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INTRODUCTION

Since the beginning of time, Man has bcen precccupied with the
fleetingness of physical existence. Although concerned by the inevit-
ability of the passing of materiality, he accepted it as a part of a
permanent world order, However, as a regult of the gradual disinte-
gration of belief in a divinely based system, from the end of the
fiddle Ages until the present day, Man has become incrcasingly con=-
sciuvus of the transitoriness of material existence. Accompanying this
disintegration, a growing feeling of isolation from the "J/hole" has
arisen., This sense of alienation is shared and articulated by the
German poet Wilhelm Lehmann. Lehmann comments upon the position of

Man in his critical essay Kunst als Jubel der ilaterie:

#ir wurden aus dem Paradics der alten Einheit
vertrieben. Diese Vertreibung bedeutet .en Be_inn
des Dichtens, des Schreibens. Wir verloren das
Ganze, wir wurden sclbst Teil, um uns ale Teil des
Ganzen zu erinnern und uns seiner in der Sehnsucht
zu Vergewissecrn, ilesiodisch gesprochen: das Halbe
ist mehr als das Ganze. Welches ist das GeschHft
der Welt? Da zu sein, vWelches isl dns Geschdft der
Dichtung? Der i.elt bei diesen Vorhébénfzu helfen.
Dichtung ist nicht Fluciif, sondern Vorhandenheit,
sie ist Kraft, also Gegenwart, Daher Schall, letrum,
Kythmus, Reim irnerhalb der Zeile so gut wie an
ihren Ende, Formwille, also Sprache innerhalb der
Sprache als Tag innerhalb des Tages., Der Welt als
der Welt innezuwerden, erfand sich die latur die
Sprache, die Dichtung. 1)

As a precondition for Man's reintegration into Lhe "Whole%,
physical existence must be re-endowed with the permanence it has lost
through conceptualisation, This can be achieved, accordin to Lehmann,
through poetry. He believes poetry to be "die Llutspenderin des ver-
fallenden Lebons."a) Within the poem, the things of Nature, although
having ceased to exist as physical entities, can live once more. The
Poet, through his art, can rescue them from oblivion, Hans Dieter

Schifer, in his book Wilhelm Lehmann - Studien zu seinem Leben und

Werk, states:

Das dichterische Wort hebt durch seine verwandelnde
Kraft das Gewesene aus der Vergessenheit ins Cegen-
wlrtige. 3)
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As a result of the attainment of permanence by the thing, llan can
also become part of this newly realised permanence:

Dichtung hH#:t das Fllichtige, sie hH1lt auch

uns fest. 4)

In order to realise the thing's preservation within the frame-
work of the poem, it must first of all be made to disappear. In
Chapter 1 of my thesis, it is my intention to investigate the tech-
niques employcd by Lehmann to bring about this disappearance, The
thing's subsequent inclusion into poetry is discussed in Chapter II.
The idea of disappearance and renewal assumes a religious and super-
natural significance in Lehmann's poetry. Chapter 1II deals with the
reappearance of the thing after its passing as a circumstance brought
about by external forces., l'his event is made possible Lhrough the
priest-like mediation of the ioet.

Footnotes
1) Wilhelm Lehmann: S¥mtliche Werke in drei BMnden. Bd., I11I, Giiters-
loh, 1962. p.159. liecnceforth referred to as SW IlI.

3) Hans vieter Schdfer: Wilheim Lehmann - Studien zu seinem Leben
und ¥erk, Bonn, 1969. p.233

4) SW III, p.227
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CHAPTER ONE: The Theme of Disappearance

The theme of disappearance is treated by Lehmann in several diff-
erent ways. Disappearance can simply entail the physical vanishment of
things. It can also refer to their physical disintegration, leading to
a state of substancelessness and weightlessness. The Poei himself ap-
pears to be reduced to this state in several poems. The disengagement
from external activity is a form of disappearance, This is usually
characterised by sleep. The withdrawasl from external activity is fol-
lowed by the commencement of an "internal" activity, which is depicted
in terms of natural procreation or in dreaming. The things are also
represented as reducing into their genetic code, where they remain as
the germ to a new existence.

The physical disappearance of the thing

In order that the existence of individual things can continue

after their physical passing, acceptance by the Poet of transitori-

1)

ness is necessary. In the poem Verzicat, the departure of the mi-

gratory birds and the ceath oi the plantis help brin, about ths ful-
fillment of this precondition on the part of the Poet. ''he poem is
reproduced below in full:

Frith zog die Schwalbe dies Jahr,
Frith aaut das DlUster,

llauch der Verwesuny droht
Unwilliger NUster,

HBlzerne LUster, stchn
Engelwurzreste,
Geisternde Schatten sie
Mutloser KrHfte,

Starenschwarm spricht mir noch zu,
Eh er zerstoben;

Weisses Septemberlicht

Fhrt ihn nach oben.

Lange h8l1t sich der Strauss
Abgeschnittener Stiele,

Nur noch Erinnerung

Der Lebensspiele.

Astern, Verbenen und Phlox,
Die langsam sich lichten,
Ich streue mich hin wie sie
Zu leisem Verzichten.



In the first stanza, the swallow is described as migrating early. Its
departure heralds the approach of winter. The disappearing bird also
symbolises the despalr felt by the Poet. The next line alludes to the
arrival of the new season through the image of the oncoming gloom, The
depiction of departure in the first line, followed by that of arrival
in the second line has a balancing effect, evoking the unity of Nature
and a2t the same time, promoting a unity within the poem. The breath of
decay represents the death of the old season. However, it is shown as
threatening "unwilling nostrils", indicating the Poet's refusal to ac-
cept the passing of autumn, and hence the harmony of existence itself,
In the second stanza, the remains of the angelica are described as a
lifeless chandelier. Through the image of the chandelier, a contrast
is suggested between its former existence and its prescnt stale as a
dead shell, The contrast is strengtihened throu h its representation as
a shadow., This compares with the li_ht-giving function of the chand-
elier, The "haunting" of tne shadow denotes, in the Poet's mind, the
inevitability of transitoriness.

The flock of starlings is cescribed, in the next stanza, as still
speaking to the Poet. They have not yet rejected him. Then, however,
it too, flies away, led into the heavens by the white 1lipgnt of Septem-
ber, It is as if the birds are commanded to depart by some all-powcrful
being. Here, the compelling aspect of the transitoriness of tne indiv-
idual things in Nature is suggested. Then, in the following stanza,
there is the reference to the bunch of flower-stalks, which linger on,
althougnh separated from their flowers, The Poet is overcome, f{inally,
at the sight of the plants, which he sees gradually becoming sparser.
Whereupon, he too, is depicted, in metaphorical fashion, as strewing
his petals upon the ground, as a gesture of acceptance.

The poem begins with the rejection by the Poet of the passing of
things, and thus of the unity of Nature itself, Until the desired ac-
ceptance takes place, there can be no understanding of the permanence
of the natural order, and Man must consequently experience complete
exclusion from Nature's realm, The succession of images which empha-
sise the passing of the season, serve to impinge upon the Poet's con-
sciousness an awareness of life's transitoriness. The climax is reached
in the final stanza, where the dying plants appear in list fashion -
"Astern, Verbenen und Phlox", The despairing Poet must now accept the
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passing of everything within the context of the Nature cycle, and he
does s0 with a gesture which expresses his desire for oneness with the
transient things.

The messaye of acceptance of existence, as it is, appears in
Lehmann's theoretical writings. He believed that the things existed
for their own sake, and thus should pe accepted as such. This in fact
was referred to in the quotation given in the introduction, viz,.
"Welches ist das GeschHft der Welt? Da zu sein." In his essay Der
Planet, he expands upon this theme:

Uns ist, als brauchten die Dinge bloss da zu

sein, um sich und uns ihres Sinnes zu verge-

wissern. (e...) Nur zu sein brauchen die Dinge,

nur zu geschehen die TateNeses 2)

3)

The idea of non-acceptance is to be found in Grasmlicke. Here,

it is the Poet's refusal to accept his own position which constitutes
the central tneme, As in Verzicht, images portraying things as disap~
pearing are employec to bring about a new awarcness. lowever, things
are not depicted as vanishing completely in this poem. Instead, they

are reduced to a state, whereby they appear to be barely perceptible:

Milchkanne lHnzt und fullt den Krug.
Zu leben ist euch schon genug.

Blieb euch jetreu der Sinn?

Der mir entg ing,

Mit Zwitschern fing

Grasmlicke ihn sich ein,

Und vor mir flieht er hin,

Im heissen Blau der Mond ein Hauch,
Pustblume unten, monden auch,

Ich weiss nur, dass ich traurig bin.
Vogel, ich will dein HBrer sein., -
Mich schldferte der Sommersang,

Der trHllernd aus den Hecken sprang.
Ich wachte auf, zu Tode bang:

Der Mond, des Schwebens niemals satt,
War schon oranges Krokusblatt,
Grasmtickenmann sang immer noch.

So h8r ihn doch! So h8r ihn doch!}

The poem begins with a description of the simple objects, the milk-can
and the Jjug. As if disembodied from any causal action of Man, they ap-
pear to fulfill their primary function on their own. This image is in-

tended, by Lehmann, to emphasise the self-sufficiency of things. The
Poet says in the third line, that the self-sufficiency of the milk-can



and the jug makes them part of the natural order. These things, unlike
Man, are complete in themselves, possessing no desire to transcend
their being. Consequently, the Poet feels excluded from the order of
Nature, He will attempt to discover it in the phenomena of Nature,
which, like the milk-can and the jug, appear complete in themselves.

First of all, the Poet looks to the sonz-bird, the hedge-sparrow,
which is depicted as encapsulating the order, But the hedge-sparrow
merely twitters, and the bird, and with it the meaning to existence,
flce before him. He then looks to the moon above him to provide this
order, But the moon in the hot day=-sky appears simply as a breath.
Even the plant at hiz feet is a "Pustblume', It assumes and mirrors
the intangible and transitory aspect manifested by the moon.

In the centre of the poem, the Poet expresses despair at his iso-
lation. This statement of the Poet's alienation, which usually occupies
a centiral position in the poen, 1s frequently found in Lehmann$poetry.

It is discussed at lenyth by Jochen Jung in his book Mythos und Utopi .4)

The Poet implores the bird to teach him Lhe meaning which he laciks.

Its song causes him to fall asleep. Here, Lehmann has coined the word
"Sommersang" to depict the unity of the bird with the season and hence
with the rest of Mature, Then, in the early evening, he suddenly awak-
ens., The significance of what he now perceives is underscored by his
fearful reaction - "zu Tocde bang". The Poet sees the moon in the early
evening-sky "des Schwcbens niemals satt", suggesting that it has hovered
there above him all of the time, although he had been unable to per-
ceive it.

Previously, the immaterial state of Lhe moon, reflected by the
almost substanceless "Pustblume”", evoked the lransitory and intangible
aspect of existence as was seen through the Poet's eyes. Now it ap-
pears as a new moon, indicative of the birth of a new existence, and
also a new understanding on the part of the Poet. Like the objects of
the first line, it is now complete in itself, It is described as an
orange crocus-leaf. The crocus is the first plant to push up through
the snow in the new year. Therefore, the whole natural cycle is brought
in with these combined images. At the same time, the Poet hears the
singing of the cock hedge-sparrow. Its song permeates the whole scene
with its message to the Poet of acceptance of existence as it is, tell-
ing him that meaning can be found merely in being.
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Thus the Poet finds the meaning to existence which he has been
seekin;, The poem ends with an exhortation tc the reader to listen to

the song of the hedge-sparrow and the message which it brings.

The acceptance ¢of existence as it is, particularly with regard
to its apparent transitoriness, is a necessary condition for its pre-
servation, In both of the poems so far dealt with, this acceptance is
finally exhibited on the part of an initially reluctant Poet. Verzicht
deals with the disappearance of physical things in the context of the
Nature cycle. In this poen, several images appear, one after the other,
which depict things vanishing. A build-up of tension occurs, and at the
end, when the Poet perceives the bare flower-slalks, he is ovurcome by
emotion, and as a gesture of unity, he too, (figuratively that is),
releasecs lis petals. Things do not vanish entirely in Grasmticke, but
are depicted as being reduced to a point whereby they are just percept-
ible. Once more, the theme of disappearance is used as a mecans of
bringing about acceptance on the part of the Poet, The vanishing of
the phenomena is also employed, in this case, to symbolise the Poet's
exclusion from the natural order. Through the sudden reappearance, how-
ever, of the phcnomena, i.e. moon, plant, and finally song-bird, the
Poet is shocked into recognising that he must accept his own existence
as it is.

Other poems by Lehmann in which the images of things disappearing
appear as a means of bringing about acceptance are given in the final

footnote below.5)

Footnotes

1) SW _III, p.554
2) SW III, p.133
3) SW_III, p.510

4) Jochen Jung, in his book Mythos und Utopie, TUbingen 1975, p.20,
refers to "der notwendigen Vereinzelung des (...) Dichters". He
continues: "FUr den Dichter bedeutet das, dass er seine Einsanm-
keit nun weniger als Fluch denn auch als Segen empfindet, da erst
gsie ihn in die Lage versetzt, Korrespondenz mit seinem Gegenstand
aufzunehmen",

5) Sudliche Stunde, p.455; Schnelle Oktoberdimmerung, p.473; An _einen
Blumenstrauss, p.526; Der Bund, p.528.
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2) The physical reduction of the Poet

The Poet must enjoy a close relationship with Nature in order
that he can include the things of Nature into his poetry. The desired
unity with the natural world is brought about, in Lehmann's poetry,
throuzh the depiction of the Poet attainin, a state of substanceless-
ness, No longer weighed down by his individuality, he merges with the
phenomena of Nature, and thus he experiences once more the oneness
with the "paradise" from whence Man was driven,

A poem whose theme is the physical reduction of the Poet is

1}

Signale, the first two stanzas of which appear below:

SeewHrts hBr icn Signale tuten:
Sie schiegsen die Torpedos ein.
Auf fernen lleeren, nah dem Ohre,
Gesprengter Lelber letztes Schreien,

Der M8rzwind greift den Wandernden,

Ich gleite wie auf FlUgelschuhn;

Dann bin ich selbst ihm aufgestiegen

Und kann auf seinem Ricken ruhn,
The poem is set in war-time. The Poet hears a batile bein, fought far
out at sea; the boats signal as they release their torpedoes. He can
also hear the last cries of thosc who are meetin, their deaths, A
ratlicr horrifying ima;e is presented with these cries beinyg depicted
as emanating from exploding bodies. The scene is made more intense and
penetrating through the fact that the screams are '"nah dem Ohre", yet
they are uttered "Auf fernen Meeren",

In the second stanza, a scene of peace and tranquility is evoked.

This picture contrasts sharply with the vliolence of the first stanza.
In this stanza, the Poetl assumes the disintegrated state of the "ge-
sprenglter Leiber" of the fourth line., In the fifth line, there is the
use of the impersonal noun "den Wandernden". The Poet himself does not
enter into the poem until the beginning of the following line. Within
these three lines, a transition from "Gesprengter Leiber" to "den
Wandernden" to "Ich" is depicted as having taken place. The Poet has
now become without physical substance, and in this substanceless state,
he is able to rest upon the back of the March-wind.,

The reduction to a fragrance is the main theme of the poem
An einen Freund, der sich das Leben nahnza)
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Willst du, der Erde satt, sie schon verlassen?

Ich sehe deine Hand dic Klinke fassen.

WHhl diese TUr:

Der Sommertag hat Duft gebraut,

Wermut, Basilikum und Bohnenkraut.

Bist du es noch, dem BYses widerfuhr?

Nur heitre Stunde zeigt die Sonnenuhr,

An warmer Planke h#ngt der Pfirsich, Venusbrust,

Du bist begierdelose Lust.

Die Aprikose lHchelt, Puttenwange,

Am Birnenfleisch ftthlt die Ohrwurmzange.

Die Pflaume spaltet sich, gerecht dem Munde,

Die Sonnenuhr zeigt nur die heitre Stunde., =

Du gingest doch. Der Tod hat dich nicht ganz genommen,

Als Duft bist du der Well zurlckgenommen.
This pocm is dedicated to a friend who has committed suicide. The FPoet
asks his dead frieund if he has had enou_ h of the physical eartith to de-
part from it so soon. In the second line, he says that he sees his
hand grasping the latch, indicating his imminent entrance¢ into a new
existence after his departure from the former omne. In the following
line, the Poet tells the friend: "WH¥hl diese TUr", This "door"™ is in
fact the colon which follows the instruction, Discussion on this to-
pic appears in the followin; chapter. Thus the Poet will provide the
way to the new life., In the following lines of the poem, this new
existence is depicted,

T'he surnmer-day is described as having brewed a fragrance from the
scents relcased by the aromatic herbs, wormwood, basil, and beanwood,
as if in celebration of his entrance into the new spiritual existence.
Here, the sundial does not indicate the passa.e of time, but instead,
it merely points to serenity and happiness. Timelessness is suggested
through this image. The happy serenity is reflected in the suspension
of the peach against the warm plank. There is no movement at all, nor
is there hot or cold, only the sensation of warmth, The atmosphere is
one of fulfillment. The peach is depicted as the breast of Venus, and
yet the pleasure experienced through its being perceived in such a
fashion is not a lustful pleasure. Instead, the friend is described
as "begierdelose Lust", This description serves to emphasise his com=
plete abstraction from all physical substance. The feeling of unity
and peacefulness is extended with the picture of the smiling apricot,
which is described as the cheek of a cherub, and with the picture of

the earwig, whose pincers are exploring the flesh of the pear. This

WASSEY UNIVERSITY
LIBRARY
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paradise further entices with the image of the splitting plum, which
is to be savoured by the mouth. The description of the ideal scene
ends with the repetition of the seventh line. In the seventh line,
the cheerful and serene hour was made indefinite through the lack of
article, Now, it appears as a definite time - "die heitre Stunde".
This "hour"” can be enjoyed by the friend - he has not been completely
removed by death. As a fragrance, he has returned to the world.

The shedding by the Poet himself of his material substance is
depicted in several of Lehmann's poems, This state of substanceless-
ness is charactcrised by weightlessness., As a substanceless being, the
Poet then experiences acceptance by Nature, of whose realm he longs to
become a part. This situation compares with the process described in
the previous section, whereby the vanishing of physical things brings
about acceptance of Nature on the pg;t of the Poet,

2

In the poem Leiscr lierbstwind, Lehmann brings about the physical

reduction of the Poet, and simultaneously, hc depicts him as entering
into a death-likze state:

Der Vegstaub pudert die Malven,
Es kraust sich die Vlolle am Lamm.
Der Wind ist die Puderquaste,

Der Jind der z8rtliche Kamnm,.

Es summt in den leeren Linden
Wie Bienengeisterschar,

Die Stirn streift Spinnenfaden,
Oder ist es mein eigenes Haar?

Ich bin schon halb vergangen,
Das Auge wird mir dumn,

Auf den wespengelben Stoppeln
Geht ein Gestorbener um.

Der Wind nimmt mich auf den RUcken,
Ich bin ihm nicht zu schwer;

Hase und Maus und Amsel

Fliehen vor mir nicht mehr.

Mit dem Winde staub ich die Malven

Und krause die Wolle dem Lamm,

Ich bin die Puderquaste,

Ich bin der flUchtige Kamm,
The wind is depicted as a powder-puff, which powders the mallows with
dust from the path, and as a tender comb, which curls the wool on the
lamb, The dusty path leads to the realm of the dead. The Poet's entry

into death is accompanied by humming, which is likened to the sound of
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hosts of "bee-spirits". As he loses consciousness, he is no longer
able to differentiate between his hair and the cobwebs. A merging
effect has taken place between his power of sight and hearing =~ "“Das
Auge wird mir dumm", He enters into a twilight zone, as a phantom,
haunting the stubble-fields, He becomes subslancelcss, and is gathered
up by the wind. In this state, the other creatures now accept him. The
Poet becomes the wind itself.

The poem describes a progressive movement towards a state of
death characterised by weightlessness, and at the same time, the Poet
moves towards a unity with Nature. His complete integration into Nature
is described through his assuming the function of the wind. The struc-
ture of the poem is cyclical, with the activity of the first stanza
repcated in the last stanza. This technique promotes a unity and com-
pPleteness within the poem, reflecting simultaneously the unity and

completeness, and also the permanence of Nature,

Another of Lehmann!s works which describes the entry of the Poet

into a substanceless harmony with Nature is the major poem Geflugelte

)

Frucht:

Kusshand des flUchtigen Jaurs,
Ulmenblatt, abgewent,

Da schon zum zweiten Mal

Das Heu in den Diemen stent.

Gegen die Gnade der Luft
Abgewandt das Gedicht,

Fiel in den Staub mir der Traum,
Mit ihm fiel das Gedicht.

Fruchtlos floh Tag vor dem Tag:
In dem Hchzen der Zeit
Schlug mich die menschliche Tat
Mit Unverstindlichkeit,

Vergebens hat sch¥ne Geduld
Lange mir nachgestellt,

Als ein missgliickter Plan
Entfiel ich der schnellen Welt.

In der Ruhe des Baums

Wird selbst die Windsbraut stumm,
Aber im Herzen geht

Immer Verzweiflung um,

Dal! Auf den trockenen Mund
Haucht es als wohliger Kuss,
Blauer tieft sich das Blau,
Dass ich es sehen musst
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Goldene Fledermausschar,

Zum Schlafe zusammengedringt,
Sind in die grUne Nacht
Ahornfriichte gehM¥ngt.

Spannte den Bogen ein Gott

Der Flughaut, herrlich geschweift,
Der wildem Hornisse gleich

Von leisen Adern durchstreift?

Und entbrannt von der Lust
Ihres Zusammenseins,

Seh ich der Nisse Rund

In grUnem Kragenbund —
Alle Frucht eins.

Schwanger von Jjeder Saat,
Wallt Uber den Wiesen Rauch,
Ihm mischt der Wind mich zu,
Ich fliege auch.

Leichter als Wimpernhaar,
Wolle am Baldrian,

GeglUckt bin ich der Welt,
Ihr z8rtlichster Plan.

Rose ich und Reiter zugleich,
Kentaurengestalt,

Uns hebt vom Boden auf

Eine Seelengewalt —

Eingelaseen ins 3piel

Und in den stillen Schwung,
Fithle ich kein Zuviel,
Keine Verminderung.

Schuelzen flUhl ich das Selbst,
Weilen fHhlt sich das All,
Mutter und Sohn vereint -
Welcher Zusammenhalll

Keirt der Vereinzelung

Schweres Geschick?

In meinem Cebein verharrt

Der selige Augenblick.
In the first stanza, the Poet is the recipient of a kiss, blown to him
by the fleeting year. The kiss takes the form of an elm-leaf, blown to
the ground by the wind. Through this image, and that of the stacked
hay, is the transitoriness of physical existence evoked. The dream of
kinship with Nature is offered in the shape of the leaf. However, the
Poet turns his face away, indicating his alienation, and the dream is
subsequently lost. The c¢lose link between dream and poem is alluded to
here. This relationship is dealt with in the next chapter. The image
of the fleetingness and fruitlessness of human endeavour is taken up
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in the third stanza. The dream of union with Nature has proved in-
fertile so far, Human activity makes him unable to grasp this unity,
and thus he ignores the patience of Nature. Then the Poet "falls away"
from the fast-moving world and enters into tlhe stillness of the tree.
It is here that the characteristic statement concerning the Poet's
isolation appears. le refers to his despair, and at this point, the
vacuum which he experiences as a result, is ready to be filled. With
"Dal" at the beginning of stanza six, the marriage between wind and
Poet is on the verge of being consummated, commencing with a breath
of air, which is felt as a contented kiss upon the Poet's dry mouth,
The intensity of this act is illustrated by the deepenin; blue, which
the Poet perceives as he cnters into the timeless infinity of Nature.

As he enters into union with Nature, the fruit of the maple, an-
cient symbols of fertility, are seen in the "green night" as a flock
of bats, squeezed together in a sleeping position on a branch of the
tree, This branch becomes a bow being stretched by a god. The fruit
become like livin_ beings; the membrane which constitutes their wings
is interlaced with delicate velns, as are the wings of wild hornets.,
Thelr closeness causes the Poet to become inflamed with passion. The
fruit have now become a single entity. Their natural function is sym-
bolically realised, after their release, as Lhe haze above the meadow
becomes "pregnant'" with the seeds. Through the action of the wind, a
merging takes place between haze and Poet, As they both become one,
he tLoo, is impregnated with the winged seeds, and at the same time,
he achieves a ligzhtness which enables him to be carried off by the wind.

The marrizge betveen Nature and Poet is represented by the union
of rider and horse in the shape of a mythological centaur. In that
form, Nature and Poet are still discernible as separate physical en-
tities, although united in one body. However, the new power, brought
about between the marriage of the Poet's "soul" and Nature, raises
"them" off the ground, Suspended motionless, the Poet experiences to-
tal equanimity. The self is felt to melt into the Whole. He is now one
with Nature,

At the end of the poem, the Poet asks if the heaviness of indiv-
iduation is once more to be his fate., The blissful moment of union is,
however, encapsulated in his body, in the form of the poem.
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In order that tihe things of Nature can be reproduced in his
poetry, the Foet must cxperience unity with them, 7This unity is
accaomplished thrvugh the roet's reducticn within the puenm, to a

s.ate of substancelcssness. In An einern Freund, ucr sich das Leben

nahm, the Poet's dead [riend is described as having been reduced to
a scenits In Signale, the disinte,ration of ine budies at sea is
transliated intc the persui. f the Foet &: the shure, who then
bucownes welghitless and is ecollected uy by tne wind. This state of

substlancelessness is alsu atltalned by ni. in [Leisger llerbstwind and

sefill elte rrucht, Just as Lhe vanisuoding of Lhings in the previous

scction led to the Poel's accegtancce of !lature, his own reduction here
brings about his ascceptance on the part of Nature.
vther examples in waich the Poet 1ls depicted as attaining a

L
stole of substanceleasness appear in the final fqutn,be.))

Foostnutes

1) aw I1I, p.»22
2) SW _III, pe.%93
5) S III, pe.58
L) SW _III, p.L474

5) Uber die Stoppeln, p. 4503 Unterichender Dichter, p. L4b;
Tag in JUtland, p.47d; Starenschwarm im 3aum, p.44?7;
Der Schlafapfel, p.460; Noch nicht genug, p.604;
Augustwolken, p.:.Jdbe
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3) Withdrawal into inactivity

Disappearance is sometimes depicted as a withdrawal into a state
of inactivity. The disengagement from physical or external activity
is characterised by the entrance into sleep. As external activity
diminishes, a subsequent increase in internal activity occurs. This
"inner" activity can refer to the process of procreation, on the part
of Nature, or to dreaming, which can apply to either Nature or Poet.

A poem which portrays the withdrawal of Nature into sleep or

1)

"Ohnmacht" followed by procreative activity is Novemberohnmacht,

which appears below:

Novemberfrost verdarb

Die kUhne Gladiole;

Die Winteraster starb.

In nassen Dunst glimmt weiss

Das Wassergrabenband.

liein Fuss zeriknirscht den Rand,

Als splittre er Phiole.

Greif ich mein Fleisch, ich greife Eis.

Der Ta, versink{,., Auf Wiedersehn?
Nichts t8nt mehr, nur ein Tropfenfall,
Gekrlruate BlHBtter wischen

Um mein Gesicht und mischen

Als DUfte sich gzurllck ins All,

S5ie scihwinden, sls entstehn.

Ohnmacht befHllt das Kalle,

M8chtig wird sie im Schwachen:

Damit die Welt nicht alte,

Begegnen sich im Ddmmersrau

Frostspannermann, Frostspannerfrau,

Die zeugesichtiy wachen,

Damit die Welt nicht alte,

Damit die elt sich halte,
The destroying effect of winter is shown in the first stanza. The
gladiolus and the winter-aster have died as a result of the frost of
November, Referring to the frost as "Novemberfrost" serves to partic-
ularise it and make it concrete, thus emphasising its destructive
role, However, the white glimmer at the edge of the ditch represents
a glimmer of hope., The Poet breaks the ice at the edge of the water,
and the locked in cold is suddenly released, as if it were some pene-
trating vapour which had been enclosed in glass phials. It enters his
flesh, and he is described as becoming one with the ice - "Greif ich

mein Fleisch, ich greife Eis".
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The sinking of the day, which is referred to at the beginning of
thhe second stanza, corresponds with the dying of the plants in the
first stanza. The disappearance of the day becomes symbolic of the
passing of the old season. #ith the question "Auf Wiedersehn?", the
Poet asks for an assurance that he will see the day, and thus life as
it was, once more. There is, however, no reply. Only the sound of
dripping water can be heard. The image of the death of the past seca-
son is extended with the description of the crumbling leaves, rubbing
against the face of the Poet. As they disintegrate, they exude their
fragrances., The leaves are described as disappearing and then reap-
pearing, Their disappearance parallels the passing of the previous
existence, However, their reappearance 1s suggestive of the future
rebirth of that existence, within the context of the natural renewal,
and also as part of the poem, Its rebirth is dealt with in the follow-
ing stanza.

In these two stanzas, a certain movement towards a slate of
physical reduction becomes apparent. A static situation is implied by
the first three lines, in which the past tense is uscd, The change to
the present tense in the fourth line has the effect of creatin; the
impression of movement, The process of reducticn begins, however, with
the image of the Poet's foot breacing up the ice. After that,; there is
the picture of the crumbling leaves, which are reduced, finally, to
the substancelessness of a fragrance. This reduction is reflected in
the switch from the use of such harsh sounding words in the first
stanza as "gzerknirscht" and "splittre" to soft sounding words such as
"wischen" and "mischen" in the second stanza. In fact, it is stated
at the beginning of the second stanza - "Nichts tBnt mehr, nur ein
Tropfenfall"™, There is also a movement from light in the first stanza -
"Im nassen Dunst glimmt weiss ..." to darkness in the next stanza -
"Der Tag versinkt®,

Out of the lifeless state of Nature, and catalysed by the re-
duction of the leaves to fragrances which vanish and then appear, a-
rises the "Ohnmacht" in the final stanza. The first line begins with
the word "Ohnmacht" in order to stress its significance., It appears
without an article, suggesting something both definite and yet indef=-
inite, something all=-powerful and all-pervading. Its power is demon=-
strated through the image of it attacking the coldness. The paradox-
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ical nature of the "Ohnmacht" is summed up by the second line - "MHchtig
wird sie im Schwachen", It is as if the withdrawal of life has the
effect of causing a vacuum within the realm of Nature, which can re-
main void for so long. The "Ohnmacht" appears as a regenerative force
which stimulates the germ of the new season, having lain dormant within
the impotence of the winter season, With the appearance of the "Ohn-
macht", the vacuum can become filled. It infuses the wintcr-moths with
the strength to copulate., In the poem, the whole renewal of Nature is
encapsulated in their copulation. Within the word "Frostspanner" it-
self, the unity between the non-living and the living worlds is ex-
pressed - both worlds come together in this word., The permanence of
llature is expressed by the last two lines, in which the cyclical as-
pect of llature is emphasised through the repetition - "Damit die Welt
nicht alte, / Damit die Yelt sich halte".

A similar effect to that which appears in llovemberohnmacht is

brought about through the recurring imajge of the wind dropping off to

2)

is followed by lLhe poplar's releasing of its seed. In Die liornisse,

sleep. In Kla_e ohne Trauer, the wind "falls asleep", and this act

3)

the wind is overcome by the narcotic eifect of August - "In die
Augustnariiose ist die T.uft versunien". Several inages suggesting fer-
tility follow, c.5. "Aus dem Kuter, stockt die¢ Milch _eronnen", and
"Tomate ;1¥nzt wie Brust der Kybele". It is the sleeping of the world

L)

in Herlin which appears to bring about growth in the plants and the

flourizsining of the egz within the womb of the female cuckoo:
Die Welt schl¥ft ein., Wie grine Hand
Streckt aus dem Graben sich

Der Fieberklee, der KnBterich
Aus Schotter und aus Sand.

Dem Kuckucksweibchen ist das Ei
Im federleichten Schoss gediehn.
The dream is often portrayed as a consequence of the withdrawal
into sleep in Lehmann's poetry. In Die Schlaferig,s) the dream of the
sleeping earth is depicted:

Weiden Schafe dort im Winde?

Raucht des Schnees ergraute Rinde?
Eis h#lt Weldenbusch umklammert,

Wind stUsst sich am Pfahl und jammert,



18.

Als der lleld die Sch8ne suchte,

Sah er durch das dunkle Mieder

Ihre Glicder stranlen, durch die Glieder
In den Knochen helles Mark.

Legt der Wind sich, abzukllhlen
Seine Yunde, unterdessen
H8re ici die Lrde wHhlen,
Tief im Schlafe, traumbesessen:

KRegt die SchlMferin den Fuss,
Zuckt erstarrter Carabus,

Goldne Schnalle ihres Schuhs.
Kegt die SchliHferin die Hand,
Dass der Steinwall beben muss:
Moscuiusblatt hUpft aus uem 3Sand,
In die Zweige fliegt der Traum,
Zager ‘YeiuenblUtenflaunm,

wird uie Uverraschte ztrnenv

Feisst Dianas Meute schon?

Flienh aie¢ Grausame, die Zarie!l

Bleibe! Inr tieschBipf, ihr Sohn.
A scene depicting activily is pregented at the be,inning of the poem.
This activ. iy centres arounc the wind, whose movemacnt becomes increas-
ingly violcnt b, the end of the first stanza. In the second stanza,
there is a sudden switch to Greex legend. lere, the story about the
observation by Actzon of the goddess Diana at her toilet 1s evoked.
There is a return to the theme of MNature in the third stanza. Now the
wind is Jdescribed as abatin, in ovder to "cool its wounds". With the
dropping of the wina, the Poet can hear the tossin_ about of a "dream-
possessed" earth.

The dream manifests itself in the third stanza as "die Schldferin".
The movement of the stiffened carabus-veetle indicates the stirring
of her foot. The movement of her hand causes the stone rampart to
quake, Then, as the wind begins to blow once more, the musk-leaf "hops"
from the ground, and the dream can no longer sustain itself. It is
described as flying into the branches, nothing but a faint-hearted
ball of willow-fluff,

In the third stanza, the figure of Diana and Nature have become
one during the break in the activity of the wind. The Poet becomes
part of this dream as the mortal Act=on, and for a brief moment, he
can view Nature in all of its radiant beauty. The Poet is able, thus,
to become one with Nature on the level of the Greek legend within the
dream, With the disappearance of the dream, this unity too vanishes.
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The cessation of unity is represented by tae ripping to pieces of the
mortal by Diana's pack of hounds, However, from this union springs

the poem to record the event, Its relationship to the union is alluded
to in the final line - "Bleibe! Ihr GeschBpf, ihr Sohn."

Another poem which deals with the idea of the dream in a similar

6)

fashion is Leben vor der Sonnenwende, the third stanza of which is

reprouuced belbw:

Saft des Sch¥llkrauts quillt orangen,
Hellsam kranken Fingers SchwHre,
Aus dem Schlafe stei.t der Traumgeist,
Und Gewissheit fUllt die Leere,

A striking similarity with the poem Novemberohnmacht presents itself

here, In Lhat poem, the "Ohnmacht" emerges from Lhe impotence of the
winter landscape, filling the vacuum caused by winter through its
trigsering the process of renewal. Here, out of the sleep state, arises
the "dream-spirit", causing thie vacuum of uncertainity to bc filled with

certainty.

The withdrawal of the Poet into a state of sleep and his subse-
qu-nt entrance into the dream zppear in several of Lehmann's poeums,
Throuch the dream, he is then able to attain the sought after unity
witih N=ature., Jochen Jung refers to the drezm as "der zentrale Ort der

7)

Begegnun," between Man and Nature in Leanmann's works. 1t was dis-
cussed in the previous section how the Poet, at the¢ point of attain-
ing union, becomecs weightless and flies throupgh the air. This sensa-
tion of weightlessness is also experienced by the Poet during the
period in which he is dreaving. A poem in which the Poet's entry into
the dream and his subsequenl sensation of weightlessness is described

is Uber die Stoppe;g:a)

Die Eiche spielt wie ein Dudelsack,
Vom Sturm der jungen Stare geschwellt.,
Huflattich schldngelt den weissen Hals,
Wenn Wind #tber seinen RlUcken wellt,

Die Iris plattet die 1Hngliche Frucht
Wie die Eidechse sparsamer Glut,

Als grUne Hode schwankt sie und schwillt
Von schlafendem Zeugungsmut.

Zwblf RebhUhner flogen, als fllge der Lehm —
Ich bin auf ihrem Nacken geritten,

Die Stoppeln pfeifen, es pudert der Staub,
Kamille duftet zerschnitten.
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Ich wanderte in die Wesen aus,
Sie litten mich traumeslang.
Dann riegelten sie das H4ngstliche Haus.
Wie Zikadenschaum
Vertrocknet der ‘i'raum —
Er dauert nur im €esang.
The unity of Nature is suggested in the first stanza witih the image
of the "storm" of singing starlings in the oak-tree, and of the colts-
foot, writhing in the vind. In the second stanza, the iris with its
oblong fruit is portrayed, It is described as beinz in a state of
"schlafenden Zeugungsmut", The suggestiorn is made that witnin the
fruit lies latent the germ of a new existence, that is the sced of
thie plant and the dream, which is to be experienced by the Foet, In
fact, the Bleeping state of tne fruit exlends to tihe Poet, who, in the
following stanza, enters into the dream.

In the state of dream, he becomes light, and is carried up by
twelve partridges. As il to celetrate his new unity with Nature, the
stubbles "whistlc", the dust turns (o powder, and the cut up car-
nations exude Lheir fra,rances. All of these ima.es - stubble, dust,
cut up flowers, suggest transitoriness, in tils case, the transitori-
ness oi the dream which the Poel experiences. The Poet attains sub-
stancelessness, and at the same time, experiences complete oneness
willy the birds, entering into their being. The merging with the birds
in this poem is to be compared with the uniting of the Poet with the

seeds in GefllUgelte Frucht. However, this unity will last only for

the duration of the dream itself. Like tac foam covaering the cikada
larvae, the dream, tuo, must evaporate. The dream of uniity will en=-

dure only in the poem - "Er dauert nur im Gesang",

To sum up, another means of effecting the disappearance of the
things in the world of Nature is through the withdrawal into a state
of inactivity. This state is charactcrised by sleeping. A consequence
of the disengagement from external activity is the commencement of an
inner activity. It is as if the physical withdrawal effects the crea-
tion of a vacuum, which in turn demsands further activity. In the case
of Novemberohnmacht, this activity refers to the descending upon the

winter landscape of the "Ohnmacht", which catylises the renewal. Fur-
ther examples are given with Klage ohme Trauer, Die Hornisse, Merlin.
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!
In the case of Die SchlHferin, Leben vor der Sonnenwende, ﬁber die

Stoppeln, the inner activity refers to the arising of the dream.
Through the dream, the Poet himself can achleve a state of momentary
oneness with Nature, and at the same time, he experiences the charac-
teristic sensation of weightlessness which accompanies the attainment
of unity.

Gther examples of poems in which the dream assumes a central role

9)

are included in the final footnote.,

Footnotes

1) SW III, p.530

2) SW_III, p.603

3) S§ _III, p.585

4) SW III, p.472

5) SW III, p.531

6) SW III, p.471

7) Mythos und Utopie, p.55

8) S& III, p.4oU

9) Traumleib der idrme, p.L433; Starenschwarm im Bsum, p.447; Der
Schlzfapfel, p.460.
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4) Reduction into the genetic code

The disappearance of the thing is sometimes brougzht about through
the depicting of it reducing into its genetic code., Within the genetic
code, the germ to the new existence lies dormant, Through his use of
the seed as a symbol denoting perpetuation, Lehmann is able to bring
about the translation of the transitoriness of the individual thing's
physical existence into the permanence of the natural order.

A poem, the them of which is the reduction into the genetif)code

through the use of the seed image is Schnelle Oktoberd8mmerung:

Eilig geht die DYmmerung mit mir den verglommnen Weg entlang.
Dompfaff knistert mit dem Schnabel, morgen glUckt vieclleicht Gessng.

Wie die Ddmumerung sich sputet! Ruhig duftet Hopfenbliite,
Chne Sorge trdgt Rescde ihre Saat in gréner TUte,

Sei nicht Mngstlich, du bist nicht allein. Uber dir h8rst du den
Wind die welken WeidenblHtter brechen,

Unter dir im KErdendunkel mit sich selbst die Spitzmous sprechen,
The passing of physical things is alluded to in the title, Twilight
denotes the cnd of the day. It can also refer to the end of a life=-
time, or of an era, for example "GYtterddmmerung". In this case, it
is linkted with the month of October, at which time many of the living
things in Nature appear to die, The adverb "schnelle" is used to un-
derscore the fleetingness of twilipht and of physical existcnce. It
is also used to create the impression of movement, which is continued
in the first line with the word "Eilig". Here, the Poet becomes part
of this movement with the image of the twilight and the Poet travelling
the same "dying" path,

In the second line, the future is evoked with the plcture of the
bullfinch, Just as the evening will turn into day, so there is the
possibility that his crackling will become song.

The tempo accelerates with the increasing darkness in the follow-
ing line, At the end of the sentence comes the climax, indicated by
the presence of an exclamation mark., The movement comes to a sudden
halt here, with the high-point followed by the word "Ruhig". The hops
blossoms are described as exuding their fragrances. Hops is a tranquil-
iser, and the scene which is evoked is one of tranquility and timeless-
ness., This scene is continued into the next line with "Ohne Sorge".
Then, with the image of the seed-bearing mignonette, the fleetingness
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of existence becomes translated into the permanence of the perpetua-
tive principle or genetic code encapsulated in the seed,

The permanence suggested by the image of the seed is reflected
in the form of the poem, It is evoked through the lack of movement
which becomes apparent from the centre of the poem until its conclu-
sion. In the final stanza, the linear movement, wiich was suggested
at the beginning of the poem with the use of the verb "entlanggehen"
is transformed into space with the use of the prepositions "#lber" and
"unter", The central position of the seed image serves to endow the
poem with a balance. Thus can it be said to mirror the completeness

and unity of Nature.

Another poem which depicts a reduction into the principle of re-
generation is SOmmerrausch.a) In this case, the genetic code is housed
within the grains of pollen which hover in the summer-air:

Ein goldner Staub der Pollcnrauch:
Wie leise schwebt die Zeugungsgier!

Verschwenderischer Ubermut,
Brullt sie als Donner aus dem Stier,

Ein Hauch begegnet einem Hauch:
Es ist genug! Ees ist geschehen.
Die liarbe schwankt, die Harbe fH1l1lt,
Vor Zeus muss Semele vergchen.

Der CGott entsinnt sich seiner Frucht:
Da sie kein UngestUm mehr drHngt,

Ein grWincs Feuer, abgekthlt,

Schwillt runde Beere, blattverhingt.

Der Sommer stUrzt, die Sensec blitzt;

Duftschwaden, sinken Gras und Klee,

Durch ihre TrHume fHhrt der Gott,

Verbrennt noch einmal Semele,
The image of pollen appears right at the beginning of the poem., There
is, however, no mention of the plants which have released it, The pol-
len grains have become abstracted from their source, and are represented
as existing on their own. They form "smoke" and are described as a
golden dust., These images serve to emphasise the near substanceless-
ness of the pollen, In the second line, the substance of the grains
disappears altogether. They become abstracted completely from their
phyesical being, depicted as "die Zeugungsgier" or reproductive force.
The power which they possess is emphasised, and also endowed with a
sense of urgency, through the image of the bull, expelling them through
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its nostrils as thunderocus roaring.

In the second stanza, the fertilisation of the plants is des=-
cribed as the coming together of breath with breath. The creation and
perpetuation ¢f life is suggested through the use of the word "breath",
After the fertilisaticn is complete, the stijma sways and falls. With
this, the Poet evokes the legend of Zeus and Semele. The passing of
the stigma becomes synonymous with the destruction of Semele by Zeus
through the deception of the jealous Hera. Yet, Jjust as Zeus saved
the unborn son, Dionysus, so he bestows his protection upon the seed
of the plant. Here, a link with the title of the poem can be estab-
lished. Robert CGraves, in his book The Greek Hythg}) says: "One of

his titles (Dionysus) was Dendrites, "tree-youth", and thc Spring
Festival, when the trees suddenly burst into leaf and the whole world
is intoxicated with desire, celebrated his emancipation". The fertil=-
ising pollen ("die Zeugungsgier! / Verschwenderischer Bbermut“) in the
first stanza symbolise this intoxication of the natural world. The
protecting and vitalising force of the god is described as a green
fire, which, when cooled down, actualises in the swelling, round berry,
hanging irom a leaf.

Just as the stigma must fall, so must the summer pass on. With
the end of the season, grass and clover fall to the scythe, releasing
swaths of fragrances, Just as the poem begins with substanceless
"pollen=-smoke'", so it ends with the similar image of substanceless
swaths of scents. Likc the pollen, imbued with the life-principle,
they too are infused with the vitalising force of the god Zeus -
"Durch ihre TrHume fHhrt der Gott", Here, the perpetuating inner ac-
tivity of the dream, discussed in the previous section is evoked. Also,
in this poem, as in Jover die sto eln, a connection is established be-
tween the process of dreaming and that of procreation. Once more will
Semele be consumed by lightening, yet once more will the seed regen-
erate and the natural cycle perpetuate itself,

Things are often reduced by Lehmann to the genetic code or re-
generative concept. This reduction can be brought about through the
use of the image of the seed or that of pollen grains. Within the seed
and the pollen lies the germ to the new existence, Through these images,
the transitoriness of physical existence becomes translated into the
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permanence of the Nature-cycle., This translation takes place in
Schnelle Oktoberddmmcrung as the transitoriness of existence, charac-
terised by the disappearance of the day, gives way to permanence re-
presented by the seed of the mignonette, In the poem Sommerrausch,

permanence is achieved through the image depicting the fertilising of
the plants by the pollen grains. The rcproductive process is extended
to the whole of existence as a consequence of the evocation of the
legend of Zeus and Semele,

Otaer poems which depict the reduction into the genetic code in
a similarhfashion to the two poems Jjust dealt with appear as the final

footnote.

Footnotes

1) SW_III, p.473

2) SW III, p.566

3) Robert Graves: The Greek Myths, Volumes 1 & 2, Pcnguin Books, p.107.

4) Abschied, p.465; An _eine Lichel, p.506; Der Baldgireis, p.503;
Sehnsucht zu bleiben, p.670; Genlige, p.675; Abgebltthter LBwenzahn,
p.551; Zu Zweien, p.637; Stidliche Stunde, p.455;. Ruhm des Daseins,
p.624; Die Elster, p.452; Windiger Februar, p.453.
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CHAPTER TWO: The Inclusion of the Thing into the Poem

In this chapter, it is my intention to discuss the means by which
Lehmann effects the inclusion of things into his poetry. In the pre-
vicus chapter, the various techniques by which be brought about the
disappearance of things were investigated. It was shown how, through
their disappearance, the things were able to attain, in the Poet's
eyes, meaning and permanence within the framework of the Nature cycle.
It was alsc seen how the Poet himself, upon reduction to a state of
substancelessness, could achicve a momentary unity within the realm
of Nature,

Lehmann believes that, Jjust as the phenomena canrn live again and
again within the framework of Ngature, so too can they live once more
within his peetry. He expresses this opinion in his theoreticazl essay
Der Planet:

Es kommt darauf an, das Gelebte, das GetrHumte im Wort

zu bewahren, wie man die Zikade so auffangen mBchte,

dass sie in der hohlen iland weiter singe. 1)
Through the creative power of tihe word, tue things can further per-
petualte thelir exicstence:

Da unter den HHnden des wirklichen Dichters das Vort
Fleisch wird, kann auch das Wort wieder zeugen. 2)

The wish of the things for inclusion into the poem

As was stated in the introduction, it is the Poet's intention to
recreate things within his art, Lehmann believes that because the phen-
omena do not possess an intellect, as individuals they must look to
the Poet to provide them with the permanence which they require. Leh-
mann in fact states: "DasaDasein verlangt dem Dichter seine Gedichte
ab".j) Existence demands of the Poet that he produce poetry in order
to endow it with the permanence it has lost through human conceptual-
isation., A poignant image of the things supplicating the Poet in the
face of impending transitoriness occurs in the poem Wohltat der Klgge:u)

Iris stirbt, schwirmt Starenbrut.
Walnuss spielt mit griinen Ballen.,

In die Wangen steigt das Blut
Vor gewdlbten Schattmorellen.
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M#3hmaschinenreiter reitet,
Griserschwaden auszuspeien;
Wiese sinkt in grauen Reihen,
Auf das Antlitz hingebreitet,

Schimmernd sprengt die Zeil vorbei,
Hurtiger als Relterei;

Zarte Leiche Rosenblatt,

Gelbe Iris sterbematt.

Wie sich alle Schatten lH¥ngen
Und die fluggen Stare klirren,
Fhl ich GlUck und Glanz der Tage
Flehend an die Brust nir dringen:

"Achl Vergdngnis auf der Lauer,

Lass uns nicht im Nichts verschwirren.

Gib die Wohltat deiner Klaye,

Und dein Vers sel unsere Dauer,"
The transitoriness of physical things is in evidence in the first four
stanzas of the poem. In the first stanza, the iris is described as
dying, and the starlings are swarming prior to their autumn migration,
The walnut has dropped its fruit and the mature morellos have taken
on a dark-red coloration, The meadows are depicted as falling to the
lawn-mower in the next stanza. The allusion to "grass-swaths" being
mown down stresses the cnormity of the event., It also sug.ests the re-
lentlessness of the passage of time, This relentless passing of time
is tawen up again in the third stanza with the image of time charging
past as a brigade of cavalry. The image of cavalry charging serves to
evoke visions of death and destruction, A direct reference to death
is made in the second half of the third stanza with the "tender body"
of the rosge-leaf and the repeated image of the dead iris. It is as if
it is the intention of Lehmann to remind the reader of the link be-
tween the passage of time and death,

In these first three stanzas, a certain progression can be de-
tected, that is, from that which is living, to that which has died,
i.e. from the mature morellos, to the mown grass which will soon die,
to the "corpse" of the rose-petal, which joins the dying iris. A circle
is thue deseribed, which is closed when the image of the iris appears
once more., With the completing of the circle, a "jump" into the ab=-
stract occurs, which is already prepared for by the representation of
time at the beginning of the stanza. In the fourth stanza, the passing
of things is summarised in abstract terms - "Wie sich alle Schatten
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l8ngen", Transitoriness is now represented in terms of growing shadows
with the inevitability of death being equated with the approach of
night. The abrupt chattering of the starlings evokes an omninous atmos-
phere, The image of lengthening shadows contrasts sharply with that of
the "GlUck und Glanz der Tage'", which suggests the continuance of life.
In the last stanza, the phenomena are pcrsonified., They express their
wish to escape the oblivion which they would experience within the
"Nichis", with their plea to the Poet to bestow upon them the immortal-
ity that his poetry can provide - "Und dein Vers sei unsere Dauer",

The wish for inclusion into poetry on the part of the things

sometimes manifests itself, not in supplication as in lichltat der

Klage, but in an explicit desire for unity with the Poet., It was stated
in the preceding chapter that a close rclationship between Poet and
Nature is necessary in order that tihe things can be recreated in the
poem. The desire of lNature for this closeness is expressed in the poem

5)

Sonnenwende:

In zarte Schlinge fasst den Fuss,
Den staubigen, das Zittergras,
Mir deucht die Vasserprimel blass
Von langen Tages langen Kuss.

Da schon die Rosenkrone fiel,

Die Ulmennuss, der Ahorastiel,

Nimmt sie ein Wind sich noch zunm Spiel
Auf ihren letzten Wegen.

Mit Mottenleib und Fliegenrest

HY1lt sie der Spinnenfaden fest.

Die Hitze kocht den Spinnenstrick

Im #lberhellen Mittagslicht

So hell, dass mir das Auge bricht;

Er schlingt sich auch um mein Genick,
S50 will ich mich nicht regen.

Mein Haar, dem Wind ein Zeitvertreib,
Mit Rosenkrone, Fliegenleib,

Mit Ulmennuss und Ahornstiel

Und mit dem Grashalm, schnell gemHht,
Vom Spinnenfaden eingen#ht,

Kann ich mich nicht mehr regen =

Mit allem, was dem Staub verfiel

Und dem die SchBnheii nichts genilitzt,
Von nichts als vom Gedicht beschlitzt
Auf allen meinen Wegen.

In the first line, Nature extends physical contact to the Poet through
the clasping of his foot by the tendril of the quaking-grass. This act
is represented as a conscious and loving one on the part of Nature.
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The initial contact brings about an awareness within the Poet of Na-
ture's readiness, if not intention, to unite with him, The overwhelm-
ing aspect of Nature is emphasised by the image of the water-primrose,
turned pale "Von langen Tages langem Kuss", The pace quickens in the
second stanza. Here, the activity of the wind is anthropomorphised.

As its playtihin;s, rosc-corolla, elm-nut, and Lhe leaf-stalk of the
maple are taken on their last journey, This journey ends abruptly when
they are halted by a spider's web. Here, they.are held fast, along
with the body of a moth and the remains of a fly. In the heat, the
Lhread, which secures these fragments of llature, is transformed into

a strong cord. Through this cord, the bright midday-light refracts
into the eye of the Poet., The web has become endowed with a conscious-
ness of its own. Around his neck the cord coils itself, The Poet's
readiness and desire for union with Nature is expressed by "So will
ich mich nicht regen".

The act of union takes place in the third stanza. The Poet's halr
is the plaything of the wind, It forms a unity with the debris caught
in the spider-web, including, now, a freshly-mown blade of grass. The
force which carries this out is the wind, It playfully stitches the
debris into the Poet's hair using the spider's thread. He is now com-
pletely overpowered, This is expressed by "Kann ich mici nicht mehr
regen", Then, this moment of unity with llature falls away, like the
dead things in the web, to dust. The things, and the Poet's unity with
them are, however, preserved in thc poem.

Images depicting Nature making contact with the Poet occur in
several of Lehmann's poems., In Gefliigelte Frucht, it was seen how the
fallen elm-leaf became the "Kusshand des flUchtigen Jahrs", and the
soft breeze "haucht ... als wohliger Kuss". A list of poems in which
similar images appear is to be found in the final rootnota.s)

The things are depicted in Lehmann's poetry as looking to the
Poet to provide them with the permanence which they are unable to at-
tain as physical entities. In Wohltat der Klage, the passing phenomena
appear to plead with the Poet to rescue them from oblivion. In
Sonnenwende and in GefllUigelte Frucht, the things are portrayed as
making a physical contact with the Poet, Within both of these poems,
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this contact leads to unity between Nature and Poet. As a result of
this momentary unity, the things can live once more as part of the

poem,

Footnotes

1) SW I1I, ps135
2) SW_III, p.115
3) SW _III, p.l62
4) SW III, p.581
5) SW _III, p.457

6) Grube mitten im Acker, p.504; An eine Eichel, p.506; Der Schlafapfel,
p.460; An einen fritheren Dichter, p..477; Orpheus, p.430; Gesprich
mit der Luft, p.6?74; Die Kine, p.678; Dionysos, p.635.
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2) The relationship between poem or song and Nature
In Lihmann's vork, the suggestion is continually made that there
exists an inherently close relationship between poetry or sonyg and

Nature. Jochen Jung in his Mythos und Utopie explains the connotation

which Lehmann gives to the word "rhyme", which is found in his poem

Der Heim:1)

Der Reim als sprachliches Ereignis bedeutet, nHmlich
ein ebenso augenwie ohrenfHlliges, vor allem aber
geistiges Korrelat zu der Verschwisterung der Dinge
untereinander, ein Signum fir den sie umgreifenden
Sinn. 2)

Thus, within the song or poem, the harmony and meaning of exist-
ence is reflected. According bto Lehmann, the various phenomena belong
to the "great song" of Nature, as in the poem Abachied,5) where the
zooseberries are seen as "'eiss geHddert, ... / Zeile im grossen Gesang".

L)

In Herbstgesanpy der Stare, the phenomena are depicted as the compo-

nents of an orchestra:

Schnabel wird Flageolett;
Oder fingert Wind die BlHtter,
Ist die Pappel sein Spinett?

The birds or insects sometimes appear~as choirs, as, for example in
Fassun5:5)

Da der Chor der Mlcken

Siedend mich umraucht,
Through song, the phenomena of Nature are able to demonstrate their
harmony, It was stated in the previous chapter, that through the word
"Sommersang'", Lehmann reflected the hedge-sparrow's unity with summer
and hence with the rest of Nature in Grasmiicke, Similarly in Dgphne,s)
the song of the hedge-sparrow is depicted as celebrating the natural
rencwals

Ein menschenscheuer El1f, Grasmlicke,

Aus griinem Zelt in grHlnes Zelt.

Indes die gleiche Strophe schallte,
Froh der gewissen Wiederkehr,

Wie viele Leben, die sich wagten,
Wie viele SchBsse wurden schwer!

Just as the sounds of the phenomena will mirror the harmony of
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Nature, so will the lack of song reflect any temporary loss of harmony
that appears to occur. In Heile Welt,?) the unhappy state of the world
is mirrored bythe broken song of the hammer:

Erschrockene Ammer flog vorbei,

Als sHhe sie lorgan le Fay =

Die Welt brach wie ihr Lied entzwei,
Sie sang nicht aus.

This situation is only temporary, however, and in the final stanza,
the hammer's song, which is now unbroken, reflects a world which has

been restored:

Die Ammer singt ihr Lied zu Inde,
Die Wellt bleibt heil,

In Deutsche Zeit 12&2,8) the loss of the poem and of the song
is used to portray the devastation suffered by Man and Nature alike

in Germany at the end of the War:

Blechdose rostet, Baumstumpf schreit.
Der Wind pgreint. Jammert ihn die Zeit?
Spitz das Gesicht, der liagen leer,

Den KrH8hen selbst kein Abfall mehr,

Verlangt nach Lust der dirre Leib,
Fiir Brot'.verkauft sich Mann und VYeib,
Ich lache nicht, ich weine nichts,

Zu Ende geht das Weltgedicht.

Da seine Strophe sich verlor,
Dic letzte, dem ertaubten Chr,
Hat sich die Erde aufgemacht,
Aus VWinterohnmacht spHt erwacht.

Zwar schlug das Beil die litgel kahl,
Versuch, versuch es noch einmal,

Sie mischt und siebt mit weiser Hands
In Wangenglut entbrannt der Hang,

Zu Anemone wird der Sand.

Sie eilen, grHmlichen Gesichts.

Es blttht vorbei. Es ist ein Nichts.

Missglickter Zauber? Er gelang.

Ich bin genHhrt. Ich h8r Gesang.
The importance of the socunds of the various phenomena of Nature as an
indicator to Nature's condition is apparent in the first two lines of
the poem = "Baumstumpf schreit, / Der Wind greint, Jammert ihn die
Zeit?" The enormity of the situation is expressed by the statement
that even the crows can no longer find refuse to eat, in order to

sustain themselves. The privation suffered by Man is alluded to in the
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following stanza, with the words "FUr Brot verkauft sich Mann und
Weib", The pitiful state of the world is reflected in the termination
of the "world-poem". The closeness of the world to poetry is expressed
through Leamann's coining of this word., In the third stanza, he says
that the poem has lost its "strophe", to which the human ear remains
deaf.

Then, out of the impotent state of winter, the eartn awakens and
begins to recover, With the portrayal of renewal here, a similar pro-

cees presents itself to that in Novemberohnmacht. The use of the werd

"aufmachen" suggests an abrupt movement, a bursting forth of 1ife, not
unlike tiie sudden filling of tinc emptiness which is depicted in the

poen Novemberohnmacint. The process of renewal is shown through person-

ification in the fourth stanza:

Sie migcht und siebt mit weiser Hand:
In Wangenglut entbrennt der Hang,
Zu Ancmone wird der Sand.

In the final stanza, the attempt at renewal is described as having
been successful., lere, the notion of the "Nichts" as a force promoting
rejuvinztion is evoked. This topic is discussed in the following chap-
ter., Coinciding with the successful recovery by Nature, comes the song.
From the song, the Poet is able to derive succour for himself - "Ich
bin gen#hrt, / Ich h¥®r Gesang". This can be compared with the picture
of the Poet receiving the message calling for self-acceptance from the

hedge-sparrow in Grasmlicie.

The harmony and meaning of existence is reflected iu the sounds
emanating from Nature, The Poet uses the song or poem as an indicator
of this harmony, as in Grasmiicke, where the hedge-sparrow's "Sommer-
sang" mirrors the harmony of its existence with the rest of Nature.
In Daphne, the hedge-sparrow's song celebrates the natural renewal.
The unhappy state of Nature is also reflected in the song or poem, as
in Heile Welt, where the song of the hammer appears broken at the
start of the poem., Its unbroken song at the end reflects a world made
whole again., In Deutsche Zeit 1947, the despoliation of the land is
reflected in the termination of the "Weltgedicht", However, this sit-
uation is subsequently reversed with the commencement of the spring

renewal, and at the same time, the Poet hears the reappearance of song.
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Sh.

Der Reim

Nicht fHhig mehr, die ungercimte Well zu tragen =

Er stbrt euch nur, ich weiss es — muss der Reim verzagen.
Doch kann ich es nicht anders sagen,

Als dass zu Fiissen mir

Die F8rdewelle freudig schluchzt,

Der Kuckuck ihr,

Oboenmund, Antwort geguchzt.

S.ﬂ III, p.b88
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3) The poem as the seed to s new existence

The idea of the seed encapsulating the permanence of Nature was
suggested in the previous chapter, where the reduction to the plant,
and hence existence itself, to the genetic code or regenerative concept
was discussed., In Lehmann's poetry, the seed is often made synonymous
with the poem itself., In his essay Gedichl als Tatsache, Lehmann says:

1)

"In Gedichten erneut sich der Daseinsgrund", and in Kunst des Ge-

diciites, he states: "Ein gelungenes Gedicht ist ein St#ick Dasein,
2)

capsulates existence, so too, according to Lehmann, docs the poem.

dessen sich Sprache bem#chtigt hat", However, just as the seed en-
A poenm in which the intrinsic relationship between seed and poem

is illustrated in Dunkelnde Buchenblﬁtter.s) In this poem, the Poet

bestows upon the writing of poetry the propagating function of the

seed:

Da sie bezaubert zaubernd hingen,

Hat sie der SUdwind schnelle verflhrt,
Von ihrer SchBnheit angertihrt,

Als sie in seinem Arm vergingen,
Erscholl ein leises lfehgeschrei:

Ist unsre Jugend schon vorhei?

Huflattich stiebt im :indestanz,

Zerrissen liegt ein Jungfernkranz.

Wie dunkel Jetzt die BlHtter hangen!

Sie fuhren durch das erstec Uangen.

Gelassen hebt die Anemone

Die vielgespitzte Friichtekrone.

VersHngnis schrecit? Lass dich vernichten.

Die S8hne werden weiter dichten.
The poem begins with the image of the suspended beech-leaves, "en-
chanted" by the wind from the south, The use of the words "bezaubert
zaubernd" endows the scene with a magical quality. They serve to em-
phasise the apparent attraction that the wind and lcaves have for each
other, They alsoc serve to underscore the inexorableness of the passing
of the leaves through the action of the wind. Their imminent passing
is depicted as being lamented by the leaves themselves - "Ist unsre
Jugend schon vorbei?"

The image of union between wind and leaves exlends into the se-

cond stanza, Here, the coltsfout appears as a shredded bridal-wreath,
indicative of the intensity of their "marriage". The passing of the

leaves, and the violence with which it is brought about, are evoked
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once more in the next two lines. It is in these lines that the climax
occurs. The tension which has been building up dissipates, however,
in the following line with the word "Gelassen", The effect which is
seen here can be compared witih thet accompanying the appearance of
the word "Ruhig" in itue poem Schmelle OktoberdHummerung. The frenetic

and destructive "marriage" between the wind and leaves translates into
the tranquility of the fruit-bearing anemone, its fruit portrayed as a
consequence of the union.

Thus, transitoriness transforms here into permanence, With the
destruction of the physical thin;s, the seeds remsin in the form of
poetry, to furthier perpectuate their being - "Die SBhne werden weiter

dichten",

Similarly, in Si#tdliche utunde,H) it is the image oi the fruit

which is equated with poetry., This poem appears below:

K8fer fielen mir ins Haar,

Wasser lief und Fliege blitzte,
Als micn schon der Abschied ritzte
Und das 'einen nahe war.

Klingt es auf den Glasbergstufen
Von des Zauberpferdes Hufen?
Wiedenopf und Kuckuck rufen!
St8sst der Knabe in sein Horn,
WHcast aus Steinen Wein und dorn.

Mispel blUhte; Mispel rundet

Sich vor meinem Blick nicht mehr,
Sennsuchtsvoll bin ich verwundet,
Glaube keine Wiederkehr,

Welke hin mit der Kamille,

Die ein mlUhseliger Wille

Von geknicktem Stengel hebt,
Dass sie zehenspitzig schwebt —

Doch als hMtte Lelb an Lelbe
Z8rtlich schenkend sich gebreitet,
Mich die slldlich j#he Stunde
Narbengleich zu Frucht erweitet,
Wuchs ich auf zu ihrer Bleibe,
Und sie springt aus meinem Munde:

Immer wieder fallen Kifer

Auch in das ergraute Haar,
Immer wieder h8rt der SchlHfer
Wiedehopf und Kuckuck rufen

Und des Knaben Wunderhorn

Alles ist, was einmal war,

Auf dem Pferd mit goldnen Hufen
Reite ich die Glasbergstufen =
Kuckuck und sein KlUster rufen!

Und das Lied beginnt von vorn.
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An atmosphere of finality is suggested in the first stanza with the
events - the beetles dropping into the Poet's hair, the water running
its course, the fly glistening - being depicted in the past tense. The
Poct is described as being on the verge of weepin, as the time of de=-
parture draws ncarer. This "departure" is ambiguous, as it refers both
to the Poet's own departure from the South, znd also to the departure
of many of the living things of Nature as the winter season approaches.
The calling of the hoopoe and of the cuckoo in the second stanza evoke

Brentano's collection of folk-songs, Des Knaben Wunderhorn. The Poet

sees in these songys the perpetuation of the fullness of Nature through
the juwage of the horn of plenty., The notion, wiich was discussed in
the previous section, that is, of the son, coinciding with renewal,

is evoked here, Disillusion, however, replaces this phantasy in the
following stanza as thec theme of departurc presents itself once more.
The Poet's despondency is now such that e no longer believes in the
possibility of a return - "Glaube keine Wiederikechr"., The ambiguity is
continued here, witi: the "return" referring once more to the FPoet's
return to the South =md the natural return.

At ths height of disillusionment, tue Poet feels nimself wilher
like the aying chamomile, This metaphor is continued into the fifth
stanza,., With the passing of the plant, the fruit is released into the
air in order to perpituate its existicnce. Just as the flower forms its
iruit, so too can the fruit of tne Poet's own experience be formed.
The Poet's "fruit" manifests itself as words, which "spring" from his
mouth, These words appear as the sixth stanza, which echoes the begin-
ning of the poem, However, unlike the action in the first stanza, the
evenis are now described in the present tense. As a result, there is
no longer an atmosphere of finality, but instead, one of continuity.
In fact, continuity suggests itself with the word "Immer", which appears
at the beginning of the first line. The repetition of this word in the
third line underscores the repetitive and enduring aspect of this ac-
tivity. The beetles fall "Auch in das ergraute Haar", implying that
the passage of time, in human terms, does not matter, since the exper-
ience is essentially the same - "Alles ist, was einmal war"., What is
important is the cycle of Nature, which is evoked through the image of
the seed and simulated by the cyclical quality of the poem itself.



38.

This cyclical and hence enduring nature of the poem is expressed by
the last stanza - "Und das Lied veginnt von vorn",

The Poet himself is depicted as having become part of this perma-
nence by Lhe ena of the poem, Here, he appears, no longer as an out-
sider, excluded from the bounteousness of Nature. Now, he appears as
part of the folk-song, and becomes the youih who rides the horse up

the glass mountain ana who possesses tue "Wunderhorn",

The image depicting the Foet's words appearing like seeds occurs
in Gesprich mit der Luft.E) Here, the emergence of his words is equated

with the growth of an acorn. In this poem, the wind is described as
speaking with the Ppet. The first four lines appear below:
Luft streichelt gHtis mein Gesicht.
Sie spricuit zu mir. lBr, was sic spricht:
nknapp springe dir das Wort vom lund,
Wie lichel wHchst aus Bechergrund",
Another example in which £he close relationship belween the imsge
oif the seec and the forzation of poetry is illustrated is Frilther
6)

Herost, the last stanza of which is reproduced here:

Wie die Pocksbartsamen fliegen =
Scliweres auch, gewecsen.

Setz dich auf die Gartentreppe,
Es als Vers zu lesen.

Here, the notion of transtformation from that which is hecavy, i.e.
the things which are physiczl and hence transitory, to that which is
light, i.c. the seed of the plant and tue words of the poem, Both of
these latter images suggest perpetuation., The topic of transformation
from heavy to light with the subsequent translation into poetry is
dealt with in the following section.

In Lehmann's works, an inherent relationship exists between the
seed and the poem. In Dunkelnde BuchenblHtter, the image of the fruit
is used to effect the transformation of transitoriness, characterised
by the falling beech-lecaves, into permanence, The seeds are depicted
as remaining in the form of poetry. In SHdliche Stunde, it is the
Poet who is depicted as producing the seeds, which appear to emanate

from his mouth., These seeds serve to make up the poem, which perpetu-
ates within it the natural renewal and the Poet's return to the South
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as part of the realm of Nature., A similar image occurs in Gespr#ch mit
der Luft, In Frither Herbst, the seed of the plant at the moment of prop-

agation translates into the words of the Poet, These words can be
read as his poetry.
Other poems which portray the close relationship between the poem

7)

itself and the seed appear in the final footnote.

Footnotes

1) SW III, p.148
2) SW III, p.410
3) 80 III, p.538
4) SW III, p.455
5) SW III, p.674
6) SW III, p.519

7) Ulmennfisse, p.561; AbgeblUhter [Bwenzahn, p.531; Zu Zweien, p.637;
Denkmal, p.644; Kunstgriff, p.653; An eine Eichel, p.506.
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L) Disappearancec as a prerequisite for the things' inclusion

It was stated in the introduction, that in order for the thing
to be part of Lehmann's poetry, it must first of all be made to dis-
appear from physical reality. This paradox is expressed in the second

1)

stanza of Lehmann's poem Eroberter Tag:

Doch mein Haus ist das Voruber,
Nur das Fltichtige bleibt treu;
Dass es immer mir geh¥re,

Feier ich es immer neu.

In each poem, this dialectic between loss and gain is apparent.
As a result of the Poet's intervention, the things which have been
lost, can be won back to reside within the poem. This recovery of the

2)

thing is realised in the poem Nicht gzanz vorbel:

L¥utet Schiff zu Abfalirty
War's Fasanenschrei?
Klang es in den LUften,
Klang es schon vorbei.

"d4rmend aniefasste,
Wurde Lattichbliite
Fr Mirandas Wange
Weisse Puderquaste.

Ist die lelt geordnet,
Klug das liolz geschiciitet,
Kann mir nichts geh8ren,
Eh ich es gedicntet.

Yas der Anfang fragte,

Klang, nicht ganz vorbei,

L8utet Schiff zu Abfahrt,

War's Fasanenschrei?
The Poet asks in the first stanza if the sound which he perceives is
the departure signal of a ship or the cry of a pheasant. The sound,
however, dissipates into the air and is lost,

In the second stanza, the Poet enters the world of Shakespeare.
Here, he is depicted as offering the flowers of the coltfoot as a
powder-puff for the cheek of Miranda, the heroine in The Tempest. The
Poet has thus become part of this tale, transformed into the figure
of the shipwrecked Ferdinand, who yearns to marry the beautiful Miranda,
but is prevented from doing so by her father, the magician Prospero,
who is guardian of the enchanted island, where everything remains the
same, Under the spell of Prospero, he is made to do menial work. In
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the third stanza, reference is made to Ferdinand's task of stacking
wood. The layers of logs, however, become the ordered world of the
Poet, which will belon; to him after it becomes part of the poetry.
In the play, the scene in which the stacking of the logs is depicted,
signals the comin, together of the hero and heroine and the impending
acceptance of Ferdinand by Prospero.

Prosperc's acceptance of Ferdinand indicates lLature's acceptance
of the Pcet. Hence, the¢ sounds mentioned at the beginning of the poem
can now belony to his poestry. They are described as being "nicht ganz
vorbei". The ambivalence expressed in the first stanza still applies,
that is, there is still doubt as to whether the sound is that of a

ship or of a pheasant, demonsirating the faithfulness of the record.

The notion of the poem as a haven for things after their depart-
ure from physical reality is also expressed in Perdita,j) in which
Shakespeare's immortal woris are evoked once more. lere, the crestures
are portrayed as being unworried by transitoriness, because thgyreside
in Shacespeare's poctry:

Die liesen wandeln
Mit ihrem Schritle.

Die VergHnglichkeit
Bekllmmert sie nicht,

Denn ihr Zuhause

Ist Shakesncares Gedicht.

In Sonnenwende, it was scen how the Poet's experience of momentary

union with Nature and Nature®s "dead" =- "Rosenkrone", "Fliegenleibd",
"Ulmennuss", "Ahornstiel", "Grashalm, schnell gem#ht", are given pro-
tection by the poem:

Mit allem, was dem Staub verfiel

Und dem die Sch8nheit nichts gentttzt,

Von nichts als vom Gedicht beschiitzt
Auf allen meinen Wegen.

And in Das goldne Vliea,h)
be recaptured in the Poet's verse:

will everything, after it has dissappeared,

Alles schwand, kaum aufgetaucht =
Deinen Stift hab ich gebraucht,
Eh Vergessen sie verstiess,
Troll, Lavendel, goldnes Vlies.
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The things will also become an integral part of the poem after
their physical reduction, This achievement is depicted in the second

stanza of Haus der vurte,5) which appears below:

Nach des ersten Grases Schnitte

Duldet Wiese meine Tritte,

Vers wie Rosenduft vergangen,

Wdr .estillt das Grundverlan en?

Da sich Gras und Klee verhauchen,

Sterbedlfte einzufangen.
The fields are depicted as tolerating the footsteps of the Poet, as
if awaiting expectantly the inclusion of the mown grass into his poetry.
The affiniiy of the scent of the rose with poeiry is expressed in the
third line. The cut israss =nd clover alsoc exude theilr fragrances. The
"Sterbedd fte" are then captured by the Poet to become part of his verse,
The poem i. thus the "house" of the title, in which the fragrances can
"reside®,

6)

y of the thing after its physical reductiocn, with the notion of the

The poem AbgeblUhter IL8wenzahn ’ combincs the inclusion into poet-

H

0]

eed and the poem as one entity:

Verwandle dich und werde leicht,
Zerfasere zu Samenhaar!

fGemindert schwebt, ein dinnes Korn,
Was gestern Strahlenball noch war,.

Verwandlungstridchtig, warst du xaum,
Und saugst dich frisch im Leben fest,
Das dich und mich, treuloser S5taub,
An keiner Stelle weilen 1lHsst.

Begleite Vers die FlUchtigkeit,
Gebiete er, gebiete zart.

Sei, wie von meinem Finger du,
Das Schwindende von ihm bewahrt,

Ein zweites Dasein UberwlHchst

Das erste, das geopfert liegt.

Verweh es denn wie LBwenzahn,

Damit es traumgekriftigt fliegt.
The Poet is depicted as commanding the globe of the mature dandelion
to separate into its constituent fibres and thus assume lightness. In
the third line, this metamorphosis is described as having taken place.
The previous day, the flower existed as a ball of rays, now it appears
as a cluster of fine grains. Its near substanceless state is expressed
by the words "Gemindert schwebt", The dandelion is described as having
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reluctantly released its hold upon life, in the first two lines of the
next stanza., Both dandelion and Poet have one thing in common, that is
their transience, indicated by the words "treuloser Staub, / An keiner
Stelle weilen 1Hsst",

In the third and fourth stanzas, the process of inclusion of the
dandelion into poetry is described, The clouseness of the poem to the
plant is sug _ested with the description of the verse accompanying its
fleetingness. The potency of the poem is given with the commands =-
"Geblete er, gebiete zart". A merging betueen poem and plant appears
to occur at this point. This has been prepared for by the merging ef-
feect caused by the repetition of the word "gebiete", and at the same
tinme, by the softness inplied by the tenderness of the command. The
Poet enters the pocn: once more, Just as his f{inger protects the phye-
ical substance of the plant, so too will its essence be preserved by
the poem., This essence is the "second existence", described in the
fourth stanza, for which the old existence, i.e. the physical substance
now lies sacrifieed. The poen, whose dissemination appears as the
driftin, away of Lhe seeds of the dandelion, contains the germ to the
plant's new existence. Loth plant and poem have thus become one, exist-

ing in the ethcreal state of dream.

Vihen the things have been reduced tc a state of sleep, the conse-
quent drean can become part of the poen, This is suggested in the last
two lincs of Abgeblthter L8wenzahn:

Verweh es denn wie L¥wenzahn,
Damit es traumgekrdftigt fliegt.

In such a dream-state, the thing becomes endowed with renewed power.
A similar effect 1s realised in Leben vor der Sonnenwende,7) the final
two stanzas of which appear below:

In der Blitter griilnes Nachten
Eingegrabenem Gesicht,.

Dem Entschlafnen, dem Erwachten,
Wuchs das Leben erst zum Leben!

Nahe Ferne, ferne N#he., Im Entschweben

Rief ich euch in das Gedicht.
In the first line, a blurring effect is evoked by the image of the
face, buried in the leaves, and by the words "grines Nachten", which
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suggest the enveloping of the Poet by the colour zgreen. The use of the
word "BlHtter" is ambiguous here. They may be the leaves belonging to
the trees, or they may refer to the printed pages containing the poems.
The effect of things merging is continued with the Jjuxtaposition of
the opposites - "Dem Entschlafnen, dem Lrwachten", A merging between
the perception by the Poetl of physical realiiy accompanying his state
of wakefulness an. that which he perceives during sleep occurs. The
new life, that is, the dream as exXperienced by the Poet, and the exist-
ence which the things assume as part of Lhe poem, is described in the
last two lines. Hans Dieter Schifer under the chapter h-ading Sprache
und Magie,a)

which occurs here, i.e. "Nahe Ferne, ferne ['Bhe", the effect of which

refers to the use of the lyrical device of Lhe anapher

is to endow the final stanza with a magical, dream-like gquality. The
boundaries between dream and wakefulness, and hence between phantasy
and reality dissolve completely, and everytaing is then "¢alled" by
the Poet into his poen.

0
In the poem Die bustei,’) the thin,s are described asc being saved

as they sleep. At the same time, the storm of transitoriness rages all

around them:

ie '"olken graukobalt,

Schnee wHchst schon in den Sch8ssen,
Den Steinen selbst wird kalt.

Ein schnelles Dunkel fH11U:

Die AhornblHtter fl¥ssen,
Zitronengelbe Nachen,

Auf fahlen Regenlachen

Die letzten Lichter aus der lielt,
Die GrHser zittern alt.

Der Wind geisselt mit Riemen.
Nach allen Himmeln frei,

Trmt gegen seine Wut

Steinwall und Dorn Bastel.

Die Baumhaut schwellen Striemen,
Mir ist, sie spritze Blut.

Doch dahin ist geflohn

Ein zartes Ingesinde:

Der Wurzelgrund birgt Schlange
Mit mondenweisser Wange,

Holzbock und Gallenfliege

Der graue Pelz der Rinde.

Als summe er zur Wiege,

Schallt ihnen da des Windes Drohn,

In ihren Schlaf gerettet,
HBr ich auf ihre Weise
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Das Laute seufzerleise:

Sanft hat in Dichtermund

Das Grauen sich gebettet;

Er tut es zls ein MHMrchen kund.
The onset of winter is portrayed in the first stanza. A presentiment
of Liae colder period yet to come is provided with the image of snow
growing in the wombs of the clouds. Lven the stones have been pene-
trated by the extreme cold. The appearance of winter is accompanied
by the sudden falling of darkness. This image is employed to emphasise
the significance to the things of Nature of tie change of season.
Thelr awareness of their impendin. passing is encapsulated in the
stanza's last lines = "Die GrHser zittern alt". With the description
of the rain-puadles as "Die letzten Lichter aus der \ielt", an atmos-
phere of finality is sug.ested,

The fury of the winiter's storm manifests itself in the second
stanza. Here, the¢ destructive power of the wind can be seen. However,
the creatures have found sanctuary witihin the bark and amongst the
roots of the tree, which stands firm against the onslaught of the storm.
Within this "bastion", a different reality reigns, i.e. that of the
drean, as the rockzing effect of the wind upon the tree causes the
creatures within to fall asleep. It is during this sleep that they
are saved, it is stated in the last stanza. However, there is now no
longer any reference to the tree, whica was previously described as
bestowing its protection upon the things. Iustcad, the storm's fury
has abated "in Dichtermund". In other words, it is the poem which has
become the bastion, the protector of the "sleceping" creatures.

Lehmann's poetry springs from the paradox that the recovery of
the things within poetry predisposes in the first place their disap-
pearance from physical reality. This is illustrated in Nicht ganz
vorbei, where the disappearing sounds of the ship (or pheasant), reap-
pear as part of his poem. In Haus der Difte, the fragrances of the
mown field "reside"™ within the "house" which 1s the poem, having been
captured by the Poet. AbgeblUthter LBwenzahn describes the reduction
of the plant to the near substancelessness of its seed., In the dream=-
like existence which it assumes in this state, the dandelion and poen
become one, In Leben vor der Sonnenwende, everything dissolves into
the dream, and is subsequently "called" by the Poet into his poem.
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The notion of the poem as a bastion for Lhe things of Nature after
they pass on is evoked in Die Bastei. Here, they are represented as
sleepin,, and in the accompanyin; dream-state, tney are rescued by the
Poet.

Footnotes

1) SW _1II, p.584
2) SW III, p.673
3) SW IITI, p.684
4) SW III, p.695
5) SW III, p.668
6) SW 1II, p.551
7) SW III, p.471

8) Hans Dieter SchHfer: Wilhelm Lehmann - Studien zu seinem Leben und
Werk, "sSprache und liagie", pp.207-3.

9) SV lII, p.567
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5) The "door" to the poea

The point of translation of the thing into Lhe poem is often in-
dicated by Lehmann throu_h the use of Lhe colon. The colon represents
in Lehmann's works, the "door" through which the thing appears to pass
in order to oecome part of the poem, This was seen in An einen Freund,

der sich das Leben nahm, which was treait¢d in the previous chapter.

llere, tue Poetl's command to tne dead friend was "i8hl diese Tur:", At
this, the friend returns to the eartih as a fra_rance, and subsequently
enters the poem on the level of the idca.

Often the phenomena of Nature appear in the poen in the form of a
quotation, which is always precedcd by a colon, This was seen in the

poem Wohltat der .lage, where the phenomena are made to articulate

their fear of oblivion:

Fuhl ich Glick und Glanz der Tage
Flehend an die Brust mir dr8ngen:

nAchl! VergHngnis auf der Lauer,

Lass uns nicht im Nichts verschwirren,
Gib die Wohltat deiner {laze,

Und dein Vers szi unsre Dausr."

There are numerous other instances of tiao gquotation being used Lo this

1)

effect, as for exauple, in Stimme des Eichbaums:

Spricht das Holz, des Lauachers inne:
wJason wurde ich zum Maste,
Bist in seinem Schiff zu Gaste" -

And in Insel.FBhr:a)

Einbein, der Austernfisciaer, steht am Siel:
nlust und Wasser und Salz ist, was ich hab."
Thus, through the quotation, the Poet can make the things articu-
late, and hence, they can become part of the poem on the level of the
word.

As was stated previously, entrance into the world of the dream
facilitates, for the creatures, their subsequent entry into the poenm.
The colon serves to indicate, in this case, the withdrawal into the
dream. In Die Schl¥ferin, the colon represents the point at which the
dream-image of the "sleeping" earth manifests itself:

HBr ich die Erde wllhlen,
Tief im Schlafe, traumbesessent
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Regt die SchlHferin den Fuss,
Zuckt erstarrter Carabus,
Goldne Schnalle ihres Schuhs.

The colon, in this case, 1s also employed to depict the point of
departure of Lhe inage!

Reit die Schliferin die Hand,

Dasg der Steinwall beben muss:

Moschusblstt hipft aus dem Sand,

In die Zwelge fliegt der Traum,
Zager Weidenbltenflaun,

3)

as entering into the dream existence:

And in T#r ins Nichts,”’ aftcr the colon, tic creatures are depicted

So seufze, Seufzer, miUhsam gestaut,
Werde 1n glicklichem VWelnen laut:

Die Wesen ziehen den Traumleib an,
Marder und SchmHtzer, Fuchs und Fasan.

The colon can 3lso represent the point at which the natural per-

petuation of a thin, is depicted as taking place. In lNovemberohnmacht,

the colon serves as a hinge-point betwecsn the Mabtacking" of the cold-
ness by tue "Ohnnmacht" and the subsequent renewal, wnicn is encapsu-
lated in the copulation of the two winter-moths:

Ohnmacht bef#l1lt das Kalte,

M8chtiy wird sie im Scnwachens

Damit die "1t nicht alte,

Begegnen sich im DHmmergrau

Frostspannermann, Frostspannerfrau.
The healing of tie man-made scars upon the face of Nature takes place
after the appearance of the colon in Deutsche Zeit 1947:

Sie mischt und siebt mit weiser Hand:

In Wangenglut entbrennt der Hang,

Zu Anemone wird der Sand.
And the colon signals the perpetuative effect which is evoiked with the
laying of the magpie's egg in Die Elgterlu)

Keine Verzweiflung spricht des Planeten

Slissestes Fabelwesen entzwei:

Die langgeschwdnzte Elster flattert
Und legt ihr leises, grtinendes Ei,

The perpetuating effect of the poem is often indicated by the
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colen. For example, it points to the words which spring fruit-like
from the Poet's mouth in Slldliche Stunde:

Wuchs ich auf zu ihrer Bleibe,

Und sie springt aus meinem Munde:

Immer wieder fallen XHfer

Auch in das ergraute Haar.
And similarly in Dic Bastei, where the thing s find sanctuary within
the Poet:

In ihren Schlafi gerettet,

HB8r ich auf ihre Weise

Das TLaute seufzerleise:

Sanft hat in Dichtermund
Das Grauen sich gebettet.

The colon is used by Lehmann to indicate the "door" to his poen.
It is at this point where th= tiin_s appezr to enter into the poem
on the level of the quotation or the dream. It zlso indicates the
peint where the thin s are depicted as porpetuating their existence,
within the context of renewal within Nature, and 2t the same time,

within <he framewori of the poem. ‘

Footnotes

1) SW III, p.489%

2) SW_III, p.690 ‘
3) SW _III, p.482

4) SwWw II1, p.452
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6) The Poet joins the things after their disappearance

It was stated in the introduction how tne Poet longs to become
part of the realm of Nature, the "paradise" from which he has been
excluded, Lehmann believes, that through poetry, this wish can be
realised - "Diese Vertreibung bedeutet den Beginn des Dichtens"™. As
if as a sequel to the second stanza otf rouberter Tag, which illustrates

the paradox inherent in Lehmann's poetry between losing and gaining,
the sixth stanza of that poem states:

Das Vorditber eure Wohnung,
Meine Wohnung ist es such,.

In order that the FPoet can bzcome one wilh Hature, he must first of
all become part of the poem. Then, on the level of the word, he can
juin the things of Nature, whici have been included by him into his
poetry.

A poem whicn portrays the Poet's own strivin, for inclusion into
the poem, or tue "second strophe", is Brozeliand.i) In this poen,

Lehwann cmploys an olu theme, whereby the person bocomes relcased from

; . e ; ; ; 2
banishment throupgh his findin, tne missing strophz or words )

Brozeliand, Brozeliand!

Fin verschosllenes Gedlcht -
Welss ich seine erste Strophe
Und die Zweite nicht?

Will mit seiner griinen Spur
Der erstarrte Weg sich tauschen?
Sehnsucht seinen Fl8tenton
Meinem Ohr hertiberlauschen?

Denn ich bin in anderm Land,
Arme Seele staubt -

Habe ich, Brozeliand,
Jemals dir geglaubt?

Gelben Spttters Wiederkehr
Nachts in meinem Garten,

Der Gesang in seinem Mund
Braucht nicht mehr zu warten.

ss die Augen Ubergehn,

ffnet er den Schnabel =
Hat Merlin nicht angertthrt
Mit der alten Fabel?

Nimmt Merlin mich bei der Hand,
Bin ich in Brozeliand =

Ich Verbannter, micht verbannt,
Der die zweite Strophe fand.
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Brozeliand, the magic forest of Merlin and Viviane, symbol to Lehmann
of oneness with Nature, equated with a hidden poem. So far, the Poet
has discovered its first stanza, but the second onec yect eludes him,
His inability to grasp Lhe poem in its entirety represenis the Poet's
exclusion from the realm of Nature. A parallel is drawn betveen the
Poet'!s search for the poem's second strophe and nis longing for the
arrival of spring. In the second stanza, he projects his wisgh for the
arrival of the ncw season onto the frozen path, which he depicts as
wanting to become green., He asks if the lmging of the hidden poem to
be discovered by the Poelt will manifest itself in his ear as the sound
of the flute.

In these two stanzas, tiue close relatioaship betluween poem and
Nature is brought out - the poen is depicted as wantin, to be heard,
Nature is depicted as longing for continuity, that is, for the trans=-
ition from winter to spring tu tase place, Both appear to be suffering
a seuse of loss. The Poet, too, in Lhe winler landscape is "in anderm
Land"., The arrival of spring and the hopzad for manifestation of the
magic forest have become synonymous. In the third stanza, he cxpresses
his despair at ever being abls to enter into the furest and at the same
time of witnessin, the new season. lle bzcom.s despondent as the notion
of trapnsitoriness ov rcomes him ~ "arme Seele staubt", doubiing in
fact that he ever believed otherwise - '"Habe ich, Brozeliand / Jemals
dir geglaubti®

Then, in Lhe fourth stanza, the deepening sense of loss is sudden-
ly cheeked with the manifestation of spring, in Lhe arrival of the mi-
gratory bird, the yellow warbler. With tne word "Wiederkehr", the
whole cycle, and hence the permanence, of Nature is evoked, The song
of the bird resembles the sound of the flute from the forest of Bro-
zeliand, According to Hans Dieter SchMfer, the voice of the yellow
warbler, like no other, embodies that of Merlin.B) In the fifth stanza,
the bird's song causes the Poet to ask i1f he has not in fact been
touched by Merlin and the old myth of Brozeliand, At the end of the
poem, the Poet is depicted as being led by the hand into Brozeliand
by Merlin, The second strophe has been supplied by the warbler. Spring
has arrived, and continuity is assured. The Poet is no longer an exile =
"Ich Verbannter, nicht verbannt, / Der die zweite Strophe fand".

The Poet's relationsghip with Nature is a "two-way" process.
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Throuszh the inclusion of the things into his poetry, they can find the
permamence which they seek. As a part of his poetry, the Poet can join
them and thus become part of Nature. This process is described in the
poem GHliti:ce Zeit,u) the first part of which appears below:

. . e . i

Mut des Abschieds, ktthle Br#nde,
Helianthus, Purpurwicke,

Thren Dichter zuzuldcheln
Letzten GlUckes Augenblicke.

In das liebe Laubygeh8nge

Kann die Hand vertraulicn fassen,
Auf das feste Fleisch der spHten
Frlichte gich der Mund verlassen.

Tay, den schon das lnde k#hlit,
Sei i Hachgefuthl zefilhlt,

Dass ich ihn moch einmal lebe
Und was er air gab, ihm gebe.

The passin, of physical things is alluded ts at the beginning of the
poeon. The plants are portrajed as courageously awaiting their depart-
ure, The helianthus and the purple=-vetch "aomila" at "iheir" Poety as
if anticipating their impending inception into hie poetry. The inti-
mate relationship experienced vetwecn Foct and liature continues into
the next staonze with the words "das liebe Laubgehlnge", and the des-
cription of wne ngnd, trustingly grasping the fruii, Yhe image of the
picking of the fruit suggests the process wunereby the Poet Lakes the
things into his poetry. The imsge of the fruit itself evokes the no=-
tion of the perpetuation of things. In the final stanza, the passing
of the plants has become extended to the passing of the day and thus
evokes the transitoriness of things generally. ifere, he enjoins the
day to become part of his poem - "Sei im Nachgefithl geftthlt™, the
"Nacngefithl" referring to the Poet's verse. The repetition of "gefithl"
has the effcct almost like a magical incantation, as if the Poet is
conjuring up the things within his poetry, c.f. the use of the ana-
pher in Leben vor der Sonnenwende. Within the poem can the things live
once more, and at the same time can they be experienced by the Poet -

Dass ich ihn noch einmal lebe

Und was er mir gab, ihm gebe.

In the first chapter, the poems Geflligelte Frucht and Leiser

Herbstwind dealt with the Poet's disappearance into a state of sub-
stancelessness, characterised by the sensation, on his part, of light-
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ness, and leading into momentary union with Nature., The pcocem Schwer
und leicht,s) also deals with this theme, In this poem, the idea of
lizhtness on the part of both Poet and things, their inclusion into
poetry, and onencss witia Nature are all interwoven:

Schwermut war Zehr

Dem GQualgemunkel,

Ein Sterenpfiff

Rief durch dac Dunkel.

Grau driickte Fis
Die Schattenfalte.
ferlin verschlief
In Baumecsspalte.

Wind wiegelt Schar
Der EBElHiter auf,
Sie fliegen als
Ein Vogelhauf,

Schyermutgesicht

Fand seinen Reim.

Filttisel, federleicht,

Trigen es heim,
The notion of heaviness is suggested at the beginning oi the poem with
the word "Schwersut", i,e. Mheavy mind", This word serves to euphasime
that the heavy stote is within the mind of the Post., It alsc serves to
indicate his separaticn from the realm of Nature. The individuation of
the Poet is reflectcd in the image oi tne lone starling, calling in
the darkncss, His feeling of melancholy intensifies in the second stan-
za, with the description of the ice pressin; down upon the "layers" of
shadows. This oppressive sensation, however, is suddenly checked by
the image of the sleeping Merlin. The downwards movement which was des-
cribed in the first two stanzas is reversed in the third stanza. Now,
the direction is sky-ward with the portraying of the weipghtless leaves,
flying through the air, assisted by the wind. The leaves are likened
to a flock of birds, flying as "ein Vogelhaui'., They have become bird-
like, and yet they retain their own identity, this being demonstrated
by the word "hauf", Like the Pget, they too were "heavy", as they
dropped to the ground from the tree.

A recurring image in Lehmann's works is that of flocks of birds,
the unity and lightness of which represent, to him, the sought-after
goal of oneness with Nature, In the first stanza, the image of the
lone starling reflects the isolation of the Poets In the third-stanza,
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the bird-image is used to portray the unily experienced by the leaves.
This is brought about first of 21l through their depiction as a "flock",
and then as a "heap of birds", Their unity with the rest of Nature is
enhanced by the image of{ the wind, gently cradlin, them, This sensation
of lightness extends to the Poet in the final stanza. lis "heavy mind"
becomes light and it is "carried home'", along with the "feather-light"

wings which are the flyin; leaves, into the rhyme of the poen,

In SpHter Rauach,e) both Poet and thing; are depicted as being
reduced, and in this state, tiey become one. The wasp becomes "light-
ened" through death, and the Pcet is also made 1li_ht, but tarough his
intoxication with the fullness of Nature:

Schwarzer Blitz, Holunderbeere,
Einst war sie cin weisser Stern.

Dolde xippt mit sllsser Schwere,
Hand und Schnabel pfllUcien gern.

Schwanikt, als ob sie vor ihm bange,
Die Platanenfrtichteschnur,

Klopft die Eichel meine Wange,
Streift sie Windesatem nur.

Wespe hat sich Taumelflugas
Morscnem Apfel einjewlhlt.

Muss sic sterben, langes Zuges
Sei die 'elt als Rausch geftthlt.

Gegen nicmand zu wehren,

Blieb ihr Staciel ungebraucht.

Aus dem seligen Verzehren

Wird sie leicht ins Nichts _etamucht,

Welt, mit Frlchten Ubersegnet,

Gleich der Wespe, abschiedspHit,
Bin ich ihr im Rausch begegnet,
Ehe sie mir untergeht.

The notion of transition is introduced at the beginning of the poem
with the reference to the former state of the elder-berry, which has
now reached maturity. The whole of existence is brought in with the
allusion to the elder-berry having once existed as a "white star".

The third line evokes the fullness of Nature through the image of the
umbelliferous clusters of berries, weighed down by their maturity.

The Poet is depicted as partaking of Nature's fullness in the fourth
line. Already he has attained a physical closeness to the things of
Nature. This is demonstrated through the image of Poet and bird, greed-
ily plucking the ripe'.berries. This image of hand and beak plucking
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the berries points to the Poet's impending union with Nature.

The idea of transition is extended into the second stanza. The
transitoriness of things is alluded to with the image of the fruit of
the plane-tree, swaying in the breeze, as if frightened by the pros-
pect of its forthcoming passing. At tie samec time, however, a new
existence is hinted at through the seed-image. The portraying of the
fruit, lovin_ly caressing the cheek of the Poet, serves to provide
the assurance, that it is an existence which will include him as well.

Death is brought into the poem with tunc picture of the dying
wasp, burrowing into the decaying apple. Its giddy fli_ nht evokes the
theme of intoxication which was suggested in the title, The wasp will
soon die after itvs "long draught" from the decayin_ fruit. Prior to
its deatn, it experiences the world as an intoxkication. During its
state of intoxication, the wasp's sting remains unused, incicating
its feeliny of supreme contcntment, It them dies, and with its death,
it enters into the "Nichis". As a consequence of its passing, At has
become 1li_ht. The word "leicht" serves as a contrast to its opposite
"Schwere", which referred to tie maturity of the berries in the first
stanza, and suggests the taking place of a release from the heaviness
of autumn. The sensation of ecstatic contentment on the part of the
wasp is expressed by tue words "aus den: seligen Verzehren".

Like the wasp, tne Poet wishes to experience the world as an in=-
toxication, In the final stanza, the simile occurs, whereby the Poet
is described as becoming like the wasp. lere, just as the wasphas be-
come intoxicated by its drink from the apple, the Poet becomes ine-
briated with the fullness of Nature - "Welt, mit Frtichten #bersegnet",
Within this state of poetic intoxication, the Poet and wasp experience
union -

Bin ich ihr im Rausch begegnet,
Ehe sie mir untergeht.

In order that the Poet can attain the sought after unity with
the things of Nature, he must, himself, become part of the poem, where
he is then able to join the things which have already been included.
In Brozeliand, it was described how the Poet sought release from his
banishment from Nature through his search for the second strophe.
GUltige Zeit, Schwer und leicht, and SpHter Rausch all portray the
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Poet's entry into his poem, at the same time, attaining his ideal of
oneness with the things within,

Footnoties

1) SW_III, p.49k4

2) Hans Dieter SchHfer says in his book Studicn zu seinem Leben und
Werk: "Das Finden eines llamens oder einer zweiten Strophe ist ein
alter Topos fHir die FrlBsung aus einem Bann", p.170. This theme is
also presenl in such fairy-tales as Kumpelstilzchen, Thousand and

One Nights.
3) Ibid. p.170
L) SW III, p.622
5) S III, p.516
6) SW_III, p.564
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CHAPTER TIRLE: The Renewal of Things as a relijious Coucept

The first chapter of my thesis deslt with the vanlshing of the
individual thing from physical reality. This disappearance of the
thing is used by I.ehmann to illustrate the principle of continuous
creation, which is fundamental to Lhe nature of the Universe. Al-
though the thing s may die, at the same time, they leave behind their
seed through which they can continue their existence as part of the
l'ature cycle.

After their cisappearance as individual physical entities, the
things can then be included intc the poem. As a part of poctry, they
will live on within the imnginstion ol tThe reader. The inciusion of
the Laings into the poermanence of poetry was dealt wilh in chapter
two.

In this chzpter, I pronose to discuss how the return of the things
after thelr vanisning is endowed, by Lehmann, with a supernatural or
rcligious significance, Through the presence of extornal supernatural
forces and figures from ancicnt legend within the vorld of Nature,
regeneration is brou ht about, After their passing, the things with-
draw into the spirit-world of the "Nichts'", where .hey bccome cndowed
with the potential for renewed existence, The reli_ ious significance
extends to tlie role of the Poet, who often appears as an intermediary
between tihe transitory material exisience, shared by the individual
thin,s of Nature, and the immortality of the poem, Priestlike, he
offers them salvation in the form of inclusion into his poetry.

1) The supcrnatural Nature of the regenerative Forces

Lehmann believed the world of Nature to be a manifestation of
the divine - "Die Natur verberge Gott“." His collection of poems
which was published in 1942 was given, at the suggestion of Oskar
Loerke, the title Der griine Gott. In many of his poems, Lehmann cre-
ates various apparently external supernatural forces which he depicts
as effecting the regeneration of things.

One such regenerative force is the stillness. This image appears
in several of Lehmann's pg?ma, but in none quite so vividly as Auf

den abgeernteten Fgldern:



1

Im Staub der Hecke hHngt
Kornhalm der Erntefuhren,
Aus Stoppelfeldern dringt
Gauchheil die Menschenspuren.

Fin weisses GlHnzen zicht
Durcn mihclose Zeit,
Vollendetes entflicht

In seine Einsamikeit.

Mie Zelt der Menschen schwand,
Da sie nicht mehr verstehn.

Im Laube seh ich kramen

Den Wind, die Eschensamen
Vorsichtig heben seine Hand
Die grUinen 'roddeln drehn,

Ein Sciiweigen wie am Anfang,
Bevor die Wesen waren.

Ob es der Ruf der Elstcr brach?
Wie schwimmend eingefahren,
T8nt sie der Sprache Vorklang,
Du glaubst, dass ein Druide
VeissazungestBbchen schiittelt,

Die Stille, aufgertittelt,
Horcht tiefer tief den Lauten nach
Und sinnt sie sich zum Liede.

2

Die auf den gerHumten Fecldern haust,

Der scihweissenden M#the nichl mehr zum Raube,
Die Stille, die in den BHumen saust,

Im zufriedenen Laube,

Sie kocht vor sich hin in den Zitterpappeln,
Es quirlt ein silberner Wrasen,

Und wie die graugrinen BlHtter zappeln,

Sind sie die steigenden, fallenden Blasen.

Die Felder entflohen dem sterblichen Zwang.
Die Stille naht ihnen mit leichtestem Leibs
Sie umschlingen sich in Liebesdrang

Wie Schmetterlingsmann und Schmetterlingsweib.

Eh sie der schHlende Pflug wieder stl8rt,
Kamille, Storchschnabel und Immortelle
Bltthen die Stunde, die ihnen geh8rt,
Knauel, MHusecohr, Pimpinelle.

Ich sitze hin auf steinigen Sessel,

Die Fllsse ruhn, die HH¥nde ruhn.

Wer knUipft an den langen BHrten der Nessel?
Ich sehe niemand., Es ist kein Tun,

Streift eine Hand, und rthrt eine Lende?
So schuf die Gottheit der Weltenfrtthe

Das MHdchen, den Marder, das Eisen, die Schlehe =

Atemziehn macht gr8ssere Mithe -
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Wie am Zeitenanfang, am Zeitenende:

Alles geschieht, als ob nichts geschehe,
The passing of life is evoked at the beginning of the poem with the
image of the corn=-stalks, hanging in the dust of the hedge, With the
conclusion of the autumn-harvest, the corn-fields hnave been reduced
to stubble. Yet out of this scene of desolation arises the hope of a
new existence through the presence of the weeds, whose growth covers
over the traces of human activity. Implicit in their name = "Gauchheil"
or "common self-heal" = is the suggsestion of renewal. The upward move-
ment of the growing weeds contrasts with the static situation des-
cribed in the first two lines and serves to reinforce the notion of
future regencration,

The scene described in the second stanza serves to contrast fur-
ther with the destruction evoked in the first stanza, A white glow
appears, and then quickly vanishes, The ‘assing of the white glow
parallels the disa_ pearance of everyiazing which autumn has vroug nt to
perfection. This is referred to as the vanishing oi time fur men at
the beginning of the third stanza. The troubled, transitory existence
of physical things contrasts witih the "mUlhelose Zeit" of the white
Elowe.

The linear movement suggested by these two imsges is brou it to
a sudden halt witia the personification of the wind, rummaging in the
ash-tree, A counter-movemcnt, that is a cyclical movement is effected
with the turning of the seeds by the action of the wind, This circular
motion, and the image of the seeds, serve to evoze the promise of new
l1ife in the context of the Nature cycle.

At the beginning of the fourth stanza, a silence is decscribed as
reigning. This all-pervading silence is the one which existed at the
beginning of time, The sensation of indefiniteness is created here
through the absence of a verb - "Ein Schweigen wie am Anfang". A sim-
ilar situation is evoked here to that which was present in the poem
Novemberohnmscht., In this poem, it was seen how the withdrawal from
activity was such, that a vacuum appeared to be created. This "vacuum"
became filled suddenly with the return of 1life in the final stanza.
Here, we have a situation, where there is a return to the realm of
things before their realisation, represented by the silence. The sen-
sation of indefinitcness reaches a climax in the third line with the
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posing of the question = "Ob es der Ruf der Elster brach?" The cry of
the magpie is given substance - "wie schwimmend eingefahren", contrast-
ing with ilhe nothingness which was depicted before, Its cry is des-
cribed as the prelude to forthcoming speech - "THUnt sie der Sprache
Vorklang", which manifests itself in the "song" of the second section
of the poems. The mystical connotation of this action is evoked through
the association of the magpie with an ancient Druid, shaking his pro-
phesying staff.

The stillness is describea in the final stanza as bein, conjured
up by the call of the magpie. Hearkenin. deeper and deeper to the
bird's sounds, it transforms itzelf into the song. This song appears
as the second section of the poem.

’ Thc stillness becomes visible in the silence of the break whaich
exiats between the two parts of the poem. This effect is maintained
in the first two lines of the "sgong" through the absence of a direct
reference to the stillness. The song begins witn the word "die". Leh-
mann very cleverly uses this word, on tae one hand, tu refer to the
stillness evoked by the cry of the magpie, and on the other hand, to
anticipate the stillness, which doecs not appear until the third line.
This initial exclusion of any mention of the stillness provides the
comaencement of the song with enormous evocative power.

The stillness is described here as dwelling upon the cleared
fields and bringing contentment to the trees. It brings about a rhyth-
mical rising and falling motion in the leaves of the poplars. With this
allusion to the working of bellows, a rapid build-up of enerpgy is sug-
gested, As the stillness approaches the fields, they flece from their
temporality. Like the two opposing, but complementary poles of a mag-
net, they are drawn to one another, The rhythm which was suggested in
the previous stanza reaches a climax as fields and stillness "passion-
ately" combine "Wie Schmetterlingsmann und Schmetterlingsweib". This
image of the butterflies can be compared with that of the winter-moths
in Novemberohnmacht, the copulation of which served to encapsulate the
renewal of Nature. The weeds which appear in the following stanza -
"Kamille, Storchschnabel und Immortelle ... Knauel, MHuseohr, Pimpi-
nelle" are depicted as resulting from the consummation of their passion.

The Poet enters into the poem in the tenth stanza and becomes
part of the peacefulness generated by the stillness - "Die Filsse ruhn,
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die H¥nde ruhn", The world has returned to a state like that which
existed at the time of creation. Just as with the biblical creation,
when eartihly life began, it is now depicted as commencing once more.
It is as if Lehmann has condensed the entire history of tlhe world in-
to the yearly cycle of the earth, The repetitive aspect of the crea-
tion in terms of the Nature cycle and tne timelessness of existence
are summed up in the final stanza -

Wie am Zeitenanfang, am Zeitenende:

Alles geschient, als ob nichts geschehe,

The image of the stillness appears in several other poems, al-

though not as Lhe central theme as in Auf den zbgeernteten Feldern.

It is depicted as bringin; about the recreation, during the drean, of

the old man's collapsed house in Der alte Gutsherr auf geinem verfall-

3) L)

enen Besitz,. In Stare, the stillness communicates to the Poet its

love in the form of th. happy chatterin, of the finches!

Die Stille dichtet in das verlassene Chr, den betrtibten Blick
Das liebecnde GeschwHtz, das Brausen der Fittiche, den Schwung
ihrer Fahnen.

The Poet responds with exaltation of the stillness in response to thae

5)

fruitfulness surrounding him in Oreaden:

Heile Stille! Leicht in Leichten.

The similarity between the image of the stillness in Auf den
abgeernteten Feldern and the"Ohnmacht" in Novemberohnmacht has already

been alluded to. With the withdrawal of existence, a vacuum appears to
be produced within Nature which suddenly becomes filled through the
regeneration of life, this regencration being effected by the inter-
vention of such forces. Another power which possesses the same function
as the stillness and the "Ohnmacht" is that of "Verschwendung". The
catalysing effect of this entity serves as the central theme of the

poem Verschwendungls)

Ein karger Leichtsinn, zwitschert H8nflingsschwarm,
Als Pfeif' ein Junge auf zerbrochnem Kamm,

Wie hebt der Schwarm sich mithelos vom Grund}

Die Erde bleibt zurtick, vor K#lte klamm,

Verschwendung streift sie jHhs

Die Bllsche beben,

Die nackten Glieder schtittelt ein Entzticken,
Sie schneit sie ein mit Schlehenschnee,

Sie 1lHsst die Welt in Kuckucksterzen schweben,
Sie spricht gls Star vom Giebelriicken,
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An atmosphere of lightiness of mood is introduced at the beginning of
the poem with the description of the twittering linnets as "ein karger
Leichtsinn", This sensation extende to the physical notion of light-
ness as the birds effortlessly lift themselves up from the ground. The
desolate, "heavy" state of the earth is emphasised by the depiction of
the ground remaining behind, mumb with cold.

Cnce more, as in Auf den abgeernteten Feldern, the notion of an

imbalance is created, in this case throupgh ths separation of the birds
and the cold ground, i.e. the separation of light and heavy. Just as
the presence of the stillness was prepared for through the image of
the dying fields and the all=-pervading silence, the appearance of "Ver-
schwendung”" is anticipated as a result of (he moveucent towards a state

of lightness. The feeling of tenderness displayed by the "Verschwendung™",

and the raptures of delipght which the "naked" busies pruduce, echo the
passionate love-embrace of the stillness with the stubble-fieclds,

The presence of "Verschwendung" brings about the natural renewal,
which is encapsulated in the "snowing" of the sloe-tree. The image of
snow is used to depict the unity of the (ree with the winter season
and hence with the rest of Nature, This resencration is celebrated by
the "Verschwendung" itself in the hovering of the cuckoo ana the sing-
ing of the starling.

Another poem in which the supcrnatural el ment within Nature is

?) 1n

this poem, the catalysing force remains anonymous, simply bein, re-

depictcd as bringing about the generation of things is Gentige,

ferred to as the "generating powers". The first twelve lines of this
poem appear below:

Zwar gl#hen noch die Essen
Der Kapuzinerkressen =
Doch sttichtig, auszuruhn
Von langem Sommertun.

Die zeugenden Gewalten,
Da sie den Schritt verhalten,
Wird Feuer der Verschwendung
Zu Kfthle der Vollendung,.

Wie sich die Frtichte bilden,
Geriefte, glatte, runde,

Als folgten sie dem milden
Zuspruch aus Geistermunde!

In the first stanza, the "chimneps" of the nasturtiums are described
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as burning, As a result of this image, the presence of an encrgy force
is sug:ested. A sacred element inherent in lNature may be hinted at
here with the name "Kapuzinerkressen'", The plants are personified as
longing for respite from the "long" activity of summer.

There is a sudden switch in the following stanza from the phys-
ical and particular aspects of Nature, charncterised by the nastur-
tium planis, to the indefinite, non-physical presence, characterised
by "die zeugenden Gewalten",., This notion of creating forces evokes the

image of supernatural beings or gods, who suddenly pause in order to

carry out their function of creation. The idea of fire, which was evoked

throush the inage of glowing chimneys in the preceding stanza, extends
to the power of "Verschwendung", which ignites the spark of creation.

The image of an energy-rcleasing fire brings Lo mind the bellows-effect

of the poplars in Auf den abgeernteten Feldern, which resolves iiself

in the natural rcnewal. Here, the fire realises itself in the "coolness

of fulfillmeni®, This fulfillment actualises as the formation and ri-
pening of the fruit which appears in the third stanza. The perfect
nature of the creation is emphasised by the words "Geriefte, glatte,
runde', The fruit grow as if 1n accordance with the "soft" encourage-
ment uttered by the mouths of spirits,

A poenm in which the generating furce is depicted as assuming a

8)

definite form is Der Heilige:
Sein Bart ist lang wie Webervogelnest.
Lr schweigt, da er das All sich selber zeugen 1lHsst.

Im Fallen knarren selbst die Bucheneckern,
Er sciiweigt, wenn Menschen sprechen, Elstern schlckern.

Der lederich, der wie Schwefel brennt, ist ihm vertraut,
Und eigene Stimme jedes Wesens Laut,

Die StarenschwHrme n#hn die BHume wie mit Stichen an die Erde.
Er steigt auf ihren Ricken wie zu Pferde.

Wo seine Finger deuten, gluht die Fliederbeere amselschwarz
Und fliesst aus Kiefernzapfen honiggleiches Harz.

Er streckt sich auf dem warmen Aschenrest des Dreschmaschinenfeuers
Er ist an jedem Ort zu Haus. (aus,

Und starb er, sprengen BlHtterhlnde
Und Brust der Steine, Mund der Kerfe seines Sarges WHnde.

Der heiligen Form des toten Kopfes wHchst der K#rbis, die Melone 2zu,

Die aufmerksame Ruhe seines Hirns fullt alle Ruh,

So grau wie seine Haare waren, fliegen jetzt die HeringsmBwen,
Sein Schweigen auszurufen, brtillen jetzt die L8wen,



64.

Aus der erfrischten Mitte zackt sich lieber jetzt das Hirschgeweih,
Krtimmt lieber ihren Sporn die Akelel

Und fistelt auf den StoppelrBhren Wind und platzen alle Samen
Und h¥ren Gesch8pfe ihre Namen

Und zeugen lMYnner und gebHren Welber
Und kreisen die Planetenleiber.

Der Heillgzse describes the presence within Nature of a2 holy being. The

perfect, all-embracing aspect of this being is illustrated by the state-
ment = "da er das All sich selber zeugen lHsst", His complete oneness
with the world of Nature is evoked in every stanza, for example "Er
ist an jedem Ort zu Haus". As a result of his presence, the elder=-ber=-
ries grow "amsclschwarz" and the pine-concs release a honey-~-like resin.
His death provides nourishment for new life = "sprengen BlHtterhHnde",
This image also expresses his organic oneness with Nature, An all=-per-
vading silence extends from his own silent state, broken finally by
the roaring of the lions, as if in celcbration of hlis peacefulness,

and to indicate the significance of his death to existence. The pene-
tratin; sound of tue lions appears to signal the onset of reproductive
activity within Nature, The penetrating aspect of {the command to pro-
create is sug.ested through the image of the creatures perceiving
their names being called. This sudden, all-pervasive generating force
becomes endowed with a cosmic and at the same time, spiritual signifi-
cance through the resulting revolution of the heavenly bodies.

In his poctry, Lehmann creates supernatural forces, which he de=-
plcts as bringing about the regcneration of things in the context of
the natural cycle. In the poem Auf den abgeernteten Feldern, this
force is the stillness, which manifests itself at the passing of the
fieldse. The nature of the stillness is not unlike that of the "Ohn-
macht", which was treated in the discussion about Novemberohmnmacht,
in the first chapter. Both forces effect natural renewal when activity
within Nature is at its lowest. A similar concept, although not devel-
oped to the same extent, is that of "Verschwendung", appearing as the

theme of the poem of the same name. In Genllge, it is the anonymous
"zeugende Gewalten" which cause the fruit of the nasturtiums to devel-
op and ripen, The "generating force" is given form and personified in
Der Heilige., As a result of his death, procreative activity throughout
Nature is precipitated,
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4) SW III, p.486

5) Sw III, p.610

6) SW III, p.548

7) SW III, p.675

8) Sw III, p.437
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2) The mythological figures as regencrative forces

The realm of Nature, as depicted by Lehmann in his poetry, is in-
habited by figures from Roman and Greek mythology, and from Arthurian
legend, Jochen Jung comments on the mythological content in Lehmann's
works:

Naturgeschehen und Mythos ... gehen mit der Empfindung

des Dichters zusammen zu einer sinnvollen Einheit. «..

Aus der Natur, die als Immergleiche verstanden wird,

tritt der Mythos alsihr Ausdruck: Auch er verk8rpert

selnem Wesen nach das Immergleichne. 1)
Thus, the mytholosical fijures in Lehmann's poetry, are not depicted
as mere visitors to the realm of Nature, but appear as an integral
part of it. Like the supernatural forces discussed in the previous
section, they often serve to nourish the creatures of lature and to
precipitate their rencwal.

A poem in whicih this theme is illustrated in an exceedingly vivid

manner is GBttin derx Fﬂuchtbarkeit:a)

Da Juliglut die goldnen Lippen auf die Wege legt,
Dass sich die Milch im Lattichstengel regt,

Der Odermennlg schneller seine Frilchte reift,
Flugs sie mir an die Kleider streift —

Seh ich es wellen durch das Meer der GrHser,
Diana ist es der Epheser:

Wenn weies ihr Angesicht im Grunde schwinmmt,

Zerbricht der hohle Weg in einen Duft von Zimt,

Der Glanz beglH¥nzt der vielen Bruste Runde,

Die Erde h8ngt ihr an mit jedem Munde.

Ich h8re die versunknen Wesen saugen,

Ich seh den Staub verwandeln sich in Pfauenaugen,
In the first line, Nature is personified with the image of the heat
from July, whick is the month of fruition, laying its golden lips upon
the path. The intensity of the heat and of the scene which follows is
evoked through the opening word - "Da", The warmth causes the milk in
the stalks of the coltsfoot to rise, and the fruit of the odermennig
to quickly ripen.

The effect of the heat extends to the Poet in the fourth line

with the image of its brushing against his clothing. The significance
of this action is suggested by the word "Flugs", which is to be com-

pared with the use of the word "Da" at the beginning of the poem. Here,
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a blurring effect takes place, with the image of the shimmering heat
and the csea-like motion of the grasses. Out of this merging of outlines
arises the figure of Diana of the Ephesians, her many breasts glowing
in the sunlight., With the brightness of her countenance pentrating the
ground, the channelled way "dissolves" into a perfume of cinnamon, as
if to celebrate the presence of the earth-goddess. To her many breasts,
the creatures of the earth cling in order to receive sustenance. The
Poet is able to hear the beings as they suckle greedily at her breasts.
The magnificance of this scene is enhanced by the description of the
dust transforming into peacock-butterflies.

Another poem which evokes the mythological deities as rencwal-
effecting forces is QQLtggguche.B) Here, the regeneration of things
comes about in the context of the legends depicting the sustaining of
the infant Zeus by the she-goat Amalthea and the death of Adonis
through the intrigues of Aphrodite:

Die Aummer spielte sommers hier Gitarre,

Frost rief der Lrde zu: Erstarre!

Eisgrave Wege, hBckerig von Treckerstriemen,

S8rge die Mieten, Mal aus Strch ein Diemen.

Der Wind geht um., Er suchi die Hohen, Alten,

Er weiss: sie walteten, sie walten.

Er sucht, was sie bezeugt.

Im Schlamm cdes Weges fror und blieb

Der Winkel, den der Fuss der Ziege schrieb.

Amalthea hat Zeus gesHugt.

Er fingert alte Honigwabe,

Sie tropfte Zeus die zweite Labe.

Geblickten Leibes Wintereiche.

Zeigt ihn die Wunde in der Weiche,

Die ihr die Hand des Gottes schlug.

Sein Fuss scharrt unter Hecken, zwischen Steinen,

Adonis starb. Er horcht. Er h8rt ein Weinen.

Genug, genug!

Der Wind steht still, So ruhn die LUfte, Aphrodites
Trinen rinnen,

Der Anemone helfen sie die WurzelfHden spinnen,

The life-filled activity which used to take place in summer is evoked
in the first line with the image of the hammer, Jjoyfully playing its
guitar. This contrasts with the life-~destroying effect of winter, which
is emphasised through the depiction of the frost, suddenly and abruptly

commanding the earth to freeze over, The third and fourth lines des-
cribe the subsequent desolations An atmosphere of death becomes appar-
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ent with the picture of th¢ coffins of straw. The wind is personified
in the fifth line., As if in response to the death-like aspect of Na-
ture, it chaonges dircction., It goes heaven-ward in search of the con-
trolling forces - the "Alten"™., This notion of certzin powers determin-
ing the events of Nature was introduced in the second line with the
personification of the frost, whose sudden comuand effects the onset
of winter.

In lines eight and nine, there is a return to the frozen earth
below with the ilmpression of the goat's hoof, "written" into the fro-
zen mude Througn this concentration upon the foot-print in the icy
ground, Greek mythologyis evoked, Unce more, the goat-nymnph Amalthea
suckles the fugitive Zeus., The nurturing of the younp Zeus points to
tine future recovery of the Earth from its present lifeless state.

In the seventeenth line, the fi_ure of Adonis is introcduced. Like
that of Zeus, hlis presence in the poem was prepared for by the image
of the goat's hoof-print. Adonis was ruled over by Lhe love=goddess
Aphrodite, whose cmblem was the goat. A contrast is established be-
tween the immortality of Zeus and the mortality of Adonis. Adonis

was also conslidered as the spirit of annual vegetation.h)

Hence, an
analogy to the reslm of Nature can be formecd. The lifelessness of the
natural world is seen in mythological terms as the death of Adonis.
In the same line, weeping is described as being perceived by Zeus.
This represents the weeping of the grief-stricken Aphrodite., The com=-
passionate Zeus replies with the words "Genug, genugl" At this, the
familiar dropping of the wind takes place, indicative of am impending
creative event. During the lull, the anemones, which have sprung up
from the blood of the dead Adonis, are given nourishment by the tears
of Aphrodite,

Thus, through the retelling of this legend, the impending and
inevitable renewal of Nature 1s evoked, Just as the mortal Adonis must
die and subsequently be resurrected through the intercession of the
god Zeus in the form ofmthe anemones, so too will Nature arise out of
its death~-like state with the onset of the new season.

Several other poems present similar themes to that given in GBttin
der Frucht eit and GBttersuche, that is, the depiction of mytholog-
ical deities as succour-giving and renewal-effecting agents within the
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realm of Nature, The poem Sommerrausch has already been discussed in

the previous chapter, where Zeus is depicted as returning to Earth to
save hig son Dionysos, who appears in the form of fallin, fruit., In
GeflUgzelte Frucht, the flight of the winged maple-seeds was described

as being brought about through the action of a god, who draws back the
branch as if it were a bow. A poem which will be discussed in the next
section of this chapter is Ruhe, in which the goddess Diana appears

from the spirit-world of the "Nichts" in order to revitalise the wilt-

ing plants.

Lehmann also draws upon Celtic or Arthurian legend in order to
depict tie onset of matural ronewal. The figure which hec uses to pre-
cipitate regeneration is that of lhe magician Merlim. Merlin's fertil-

ising presence 1s depicted in Pause des Windes,E) the last two stanzas

of which appear belows

Wer besprach den Tobenden? Er liess sich gleiten,
In die neuen Zeiten brachen alte Zeiten:

Melin kehrte, Viviane zu beschlafen.

Wind hielt still, als sie sich trafcn.

Dreimal wohnt Merlin ihr bei,

Dreimal scholl ein leichter Liebesschrei,

Dessen Donncer die GeschBpfe fasste,

Dass der l.ercihensporn vor Scireck erblasste —,
Distelgrau verwandelt lst Murlin entschwunden,
Dreimal um die liUfte seinen Bart gewunden.

Da der Wind bezaubert schweigt,

Selbst mit zeugender Gebdrde vorgeneigt,
M#ssen wir den Augenblick benutzen:
Siebenpunkt die FlUgel putzen,

Imizer seine Bienen ammen,

Schwertknauf des Rhabarbers flammen,
Mergelgrund den Sand erweichen,
Hechtepaar im Graben laichen —

Spalten sich das schwere Innen

Zu merlinischem Besinnen,

In the midst of the raging storm, the figure of Merlin "glides" out of
the legend and into the world of Nature. He comes to copulate with his
lover Viviane, At the same time that the procreative act takes place,
the wind stands still, viz. Gottersuche, where the air "rests" as the
tears of Aphrodite fall, nourishing the anemones. The penetrating cry
of Merlin and Viviane appears as thunder to the creatures. The power
of their procreative activity is reflected in this image of thunder,
and it is further emphasised by the image of the wind, itself possess-
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ing a fertilising function, bowing down before them, Just as in Der
Heilige, when the roaring of the lion serves as a signal to Nature to
suddenly burst intc procreaiive activity, here, following Lhe "Liebes-
scarei", the bee~keeper is depicled as caring for the young bees, the
stem of the raubarb becomes inflamed, the pikes spawn in the river-bed.
The heaviness which existed before is now transformed, dissipating

"Zu merlinischem Besinnen",

The figure of lMerlin appears in sevcral other poems., Lehmann de=-
picted him as the cmbodiment of the spirit of Nature. Hans Dieter
Schifer describes Lehmann's treatment of Merlin in his poetry:

Fr ihn ist der Zauberer (Merlin) ein Eingeweinter, der,
in die Natur zuridckverwandeli, die Natur versteht, Er

wohnt in den Wesen, und aus ihnen heraus schallt seine
Stimme und lockt das lyrische Ich in seinen Zauberkreis. 6)

7)

In the poem Merlin, Lehmann refers to Merlin who appears as the

male cuckoo as "Herr der Welt". Its cry awakens the world out of its
sleepy state - "Sie lacht als seing Braut'". In Brozeliand it was seen
how the return of spring was simultaneous with the appearance of Mer-

lin in the guise of the yellow warbler,

The function of the mythnical figsures in Lehmann's poetry is to
provide nourishment teo the things of Nalure and Lo precipitate natural
renewal. In GHttin der Fruchtbarkeit, Diana of the kKphesians appears

in order to suckle the creatures at her many breasts, The legend of
Adonis, in which his death and subsequent rebirth as an anemone through
the intervention of the god Zeus, is used in GBt®ersuche to encapsulate
and bring about the natural renewal. Zeus is depicted as returning to
Earth in Sommerrausch in order to effect the salvation of Semele in

the form of the vegetation god Dionysus. Once more, the natural renewal
becomes encapsulated in the legend. In use des Windes, the procreative
force is the magician Merlin. His copulation with Viviane effects the
onset of procreation in the world of Nature.

Footnotes
1) Jochen Jung: Mythos und Utopie, p.65
2) SW III, p.577

3) SW III, p.617
4) Robert Graves: The Greek Myths Vol.l, p.72

5) SW III, p.48>
6) Hans Dieter SchHfer: Wilhelm Lehmann - Studien ..., P+168

7) M’ Pa‘i?g
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3) The "Nichts"

A notion which is connected with the theme of disappearance and
renewal is that of the vold or the "Nichts", In Lehmann's poetry, the
"Nichts" represents a kind of spirit-world, to which the things with-
draw after their passing. There, the thin_ s are endowed with the power
of regencration, The function of the "Nichts'" can be compared, in this
resp-ct, to that of the "Ohnmacht™ and the "Stille",

A poem in which the "Nichtis" appears as a receptacle for the
things after their passing is Fallende Blﬂténblatter.l) Here, the
"Nichts" is depicted as receiving the seeds of the dandelion after

their dispersal by the wind:

Liess der Blick sich gern verirren,
Sehnsuchtsoifen blauer Weite,

Will ihn grine NH8he kirren
Zwischen Busch und WHlderbreite,

Griine Federn, gzrilne DHcher

In der Neige vor dem Winde,
Esche schl¥gt mit grUnem FHcher,
Ahornblatt und Harz der Linde,

Grilnes Tanzen, grines Vinken,
Zum Ade ein i'Bndereichen =
LBwenzzhn darf vor dem Sinken
Einer Weltenkugel gleichen,

Leises Leben, leises Sterben,
Ehe sich die FrlUchte wagen,
Welsse Kronen, seid ihr Scherben,
Still ins Nichts zurlickgetragen.

Eh sie meine Wange rihrten,

Gondelfahrt auf gri#tnen Wogen,

Hat die Luft die schnell Entfilhrten

Liebesdurstig eingesogen.
The effect of movement is created in the first stanza with the contrast-
ing images of near and far and of the colours blue and green., The move-
ment becomes more agitated with the use of the anapher in the first
line of the second stanza - "Grline Federn, gri#tne DHcher", Here, the
action of the wind upon the trees is ceplcted, This rapid motion, com=
bined with the emphasis upon the colour green, brings about the effect
of a merging of outlines, The state of agitation reaches a c¢climax in
the centre of the poem with "Grlines Tanzen, grtines Winken", Then out
of all this agitated movement arises a contrasting tranquility, embodied
in the dandelion, calmly awaiting its impending passing. The peaceful
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atmosphere is emphasised by the repetition in the first line of the
next stanza - "Leises Leben, leises Sterben". Here, the boundary be-
tween 1life and death becomes blurred. The sphere of the dandelion now
disintegrates, and with their dispersal, its seeds are "taken back"
into the "Nichis".

The function of the "Nichts" as a regenerating force is implied
here through the use of Lhe word "zurllckgetragen", giving pise to the
notion that they oriszinally ensued from there, The image which suggests
itself is that of Mother Nature, lovingly receiving back the dispersed
seeds into the sanctuary of her womb. Yet within the seeds lics the
serm to a new existence, and with the arrival of the new season, they
wlill be released and the dandelion will live once more.

Thus, the sugpestion is made that the "Nichis" refers to a kind

of "twilight" state, o winich the {things witihdraw temporarily. In the

2)

poem Ruhe, a slightly different treatment of this theme is given.

In this case, it 1: the goddess Diana, who is depicted as returning

from the "Nichis" in order tomrevitalise the dying plants:

Labkraut bliht und MM¥deslss

foer grauecn liesselbiischen.

Aus den Briisten einer GBttin
SchHumten sie als welsse Quellen,
Die Verdorrten zu erfrischen,

Hingerissen von der hellen,
Gltthend ausgestreckten Luft,
Hingt das MHdestiss erschlafft,
Liebeskrank, nur noch ein Duft.

Schlanken Rticken seh ich blinken,
Helena zu Paris sinken,

Durch die Gerste Windesstreife,
Grannen wehn wie Rossesschweife.
Feld veor Troja, Griechen ziehn —

Die kein Schicksal mehr beschwert,

Aus dem Nichts sind sie gekehrt,

M#desliss und Labkraut blttha,

Von der G8itin Brust gen#hrt,
The white, frothy flowers of the meadow-sweet and the bed-straw are
likened to milk, gushing from the breasts of a goddess. With this image,
the creation of new life is evoked. The effervescing "milk" is des-
cribed as white springs, serving to refresh the things which have dried
up. With the word "erfrischen", the renewal of things is suggested.
This is extended to existence as such through the general term "Die



73.

Verdorrten", The image of flowing springs brings to mind the contin-
uity of existence.

In the second stanza, the meadow~sweoet is depicted as being
charmed by thc air, which "stretches out" to meet it, The meadow-sweet
then becomcs limp at tlhese "advances" of the warm summcr-air, which is
personffied as "Liebcskranky; nur noch ein Duft"., Ancient Greek legend
is evoked in the followin; stanza with the personification of plant
and zir as Helen and Paris. The barley-ficld becomes the Field of Troye.
The two legendary figures, no longer weighed down by fate, have re-
turned from the world of the "Nichts". This "return" manifests itself
in the blooming once more of the nmeadow-sweet and the bed-straw - "Von
der G8ttin Brust gendhrtin,

In this poem, the revitalising function of the "Nichis" is illu-
strated throuzh the return of tae goddess Helen from that realm in
order to give susternance to the planis. A similar situation, without
the presence of mythological figures, howevVer, was discusscd in the

previous chapter, with respect to the poem Deutsche Zelt 1947. Here,

the "Nichts" was depicted as effecting the healing of the scarred
landscape which resulted from the ravages of var.

The recreative function of the "lNichts" is not, however, re-
stricted to Lhe regeneration of things within Nature. In the poen
Sommerliches Nichts,B) the "Nichts" is depicted as bringing about the

materialisation of a scene which the Poet experiences in the dream:

Im Sande das Zeichen des Ammernfusses,

Im Ohr der Nachhall des Bauerngrusses

In das versunkene TrHumergesicht,

O Wunde, die der Dornbusch sticht!

Nicht lHnger dauert,

Vom Nichts belauert,

Als LBwenzahnkugel zum Falle bereit,

Nicht l#nger trug mich die wandernde Zeit,

Das Nichts erfullt sich mit Geisterkraft,
Es ztindet die Lichter am L8wenzahnschaft,
Erneuert verwunderten Bauerngruss,

Setzt in den Sand den Ammernfuss.

Der Rosendorn hat mich wieder getroffen:
So bleibt die Wunde herrlich offen,

The idea of things penetrating is expressed in the first four lines
of the poem with the image of the hammer's foot-print in the sand, the
echo of the peasant's greeting in the ear of the Poet, the immersed
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aspect of his "TrHumergesicht™, and the thorn entering into the wound.
These passing things, however, are anticipated, just as it lies in
walt for the mature dandelion, by the "Nichts". With the image of the
dream-like dandelion-gsphere, the Poet lapses into a state of sleep
and timelessness.

In the Poet's dream, the "Nichts" bscomes active, endowed with
the "strength of the spirits". At the "izgniting™ of the "lights" on
tiie dandelion's shaft, the events of the first stanza come tp life

once more,.

The "Nichts" also appears as a plzce, where the union of the
Poet with the thing after its passing can take place. This was seen

in SpHiter Rausch, which was dealt with. in the preceding chapter, where

the inebriated wasp enters into the "Nichts" after its death., It is
thcere, that the Poet, intoxicated with the fullness of life, and the
wasp pbecome one. As a result of their union, th=s wasp can be made to

live once more as part of the poeu.

A poem in which tue Foet is represented as actually entering into

the realm of the "Nichts" is TuUr ins Nichts.q) Here, he is able to

join the things after their passing, and thus they can be endowed

with a new existence within the framework of the poem:

In halber Angel nur, Gattertir,

Wie aus der Ohnmacht gerafft;
Scafllkraut, eili; verwelkendes, salbt
Den Tuss ihr mit gelbem Saft.

Zur Brut im hohlen Pfosten hu=scht

Der FliegenschnHpper, Geist eines Wichtis.
Triclen streut sein kilmmernder Sang.

Er schweigt. Die THr fUhrt ins Nichtse.

Wer tBHgt nach steiniger Bde Begehr?

Die Gattertiir klafft. Schon bin ich im Nichts.
Die Welt verliert ihren Schmerzenslelib,

Er ruht im Arm des Gedichis.

Da wHchst die Schwermut als Holderbusch,
Mit tausend BlHttern wird ihr leicht,
Die BlHtter tanzen, die Wurzel saugt,
Das Grundwasser hat sie erreicht,

So seufze, Seufzer, milhsam gestaut,
Werde in glUcklichem Welnen laut:

Die Wesen ziehen den Traumleib an,
Marder und Schmitzer, Fuchs und Fasan,
Sie haben mit mir das Leben getan,
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Leiser als Fliegenschn¥pperschlag

Raunt das Gewesene. Klage, so klag!

Wie wir im steigenden Seufzer schweben,

N8Lert sich wieder gelebtes Leben:

Es f8hrt das Schiff der vergeblichen Fahrt,

Verzweiflung bleibt als ein Ruhm bewahrt -

Scndn wie ein Held im Sarkophag,

Wie Kugel im Springbrunn sufgebahrt.
The image of the half-open door at the beginninz of the poem gives
the impression of an invitation being extended to the Poet to enter.
The anointing of his foot by the dying celandine indicates the relig-
icue nzture of hisg impending enirance through the door. With the death
of the plant, the passing of physical things is alluded to, However,
the image of the nest of young birds in the door-jamb points to a new
exlstence, which liees on the other side of the door. The spiritual
aspect of this new existcnce is alluded to with the description of the
adult fly-catcher, hurryin: to its brpod, as "Geist eines Wichts". As
if in lamentation of the Poet's nassing from the realm of materiality,
the bird utters z mournful song. Then it ie silent, Its silence paral-
lels the lack of substance associated with entry into the "Nichts", to
which realm the deor leads.

The invitaticn to pass throupgh the door is repeated with the image
of the door yawning; wide, The Poet enters into the "Nichts". In this
realm of the spirit, Lhe world loses its material substance, its
"Schmerzensleib!", which rests in the "grm" of the poem. These two lines
refer to tHe writing of poetry, tc the translation of the thing from
the physical vorld into the non-physical realm of the poem, This pro-
cess is given concrete form with the description of the sorrowful mat-
eriality of things growing in the shape of a lilac-tree. As the tree
becomes lightmned through the action of the wind amongst its leaves,
all physical substance dissipates.

With the shedding of their materlal substance, the sighing of the
creatures, which has been "dammed up", suddenly finds its release in
Joyful crying. It is at this point, signified by the presence of the
colon after the word "laut", that the creatures enter into a dream-
state - "Die Wesen ziehen den Traumleib an". This contrasts with the
losing by the creatures cf the "Schmerzensleib", Here, they have as-
sumed a new existence as part of the poem. At the same time, the Poet
becomes oue with the now substanceless beings - "Sie haben mit mir das
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Leben getan". The spirit-like fly-catcher is evoked once more at the
beginning of the final stanza. The softness of its wing-beats is used
to emphasise the ethereal quality of Lhe voices of the creatures which
once existed., Then, as the Poet and "Gewescne" hover, accompanied by
increased sighing, the physical reality returns once more., The exit
from substancelessness and unity with the creaturcs is denoted by the
use of the colon after the word "Leben", What remains of this experi-
ence with the things after their passing is the poem, which "bleibt

als ein Fuhm bewahrt",

Thus, the "Nichts" appears in Lehnmann's poctry as a positive
thing, bringing about the renewal of phcnomena., Lehmann's treatment

of the "Nichts" is discussed in detail by Donsld Scrase in his thesis

5)

The Dialectic in W, Lehmann's Imagcry. In his discussion, Scrase,

however, portrays the "Nichts" as a nepative force, It is a power
wiaich oppresses, and one which 1s opposed to the process of srowth,

In the cace of Deutsche Zeit 1947, he says = "tae short poriod of

blossom is soon over and gives way to 'ein Nichts'y, which, however, is
only apparont".é) This statement sugiests that, what is described in
the poem, and winat Lehmann in fact feels, are two different things.
Yet Scrase dues come nearcr to Lehmann's intention, I believe, when
later on he says = "The continuity »f existence in itself and through
art is dependent to a large extent not so much on the positive factors
of growth but on the 'Nichts'".?) Scrase is correct here in stressing
the importance of the "Nichts", Then, his lack of comprenc¢nsion mani-
fesls itself in the saume sentence, when he refers to the "Nichts" as
the "Ebb and flow of natural forces".

Lehmann himself refers to the "Nichts" in his theoretical writings.
In Dichtung als Dasein, he talks about "das selige Nichts".a) And in
Bewegliche Ordnung, referring to natural renewal and at the same time
to the creation of works of art, he says - "Schon wandert das Nicihts
wieder dem Etwas zu“.g)

The presence of the "Nichts" in Lehmann's works can be easily
misinterpreted, however, as a negative concept., At first glance, the
plea of the things, i.e. "der GlUuck und Glanz der Tage", to the Poet
in Wohltat der Klage - "Lass uns nicht im Nichts verschwirren" - does
in fact suggest this, Yet, the emphasis here is not on the word "Nichts",
but on the word "verschwirren", The "Nichts" serves as a receptacle
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from which the things can be rescued by the Poet., "Im Nichts ver-
schwirren" refers to their remaining in this state of oblivion without
the intercession of the Poet.

An important notion which is found in Lehmann's poetry is that
of the "Nichts", The "Nichts'" is the state into which the phenomena
withdraw after their passing. In Fallende BlitenblBtter, it was seen

how the dying plant translates into its seeds. In their dormant state,
the seeds become part of the "Nichts". In Buhe, the mythical figures,
Helen and Paris, emerge from the "Nichts" to bring about the revital-
ising of the dessicated plants. The atftempt by Nature to heal over

the scarred landscape is successful through the intervention of the
"Nichts" in Deutsche Zeit 1947. The "Nichts" brings about the material=-

isation of a dream-eXperience in Sommerliches Nichts. In THir ins

Nichts, the Poet is depicted as entering into the spirit-world in

order to join the tnings after they have passed on., From Lhere, thney

can be crdowed with a new existence within the realm of Lhe poem,
Other poems which deal with the "Nichts" appear in thc final

fuotnoLe.1o)

Footnotes

1) SW _III, p.560
2) SW_III, p.541
3) SW III, p.463
4) SW III, p.482

5) David A. Scrase: The Dialectic in W, Lehmann's Nature Imagery. Diss.
Masch., Indiana University, 1972.
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9) SW _III, p.113

10) Ruhm des Daseins, p.624; Epaphos, p.625; foerschwemnter Grund, p.508;
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4) The Poet as priest

In Lehmann's poetry, the function of the Poet is often depicted
as being that of intermediary between the transitory material exist-
ence of the things and the permanence which they can experience as
part of the poem. Through the Poct's intercession, the "salvation" of
the things of Nature is assured, and they can live on within the new
existence provided by the poen,

As has been stated before, for the things to be included into
the poem, the Poet must enjoy a close rolationship with the phecnomena
1) describes the linking of the things

of Nature with the Poet through the image of a covenant bein_ sealed

of Nature. The poem Der Bund,

between them:

Setzt der Sommer seinen Fuss

In das Schiff, das ihn cntftthrt,
Zuckt die Luft wie Wange, die
Unsiclitbare Geissel rihrt,

Abgebrochne Laute murmeln

Aus dem Vogelalphabet,

Junger Wiesenpieper, Hdnfling,
ber Stoppeln hergeweht,
Geigenstrich und Pizzicato,

Wird wie zweite Saat gesHt.

In den grtincen Mantel reisst
Wind und legt die FrUichte Dbloss;
Quitte unter grauem Flausch
Fiirchtet nicht fur ihren Schoss.

Ob den Rainfarn Regenhieb
Selbst zu Rute krtimmen mag?
Doch er richtet sich und hellt
Als ein Leuchter meinen Tag.

Um Gewitterlache sitzt
Fuhlerrege Weisslingsbrut;
Bleiche Schatten saugen sie
Dasein aus der Himmelsflut,

Hat es die Vernichtung eilig,
Seid mir, Erdezeichen, heilig,
Hellig jedes, und so kann es
Immer segnen unsern Bund:

Blut der Beere des Johannes
Keltere ich in den Mund.

At the beginning of the poem, the summer season is portrayed as being
carried off by a departing vessel. This personification of summer as

a passenger on board a ship indicates the subordination of things to
a higher power, that is to the unchanging laws of Nature. The painful
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aspect of Lhe passing of things, as experienced by the Poet, is alluded
to through the depiction of the air, wincing like cheeks, which are
lashed by invisible whips. The imagery of this first stanza evoies a
great sense of loss and a forboding of things to come.

The apparent loss of continuity caused by the departure of summer
is reflected in the broken off and "Pizzicato" sounds uttered by the
young meadow=-pipit and the linnet, These sounds are referred to as
constituting the alphabet of the birds. This image points to the in=-
clusion of the things onto the printed page as part of the poem, The
sounds are scattcred over the stubbles by the wind., Their dispersal
is likened to the second sowing of seeds. Thus, the c.ntinuation of
existence is hinted at, within the context of the Nature cycle and
within the pocnm.

The activity of the wind is tazen up again in the third stanza.
Here, its destroyin; effect is given emphasis with the denuding of
the trees of their leaves. Yet the quince, protccted from the cold by
its furry covering, has no fear for her "womb", Througn this image de-
picting the confidence of the things in the natural order, tie renewal
is assured.

The Poet poses a riaetoricsl question at the beginning of the fourth
stanza. He asiks 1f the ridge-fern will indeed remain bent like a rod
as a result of the heavy rain. It, however, ri hts itself to function
as a l-ntern, which serves to illuminate the Poet's day. It is at this
point that the Poet resolves his sense of louss, coming to terms with
the passage of things, understanding it as part of the natural order.

Thus, the change in the season, and hence the weather, appears
as a necessary and accpted part of natural existence, This is illu-
strated in the fifth stanza with the image of the newly-hatched cab-
bage=-butterflies, sucking their existence out of the flood from the
sky.

The threat of destruction has dissipated, In the last stanza,
the covenant between Poet and the things of Nature is sealed, This is
effected through the symbolic act of the Poet, crushing the red-cur-
rants in his mouth., The covenant represents the promise on the part
of Nature of the continuance of existence within the natural order;
on the part of the Poet, the existence of things will endure with
the writing of his poetry. This is suggested through the image evoking
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the christian sacrament of the holy communion., Just as Lhe partaking
of communion represents the transubstantiation of the body and blood,
so the ritual-like savouring of the "blood" of the red-currant by the
Poet represents his transformation of the physical substance of things

into the words which form his poetry.

In Der Bund, the sacred aspect of the Poet's function as inter-
mediary between the materisl existence of the thin,s and their exist-
ence on the printed page is illustrated through the image of the holy
covenant, Elsewhere, the sacred nature of the Poet's precsence is de-

picteds. In TUr ins Nichts, it was seen how tii. release of the sap over

the Poect's foot by the dying celandine was interpreted as an act of
anointments

Sch¥llkraut, eiliz verwoclkendes, salbt

Den Fuss ihr mit gelbem Saft.

Similarly, the Poet's foot is purified by the incoming tide in Arion:a)

Weiss wie BlUte des Holunders
Hat die Flut ihn schon veriklirt,

And in SpHdte Glut auf sarmem Land.i) the Poet's loins are washed by

the rain and fanned by the wind:

Die Lenden, die vom Regen hohl gewaschen sind,
FHchelt ein abessinisch heisser Wind.

In the poem Das Trankopfer,Q) the ancient ritual of tae priest

administering the sacrifice is evoked. Here, the Poet is depicted as
partaking of the libation in order that Odysseus can experience a
renewved existence:

Bin ich abschiedbereit,
Schatten, schatteninmitten,
Kommt verschollene Zeit
Wieder geschritten,

Aus der Grube, die grHbt
Odysseus, will es winken,
Leben, einmal gelebt,
Eile zu trinkenl!

wGlaube die Wiederkehr®,
L8chelt kiUhner Ulisses:
Traubenblau dunt das Meer,
Salzig gewisses.
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In Ger#ll pgreift der Zeh,
Da Schafe, Ziegen steigen,
K8ni; Admet wie je

So heute eigen.

Z8hen Macchiadorn

Fasst ihre heikle Zunge,

An KHrbis schnitzt und Horn
HUltender Junge.

Uoer der Insel stent Ruch,
Dattel, Orange, Mandel.
Versuch, Inbrunst, versuch
In Vers den Wandel.

Ehe die Stimme bricht,

Runde sich mein Gedicht,

Dass es, erinnertes Gluck,

Noch die Schatten entzlck!',

Schnell, denn ich sinke =~

Odysseus spricht:,Trinkel"
A merging effect is brought asbout between the present and the past
with the image of Lhe Poet entering into the '"middle" of the shadow.
A contrast is created here through the stated readiness of the Poet
to depart from the world of physical reality and the approacih of time
wihich once existed. The notion that this is an expericnce widich re-
peats itself is siven by the words "Wieder geschritten", Odysseus is
depicted as emurging from the legend, Here, the connection betwen the
libation and (ie resurrection of the past is established with the
instruction "kile zu trinkeni"

The notion of return is extended in the third stanza with the
reassurance uttered by Odysseus to the Poet to have faith in its in-
pending realismtion, This applies to the return of Odysseus himself
and the accompanying legend, and also the natural renewal, suggested
by the timelessness and certainty encapsulated in the image of the
rolling, dune-like sea, "Salzig gewlsses". The idea of immortality is
evoked through the reference to King Admetus, who, according to legend,
was granted reprieve from death by the god Apollo.

An atmosphere of abundanceisevoked in the sixth stanza. Here, the
intense ardour of the Poet is applied to bring about the transformation
of the past into the permanent presence of the poem. Then, before the
human voice can break the concentration, the Poet completes his poem.
At the same time, Odysseus is depicted as commanding the Poet to ad-
minister the libation. Odysseus' continued existence is now assured
within the framework of the poem, - )
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The priest's funciion of giving consolation tomthe dying is e-
voked in the poem Trost der B;gtte£.5) In this case, the Poet is de-
picted as giving, through his poetry, comfort to the departing things:

Finde ich dich, bin ich erst allein,
Willst du immer mein Erretter sein?

Zauberer, in Griin gekleidet,
Vogelhirt, der seine Ammern weldet,

Mit dem BlY¥ttermund, der klthl an meinen dr#ngt,
Still der Nachricht, die das Herz versengt,

Durch ein weissgeglithtes Sieb die Seele presst,
Nichts dem Nichts mehr Ubrig lHsst —,.

Bald hat ihrer sich der Zauberer bemeistert,
Dass sie sls ein grilner Fligel gzeistert.

Fern mir selber treibe ich so fort,
Uns behH8lt der gleiche Erdenort,

Die ihr rBchelt, die ihr schreit,
Grtiner Zauberer steht euch bereit.

Lass das tr#nenschiwvere Auge Ubergehn:

Leicnte BlHtler, werden wir uns wiedersehn.
An ambiguous situation is suggested by the title of the poem through
the double meaning; that can be attached to the word "BlHtter", Thus,
the title can refer to. the comnfort extended by the lcaves, which are
part of the natural world, or to the comnsclation given to the things
of Nature by the printed pages containing the poems, This ambiguity
extends into the poem itself., In the first stanza, the notion of sal=-
vation is introdyced with the word "Erretter", Here, the "saviour" can
refer to Nature, which will offer the Poet the unity with things which
he has lost, or it can apply to the Poet himself, who will save the
things by including them in his poetry. This notion of salvation ex-
tends into the third stanza with the image of the protecting shepherd
evoked by the word "Vogelhirtn,

Phyeical contact is made between Nature and Poet in the third
stanza in the form of a passionate kiss., Nature's mouth appears as a
cluster of leaves, The word "meinen" refers to the Poet's own "BlHtter-
mund", indicating his function of incorporating the things onto the
printed page. The fourth stanza describes the process of disassociation
of the physical substance from the "soul" = "Durch ein weissgeglithtes
Sieb die Seele presst". This applies to the stripping away of the
things' material substance, that is the act of their disappearing from
physical reality, and the Poet's own entrance into a state of substance-
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lessness. The dash at the end of the stanza appears as the hinge-
point, indicating the staje where body and soul separate - "Nichts
dem Nichts mehr fibrig l¥sst =,"

The Poel has now become the magician who has effected the trans-
formation. The result of the transformation is encapsulatkd in the
image of the green wing. The wing describes the lightness attained by
the Poet and the things, and the colour green refers to the Poet's
incorporation into the green paradise of Nature. The complete unity
of the Poet with the things is given in the sixth stanza - "Uns be-
hH1lt der gleiche Erdenort". The assurance that this unity will endure
is given in the following stanza - "Grilner Zauberer steht euch bereit",

In the final stanza, the contrasting images of heavy and light
appear. The sensation of heaviness applies to the things, who once
more fear for their transitoriness, and to the Poet, who once more
feels excluded from them. Then, in thec¢ final line, the assurance is
siven, that they, as part of the printed page - "leichte BlHtter" -
will nmeet again.

1

This theme of the CLhings being saved from oblivion by the Poet
has becen discussed before. In the poews whicih have been dealt with
previously, his priest-like function was not treated explicitly. How-

ever, for example, in Wohltat der Klage, it was seen how the creatures,

at the end of their earthly existence, supplicate the Poet, in order
that they can continue to exist, through his mediation, on the printed
page. In Die Bastei, the creatures are delivered from death in the
storm of transitoriness by the Poet. While they "sleep", they remain

protected "Sanft im Dichtermund",

The Poet appears in Lehmann's poetry, as the priest-like inter-
mediary, serving as the things' link between the transitory material
existence and the permanence of the poem. Through his mediation, the
things of Nature can continue to exist upon the printed page. In Der
Bund, the promise of the Poet to this effect is given by his sacra-
mental act of crushing the red-currants in his mouth., In Das Trank-
opfer, the Poet is depicted as administering the libation. Through
the drink-offering, the continued existence of the figure from Greek
legend, Odysseus, is assured. The priest's function of giving conso-
lation to the dying is evoked in Trost der BlHtter. In this poem, the
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departing things are comforted with the reassurance that they will
meet with the Poet, and hence achleve the permanence they desire,

on the printed page which contains the poem,

Footnotes

1) SWw _I1II, p.528
2) SW III, p.497
3) SW _III, p.431
L) sw I1I, p.651
5) 8w _III, p.515
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CONCLUSION

Through his poetry, Lehmann attempts to re-endow physical exist-
ence with the permanence which it has lost as a consequence of human
conceptualisation. In order that the things attain permanence, he be=
lieves that they must first of all be made to disappear from physical
reality = "Nur das Flfichtige bleibt treu'". Thus, the central feature
of his poetry involves the depicting of the process of disappearance

and renewal.

The first chapter of my thesis dealt with the different tech-
niques employed by Lechmann to depict the disappearance of things with-
in his poetry. This "disappearance" can refer to the departure of the
things in the natural world, or it can apply to tlhe Poet's own phys-
ical disappearance.

Disappearance of things is sometines represented as a withdrawal
into a state of inactivity characteriscd by their entrance into sleep.
The effect is thnatl of a vacuum being c¢reated which demands to be filled.
This filling of thec emptiness manifests itself in the form of a single
act of procreation which serves to encapsulate the entire natural re-
newal,.

The disappearance of the thing is somelimus brought about through
the depicting of it reducing into its genetic code, Within the genetic
code or regenerative concept, the germ to the new existence lies dor-
mant. Through his use of the seed as a symbol denoting perpetuation,
Lehmann is able to bring about the translation of the transitoriness
of the individual things' physical existence into the permanence of
the natural order.

In order that the existence of the individual things can continue
within the mind (and poetry) of the Poet after their physical passing,
a close relationship between Poet and Nature must exist., One precon-
dition for this close relationship is that the Poet accepts the pass-
ing of the things within the context of the Nature cycle. Through the
physical disappearance of the things, acceptance of their existence
as part of the permanence of the natural order on the Paet's part
is shown as taking place.
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Just as the vanishing of things leads to the Poet's acceptance
of Nature, his own disappearance serves to bring about his accept-
ance on the part of Nature. The Poet's disappearance is depicted as
being effected through his attaining a state of substancelessness. No
longer weighed down by his individuality, he merges with the phenomena
of Nature,

The second chapter treated the inclusion of the things into
poctry. Lehmann believes that, Jjust as the phenomena can live again
and agailn within the framework of the natural order, so too can they
continue to exist within the realm of his poetry.

Lehmann thus appears Lo presenl the poewm as a second existence,
In order to effect this, he attempts to demonstrate the inherently
close relationshlip whicn exists between poem and Nature. Through the
poen (and song), he is able to reflect the harmony, or temporary loss
of it, prevailing within the vorld of Nature at the time. The close
reiationship is also demonstrated through his equating of the poen
with the seed. Just as the seed possesses a pecrpetuating function, so
too does the poem., Within each lies the potentiality for a renewed
existcnce,

After their disappesrance from physical reality, the things can
then be included in the poem. Lehmann presents us with several images
depicting this process of incorporation into poetry. After the thing's
reduction to the seed, it reappears in the form of the words which
constitute the poem. As a result of their physical reduction to the
state of a fragrance, the phenomena will enter the poem as words. Du=-
ring the dream-existence experienced by the sleeping things, a merging
between dream and poem takes place and the things subsequently become
a part of the existence offered by the poem, Through the quotation,
the things are able to articulate themselves and are thus able to en-
ter into the poem on the level of speech.

The point of entry of the things into the poem is indicated, in
many cases, by the use of the grammatical device, the colon, This ap~-
pears as the "door" to the poem, through which the phenomena gain en-
try.

Entry by the Poet into the permanence of the natural order becomes
synonymous with his entrance into the poem itself. As part of his own
poetry, he is then able to Jjoin the things on the level of the word.
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The third chapter discussed the return of the things in a relig-
ious context. Through the intervention of tne various "supernatural”
forces, the renewal of the things within Nature is brought about.

Lehmann creates various forces which serve as catalysts to nat-
ural regencration. These forces include the "Stille", the "Ohnmacht"®
and "Verschwendung". They appear when activity in the world of Nature
is at its lowest. Through fneir appearance, procreative activity
througnout Nature is precipitated.

The figures from Greek and Roman mythology and from Arthurian
legend are depicted by Lehmann as inhabiting the world of Nature.
Their function is to bring about renewal through providing nourishment
to the things of Hature and to precipitate regeneration.

A notiovn which is connected with the theme of disappearance and
renewal is that of the "Nichts". The "Nichts" repnresents the state to
which the things withdraw after their passing. There, they are endowed
with the potential for regeneration. This regencration takes the form
of natural renewal and at thc same time the entry into a renewed exist-
ence within the poen,

The resuscitation of the thin_ s by the Poet within hi: poetry is
endowed witn a religious significance by Lehmann. The Poet is often
depicted as a priest, whose function is that of intermediary between
the transitory, material existence and the non-material permanence of
the poem, As a result of the Poet's intercession, the "salvation" of
the things is assured throu h their continued existence upon the
printed page.
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