jetzt warn’ ich euch laut!
7. fest nicht auf Biedermannswortchen gebaut,
Dasz iltere Liebe nicht rostet!

Das Weib zu Rosse vernahm sehr gern

Den Bund von fern
Und wihlte vor Freude nicht lange.
Kaum hatten die Kampfer sich zu ihr gewandt,
So gab sic dem Junker vom Steine die Hand.
O pfuil die verritrische Schlange!

But the whirligig of time’s revenges revolves rather
more quickly than in other comedies of human life, as
in the last stanzas it is the Junker vom Steine, who has
to bear the blow.

He is as confident in his power to win the love gf the
dogs as the Marshal had been in his power to retain the
love of the lady, and he is as cruelly disappointed.

Der Herr vom Steine verschmerzt den Stich

Und wihnt in sich:
,Es soll mir wohl dennoch gelingen!”
’Er locket, er schnalzet mit Zung’ und mit Hand
Und hoffet bei Schnalzen und Locken sein Band
Bequem um die Hilse zu schlingen.

Er schnalzt und klopfet wohl sanft aufs Knie,
Lockt freundlich sie

Durch alle gefilligen Tone.

Er weiset vergebens sein Zuckerbrot vor

Sie weichen und springen am Marschall empor

Und weisen dem Junker die Zihne.

It is unnecessary to emphasize the humour of the
preceding stanzas, and in general of all the later part of
the ballad. But in the opening stanzas we can ﬁnd.some
justification for Schlegel’s attitude towards Das L{ed o7
Trese. In these stanzas the stress falls on the description
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of the early hours of the morning—the poet is taking the
same care to illuminate the background as he takes in
ballads like Ienore. But we cannot adopt Schlegel’s
attitude, because it is the firm background of reality
which distinguishes comedy from mere farce.

Der Marschall jigte voll Liebesdrang

Das Feld entlang,
Vom Hauche der Schatten befeuchtet.
»Hui, tummle dich, Senner! Versiume kein Nu!
Und bring’ mich zum Nestchen der Wollust und Ruk’,
Eh’ heller der Morgen uns leuchtet!”

Er sah sein Schlészchen bald nicht mehr fern

Und wie den Stern
Des Morgens das Fensterglas flimmetn.
»Geduld noch, o Sonne, du weckendes Licht,
Erwecke mein schlummerndes Liebchen noch nicht!
Hoér’ auf, ihr ins Fenster zu schimmern.”

Er kam zum schattenden Park am Schlosz

Und band sein Rosz
An eine der duftenden Linden.
Er schlich zu dem heimlichen Pfértchen hinein
Und wihnt im dimmernden Kimmerlein
Siisz triumend sein Liebchen zu finden.

The constant use of diminutives in the above stanzas
is in accordance with Biirger’s usual practice in the love
stanzas of his ballads, but in this casc there is a certain
fatuity in them, as these fond loving thoughts are so soon
to be scattered. The marshal quickly realizes that there is
something amiss and the storm gathering in his heart
finds suitable expression in his actions.

Der Marschall stiirmte mit raschem Lauf
Treppab treppauf

Und stiirmte von Zimmer zu Zimmer.
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While his wrath is very considerable, when still un-
directed, it is redoubled when he finds out the full extent
of the wrong, which has been done to him (including the
theft of his two dogs). Instead of a single verb to express
his feelings we now have a complete thunderstorm.

Das dréshnt dem Marschall durch Mark und Bein.
Wie Wetterschein ‘

Entlodert sein Sarras der Scheide.

Vom Donner des Fluches erschaliet das Schiosz

Er stiirmet im Wirbel der Rache zu Rosz

Und sprengel hinaus auf die Heide.

Under the spur of the marshal’s promises his good steed
makes a supreme effort and stretches itself so far and so
flat that the rider’s feet brush away the dew drops; and
once again the language of storm and thunder is repeated.

Langt streckt der Senner sich aus und fleucht.
Den Nachttau streicht

Die Sohle des Reiters vom Grase.

Der Stachel der Ferse, das Schrecken des Rufs

Verdoppeln den Donnergaloppschlag des Hufs,

Verdoppeln die Stiirme der Nase.

We may now continue Schlegel’s criticism from the point
where he says that all the humour in this ballad is reserved
for the conclusion 12

Biirgers Behandlung thut sich durch nichts sonderlich
hervor. Auf der einen Seite der Donnergaloppschlag des Hufs
und die Stérme der Nase, auf der andern:

Herr Junker, was haun wir das Leder uns wund?
Wir haun als hackten wir Fleisch zur Bank;

bezeichnen die beiden Endpunkte seiner Manier; ndmlich eine
unpopulare Kiinstlichkeit der Darstellung, und dann wieder
Popularitit, die nicht durch blosze Enthaltung von allem nicht
volksmiszigen, negativ, sondern durch Annahme gemeiner
Sprecharten erreicht werden sollte.
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This criticism can only be explained by the way in
which Schlegel’s whole criticism of Biirger’s poems is
dominated by his theory of Bargers Manier, and by his
refusal to regard Das Lied von Trewe as a humorous
ballad. For in a humorous ballad the above collo-
quialisms are eminently in place, more especially because
they express one of the sentiments, which are typical of
the Biedermann mentality, that hard words break no
bones, whereas hard blows are extremely liable to do so.
The remarkable words and phrases which Biirger has
forged seem equally well placed in their context in this
poem, mote especially as we have seen the care with
which he has prepared this parody of two of the great
lines of Lenore.

At the same time as we are questioning the justice of
Schlegel’s procedure in demonstrating the development
of Biirgers Manier from his parodies, we may also question
thejustice of Beyer’s method of criticism, which confounds
in a single paragraph quotations from the most varied
contexts.'3

Ohne groszen Lirm geht es selten ab. . . . Ein stirkstes
Gerdusch aber liefert der Donner. Daher donnerten die
Briicken in der Lenore; in der Entfihrung héren wir einen
Donnerton und im Lied von Treue gar einen Donnergalopp-
schlag. Dort donnert der Reichsbaron durch Hof und Haus,
hier erschallt vom Donner des Fluchs das Schlosz, und eine
Donnerstimme verkiindet dem Wilden Jiger sein Urteil.

At least twice during his career Blirger pointed out to
his critics (in Hans Grobian von Dummbari™ and Verstindi-
2umg*®) that it 'was a mistake to apply the same standard to
all his poems. But his warning has been as much dis-
regarded by subsequent critics, as it was by his contem-
poraries.

1 A, E. Berger. Bargers Gedichte. 1891, p. 53,
2 A. E, Berger. p. 47.
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* 2. Ebstein. Wunderbare Reisen des Freiberrn von Miinchhansen, 1925,

4 A. E. Berger. p. 8s.
 Oxford Book of German Verse.

p- 232.

¢ A.W. Schlegel. Kritirche Schriften. 1828. p. 35.

T A. E. Berger. p. z51.

* P. Holzhausen, Zeitsohrift [fér destsche Philologie 15, 1883, pp. 141146,

® A, W, Schlegel. p, 56

Y Gedichte der Briider J'to/.ber,g. 1817. Vol, 2. p. 23,

A, W. Schlegel. p, 56.

* A, W. Schlegel. p. 57.

' Valentin Beyer. Dje Begriindung
41, 42,

A, E. Berger. p. 208.
* A, E. Berger. p. 394.

G

der ernsten Ballade durch G, A. Biirger, 1905. pp.
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CaarTer VIII
SATIRICAL POEMS

WaiLe the language of Biirger’s humorous ballads
diverges considerably from the language of the other
ballads, this divergence is even more appatent in his
satirical poems. In his satirical poems and parodies we
find the same width and variety of vocabulary as in his
letters, and it is only fitting that the best example of this
type of poem should be entitled Antwort an Gockingk.!
The latter was as faithful a friend to Biirger as was Boie,
and much more akin to him in tempetament. Indeed
his letters to Biirger are almost as interesting as Biirger’s
letters to him.

In 1776% he had written a letter to Biirger, in verse,
complaining of the ills which assail the poet’s life, and
suggesting that it would be better to abandon the entire
profession of poetry. Burger wrote his Antwort an
Gockingk in the same year, using the short stanza form
which typifies most of his lighter poems.  The opening
stanza of his defence of poetry is as follows:

Nun! Nun! Verschiit® Er nur nicht gar

Das Kindlein samt dem Bade.

Das arme Kindlein das! Fiirwaht!

Es wir’ ja jammerschade.
The popular saying about throwing away the baby with
the bath is developed into a whole stanza, which is at the
same time neat and decisive. In this respect the stanza
is typical of scores of stanzas in Biirger’s lighter poems, in
which he plays delicately but conclusively with words
and phrases.

The above introduction may help to explain why in a
chapter which deals mainly with Biirger’s satirical poems,

8z
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I find occasion to emphasize the importance of the con-
tributions which Biirger made to the German language.
The value of these contributions has been duly appre-
ciated in Charles Reining’s article,® G. A. Birger als
Bereicherer der deutschen Spracke. 1 will quote his introduc-
tion in full.

Dic folgende Wortliste soll nicht Biirgers Eigentiimlich-
keiten vollstindig darstellen, sondern nur Worter anfiihren,
die fiir den deutschen Wortschatz von Wichtigkeit sind, d.h.
nur solche, die in den Worterbiichern fehlen oder zum
erstenmal bei Biirger belegt sind. Wo Zweifel iiber Biirgers
Vorrecht herrschen kénnte, wurde das Jahr, in dem das
betreffende Wort von ihm gebraucht wurde, hinzugesetzt,
insofern dies zu ermitteln war.

Schon Campe und die Bearbeiter des Grimmschen Worter-
buchs erkannten Biirgers Wichtigkeit fir den deutschen
Sprachschatz, wie die vielen Belege aus seinen Werkenbeweisen;
dasz dennoch manches Wort iibersehn wurde, zeigt die
folgende Liste, die 325 Worter . . . enthilt, welche in den
Worterbiichern fehlen. '

Veraltete Worter, die Biirger wieder belebte, werden hier
nicht beriicksichtigt, obwohl ihm auch Verdienst gebiihrt,
indem er manches alte gute Wort aus der Vergangenheit
rettete. Uber seine Neubildungen, die meistens aus Zusammen-
setzungen von vorhandenen deutschen Wortern oder wort-
lichen Ubersetzungen aus ciner fremden Sprache bestehen,
schreibt Biirger: ,,Gleiche Wirkung mit den alten (Worten)
haben, wenn ich nicht irre, auch die ganz neuen, dic aber der
Ubersetzer selbst gebildet haben musz. Denn das musz einem
Ubersetzer des Homer schlechterdings erlaubt sein, wie ein
zweiter Shakespeare oder Klopstock despotisch mit der
Sprache umzugehen.”

Folglich diitfen wir uns nicht wundern, wenn die nachfol-
gende Liste 1018 Worter enthilt, von denen vicle in den
allgemeinen Sprachschatz aufgenommen worden sind, und
andere es wohl verdienten, oftere Anwendung zu finden,
zumal bei Dichtern, wie es denn auch Stolberg und Voss nicht
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verschmihten, Worter aus Biirger in ihren Ubersetzungen zu
benutzen.

Biirger’s satirical poems are distinguished from his
more setious poems by their versification as well as by
their vocabulary. The importance of this fact has been
emphasized by Zaunert,* in modifying Beyer’s statement
about the inaccuracy of Biirger’s rhymes in the ballads.

In der Tat kommen in all den Gedichten, in welchen es
Biirger um strengere reine Formen zu tun war, nur wenigF
Reime vor, die in der Quantitit nicht rein sind. Reime mit
einsilbigen Wértern wie z.B.: ab, an, hin, hat, deren Quantitit
nicht fest ist, die auch sonst bei guten Dichtern bald kurz,
bald lang gebraucht werden, sind fir Bargers Dialekt wohl
rein. . . . Es bleiben nicht viele Fille iibrig, an denen man
wirklich Anstoss nehmen muss. Man datf ja nicht an alle
Gedichte den gleichen Massstab anlegen: in Gelegenheits
gedichten, Episteln, Parodien und Burlesken, wie z.B. Herr
Bacchus, Menagerie der Gotter, Fran Schnips, Weiber von Weinsberg,
im Raubgrafen u.s.w. wird man auch Reime wie: versichern—
Notenbiichern, Instrament—ertont, Apoll—wobl, Stadt—Rat u.s.w.
gelten lassen.

There are two main directions in which the vocabulary
of Biirger’s satirical poems diverges from the normal—and
these directions are in a sense opposed to each other.
On the one hand the poet uses proverbs and popular
sayings, colloquialisms and provincialisms, on the other
hand he uses foreign or semi-foreign words and phrases,
mostly of Latin or French origin. The latter tendency is
well illustrated by some stanzas in the last part of the
Antwort an Géckingk inwhich the poet foresees the glorious
future of his poems in learned circles.

Dort preist man unsere Opera
Durch Kommentationen,
Inauguralprogrammata

Und Dissertationen,
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Schon hér’ ich Kriddlermordgeschrei
In meinem stillen Grabe:

Wer die Lenore doch wohl sei?

Ob sie gelebet habe?

Man bringt bald chrestomathice
Uns winzigklein in nucem,

Bald kommentiert cum indice
In folio ad lucem,

The last stanza is a good example of the extremes
to which Biirger carried this type of language—as the
foreign sound of the stanza is still further increased when
the poet uses verbs like kommentieren as well as foreign
nouns. The last stanzas of this poem would only be easily
intelligible to 2 man who was as well acquainted with

Biirger’s methods of thinking and writing as his friend
Gockingk.

Wie schén! Wenn Knaben jung und alt
In jenen goldnen Tagen

Zur Schul’, in Riemen eingeschnallt,
Mich alten Knaster tragen!

Aus mir Vokabeln wohlgemut
Und Phrases memorieren,

Um mich so recht in Saft und Blut,
Ut ajunt, zu vertieren.

Und geht’s nicht mit der Lektion

Und mit dem exponieren,

Dann wird’s gar schlecht im Hause stohn.
Der Junker musz karieren.

Sieh’ ! was die Reimerei beschert,
Die du vermaledeiet!

Das ist doch wohl der Federn wert,
Die man darum zerkiuet?
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Eins nur vergillt mir noch den Ruhm,
Den ich mir phantasieret:

Wenn man nur, wie Horatium,

Mich nicht kombabisieret.

1 have quoted all the examples of Biirger’s practice
from the poem in which they are most numerous, because
1 think that this makes the explanation clearer than the
collection of scattered specimens from different poems;
also I think it fairer to do justice to the coherence and
careful construction of Biirger’s poems by not quoting
words and phrases out of their context.

There could be no greater contrast to the learned
language of the Antwort an Gérkingk than the unaffected
simplicity of the language in Das Médel, das ich meine,t
which is written in the same year, possibly in the same
month as the Antwort an Gickingk. This, the most
perfect of all Biirger’s lovely Minnelieder, was written
in honour of Molly’s birthday in the height of summer;®
and the beauty of a summer day suffuses the whole poem
with its golden light as the outward and visible sign of
the goodness of God.

Wer hat wie Paradieseswelt

Des Miidels blaues Aug’ erhellt?
Der liebe Gott! der hat’s gethan,
Der’s Firmament etrleuchten kann;
Der hat wie Paradieseswelt

Des Midels blaues Aug’ erhellt.

The poet exults in the light and colour, which he sees
when he looks at the heavens or into his sweetheart’s
eyes, and his exultation finds triumphant expression three
times in the one stanza. The skill of the construction is
not obtruded on our attention because the lines sound
so essy and natural, and in this and other stanzas of the
poem Biirger transcends even his own characteristic
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power of welding his stanzas into unity and harmony.
In a subsequent stanza he suggests the sheen of waving
golden corn ripening in the full glory of the summer:

Wer liesz vom Nacken blond und schén
Des Midels seidne Locken wehn?

Der liebe Gott! der gute Geist,

Der goldne Saaten reifen heiszt;

Der liesz vom Nacken blond und schén
Des Midels seidne Locken wehn.,

In 1779 Biirger wrote a parody of his own poem, and
entitled it Dse Hexe, die ich meine.” The following two
stanzas parody the stanzas already quoted from Das
Midel, das ich meine.

Wer schuf, zu frommem Trug so schlan,
Ihr Auge sanft und himmelblau?

Das that des bosen Feindes Kunst;

Der ist ein Freund vom blauen Dunst,
Der schuf, zu frommem Trug so schlau
Thr Auge sanft und himmelblau.

Wer schwefelte so licht und klar
Der kleinen Hexe krauses Haar?
Hans Satan, der zu aller Frist

Der groszte Schwefelkrimer ist;
Der schwefelte so licht und klar
Der kleinen Hexe krauses Haar,

There is a tenderness in some stanzas of the parody,
which suggests that Biirger did not altogether dislike the
little witch, but this tenderness pales into insignificance
when contrasted with the glowing stanzas dedicated to
Das Mddel. There is a fervour that is almost religious in
the repetition of Der liecbe Gott in each stanza of the
original poem, while in the parody the poet appeals to
our heads rather than our hearts by the virtuosity, with
which he introduces the devil with a new disguise in
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each stanza. In Das Mdde/, the power which lies in the
simple repetition of the hallowed formula Der liebe Gott
shows the extent to which Biirger’s poetry appeals to the
senses as well as to the soul. He realized the strange
blending of sensuous and spiritual elements in the attrac-
tion of poetry and relegated the virtuosity which appeals
to the intellect alone, to his parodies and other humorous
poems.

Before leaving the comparison between the stanzas
quoted from Die Hexe and Das Mide/, we must notice
that in each of the stanzas of Die Hexe, the poet uses the
word ist, while in Das Mdde/ every verb as well as every
noun or adjective contributes to the intensity of the effect.
For this poem is perhaps the best example of the way in
which Biirger uses the commonest words, and saves
them from being in the slightest degree commonplace
by the skill with which he uses them.

There is another sense of the word common by which
it qualifies the colloquialisms and provincialisms, which
mark Biirger’s satirical poems and the popular (or even
vulgar) expressions and popular beliefs, which are
especially well illustrated by Die Hexe. In the early
stanzas Biirger used the popular belief in the sulphurous
fumes of hell; in the later stanzas we come in due course
to the devil’s hooves and horns, and so to the conclusion
of the whole matter.

Wer hat die Fiiszchen abgedreht,
Worauf die kleine Hexe geht?
Ein Drechsler war es, der es that,
Der selber Ziegenfiiszchen hat;
Der hat die Fiszchen abgedreht,
Worauf die kleine Hexe geht.

Wie kommt es, dasz zu jeder Frist
April der Hexe Wahlspruch ist?
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Der Teufel, der’s ihr angethan,
That’s ihr der Horner wegen an;
Denn wenn die Hexe standhaft wir
Wo nihm’ der Teufel Hérner her?

L A, E, Berger. Biirgers Gedickte. 1891. p. 110.

*A. E. Berger. p. 108,

3 Charles Reining. Zeitschrif? fiir deutsche Wortforschung. 14. 1912, 1913.
4 Paul Zaunert, %ﬁrgﬁerx 1 erskanst. 1911, p. 92,

5 A. E. Berger. p. 104.

8 A. E, Berger. p. 419.

? A. E. Berger. p. 419.
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Cuarter IX
THE SONG OF THE NIGHTINGALE

By contrast to the variety of Biirger’s vocabulary in his
satirical poems, the vocabulary of his lyric poems is
comparatively limited and the purpose of the following
pages is to show that this deliberate limitation is a source
of strength (rather than of weakness, as some critics have
suggested). The more detailed study of Biirger’s tech-
nique also enables us to observe the vital importance of
the choice of verbs.

It is very fitting that our study should start from
Birger’s adaptation of the Pervigilinm Veneris. For the
Latin poem is a landmark in the history of literature
standing on the borderline between classical and modern
poetry;! the lines describing the song of the nightingale
mark the break from the secular tradition of Greek and
Roman poetry that the song of the nightingale is a song
of sorrow.? In his adaptation® Biirger eagerly endorses
the new conception:

Horcht! Es wirbelt Philomele

Tief aus Pappelweiden drein.

Liebe seufzet ihre Kehle;

Keine Klage kann es sein!

Nicht um Tereus’ Grausamkeiten
Wimmert Prognens Schwester mehr!

The lines are typical of the vigour of Biirger’s poetry
from the outset of his career—already he has tried three
verbs in his effort to describe the effect produced by
the song of the nightingale. The poems that follow
show the poet’s unwearying effort to control and adapt
this vigour.
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The following stanza is characteristic of the lovely
Minnelied,* in which the poet finds all the beauties of the
spring in his sweetheart.

Was kiimmert mich die Nachtigall
Im aufgeblithten Hain?

Mein Midchen trillert hundertmal
So siisz und silberrein;

Thr Atem ist wie Friihlingsluft,
Exfiillt mit Hyazinthenduft.

The song of the girl and of the nightingale is character-
ized by the verb trillern emphasized by So siisz und
silberrein. Silberrein is one of the beautiful compounds
of silber, while siisz binds the stanza together by its
application to two senses—to the sweetness of the sound
and the sweetness of the gitl’s breath. In the composition
of the separate stanzas as in the composition of the whole
poem Biirger realized his own ideal of unity and harmony.
The verb trillern is in perfect harmony with the tone of
the poem—gay and charming with only the faintest
suggestion of artifice.

The stanza’ of Biirger’s adaptation of Les Deux: Aneans
by Rochon de Chabannes® is equally typical of the gay
artificiality of the poem.

Der Prunk der hochstaffierten Kunst,
Selbst die Natur im Feierkleide,
Erbuhlen selten meine Gunst;

Denn sie beschimt an Reizen beide.
Das tausendstimmige Konzert

Der Lerchen und der Nachtigallen
Ist mir kaum halb so lieb und wert,
Wann ihre Solotriller schallen.

The combination of art and nature suggested in the
first lines of the stanza is developed in the last lines. For
the song of the lark and the nightingale is introduced



92 BURGER’S ORIGINALITY

into the life of Court and of Society through its associa-
tion with the concert hall and the coloratura of the
soprano. The use of the noun Solotriller is typical of a
poem, which is as*far from Biirget’s characteristic light
lyricsintone as it is in stanza form—both are taken over
from the French poem. Yet the poem is far from being a
failure and serves at least to show Biirger’s versatility.

The stanza taken from Des Schifers Licheswerbung®
also uses the artificial language of the concert hali, and
reflects faithfully the tone of the charming but slightly
artificial poem from which it was adapted. (Come five
with me and be my love.®)

Bald héren durch den Birkenhain
Das Tutti froher Vigelein

Und an des Bichleins Murmelfall
Ein Solo holder Nachtigall.

Though it is pleasant enough to admire Biirger’s
versatility in his adaptations it is pleasanter to return to
the poem which marks the maturity of his lighter lyric
poetry, and to contrast the sincerity of its stanzas with
the courtly compliments of the two preceding poems.?

Wer gab zu Licbesred’ und Sang
Dem Midel holder Stimme Klang?
Der liebe, liebe Gott that dies,

Der Nachtigallen fléten hiesz;

Der gab zu Liebesred’ und Sang
Dem Midel holder Stimme Klang.

Many of the stanzas of Das Mddel, das ich meine mark
the consummation of Biirger’s efforts to attain to his ideal
of truth and beauty in the description of his sweetheart’s
chatrms. Though the nightingale stanza is not so triumphant
a success as some of the others, the use of the verb fléten
is Biirger’s solution of the problem of how to define the
sense-impression produced by the nightingale’s song.
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When Biirger was revising his lyric poems for the
edition which did not appear till after his death, he
substituted the verb flten for the earlier wirbeln in
Di¢ Nachtfeier der Venus (besides making a similar change
in the Abendphantasie eines Liebenden). 1t is worth while
quoting the lines from the two versions of Die Nacht-
feier, as besides showing the importance of the verb
flsten, they illustrate the way in which the vigour of the
first version contrasts with the smoothness and symmetry
of the last.

176910 1796
Horcht! Es wirbelt Philomele Schmelzend flétet Philomele
Tief aus Pappelweiden drein. Tief im dunkeln Pappelhain.

Liebe seufzet ihre Kehle; Liebe tont aus ihrer Seele;
Keine Klage kann es sein! Klage kann ihr Lied nicht seyn
Nicht um Tereus Grausam- Lingst ist Tereus Wuth ver-
keiten gessen,
Wimmert Prognens Schwester Lingst vergessen ihr Verlust,
mehr! Maigefiihl und Liebe pressen
Soll ich nicht ihr Lied be- Sanfter ihre zarte Brust,
gleiten?
Fuhl’ ich keinen Friihling
mehr?

All the examples which we have taken so far may be
said to belong to Biirger’s lighter lyrics in the sense
that they are lyrics which appreciate only the pleasures
of love, as distinct from the deeper passion in which
pleasure and pain are blended. It is in one of Biirger’s
ballads that we find this deeper note of passion.*?

Er schlug der Wachtel hellgellenden Schlag

Im Weizenfeld hinter dem Garten.

Dann lockte das Nachtigallminnchen die Braut
Mit lieblichem, tief auffitenden Laut;

Und Réschen, achl—liesz ihn nicht warten.

As he had previously abandoned Philomele for Nach-
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tigall, Biirger now abandons Nachtigall in favour of the
more realistic Nachtigallmidnnchen and at the same time
gives the song of love the more precise significance of the
mating call. In the fourth line we find the verb strength-
ened by the participle aufflétenden which characterizes
the sense impression; and the call of the nightingale
blends so easily with the lover’s serenade that there is no
hint of strain in the transition to the last line of the stanza.
The whole stanza is characteristic of Des Pfarrers
Tochter von Taubenhain owing to the skill with which
Biirger combines the descriptive with the dramatic.

Biirgher achieves his success by taking ever a poetic
tradition and subordinating it to the principles governing
his own poetry, which insist on the harmony of the
impressions of soul and sense. When he abandons the
effort to render sense-impression as well as feeling, and
simply reproduces poetic traditions about the song of the
nightingale, the resulting stanzas or lines must often be
written down as failures. For example when he uses
the song of the nightingale as a lullaby instead of as
a love-song his poetic genius and inspiration seem to
slumber too. The first stanza of the .Abendphantasie
eines Liebenden'3 is typical of the whole poem in the way in
which it uses poetic traditions, which have not been
transformed by Biirger’s genius.

In weiche Ruh’ hinabgesunken,
Unaufgest6rt von Harm und Not;
Vom siiszen Labebecher trunken,
Den ihr der Gott des Schlummers bot;
Wohl eingelullt vom Abendliede

Der wachen Freundin Nachtigall
Schlift meines Herzens Adonide

Nun ihr behdglich Schlifchen all.

Thelines fromthe Sonnet Naturrecht14 also show us that
when Biirger’s genius sleeps, the poet is led by his love
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of symmetry into a rather too obvious reduplication:

Ich darf die Traub’, ich datf der Biene Saft,

Des Schafes Milch in meine Schale driicken.

Mir front der Stier; mir beut das Rosz den Riicken;
Der Seidenwurm spinnt Atlas mir und Taft.

Es darf das Lied der holden Nachtigellen
Mich, hingestreckt auf Flaumen oder Moos,
Wohl in den Schlaf, wohl aus dem Schlafe hallen.

When Biirger adopts the poetic tradition, by which the
nightingale is silent to listen to the poet’s song, his
genius is as silent as the nightingale. In the first five
lines of a stanza of Das Hobe Lied'® he crowds poetic con-
ceits together in a way which recalls the overburdened
stanzas of the Abendphantasie eines Liebenden.

Schweig, o Chor der Nachtigallen!
Mir nur lausche jedes Ohr!
Murmelbach, hér’ auf zu wallen!
Winde, laszt die Fliigel fallen,
Rasselt nicht durch Laub und Roht!

The use of the same poetic conceit produces a stanza
in Die Bitte, which is typical of one of the few feeble
poems which Biirger ever wrote.1®

Schweigt seiner Laute Philomele,
Hort sie ihr zu im Pappelbaum;
Umschwebet dich ein Wonnetraum
Beim siiszen Klange seiner Kehle:
Den lasz’ ich nie, ich schwdr’ es dir;
Du aber lasz den Siiszen mir!

The study of these examples of Biirger’s technique
once more emphasizes the extent to which the success
ot failure of his stanzgs depends on his choice of verbs.

We might be tempted to another generalization, to the
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effect that Biirger lost his touch for light lyric poetry in
his later years—if the poem immediately preceding Die
Bitte were not Sinnenliebe,}” which is worthy to rank with
the most bnlliant of his lighter lyrics. Besides this,
among Biirger’s later poems are his sonnets and in one
of these sonnets he recalls most of the different impres-
sions derived from the examples we have taken.1®

TRAUERSTILLE
O wie dde, sonder Freudenschall,
Schweigen nun Palidste mir wie Hiitten,

Flur und Hain, so munter einst durchschritten,
Und der Wonnesitz am Wasserfall!

Todeshauch verwehte deinen Hall,
Melodie der Liebesred’ und Bitten,
Welche mir in Ohr und Seele glitten,
Wie det Flotenton der Nachtigall

Leere Hoffnung! Nach der Abendrite
Meines Lebens einst in Ulmenhain
Siisz in Schlaf durch dich gelullt zu sein!

Aber nun, o milde Liebesfléte,
Wecke mich beim letzten Morgenschein
Lieblich, statt der schmetternden Trompete.

I have quoted the last lines to show the way in which
the whole sonnet is a development of the idea contained
in the title. But it is in the quatrains that we find the
best illustrations of Biirger’s technique in using the
harmony of sense-impression and feeling, in the first
quatrain by the association of silence with sorrow, and
in the second by association of the song of the nightingale
with the melody of love.
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CuAPTER X
ELEGIE
ALS MOLLY SICH LLOSREISZEN WOLLTE

THE passionate and tormented stanzas of the Elegie' are
so different from the setene happiness of Das Mide/, das
ich meine that we find it hard to realize that the two
poems belong to the same year of the poet’s life. The
cause of the change is explained in the title which Biirger
afterwards gave to the later poem, Elegie, Als Molly sich
losreisgen wollte®

The unity of the Elgie lies in the realization of the
overwhelming importance of one moment of time—before
it comes all the blissful happiness of the past, after it the
desperate unhappiness and uncertainty of the future. This
indication of time and occasion constitutes the whole
background of the poem. There is no background of
place to cortespond to the desolate arbour of Tawbenbain,
or the haunted moonlight in Lenore.

In a poem which is a perfect illustration of the nature
of a lyric poem, the expression of the poet’s feelings
in some great crisis of his life, we do not expect to find
the same careful construction as in Biirger’s ballads. But
though the stanzas of the Elegie are more self-contained
and independent than the ballad stanzas, a closer analysis
often reveals the fact that each stanza is a development
of some word or line contained in the stanza which pre-
cedes it. In addition to these details of connection the
whole poem is a development of the most vital antithesis
in human life, the contrast between the past and the
future.

After the passionate outcry of the first four stanzas the
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ﬁrsit part of the poem describes the happiness of the past
v ﬁ :che Opening stanzas in which Biirger describes
olly’s beauty of soul—the constant repetition of an

Wer blies so lichthell, schén und rein
Die fromme Seel’ dem Midel ein?
Wer anders hat’s als Er gethan,

Der Seraphim erschaffen kann;

Df:r blies so lichthell, schén und rein
Die Engelseel’ dem Miidel ejn.

In Das Madel the idea is expressed lightly and easily, but

the expressions in the E/ey
. egie have almo
religion. & st the fervour of

Der Verdammnis ganz zum Raube
Will ich sein, wofern ich nicht

An das kleinste Wértchen glaube
Welches dieser Engel spricht! ’

Und ein Engel sondergleichen,
Wenn die Erde Engel hat,

Ist sie! Weichen musz ihr, weichen
Was hier Gott erschaffen hat! ’

Andre mégen andre loben

Ux}d zu Engeln sie erhohn!

Mir von unten auf bis oben,
Diinkt, wie sie, nicht Eine schon,

Sprich’ ich auch mit En
h’ ic gelzungen
Und in Himmelsmelodie: g

Dt?nngch, dennoch unbesungen,
Wie sie wert ist, bliebe sie.

In the next few stanzas Biirger tries to describe the

feeling of happiness which he and Molly have enjoyed
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in their love: naturally he thinks of the ineffable bliss of
heaven, which is suggested by the word selig. But even
this description does not satisfy him and he admits that
their love is so fragrant and fugitive an essence that it
cannot be recaptured even by the magic power of the
poet’s words.

Es ist Geist, so rasch befliigelt

Wie der Spezereien Geist,

Der, hermetisch auch versiegelt,
Sich aus seinem Kerker reiszt,
Welche Macht kann ihn bezdéhmen?
Welche Macht durch Ton und Wort
Fesseln und gefangen nehmen?
Leicht wie Ather schliipft er fort.

In the preceding stanza Biirger has described to us the
putpose of so much of his poetry.

Stolz konnt’ ich vorzeiten wihnen,
Hoch sei ich mit Kraft erfiillt,

Auch das Geistigste mit Tonen
Darzustellen in ein Bild.

Biirger is justified in claiming that the power of render-
ing the spiritual as vividly as the material is one of the
most important characteristics of his poetry. It is the
development of this power, which distinguishes his
greater lyric poems, from his eatlier light lyrics, and
which raises his lyric poetry above thelevel of his ballads,
except the great ballads of the supernatural, Lenore and
Des Pfarrers Tochter.

After the stanzas describing past happiness come the
stanzas describing the dreadful change, which has
shattered the poet’s soul, all the emphasis is laid on the
first word of the first stanza, Nun—after which the con-
struction is broken for two lines.

ELEGIE ‘o1

Nun—o wir’ ich nie geboren,
Oder schwind’ in nichts dahin!
Was sie war, ist mir verloren,

Da, was ich ihr war, noch bin!

Sie wihnt sich’s von Gott geheiszen,
Trotz Verblutung oder Schmerz.
Von dem meinigen zu reiszen

Ihr ihm einverwachsnes Herz.

Rasch, mit Ernst und Kraft zu ringen,
Hat sie nun sich aufgerafft;

Und den Heldenkampf vollbringen
Will ihr Ernst und ihre Kraft.

Wird sie in dem Kampf erliegen?
Wird sie, oder wird sie nicht?
»Sterben,” rief sie, ,,oder siegen
Heiszen Tugend mich und Pflicht!”

In.the next dozen stanzas there is a confusion and
conflict, which corresponds to the conflict in the poet’s
own heart. At one moment he feels that he cannot live
without Molly owing to the power of his passion; the
next moment he remembers that he cannot live with het,
bec;{use their union cannot be hallowed by the chutch.
This conflict between Dorette’s husband and Molly’s
lover continues until the compromise of the last few
stanzas of the poem.,

Weh! Ich weisz dem keinen Tadel,
Ob es gleich mich niederwiirgt,
Was so rithmlich fiir den Adel
Threr schénen Seele biirgt!

Denn, o Gott! in Christenlanden,
Auf der Erde weit und breit

Ist ja kein Altar vorhanden,
Welcher unsre Liebe weiht.
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Wie wird mir so herzlich bange,
Wie so heisz und wieder kalt,
Wann in diesem Sturm und Drange
Keuchend meine Seele walltl

Ha! das Ende macht mich zittern,
Wie den Schiffer in der Nacht

Der Tumult von Ungewittern

Vor dem Abgrund zittern macht.

Herr, mein Gott, wie soll es werden?
Herr, mein Gott, erleuchte mich!

Ist wohl irgend hier auf Erden
Rettung noch und Heil far mich?
Heil auch dann, wann ich erfahre,
Dasz sie, ganz von mir befreit,
Einem andern am Altare

Sich mit Leib und Seele weiht?

Bist du nun verloren? Rettet

Keine Macht dich mehr fiir mich?
Molly, meine Molly! kettet

Mich kein Segensspruch an dich?

O so sprich, zu welchem Ziele
Schleudert mich denn solch ein Sturm?
Dient dem Gott ein Mensch zum Spiele,
Wie des Buben Hand der Wurm?

Sinnig sitz’ ich oft und frage

Und erwig’ es herzlich treu

Auf des besten Willens Wage:
Ob uns lieben Siinde sei?

Dann erkenn’ ich zwar und finde
Krankheit, schwer und unheilbar;
Aber Siinde, Liebchen, Stinde
Fand ich nie, dasz Krankheit war.

O, so lasz es denn gewihren,
Wenn doch Heilung nicht gelingt!
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Lasz uns lieber Krankheit nihren,
Wo sonst Tod uns gar verschlingt.
Suche nicht den Strom zu hemmen,
Der so lang sein Bett nur fiillt,

Bis er zornig vor den Dimmen
Zum Vertilgungsmeer entschwillt.

Freier Strom sei meine Liebe,

Wo ich freier Schiffer bin!

Das Gewoge seiner Triebe

Wallt dann ruhiger dahin.

Lasz in seiner Kraft ijhn brausen!
Wenn kein Damm ihn unterbricht,
Miisse dir davor nicht grausen!
Denn verheeren wird er nicht.

I have quoted several stanzas from the last part of
the poem to show the extent to which it is dominated
by the metaphor of flood—first in the storms which are
shattering the poet’s soul, then later in the river which
flows placidly but irresistibly along its wonted course.
The elemental forces of wind and wave are admirably
adapted for rendering the feelings of the human heart, as
they act with the same blind force and the same uncon-
trolled violence as the passions of men. By the use of this
metaphor Biirger attains in the Elegie the two ideals,
which dominate his greater poetry, first vividness then
unity and harmony. The same metaphor is even more
clearly successful in the poem in which Biirger described
the inconstancy of his love for Dorette, especially in
the refrain and the famous conclusion.?

Ich kam und ging, ich ging und kam,
Wie Ebb’ und Flut zur See.

Drum, Lieb’ ist wohl wie Wind im Meer;
Sein Sausen ihr wohl hért,

Allein ihr wisset nicht, woher

Wiszt nicht, wohin er fihrt.
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Though Biirger placed Schin Suschent among his ballads,
the poem is clearly the counterpart of the Elegie.

Though the last part of the Elegse is such a magnificent
rendering of the power of passion, Berger hardly does
the poem justice when he writes in his notes’—die
neun Schluszstrophen verkiindigen das Evangelium von
der Emanzipation der Leidenschaft im Sinne der
Genie epoche.

This criticism does not do justice to the suggested
compromise with which the poem ends or to the conflict
which precedes it. The last stanzas suggest as clearly as
delicacy permits, that Molly shall stay in Biirger’s home,
but as Dorette’s sister not as Biirger’s mistress. We know
that this compromise afterwards failed and that Biirger
and Molly were carried away by their passion, but at the
time that the Elggie 'was written the conflict between love
and duty was a living reality for both of them. Biirger
was keenly conscious of the irresistible force of passion,
but equally conscious of the inviolable character of the
laws of God and man. He certainly did not suggest in the
Elegie that these laws should be set aside for his especial
benefit. Indeed the power of the Elggie largely lies in the
fact that he held two incompatible convictions with
equal sincerity.

We have seen that in the first part of the Elegie, the
language with which Biirger describes his love, is
inspired with all the fervour of religion. In the second
part of the poem the power which resists his passion
comes from the fervour of his belief that the only haven
of real happiness for man and woman lies in a marriage
that is sanctified by the Church. It is a similar conflict
between the claims of love and of religion, which lends
such power to the dialogue between Lenore and her
mother, but in the Elegie the conflict is fought out in the
poet’s own heart.

Yoot
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CuaPTER XI
DAS HOHE ILIED VON DER EINZIGEN

It is an injustice to Biirger to doubt the sincerity of his
sorrow over the death of Dorette—by which the tragic
problems, propounded in Schin Suschen and the Elegre,
were finally solved, but naturally he was overjoyed at last
to be able to be married to Molly. But an unforgiving
fate followed him throughout his life. Dorette had died
in July 1784, Biirger and Molly married in June 1785;2
in January 1786, Molly followed her sister to the grave,?
and Biirger was again left lonely and desolate. For a long
time his faculties were paralysed by the shock and it was
not until 1789 that he completed the poem which he
‘wrote in memory of Molly, Das Hobe Lied von der Einzigen,
in Geist und Herzen empfangen am Altare der Vermihlung®

There is a profound pathos in the full title of the poem
as it shows us how the poet tried to forget the desolate
vears and to recapture the feeling of happiness on the
day of his marriage. But we cannot blind ourselves to the
fact that the attempt failed as is clear even from the first
stanza,

Hort von meiner Auserwihlten,
Hoéret an mein schonstes Lied!
Ha, ein Lied des Neubeseelten
Von der siiszen Anvermihlten,
Die ihm endlich Gott beschied!
Wie aus tiefer Ohnmacht Banden,
Wie aus Graus und Moderduft
In verschlossner Totengruft
Fihlt er froh sich auferstanden
Zu des Frijhlings Licht und Luft.
106 .
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The personal note of the Elegie has completely
vanished. In the first lines the poet speaks of meiner and
mein, but in the rest of the stanza he refers to himself in
the third person. Similarly he abandons the use of the
name Molly. In this stanza there are two titles to take the
place of that name and in the course of the poem there
are many others. ‘

In addition to the loss of the vivid feeling of reality,
the poem lacks the unity and harmony of Biirger’s greater
poems. Soon after the publication of the poem an anony-
mous critic? pointed out the obscurity and incoherence of
many of the stanzas, and it was to combat that criticism
that Wilhelm Schlegel wrote a long appreciation of Das
Hobe Lied® At that period of his life Schlegel was an en-
thusiastic admirer of Biirger’s poetry, and the language
in which he praises the whole poem is an eloquent testi-
mony to his enthusiasm. But in his analysis of the separ-
ate stanzas he already shows some of the acute critical
faculty, which has helped to make him famous. He is re-
luctantly obliged to admit the existence of some of the
obscurities and incoherences for which the poem had
been criticized, as for instance in the eighth and ninth
stanzas.’

.« « In dem Paradiesgefilde,
Wie sein Aug’ es nimmer sah,
Waltet mit des Himmels Milde
Nach der Gottheit Ebenbilde
Adonid-Urania.

Ich will nicht dariiber kritteln, dasz das Paradiesgefilde und
das Ebenbild der Gottheit so nahe bei Urania stehen, da sie
doch zu einem ganz andern Ideenkreise geh6ren. Der Dichter
brauchte Bilder von géttlichen Dingen; er nahm sie wo er sie
fand.

Das ist mehr, als von der Kette,
Aus der Folterkammer Pein,
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Oder von dem Rabenstein
In der Wollust Flaumenbette
Durch ein Wort entriickt zu sein!

Nur die Folterkammer und der Rabenstein scheinen mir
mit einem harten Miston die Harmonie zu zerreiszen. Der
Rabenstein! Er gehért nicht in diese Gotterwelt.

Biirger did not disdain to accept these hints from
Schlegel and if we take the 1796 version of the above
lines as an example we find that the central idea has been
expressed in the language of Greek mythology.

Das ist siiszer, als der Kette,
Siiszer als der Geierpein
An Prometheus rauhem Stein,

Auf der Ruhe Flaumenbette
Durch ein Wort entriickt zu sein.

Schlegel’s criticism of Biirger’s poetry was written
many years after his detailed appreciation of Das Hobe
Lied, and in the later criticism he dismissed the poem
summarily as ein kaltes Prachtstiick.® The adjective
describes the way in which the poem lacks Biirger’s
characteristic warmth in rendering the feelings. But the
noun reminds us that Das Hoke Lied is a poem of remark-
able richness of diction. Its weakness and its strength are
equally connected with the use of the language of Greek
Mythology. Using this language Biirger could not have
written a poem which illustrated his genius in the same
way as the FElegie; but he could have written a poem
which illustrated the remarkable talent, by which his
genius was aided, if he had succeeded in remaining within
the circle of ideas connected with Greek Mythology.
Unfortunately even the best stanzas are marred by the
intrusion of some incongruous idea—even the magnificent
stanzas of the invocation to Hymen, in which the poet
seems to recapture for a moment the fleeting rapture of
his wedding day.*
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Herr des Schicksals, deine Hinde
Wandten meinen Untergangl
Nun hat alle Fehd’ ein Ende;
Dich, o neue Sonnenwende,
Griiszet jubelnd mein Gesang!
Hymen, den ich benedeie,

Der du mich der langen Last
Endlich nun entladen hast,

Habe Dank fiir deine Weihe!

Sei willkommen, Himmelsgast!

Sei willkommen, Fackelschwinger!
Sei gegriiszt im Freudenchor,
Schuldversshner, Grambezwinger!
Sei gesegnet, Wiederbringer

Aller Huld, die ich verlor!

Ach, von Gott und Welt vergeben
Und vergessen werd’ ich sehn
Alles, was nicht recht geschehn,
Wann im schénsten neuen Leben
Gott und Welt mich wandeln seha.

We need not linger over the ungrateful task of noting
incongruities in these stitring stanzas; but it is with
reference to Das Hobe Lied and one or two other poems
written about the same time that Schiller’s criticism
of the 1789 edition of Biirger’s poems seems easiest to
understand.’

Rec. musz gestehen, dasz er unter allen Birgerischen
Gedichten (die Rede ist von denen, welche er am reichlichsten
aussteuerte) beinahe keines zu nennen weisz, das ihm einem
durchaus reinen, durch gar kein Miszfallen erkauften Genusz
gewahrt hitte. War es entweder die vermiszte Ubereinstim-
mung des Bildes mit dem Gedanken oder die beleidigte Wiirde
des Inhalts oder eine zu geistlose Einkleidung, war es auch nur
ein unedles, die Schonheit der Gedanken entstellendes Bild,
ein ins Platte fallender Ausdruck, ein unniitzer Worterprunk.
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It would unfortunately be possible to find examples to
illustrate every one of these failings in the stanzas of Das
Hobe Lied, and the reference to poems on which Biirger
had lavished all his resources of language would also
seem to indicate that poem. But in the following para-
graph, in which Schiller descends from generalizations
to detailed criticism the poems from which he quotes
are the Elegie and Fortunens Pranger, one of Biirger’s less
successful satirical poems.t!

If it had not been for this unfortunate descent into
detail it would have been possible to give Schiller the
credit of shaking Biirger out of the attitude of compla-
cency with which he greeted the 1789 edition, and show-
ing him that he had lost more than he had gained in
abandoning the simplicity of his earlier lyrics for the
luxuriance of Das Hohe Lied. Indeed, whether we give
Schiller the credit or not, the fact remains that the
poems written after 1789 are free from the faults which
mar Das Hobe Lied.

In comparing the success of the Elegie with the failure
of Das Hohe Lied, we may quote Schiller’s dictum once
more to show that it does not seem to apply to Biirger’s
poetry.!*

Ein Dichter nehme sich ja in Acht . . . mitten im Schmerz

den Schmerz zu besingen. ... Aus der sanfter und fernenden
Erinnerung mag er dichten, aber ja niemals unter der gegen-
wirtigen Herrschaft des Affects, den er uns schon versinnlichen
soll.
If ever any poem has been written under the immediate
pressure of present reality, that poem is the Elegie. The
artificiality of Das Hoke Lied on the other hand is partly
due to the poet’s failure to recapture the feelings of a
moment that had been lost in the years of sorrow that
followed it. The feelings which inspired Biirger’s poetry
in 1789 find their true expression in his Sonnets.
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* A. E. Berger. p. 273.
10 Schiller. K. Goedeke’s Edition. Vol. 6. p. 321.
11 Schiller. pp. 321-323.
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Cuarrer XII
THE SONNETS

Burcer’s feelings after the death of Molly are described
in the sonnet, which tells the whole story of their
unhappy love.!

LIEBE OHNE HEIMAT

Meine Liebe, lange wie die Taube

Von dem Falken hin und her gescheucht,
Wihnte froh, sie hab’ iht Nest erreicht
In den Zweigen einer Gotterlaube.

Armes Tdubchen! Hart getduschter Glaube!
Herbes Schicksal, dem kein andres gleichtl
Thre Heimat, kaum dem Blick gezeigt,
Whurde schnell dem Wetterstrahl zum Raube.

Ach, nun irrt sie wieder hin und her!
Zwischen Erd’ und Himmel schwebt die Arme,
Sonder Ziel fiir ihres Flugs Beschwer.

Denn ein Herz, das ihrer sich erbarme,
Wo sie noch einmal, wie einst, erwarme,
Schligt fiir sie auf Erden nirgends mehr.

In this sonnet thete is no trace of the incongruities of
Das Hobe Lied. The choice of verbs is as skilful as in
Biirger’s eatlier lyrics, and these verbs are strengthened
more especially by the adverbs of time, which give the
sonnet its firm framework in the comparison between the
past and the present. More characteristic of Blirger’s
later poetry is the skill in the handling of nouns, the
way in which Géotterlaube modifies the homeliness of
the picture of the nest, and fiir ihres Flugs Beschwer
avoids the introduction of wings into the sonnet.
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After reading such a sonnet as Liebe obne Heimat we
are less ready to listen to Schlegel when he condemns
Biirger’s sonnets summarily for failings of form and of
content.?

Biirgers Sonette scheinen mir nicht genug gediegnen Ged-
ankengehalt zu haben, um dem Nachdruck ihrer Form ganz zu
entsprechen. Auch die bei den meisten getroffene Wahl der
fiinffiiszigen Trochaen statt der eilfsylbigen Verse oder sogen-
annten Jamben, worin er fleiszige Nachfolge gefunden, ist ein

Fehlgriff,

It is true that Schlegel himself® was very successful in
writing didactic or philosophical sonnets, dedicated to
the expression of thought rather than feeling, and it is
also true that Schlegel’s sonnets were written in iambics.
But this does not seem to be a decisive reason for saying
that Biirger was wrong in using trochees in his sonnets
as in all his great love poems, and in devoting them to the
expression of feeling rather than of thought. Schlegel
also mentions the example of the great Italian sonnet-
writers,* as being contrary to Biirger’s practice, but as
the sonnet is inseparably linked with the name of
Petrarch, itseems absurd to suggest on historical grounds
that it is not suited to the expression of feeling. One of
Biirger’s best sonnets is an adaptation from Petrarch.s. ¢

Aur DIE MORGENROTE

Wann die goldne Friihe, neugeboren,

Am Olymp mein matter Blick erschaut,
Dann erblass’ ich, wein’ und seufze laut:
Dort im Glanze wohnt, die ich verloten!

Grauer Tithon! Du empfingst Auroren
Froh aufs new’, sobald der Abend taut;
Aber ich umarm’ erst meine Braut

An des Schattenlandes schwarzen Thoren.
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Tithon! Deines Alters Dimmerung
Mildert mit dem Strahl der Rosenstirne
Deine Gattin, ewig schon und jung:

Aber mir etloschen die Gestirne,
Sank der Tag in 6de Finsternis,
Als sich Molly dieser Welt entrisz.

The first line of the sonnet describing the dawn, is
worthy to be compared to the famous description of the
dawn, which recurs like a refrain throughout the
Odyssey. The golden light irradiates the summit of far
Olympus, while the earth is still plunged in the darkness
of night. There far away the immortals dwell in glory,
while here on earth is weariness and sighing and sorrow.
Even grey Tithonus, the mortal who loved an immortal,
is comforted and consoled, when the lovely Aurora
retuns to him, as the dews of evening fall. Butfor the poet
here on earth neither the freshness of the dawn nor the
cool of the evening can bring consolation. For when his
love put on immortality and soated to the heights of
heaven, the whole carth sank into darkness and desolation.

The whole development of the sonnet is implicit in
its title, in the choice of this moment of the dawn, the
contrast between the darkness of the carth and the light
and glory on Olympus. The description of the dawn and
the mention of Mount Olympus lead almost inevitably
to the story of Tithonus and Aurora, and the sonnet is
enriched by the words taken from Greek mythology.
But the golden light which shines over the legends of the
days when the world was young, only serves to show
more cleatly the gloom of the poct’s existence from the
time that his love was taken from bim.

Auf die Morgenrite is one of the sonnets, which once
again raise the question of the respective value of
adaptations and original poems, and we can hardly
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accept Zaunert’s answer to that question, without some
further examination.”

Die Sonette .Auf die Morgenrite, Die Unvergleichliche (No. 175)
Uebera// Molly und Leibe (No. 172), sind dem Petrarca nachge-
dichtet, die Hauptarbeit die Konzeption und die poetische
Ausgestaltung der Motive in der charakteristischen, dem
Sonett gemissen Form, war hier also schon getan, Biirger
hat hier bloss das Verdienst einer guten Verdeutschung.

Fortunately we possess a good translation® by Schlegel
himself of the Italian sonnet, from which Biirger adapted
Die Unvergleichliche. A comparison between Schlegel’s
sonnet and Biirger’s demonstrates clearly the difference
between a translation and an adaptation, and strongly
suggests that Schlegel is wrong in his opinion that
adaptation is merely an inferior form of translation.?

Die UNVERGLEICHLICHE
Welch Ideal aus Engelsphantasie
Hat der Natur als Muster vorgeschwebet,
Als sie die Hill’ um einen Geist gewebet,
Den sie herab vom dritten Himmel lieh?

O Gotterwerk! Mit welcher Harmonie

Hier Geist in Leib und Leib in Geist verschwebet!
An allem, was hienieden Schones lebet,
Vetnahm mein Sinn so reinen Einklang nie.

In this sonnet too, as in so many of Biirget’s other sonnets
the development of the poem is implicit in the title. The
incomparable is the name given to the poet’s ideal of
beauty visible here on earth.

In each line the suggestion returns of some quality that
tra.nsqands human qualities and yet is akin to them. In the
first line there is Fhe power of imagination, shared by men
and angels, and in the lines that follow there is the spirit
that inspires the world from within, the spirit which
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sweeps through the wide spaces between earth and heaven,
the spirit which is sent down from on high to sojourn on
earth for a season. In the second quatrain the essence of
this divine creation, of this ideal of beauty is ascribed
to the pure harmony of body and soul. The importance
of the body as of the soul is stressed by repetition, but the
emphasis is laid on the soul through the use of the verb,
which in Biirger’s poetry is characteristic of the activity
of the spirit. The poet is wonderfully successful in
making us realize his ideal of beauty, which lives here on
earth, although its essence is divine.
‘The two quatrains of Schlegel’s translation of Petrarch’s

sonnet are as follows.

In welchen Himmelskreisen und Ideen

Fand die Natur das Urbild zu gestalten

Diesz schonste Antlitz, wo ihr hohres Walten

Dort oben sie hienieden ldszet schen?

Wo sah man Géttinnen im Hain, in Seen

Wo Nymphen, Haar so lautern Golds entfalten?
Welch Herz so manche Jugend in sich falten?
Wie wohl mein Tod das Ganze musz bestehen.

These lines may possess many great qualities, but
certainly not the almost religious fervour and the single-
hearted intensity, with which Biirger makes us realize
the harmony of the human and the divine.

The contrast between the second half of each sonnet is
not so startling; I will quote first Schlegel’s translation,
then Biirger’s adaptation from Petrarch.

Der schaut vergeblich nach dem géttlich Schénen:
Des Blick nie zu den Augen ist erwachet,
Wie sie holdselig kreiszend sich verschénen.,

Nicht weisz, wie Liebe heilt und Wunden machet,
Wer nicht weisz, wie sie seufzt in siiszen Ténen,
Und wie sie siisze spricht und siisze lachet.
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Die UNVERGLEICHLICHE
Det, welchem noch der Adel ihrer Mienen,
Der Himmel nie in ihrem Aug’ erschienen,
Entweiht vielleicht mein hohes Lied durch Schersz.

Der kannte nie der Liebe Lust und Schmerz,
De'r nie erfubr, wie siisz ihr Atem fichelt,
Wie wandersiisz die Lippe spricht und lichelt.

Biirger recalls the word ideal at the opening of his sonnet
by using the phrase Der Adel ihrer Mienen, and then
refers to the human element in beauty, in his beloved’s
eyes and lips. But these too are endowed with a bcﬁuty
more than human by the overwhelming power of the
love, which transcends pleasure and pain. The heaven
has been revealed to him in her eyes, and it is profanation
to use light language of such beauty. Only those who
have loved with the same depth of feeling as the poet can
realize the sweetness of her breath or the miracle of the
sweetness of her lips, when she speaks or when she smiles.
_ The word wundersiisz in the last line is not only an
lnte.nsiﬁcation of the word siisz in the line before, but
by its suggestion of miracle recalls the note of a beauty
more than human, which rings through the poem. The
unity and harmony of Die Unvergleichliche is no less clear
than the unity and harmony of Auf die Morgenrite,
though we have been obliged to turn our attention from
it in order to carry out the comparison between Biirger’s
sonnet and Schlegel’s, and to show that an adaptation is
not necessarily inferior to a translation, or even to an
original sonnet such as Lsebe ohne Heimat.

While the memory of Biirger’s two sonnets is still
vivid, we can more easily appreciate his own description
of the sonnet—first of all visualizing the effect of the
sonnet in characteristic style, and secondly, explaining
the essentials of the sonnet.10
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Das Hin- und Herschweben sciner Rhythmen und Reime
wirkt auf meine Empfindung beinahe eben so, als ein von einem
schonen, anmutigen, bescheidenen jungen Paare, schén und
mit bescheidener Anmut getanztes kleines Menuet, und in
dieser Stimmung halte ich es fiir sehr wahr, was Boileau sagt:

Un sonnet sans défaut vaut seul un long poéme.

Es ist aber, glaube ich, nicht allein alsdann gut, wann seine
mechanischen Regeln . . . auf das genaueste beobachtet wer-
den, wiewohl man. . . wohl thut, diesclben auf das genaueste
beizubehalten. Sondern vornehmlich alsdann ist das Sonnett
gut, wann sein Inhalt ein kleines volles, wohl abgerundetes
Ganzes ist, das kein Glied merklich zu viel, oder zu wenig hat,
dem der Ausdruck iiberall so glatt und faltenlos als méglich
anliegt, ohne jedoch im mindesten die leichte Grazie seiner
hin und her schwebenden Fortbewegung zu hemmen.

The way. in which Biirger insists on the importance of
form in the sonnet, both in the fitness of each separate
detail and in the way in which all the details are subordin-
ated to the unity of the whole work, reminds us of
similar demands which he makes on other types of poem,
in another part of this same introduction.™t

Wie wenn aber demnoch dic ehrwiirdige Gottin mein
Bestreben nach Klarheit, Bestimmtheit, Abrundung, Ord-
nung und Zusammenklang der Gedanken und Bilder; nach
Wahrheit, Natur und Einfalt der Empfindungen; nach dem
eigentiimlichsten und treflendsten, nicht eben aus der toten
Schrift sondern mitten aus der lebendigsten Mundsprache,
aufgegriffenen Ausdrucke derselben; nach der piinktlichsten
grammatischen Richtigkeit, nach einem leichten, ungezwun-
genen, wohlklingenden Reim- und Versbau, hin und wieder zu
erkennen glaubte, und mir blosz darum manchen verwetflichen
Biirgerianismus verziche: wiirde und dirfte sie nun auch
meinem Nachahmer, der an dies alles nicht gedacht hitte,
gleiche Huld widerfahren lassen?

Wenn ich wirklich was man mir bisweilen nachgeriihmt
hat, ein Volksdichter bin, so habe ich dies schwerlich meinem
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Hopp Hopp, Hutre Hurre, Huhu usw. schwerlich diesem
oder jenem Kraftausdrucke, den ich vielleicht nur durch einen
Miszgriff aufgehascht, schwerlich dem Umstande zu verdanken,
dasz ich cin Paar Volksmirchen in Verse und Reime gebracht

habe.

Thus already in the year 1789 Biirger was obliged to
protest against the popular assumption, which mistook
some peculiar features of Lemore for the essence of
Biirger’s poetry. Unfortunately the protest was as little
regarded in his own time, as it has been in the years
which have since elapsed.

Even at the present day, histories of literature, in
emphasizing the connexion of Biirger’s ballads with the
old myths and legends, neglect to notice the skill with
which the separate stanzas of the ballads are constructed.
Partly in consequence of this initial error they do not do
Justice to the second great service which Biirger rendered
to German literature—a service which is well expressed
in the excellent appreciations of Zaunert!* and Welti,19

Die Sonette Biitgers hat Welti in seiner Geschichte des
Sonettes in der deutschen Dichtung, in ihrer literar-historischen.
Bedeutung und ihren Besondetheiten ausfithrlich behandelt.
. . . Das Verdienst, das Sonett in Deutschland wieder zu Ehren
gebracht zu haben, die Form erst wirklich fiir die deutsche
Dichtung gewonnen zu haben, wird man Biirger nicht
absprechen kénnen.

There is continuity and not contrast in the develop-
ment from the form of the ballad stanzas to the form of
the sonnets; just as there isa close connexion between
the power of describing the supernatural in Biirger’s
greater ballads and the power of describing the spiritual
in all his greater lyric poems. We can heartily endorse
the two following quotations from Schlenther:14

Es ist gewisz kein Zufall dasz gerade der gespenstischste
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aller deutschen Berge, der Blocksberg es war, der den Phan-
tasien des groszten Geistersehers unter unsern Dichtera nahe

stand. . . .

Later, in explaining that Biirger was not a geahst in ic
narrow sense in which the word is identical with material-

ist, Schlenther says:®

Denn Biirgers Welt hatte von jeher mehr als drei Dimen-
sionen; seine stirkste Kraft setzte er stets darein Uebersinn-
liches zur sinnlichen Anschauung zu bringen.

1 A, E. Berger. Bérgers G;dig/)/fe.—; 891. é:.gzﬂg.

s A, W. Schlegel. Kritische Schriften. 1828. p. 74- )

3ﬁeinrich W%lti. Geschichte des Sonettes inn der dewtschen Literatur. 1884. pp.
160-175.

1 A W, Schlegel. p. 74.

s A. E. Berger. p. 263.

¢ A. E. Berget. p. 443.

7P, Zaunert, Béirgers Verkuns?. 1911, p. 127. .

8 A. W. Schlegel. Werke. E. Bécking’s Edition. 1846. Vol. 4. p. 42.

® A, W, Schlegel. Kritische Schrifren. 1828. p. 49.

10 B, Consentius. Brirgers Gedichre. 1914, Vol. 1. p. 10

11 E, Consentius. Vol. 1. p. 6.

2P, Zaufnert. p. 125.

1a H, Welti. pp. 151~157. X .

u II;{auY(/Scl'xlegltal'ler.s Vo;]ifr})r Zeitrng. 1894. Sonntagsbeilage. No. z3.

15 Paul Schlenther. Vossische Zeitung. 1894. Sonntagsbeilage. No. z0.

Cuarrer XIII
BURGER’S VISION OF ETERNITY

Ix the sonnets Biitger’s poetry is limited to the expression
of his personal feelings at some moment of his life; but
there are some poems in the later part of his life which
express the more sublime sort of feeling, which is less
concerned with the soul of the poet than with the soul of
humanity, less concerned with time than with eternity.
To avoid the purely negative description of lytics, which
are not love lyrics, we may call these poems philosophical.

There is a peculiarity of form which distinguishes some
of these poems from the rest of Biirger’s poetry. In
imitating the ecstatic language of Klopstock’s religious
poetry, Biirger also imitates his variations in the length of
line and stanza in 2 manner which is in direct contrast to
Biirger’s own liking for symmetry. In the first Ode! in
honour of the fiftieth anniversary of the foundation of
Gottingen University, Birger’s genius, alarmed either
by the solemnity of the occasion or the unusual form of
the poem, appears to have deserted him. But in the
Osterkantater there is a simple and effective antithesis,
which is typical of the way in which Biirger adapted
form to content. The short opening lines are a joyful
invocationto the rising sun; the longerlines in the middle
of the poem describe the solemn hours, when the light
of the world was darkened; while the later short lines.
herald the return of hope.

Sonne, wie so wunderfrohlich
Gehst du heut’ am Himmel auf!
O, wie schlieszen sich so selig
Millionen Christenherzen,
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Sanft entladen banger Schmerzen,
Selig, selig
Zu Gesang und Jubel auf!

Zur Zeit der grausen Finsternis,

Worein die Sonne, wie in einen Sarg,

Thr strahlenloses Antlitz barg,

Da schreckweissagend in dem Tempel

Der Vorhang vor dem Heiligsten zerrisz,

Da fiirchterlich der Erde Tiefen bebten

Und mit Gewimmer um den Blutaltar

Der aufgescheuchten Toten Geister schwebten:
Da ahndete die hoffnungslose Schar

Noch nicht, wie nah’ der Bote Gottes war,

Du, Vater, kannst nicht hassen,
Du liebst kein Strafgericht,

In Grab und Hélle lassen

Wirst du sein Leben nicht.
Verheiszer der Erlsung,

Zu dem die Siinder flehn,

Du lissest die Verwesung

Den Heiligen nicht sehn.

In Biirger’s Tozenopfer, den Manen Jobann David Michaelis™
as well as in some other later poems, it is possible to trace
the influence of Haller, for whom Biirger often expressed
great admiration,* and in whom he would take an especial
interest, as the author of the Odes celebrating the
foundation of Géttingen University fifty years before.
In his ode in honour of Michaelis, another of the great
names connected with the early history of the University,
Biirger succeeds in welding together the language of
classical antiquity and of philosophy in a way which
recalls Haller’s own mastery over the most diverse
branches of learning. As the title of Biirger’s poem is
sufficient to show the influence of the language of
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antiquity, we can quote one stanza to show the influence
of philosophy.

Denn die Geister hoher Weisen schweben
Nicht, in Nacht sich hiillend, aus dem I.eben
In die Wohnung der Vergessenheit.

Thre Weisheit waltet fort hier oben;

Threr Weisheit Gotterwerke loben

Die Entschwebten bis in Ewigkeit.

It is in connection with Haller’s greatest poem Un-
vollkommenes Gedicht siber die Ewigkeit that we may note
two reminiscences of Haller’s language in Biirger’s
poetry.

Hauier (Uber die Ewigkeif).
Bestindigs Reich des Gegenwirtigkeit!
Die Asche der Vergangenheit
Ist dir ein Keim von Kiinftigkeiten.
BuRrGER (Das Hobe Lied).%
Ihr Gefieder, nicht mit Aschen
Trauriger Vergangenheit
Fir die Schmihsucht mehr bestreut.
HALLer (Uber die Ewigkeit).
Thr Wilder! wo kein Licht durch finstre Tannen strahit
Und sich in jedem Busch dic Nacht des Grabes malt.

BUrGER (Uberall Molly und Licbe.)®
In die Nacht der Tannen oder Eichen,
Die das Kind der Freude schauvernd flieht,

It is from the same poem of Haller’s that Kant makes
a quotation in his treatise on Newton’s theory of the
solar system; a few words on this treatise are essential to
an appreciation of Biirger’s second ode in honour of
Géottingen University.

The second ode is far more satisfactory both in form
and in content than the first. For Biirger returns to 2
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regular stanza-form (though it is a variation on any of
the stanza-forms which he has used previously in his
poetry), and he confines himself to the conceptions of
philosophy instead of combining the conceptions of
philosophy with the conceptions of classical antiquity, a
combination which had been successful in the Tozenopfer,
but much less successful in Das Hobe Lied and the first
ode in honour of Gottingen University.

The following is a short summary of the relations
between Kant and Newton, essential for theappreciation
of Biirger’s poem.’

Newton had stopped short at the origin of our Planetary
System. But Kant dares to represent the Natural History of
the Heavens as a necessary consequence of Newton’s theory,
or as a logical development from it.?

The strictly scientific view of the evolution of the Solar
System, which may be extended to every other cosmic system
of similar constitution was expanded in the mind of Kant into
a poetical representation of the evolution of the whole Universe,
but which he sharply distinguishes as imaginative speculation
from his astronomical theory.

There is a still more daring speculation, which passes
beyond the comprehension of the Universe to the soul
that comprehends it, and it is easy to understand how
much Biirger was impressed by the passage which
introduces the quotation from Haller’s poem.?

Mit welcher Art der Ehrfurcht musz nicht die Seele sogar
ihr cigen Wesen ansehen, wenn sie betrachtet, dasz sie noch
alle diese Verinderungen iiberleben soll; sie kann zu sich selber
sagen, was der philosophische Dichter von der Ewigkeit
sagt. . . .

Biirger only devotes the first three stanzas of his poem
to the visible universe, but these stanzas are sufficient to
supply the background and give an effortless grandeur
to the stanzas which describe the universe of the soul.
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ODE!?

Erhabenster, der du das All gestaltet

Zu deiner Herrlichkeit Palast

Und in ein Lichtgewand aus Finsternis entfaltet,
Dein Werk gekleidet hast!

Du hast im Raum, wo deine Sonne lodert,

Um ein Zentralziel aller Kraft

Zu dem erhabnen Tanz die Sphiren aufgefodert,
Der nimmermehr erschlafft!

Es schwebt mit ihm an Harmonieenbanden

Der hohe Weltchoral dahin,

Von dem Pythagoras und Newton viel verstanden
Und Keplers tiefer Sinn.

Im Geistesall, wo Form des Raums verschwindet

Wo dumpf der Sinn des Zeitstroms Fall

Nur noch vernimmt, hast du weit groszer dich
verkiindet

Als in dem Sinnenall.

The linking together of the world of the senses and
the world of the soul is as easy to Biirger in his philosophy
as it had been in his poems of love; and he makes the
same use of the power of the elements in his comparisons,
the metaphors of flood and of flame.

Da lodern hoch mit wunderbarem Glanze

Die Sonnen Wahr und Gut und Schén,

Um die—so willst du es, sich in vereintem Tanze
Des Geistes Kiinste drehn.

Vereinigung ersehnen die drei Flammen

Durch wechselsweisen Zug und Drang.

Auch hier rauscht die Musik der Sphiren laut zusammen
In Einen Chorgesang.
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Und rauschet fort, von Einem Strom gezogen,
Vom Strome der Vollkommenbheit

Ein Niagara stiirzt der seine lichten Wogen

Ins Meer der Seligkeit.

The conclusion of the poem would seem overwhelming
if it had not been prepared by the analogy to the visible

universe,

Hochaufgefrischt von dieses Tages Wonnen

Und deiner Segenskrifte voll,

Erhalte sich ihr Schwung um die drei Geistessonnen,
Um die sie schweben soll.

Nie miisse sie des Rhythmus Kunst verlernen,
Die Glied an Glied ins Ganze fiigt!

So fliege sie den Flug mit ihren Folgesternen,
Den alles Leben fliegt!

Und werde stets zum Ziele fortgezogen,
Das nur der Gottgeweihte sieht,

Wohin mit Ozeansgewalt der Krifte Wogen
Die Kraft der Krifte zieht!

Y A. E. Berger. Birgers Gedichte. 1891, p. 240.
# A. E. Berger., p. 290,
* A. E. Berger. p. 320.
¢ Albrecht von Haller. Gedichte. 1882, p. 150.
® A. E. Berger. p. 266.
5 A. E. Berger. p. 258.
"W, Hastie. Kant’s Cosmogony, 1900, Appendix A, p. 169.
8 W. Hastic. Appendix A, p. 173.
% I. Kant, Hartenstein Edition. Vol. 1, pp. 303-305.
1 A, E. Berger. p. 244.

CuAPTER XIV
HEILOISE AN ABEL.ARD

THE opening passage of Heloise an Abelard! is an epitome
of the whole poem.

Hier im Schauer Tiefer Totenstille,
Wo die Himmelstochter Andacht wohnt,
Und Melancholie in schwarzer Hiille
Sinnig mit gesenktem Haupte thront,
Was will hier entlammter Triebe Hader
In der gottgeweihten Jungfrau Brust?
Warum gliiht ihr noch in jeder Ader
Riickerinnerung entflohner Lust?
Immer noch zu Liebe hingerissen,
Immer noch durch dich, mein Abelatd,
Musz ich den geliebten Namen kiissen,
Welcher mir so unvergeszlich ward.

In the opening lines the emphasis falls on the place,
which is a fit setting for the poem, the convent secluded
from the cheerful sounds of human life and activity.
Against this background of gloom appears the personi-
fication of the melancholy, which broods over the place
and which assumes the outward seeming of a nun. But
in the heart of a nun, that should be dedicated to the
service of God, the embers of love are still glowing, and
warm memories bring back to the lips of Heloise the:
beloved name of Abelard.

No paraphrase can do justice to the power and fluency
with which the main ideas of the poem are presented
in a passage, which displays all the unity and harmony
of the stanzas in Biirger’s greater poems, although it is.
an adaptation from the opening lines of Pope’s poem.
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In these deep solitudes and awful cells,

Where heavenly pensive Contemplation dwells,
And ever-musing Melancholy reigns,

What means this tumult in 2 Vestal’s veins?
Why rove my thoughts beyond this last retreat?
Why feels my heart its long forgotten heat?

Yet, yet I love! From Abelard it came,

And Eloisa yet must kiss the name.

The effect of Pope’s lines is much more staccato than
Biirger’s—especially in the almost telegraphic line in which
the name of Abelard is introduced—and in the series of
questions which take the place of Biirger’s powetful
development of the metaphor of the flame of love.

To illustrate the difference between the two poets
further we can take later examples from the poems of the
use of the name of Abelard and of the metaphor of fire.

Wire” und dimmernd wie ein Traumgewimmel2
Schwebte fern der Engel Lust mir vor,

Und ich gonnte Heiligen den Himmel,

Den ich gern um Abelard verlor.,

Dim and remote the joys of saints I see;
Nor envy them that Heaven I lose for thee.

Bild der Seligheit! Wenn auch hienieden3
Keine Welterfahrung sonst dir glich:
Uns war deine Witklichkeit beschieden;
Selig waren Abelard und ich.

This sure is bliss, if bliss on earth there be,
And once the lot of Abelard and me.

Und auch dann zerfillt mein Staub hier, zwischen*
Ausgelbschter Herzen Aschenrest;

Bis ihn, frei zum deinen ihn zu mischen

Die Natur den Winden iiberliszt.

g
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And here, ev’n then shall my cold dust remain,
Here all its frailties, all its flames resign,
And wait till *tis no sin to mix with thine.

Hier verlosch die Lohe meiner Triebes
Vor des finstern Kirchenwahnes Hauch;
Und die besten, Ehrbegier und Liebe,

Hier zerflossen sie in eitlen Rauch.

There stern religion quench’d th’ unwilling flame,
There died the best of passions, Love and Fame.

The above lines are typical of the consistency with
which Biirger elaborated the metaphor of the flames of
love, which dominates much of Helise an Abelard in
the same way as the metaphor of flood dominated the
last part of the Elggfe. This consistency of Biirger's seems
the more remarkable in contrast to some of the startling
incongruities in Pope’s language. The comparison be-
tween their verbs is especially illuminating, and is entirely
to Biirger’s advantage. '

Even more important than the metaphor of flame is the
dark convent, which constitutes the background for the
whole poem—and here too Biirger keeps the convent
before our eyes, while Pope frequently fails to do so.
In the fourth line of Pope’s poem for example, instead of
nun we have the word vestal, with all its associations of
another world. Throughout the whole of Biirger’s long
poem the three main threads found in the first stanza
are interwoven with consummate skill, the name and
personality of Abelard, the fiery love of Heloise and the
cold silence of the convent. (In connexion with the
convent Biirger makes brilliant use of the outward
ceremonies of religion in order to express the inmost
feelings of the heart.) As the skill with which the first

stanza is constructed is equal to the importance of its

K
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influence over the whole of the poem, we are saved
from the difficulty of having to make a further selection
from the many brilliant passages in the poem.

I think that the neglect or disparagement of this great
poem in the traditional criticisms of Biirger should be
attributed to Schlegel’s summary criticism.®

Pope’s Brief der Heloise an Abelard ist in der Nachbildung
ohne eigentlichen Zusatz fast um das Doppelte verlingert,
was bei der einmal gewihlten Versart unvermeidlich war.
Die spruchreiche Kiirze des Originals . . . ist in elegische
Weichheit verwandclt.

One of the features of Pope’s poetry is the way in which
he compresses his ideas into single lines, in which the
antithesis of ideas is often emphasized by verbal antithesis.
But this concentration of ideas into single lines leads
inevitably to a certain jerkiness in the transition from
line to line, and in the development of a passage. In
fact Schlegel’s criticism of Pope (in another part of his
Essay on Biirger) though severe is not altogether unjust.”

... fiir einen Menschen wie er der immer nur Verse und
niemals ein Gedicht hervorgebracht hat.

While Biirger has not added to the ideas in Pope’s poem,:

he has transformed collections of lines into stanzas,
which at once retain their own unity and harmony and
accord with the unity and harmony of the whole poem.

The other great quality of Biirger’s poetry, its vivid-
ness, is equally well marked in Helsise an Abelard. In the
passages that follow, Pope’s poetry has the inconsequence
of a dream, while Biirger’s conveys the dreadful oppres-
sion of a nightmare.

Alas, no more! methinks we wandr’ing go
Through dreary wastes, and weep each others’ woe,
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Where round some mould’ring tower pale ivy creeps,
And low-brow’d rocks hang nodding o’er the deeps.
Sudden you mount, you beckon from the skies;
Clouds interpose, waves roar, and winds arise.

I shriek, start up, the same sad prospect find,

And wake to all the griefs I left behind.

Nichts I—Mir diinkt, nun wandern wir zusammen®
Durch die Schauer 6der Wiistenei

Und bejammern, dasz von unsern Flammen
Nirgends, nirgends mehr Erldsung sei.
Abgemattet von des Tages Schwiile,

Von der Wanderung durch Dorn und Moor,
Suchen wir und finden keine Kiihle.

Schwere Dimpfe steigen grau empor

Und benehmen unserm miiden Gange,

Gleich den Diinsten einer Totengruft,

Zwischen fiirchterlichem Uberhange

Hoher Felsenmassen, Licht und Luft.

Jach erhebst du dich von meiner Seite,

Schwebest bis zur Wolkendeck’ empor,

Winkst mir zu aus der echabnen Weite

Und verbirgst dich in der Dimmrung Flor.
Donnerklang und Sturm- und Stromgebrause
Schreckt mich wach; doch werd’ ich des nicht froh:
Denn ich find in meiner 6den Klause

Alles Elend, dem ich kaum entfioh.

The comparison of Heloise an Abelard to Biirger’s lyric
poems is no less interesting than the study of the poem
itself. For in many ways the language of the poem is the
consummation of the language of Biirger’s lyric poetty.
But we must content ousselves with two quotations
which show the development of the language of storm
and flood used in the Elegie.

Alles Beten, alles Fasten hemmet®
Nicht des Blutes Sturm und Drang aufs Herz.
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Anders hat zu deinem Lebensteile®
Giitig strenge das Geschick gewihlt
Und das Herz dir gegen alle Pfeile

So des Schmerzes wie der Lust gestihlt.
Seinen gleichen, sanften Schlag befliigelt
Nie ein rasches, wild entflammtes Blut.
Deines Geistes stille Groszmacht ziigelt
Die Begier und wehrt der Uberflut.
Ruhiger lag nicht in seinen Tiefen,

Als noch angefesselt der Orkan

Und die Krifte der Bewegung schliefen,
Rubhiger lag nicht der Ozean.

1 A, E. Berger, Biirgers Gedichte. 1891. p. 331.

2 A. E. Berger. p. 334.

3 A. E. Berger. p. 335.

4 A. E. Berger. p. 338.

s A, E. Berger. p. 332.

¢ A. W. Schlegel. Kritische Schriften. 1828. p. 79.
7 A, W. Schlegel. p. 63.

® A. E. Berger. p. 34I.

9 A. E. Berger. p. 332.
19 A, E. Berger. p. 342.

CuAprTER XV
DER VOGEL URSELBST

Der Vogel Urselbs* is the consummation of Biirger’s
satirical poetry, just as Heloise an Abelard is the con-
summation of his lyrical poetry. The fact that the two
poems were written almost at the end of his career, shows
how little the power of his poetic genius was affected
by the ill-health and poverty which were crushing the
life out of the poet. Der Vogel Urselbst also shows that
Biirger was perfectly capable of writing poems that were
original in content as well as in form, when his own
experience provided him with suitable material. The
title and the opening lines of the poem are a challenge to
all the critics who have overlooked the originality of
style in all Biirger’s poetry.

Der VogeL URSELBST,
seine Rezensenten und der Genius.

Ein Vogel ganz besondrer Art,
Der sich mit keinem andern paart
Und, weil er immer einsam kreist,
Original, deutsch: Urselbst, heiszt.

The flight of this remarkable bird is adversely criticized,
and the development of the poem is a series of dialogues
between the bird and the most clamorous of its critics, an
owl, a parrot and some geese. The owl may have been
chosen because of its connection with Minerva, the
goddess of learning, or because of its formidable beak
and claws, or because of its peculiarity in being able to
hunt more successfully in the night than in the daylight.

In any case in this poem the owl speaks with solemn
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emphasis of the bird Ideal, which flies beyond the reach
of all the senses, in a region to which the sight and the
flight of more ordinary birds cannot attain. When the
honest Urselbst asks for a few feathers from this strange
bird, the owl becomes extremely annoyed.

Jetzt rief der Uhu drgerlich:

»»Herr Naseweis, belehr’ Er sich!

Obgleich mein Aug’ ihn nimmer sah,

So ist der Ideal doch da.

Ja, wir’ er auch ein Popanz nur

Von metaphysischer Natur,

Der durchs Transcendentalreich streift,
Wo man nicht sieht, nicht hort, nicht greift:
So schreit man dennoch: ,,Schau, o schaul”
Dem andern dunstet’s dann doch blay;
Und blauer Empyreumsdunst

Ist meist der Schonheitsregler Kuast.

We must be careful not to misunderstand the above
lines. We have seen that Biirger had his own ideal of
beauty and of poetry in the region between heaven and
earth; but this was an ideal which he attempted to realize
and to make us realize. What he criticizes in this poem is
the abstract ideal of beauty found in treatises on @sthetics
—an ideal which is so often divorced from reality and
lies beyond the reach of the senses or of common sense.

Another point to be noticed is that the use of Kantian
language in satire, is simply in accordance with Biirger’s
normal use of the widest possible vocabulary in such
poems. It does not imply any disrespect for Kant, any
more than the comparison to Werther in Der Kaiser und
der Abt implied distespect for Goethe or the writing of
Die Hexe, die ich meine any lack of tespect for Das Mdde/,
das ich meine. Biirger was as enthusiastic an admirer of
Kant as was Schiller.

While Biirger was entirely justified in refusing to
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attempt to transport his poetry into the realms of abstract
idealism, there was another part of Schiller’s criticism,
which he accepted and utilized, the criticism of certain
crudities in some of his poems.? Biirger recognized the
justice of this criticism by revising many of his poems in
detail and eliminating such poems as Die Menagerie der
Gitter® from the proposed final edition of his poems.
Der Vogel Urselbst is itself a testimony to the poet’s
good-taste, as in spite of its vigour the poem shows none
of those lapses into crudity which Biirger allowed him-
self in his earlier satirical poems, and some of his later
polemics. Indeed the humour and good humour of the
poem seem very remarkable, when we remember that
Schiller’s criticism added the shadow of failure to the
other shadows, which darkened the close of Biirger’s life.

After its encounter with the owl, the Urselbst visits
the parrot:

»ochén Papelpapchen, lasz mich sehn,
Wie flieg’ ich die zu Dank recht schon?”
Und grazits, in seinem Ring

Sich schaukelnd, sprach das bunte Ding.

These and later lines, describing the parrot, recall the
skill of Biirger’s descriptions of birds in some of his eatlier
poems, for instance the cock in Werhselgesang* and the
spatrow in Zum Spatg, der sich auf dem Saal gefangen battes

From the parrot the Urselbst flies to the geese, that is
to the farmyard and the domestic animals that figure so
often in Biirger’s satire. Everything about geese amused
him: the name occuts in the title of two of his epigrams—
Herr von Ginsewity gum Kammerdiener® and Gansegeschrei
und Gansekiele,” and he was equally amused by the way in
which they walked and the noise which they made.
Indeed if in his satirical poems we look for a counterpatt
to the song of the nightingale in the lyrics, we find it in
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the cackling of the geese. In Profog® we find a development
of the theme, which is typical of the way in which Biirger
delights to play with words (in his satires).

Statt Listerei und Gickelgack,
Ein Spiel fiir Geist, Herz und Geschmack!

Wer drob in dieser Musenstadt
Etwas zu gickelgackeln hat—
Indem hier, wie ihr alle wiszt,
Des Gickelgackels Heimat ist—
Der gickelgackle frank und frei!
Wir licheln still and froh dabei!

Bellt hier ein Hund, gackt dort ein Huhn,
Was soll die Unschuld sagen—thun?

Sie sparet ruhig That und Wort

Und spielt getrost ihr Spielchen fort,

Bis Hund und Henne nach dem Takt

Sich ausgebellt, sich ausgegackt.

Die gute weise Toleranz.

Erbosen weder Hund noch Gans—

Leaving Biirget’s poem on the subject of the gossip in
the town of Goéttingen, we come to the visit of the
Urselbst to the geese:

Jetzt zog der Urselbst hin und bat
Das Gick- und Gackgeschlecht um Rat.
Laut rief das Gick- und Gackgeschlecht:

»Man musz nichts Eignes wollen sein.

So machen wir es, grosz und klein.

Du siehst, wir watscheln Tag fir Tag
Hof auf Hof ab einander nach

Und schnattern unser Lied dabei

Stets in bekannter Melodei.

Wenn man nun gleich nicht hoch und weit
Uns fliegen sieht durch Raum und Zeit:
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So fillt dafiir in unserm Lauf

Auch der Kritik kein Anstosz auf.
Drum meint der Uhu selbst im Ernst,
Gut sei es, dasz du von uns lernst.

As the verb schnattern had these associations we can
understand the change which Biirger made in the final
version of Die Nachtfeier der Venus, when he was
attempting to free his lyric poems from words and ideas
which belonged more properly to his satirical poetry,
and incidentally sacrificing much of the vigour of the
earlier version.

1769° 17961°
Ihr nur schnattert das Gefieder Lirmend ruft das Hausgefieder
Von den Teichen Dank Thr vom Wether Dank
empor, empor,
Und der edlern Vogel Lieder  Und die Vogel edler Lieder
Sind ein Opfer ihrem Ohr! Opfern Wohlaut jhrem Ohr.

The strict division between the language of Biirger’s
satires, and his lyrics suggests a limitation of his powers,
which can hardly be better expressed than by the words
which Hazlitt used in comparing Chaucer to Shakespeare.!*

Chaucer has a great variety of power, but he could only do
one thing at once. He set himself to work on a particular
subject. His ideas were kept separate, labelled, ticketed and
parcelled out in a set form, in pews and compartments by
themselves.

One other sentence of Hazlitt’s comparison is equally
illuminating.1?

Chaucer attended chiefly to the real and natural, that is,
to the involuntary and inevitable impressions on the mind
in given circumstances; Shakespeare exhibited also the possible
and the fantastical.

In substituting Biirger for Chaucer in the above
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sentence, we can appreciate not only the limitations of
his poetty but also its peculiar power and vividness.

Y A, E. Betget. Biirgers Gedichte. 1891. p. 158.

% Schillet, K. Goedeke’s Edition. \9701?6.3:). 329,

3 A. E. Berger. p. 482,

¢ AL E. Betger. p. 27.

% A, E. Berger. p. 8o,

¢ A. . Berger. p. 194.

? A. E. Berger. p. 213.

* A. E. Berger. p. 325.

* A, E. Berger. p. 14.
19 A, W. Bohtz. Biirgers Simmtliche Werke, 18 35. p. 3.

. Hazlitt, Characters of Shakespeare's Plays, Troilus: and Cressida
12 W, Hazlitt, '

CONCLUSION

THE construction of Schlegel’s Essay on Biirger’s poetry
is indicated in the paragraph which follows the intro-
ductory remarks on Biirger’s life and Schiller’s criticism
of his poetry.:

Bei einem Dichter, wie Biirger . . . sind die leitenden
Begriffe bei seiner Ausiibung der Kunst von groszer Wichtig-
keit, um uns iiber die Ursachen des Gelingens and Verfehlens
aufzukliren. Ich finde deren hauptsichlich zwei wihrend
seines ganzen poetischen Lebenslaufes herrschend: Popularitit
und Correctheit; obschon natiirlicher Weise jener in dessen
erster Halfte, dieser in der letzten mehr hervorstach.

The greater part of the Essay is concerned with the
discussion of the first of these principles—Popularitit,
Schlegel narrows down the question nominally to a
comparison between Biirger’s ballads and old popular
ballads. To be fair to Biirger, it would be more accurate
to regard the comparison as being between Biirger’s
ballads and Schlegel’s ideal Romanze, a particular cate-
gory of poetry, with its historical setting in the Middle
Ages. From this comparison Schlegel develops his
theory of Biirgers Manier, the theory which dominates
the traditional criticism of Biirger’s poetry.

Schlegel’s conception of the ideal of Popularitit is
illustrated by his appreciation of Biirger’s shorter poems
(such as the Minnelieder and Des armen Suschens Traum).?

Wir haben jetzt die groszeren Romanzen simmtlich durch-
gegangen, es ist aber noch eine Anzahl kleinerer Stiicke
ziiruck, die zum Theil romanzenartig, zum Theil Lieder im
Volkstone sind, und worunter die meisten, wie mich diinkt,
nicht leicht zu sehr gelobt werden konnen.

139



140 BURGER’S ORIGINALITY

So far in Schlegel’s Essay there have been only a few
lines of appreciation of the shorter poems and a more
detailed appreciation of Lenore to set against the pages of
criticism devoted to the longer ballads, more especially
Lenardo and Blandine, Das Lied vom braven Mann and Die
Entfiibrung. Nor does Biirger fare any better, when
Schlegel turns to the discussion of the principle of
Correctheit. He effects the transition between the two
parts of his Essay by the following reference to Biirger’s
shorter poems.?

Doch musz ich erinnern, dasz ich unter den obigen Stiicken
die fritheren in ihrer urspriinglichen Gestalt meine, so wie
ich auch bei den vielerlei Verinderungen, die Biirger mit
seinen iibrigen lyrischen Gedichten vorgenommen hat, fast
durchgingig fiir die alten Lesearten stimmen wiirde.

In speaking of Biirger’s application of the principle of
Correctheit, Schlegel devotes most of his attention to
Die Nachtfeier der Venus, following the example of
Biirger himself.

Dasz Biirger sich mit seinen Correcturen besonders an die
Nachtfeier der Venus gehalten, ist ganz in der Ordnung: denn
dieses Gedicht, wie er es dem Lateinischen frei nachgebildet,
war vom Anfange an zum Corrigiten eingerichtet und kann
fiir nichts weiter gelten als ein phraseologisches Studium.

In his concluding paragraph on the principle of
Correctheit Schlegel again returns to Die Nachtfeier, in
order to show that Biirger’s poetry had been dominated

by this principle of Correctheit throughout his whole
career.b

Wenn man ferner bedenkt, dasz die Nachtfeier der Venus,
sein frithestes und das hohe Lied, eines seiner spitesten
Werke, ungefihr nach derselben Idee der Tadellosigkeit
und einer absoluten Vollkommenheit der Diction und des
Versbaues . . . ausgefithrt und durchgearbeitet sind: so kann
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man schwerlich zweifeln, dasz die Maximen der Correctheit
wihrend seiner ganzen Laufbahn groszen Einflusz gehabt
haben.

'This last argument is hardly worthy of a great critic
like Schlegel; for it was in the last version® of Die Nachi-
feier, written at the end of his life, that Biirger attempted
to reach the ideal of formal petfection; the first version,?
written at the outset of his career, is almost the antithesis
of the last version, because it sacrifices smoothness and
symmetry to vigour and vividness.

When we have finished Schlegel’s criticism of the
principle of Correctheit, we have almost reached the
end of the whole Essay. Throughout the first part he has
directed our attention to the ballads, more especially to
the weaknesses in them; throughout the second part he
has directed our attention to the alterations in the light
lyrics, and Die Nachtfeier.

When we look for some comment on Biirger’s greater
lyric poems, we find that Schlegel does not merely
dismiss them with a few lines of criticism, but condemns
them all for one reason or another. The Elegie and Das
Hohke Lied are apparently condemned because they ate too
close to reality to be conveniently placed in any of the
ideal categories of poetry.®

Die Erwihnung des hohen Liedes fithrt mich auf einige
seiner gelicbten Molly gewidmete lyrische Stiicke, die noch
zuriick sind. Thr dichterischer Werth ist aber so mit der Ver-
worrenheit, wirklicher Verhiltnisse verwebt, dasz sie keine
reine Kunstbeurtheilung zulassen.

The Sonnets are condemned more specifically on
technical and historical grounds® as not fitting conve-
niently into the category of Schlegel’s ideal sonnet. The
Heloise an Abelard is similarly condemned for not being
written in conformity with the laws of its own poetic
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category, and doubly condemned by the unfavourable
compatison to Pope’s poem.1®

Thus we are not surptised to find in Schlegel’s final
summing-up of Biirger’s poetry that his ballads and light
lyrics are regarded as superior to the rest of his lyric
poetry.t1

Mehr in der Romanze und dem leichten Liede als in der
hoheren lyrischen Gattung einheimisch; in einem Theil
seiner Hervorbringungen dchter Volksdichter, dessen Kunst-
stil, wo ihn nicht Grundsitze und Gewohnungen hindern, sich
ganz aus der Manier zu erheben, Klarheit, rege Kraft, Frische
und zuweilen Zierlichkeit, seltner Grdsze hat.

This appreciation of the greatness of Biirger’s poetry is
a surprising contrast to the criticism of so many of the
individual poems throughout the essay. But these few
lines are not sufficient to efface the impression of the
preceding pages. In making Biirger’s poetry turn on the
principles of Popularitit and Correctheit, Schlegel’s
nattow interpretation of Popularitit falls as far short of
Biirger’s ideal of vividness, as his Cortectheit falls short
of Biirger’s ideal of unity and harmony. In fact he fails
to appreciate the two essential qualities, which combine
to create the originality of Biirger’s style.

Schlcgel Kriticche Schriften. 1828, p, 12.
. Schlegel. p. 57.

V. Schlegel. p. §9.

. Schlegel. p. 66.

Schlegc.l p. 72.

. Bohtz, Biirgers Sammtliche Werke. 1835, pp. 1-4.
Bergcr Birgers Gedichte, 1891, pp. 7-14.
. Schlegel. p. 73.

W Schlegel. p. 73.

10 A, W. Schiegel. p. 79.

11 A, W, Schlegel. p. 81.
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