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Abstract  

This t h e s i s  presents  not only a  t r a n s l a t i o n  of  t h e  twenty-six 

sonnets comprising t h e  f i r s t  p a r t  of  R i lke ' s  Sonnets To Orpheus, 

but  a l s o  a  d e t a i l e d  exp l i ca t ion  of t h e  poe t i c  methodology of t h e  

t r a n s l a t i o n s  by way of  extensive annotat ions on s p e c i f i c  i s s u e s  

confronting t h e  t r a n s l a t o r .  

The methods used t o  t r a n s l a t e  t h i s  sequence genera l ly  a r e  

derived from a  study of  modern American poet ry .  Ezra Pound and 

H.D. p r a c t i s e d  t r a n s l a t i o n  i n  t h e i r  s t u d i e s  of p o e t i c  c r a f t  a t  t h e  

beginning of  t h e  century,  and maintained a  working i n t e r e s t  i n  t h i s  

a c t i v i t y  throughout t h e i r  l i v e s  -- t h e  emphasis of t h e  a c t i v i t y  

s h i f t i n g  t o  an expressed need t o  "make it new" -- t h e  ontology of 

p o e t i c  form and content .  These concerns can be seen t o  culminate 

i n  Jack Sp ice r ' s  Af ter  Lorca, where t h e  t a s k  becomes not only t o  

b r i n g  over t h e  form and content of t h e  Spanish, but  a l s o  t o  follow 

t h e  transformations of  t h e  elements of  Lorca's landscapes as they 

a r e  brought i n t o  t h e  poe t - t r ans la to r ' s  own cosmology o r  v i s i o n  of  

t h i n g s .  

It should be mentioned here  t h a t  t h e  absence of rhyme schemes 

i n  t h e  English t r a n s l a t i o n s  of t h i s  t h e s i s  i s  q u i t e  d e l i b e r a t e ,  

and i s  grounded i n  i s s u e s  of poe t i c s  which have developed s ince  t h e  

t u r n  of  t h e  century -- summed up by T. S. E l i o t  with t h e  statement : 

iii 



"No vers  i s  l i b r e  f o r  t h e  man who w m t s  t o  do - 
instances where RJlke's rhymes e i t h e r  change, 

- 

a good job. ' Those 

modity, o r  add t o - t h e  

p r ~ ~ e s s i o n  of meanSngorAmw- i n  Ahe-gcma b e p c n h ~ ~ r e p ~ s ~ 4 & 1 ~  - -- - 

doubt, I have attempted t o  r e t a i n  the effect by s u b s t i t u t i n g  English 

rhymes i n  t h e i r  o r i g i n a l  place ; by, t h e  creat ion of a d i f f e r e n t  rhyme 

'designed t o  accomplish a s imi la r  f'unction; o r  i n  one s t r u c t u r e  

o r  onomatopoeic several alternately imagist ic ,  a l l i t e r a t i v e ,  

- 

ways. 
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INTRODUCTION - 

- - - - - - - - - - - - - -- -- -- - -- - 

These t r ans la%ions  a n d  t h e  annotat ions which accompany them a r e  

meant t o  o f f e r  t h e  reader  (as no doubt the  o r i g i n a l  intended)  a path 
t 

which,he o r  she m a y  follow. -- a path on which a world is discovered by 

w a y  of a bui ld ing  cons t ruc t  of song. Since t h e  spaces 6r dis tancee  

tha-t these  poems c r e a t e  remainle terna l ly  open, no at tempt  has been 
L 

made on my p a r t  t o  de l inea te ,  i n  an  in t roduct ion ,  R i l k e t s  a p p a ~ e n t  . 
- 

Weltanschauung. The concern here  is not so much Weltanschauung as 
! 

Weltentdeckung. Thus t h e  reader  may f ind ,  both i n  the  ' t rans la t ionb and 

i n  t h e  accornpitny2ng notes, i s s u e s  r a i s e d  which are not  e laborated on 

immediately, but c l a r i f i e d  much l a t e r  on i n  t h e  sequence, Those i s s u e s  
I 

the r eader  must keep suspended as  elements of the  metr ic  of  t h e  process  

of his discovery. The at tempt  of t h i s  t h e s i s  is not merely t o  present  

s t r a m l a t i o n  of t h e  f i r s t  p a r t  of the  Sonnets To Orpheus, but t o  

s i m u l t a n e k l y  l eave  g record and exp l i ca t ion  of t h e  methodology 

employed i n  t h a t  endeavour, This  t h e s i s  has  been undertaken i n  s p i t e  

of ,  o r  perhaps becauise o r *  t h e  f a i l u r e  of previous c r i t i c a l  modes t o  

dea l  with the  major i s s u e s  involved i n  a reading,  and henceaa  t r ans la - '  

t i o n  of R i l k e ' s  work. The most prevalent  of t h e s e  modes has been the  

phi losophical  -- i n  p a r t i c u l a r ,  t he  e x i s t e n t i a l :  

Wir verstpben d i e  ge ia teegeschlcht l iohe  S te l lung  Ri lkes  a m  besten, 
wean wir 3.hn i n  denselben Zusammenhang einordnen, de r  philosophisch 
i n  de r  EristenapIiilosophie, zum Ausdruck gekommezr ist. D a s  s o l 1  
ni,chtt bedmxten, xtass-m ir ~gen&~-~d~=~mmsrfgerrhtrsrntne~ang-- 
nit der  als E x i s t e ~ ~ ~ p h i l o s o p h i e  bezelchneten philosophiscben - 
S h m m n g  -gesbmbn- haette - - d a z c i s t & c ~ a n n n ~ ~ h t - m ~ 8 g 3 ; j l c b ,  - 

weil deren entscheidende Werke e r s t  nach seinem Tode erschienen 
s ind  - e r  verwendet darueber hinaus aueh n i c h t  den Begriff  der  
IGxistenz i n  besondern Sinn der  moderaen E x i s t e n z p h i ~ o s o ~ h i e ,  und 
e r  sp r i ch t l auch  sons t  n i c h t  d i e  Schulsprache de r  Existen%philoso- - 

phen, Wir verwenden den Begriff  de r -Ex i s t emphi losoph ie  i n  einem 
sehr vie1 wei tern  S i m ,  naemlich als Mamen .fuer s i n e  g r o s s e  umfas- 
sende Beweguag, d i e  i n  d iesen  Jahren d a s  gesamte g e i s t i g e  Leben 



d d -  --a - i ' .  

e r g r i f f e n  h a t  und s i c h , a u f  den verschiedenen a b l e t e n  in  e ine  
korrespondierenden W i s e  e i n h e i t l i c h  auswirkt. 1. , 3 

n ' 

reference to the problem of Daseln I n  sonnet I - 3) shal l  se rve '  t o  

in i t i a te  t h e  i s s u e  of these  tk-lations. The paragraph r e v e a l s  i t s '  ' 

a u t h o r t s  i n t e r e s t  t o  be a I1histopy of ideastt  r a t h e r  than  a atady i n  \ 
\ 

poetics.  I n  that Bollnow admits t h a t  Ri lke 'ases  n e i t h e r  the  term 
i 

"existence" i n  the  apecial sense of modern e x i s t e n t i a l  philosophy, 
- 1 -  

nor does he elsewhere use t h e  vocabulary of t h e - & e x i s t e n t i a l  school;  

and i n  so  far ps t h e  poet died some yea r s  before %he major t e x t s  of  

this "modern,-all enc~mpassing p h i l ~ s o p h i c a l  movementN were published, 
'cc, 

I consider  it  necessary t h a t  some o the r  methodology o r  c r i t i c a l  

vocabulary with which ' t o  approach the  t e x t s  of t h e  p o e t ' s  work be 

developed. I say "necessaryH because I do no,t t h a t  one under- 
1 

s t ands  the  work of any w r i t e r  "best" by t r a n s l a t i n g  t h a t  w r i t e r ' s  

vocabulary i n t o  t h a t  of another d isc ip l ine .  Any methodology o f  ' 
- 

approach t o  a w r i t e r ' s  work m t t s t  produce a vocabularg which dea l s  

d i r e c t l y  with t he  work i t s e l f ,  . and . not w i t h  a body of i d e a s  abs t rac ted  

from that workp s i n c e - t o  do the  l a t t e r  is t o  place any discuss ion  of 

t h e  work i n  a pos i t ion  twice ~emoved from that work: i.e. once by 

developing ?primary vocabulary of "ideasf1 o r  %onceptsn abstractted* 

from the'original, and twice by developing a secon&&ry vocabulary with  

which one then talks about those i d e a s  and concepts, as i f  they were 
--- - - - - - - - - - - - - - - - - - -- -- - - - - - -- -- - - - --- -- - - - - - - 

t he  work i t s e l f .  That o t h e r  methodology o r  critical vocabulary i a  

t o  t h e  work i t s e l f .  el he first c e n t r e s  on R l l k e l e  s ta tements  concerning 

h i s  own work, s p e c i f i c a l l y  t h e  Sonnets To Orpheus: 

. 



TO s lady who sou-ght t o  understand e of? t h e  S o d e t s  by'call@g . 
upon t h e  i d e a  of the  t ransmigrat ion ? f sou l s ,  Rl lke  wrote:. "You e e  
thinking too far ou t  beyond the  poem i tself  .'.. I bel ieve  that  no 

. poem 3 n  the-SoniStiF T 6  Urpheuism88ns a ~ t h i n g ' € E a X - i r n i  Tunr-. - - -- 
w r i t t e n  ou t  t h e r e , ' o f t e h ,  i t  is t r u e , ' w i t h  its most s e c r e t  name. .- 

A l l  !a l lus ionf  I am convinced would be ,cont radic tory  t o  the 
indescr ibable  'being there1 'of t h e  poem. 2. 

This  statement g ives  r i se  t o  two Nworksn Rilke demands of t h e  reader:  
. . 

a) B study of the  word in g r e a t  d e t a i l ,  rhi'ch i n  these  t rans la t ion;  + 

f i n d s  i ts  expression i n  an in tense  preoccupation with lex icographica l ,  

e t y m o l o g i ~  and - s y n t a c t i c a l  - ~ f ~ ~ ~ ~ ;  and,,, b) a c a r e f u l  study of t h e  
+* - - 

- % " "  ' 
b y t h o s "  i n  order  t o  uncover t h e  vl$e"@?fW-estt ) t h e  iconographical 

elements o f  t h e  sonnets. These two wworkqv~, once accomplished, g ive  - - 
I IL 

r i s e  t o  $he s&ond bas ic  entrance taken &$-;the work i t e e l f :  'a c r i t i c a l  
.I - 

and comparative reading of t h r e e  previously publ ished t r ans8a t ions  of - , 

t he  Sonnets To ~ r p h e u s  done by MacIntyre,  man, and er ter  Norton. B - Such a reading r e v e a l s  not  only t h a t  these  t h r e e  t r a n s l a  ons differ , 
I 3 

t o t d l y  among themselves, but,  (and t h i s  ia t h e  f a c t o r  most important 

fh $he prospect ive translatcvr),  they each reepe&ivelf d i f f e r  as much, 

i f  not mor'e, from t h e  o r ig ina l .  Ae is del inea ted  i n  s p e c i f i c  ine tances '  ' 
$-. 

throughout t h e  w t e s ,  MacIntyre's ffranslations c o n s i s t e n t l y  bmploy a 
d - 

v o c a b u l q  of %bstract iont t  and "idean where Rilke .uses 'objecttB and , 

"image;" Leishmants t r a n s l p t i q n e  consisten%ly employ a ttpoeticw ( i n  s 
i 

pe jo ra t ive  sense -- i.e. r e g u l a r l y  metr ica l ,  a rchaic ,  sweet, rhymed, 

aad archetypica l ly  imag i s t i c )  language i n  which any a n d ' a l l  p a r t i c a l -  

a r i t y - o f  -- --- the o r i g i n a l  - - disappears;  - - -- -- an& - Herter  - - - - - - Norton's t r a n s l a t i o n s ,  - -- 

7- -r 

While remain& i n  most case& refre~hinggly l i t e r a l ,  share &th those 

of MacIntyre and .Leierhman, an  i n a b i l i t y  t o  reproduce, i f  not  

- 
Vad, 

those more 'complicated grammatical ( s y n t & t i c a l )  passages ih t h e  

sonnets  where t h e  -poet addresses,  twough the s t r u c t u r e  of t h e  



9 language, 'a realm o r  rea lms bey&d the  h u w .  . , For exaplpl*, a l l  t h r e e  

&s t h e  doubling of pronouns i n  &net I -*26, a i c h  addresses  
- - - -  -- - - - - - ILL-.- w - - - -  - 

_.- i - - -  - 
Orpheus' P;wo m t u r e s ,  and through which the  e e n t r a l  metamokphoeis of 

9 

t h e  psem appears; and they a l l  miss the ' syn tac t i ca l  f a c t  t h a t  the  
3 

lldancerlt i n  sonnet I - 25 ie reminded of the  even t s  of h e r  l i f e  a f t e r  
\ 

she h a s  entered the  realm of t h e  dead, and t h a t  she is not the re fo re  

dis$layed OB/~ p i t i f u l  2erson t o  the  - p o &  (ihneh) ,  but  h e r  persona is ' - 
- Y 

used as an emblem of t h b  human condit ion of which she I s  a part .  The -- 
r" 

- - 

point  here  is  t h a t  a l l  previous t r a n s l a t o r s  and c r i t i c s  seem t o  have i 

0 - .  \ 

overlooked t h e  fact t h a t  language caa be rnet&orph33? i n  f o r m  as well  as 
', 

content ,  and that t h e r e f o r e  any vocabulary &  tax employed by t h e  
I .  I 

8 t r a n s l a t o r  r the  c r i t i c  must be equal $0 %Be capaci ty  df #e*,original  - 
'. * \ 

to hold both meaning and form.' Once one - r e a l i z e s  t h a t  the  thought of , 
' .  i- .! 

. t h e s e  sonnets,. and t h e  a c t i o n  of t h e  syntax which holds t h a t  ,thought,*- (,b,, 

, I 
m a y  movd i n  t h i s  pos t - ra t ional  manner i n  s p e c i f i c  ina tances ,  one is i 

I 

committed t o  ab'andon any a t t e q p t  b s t r a c t i n g  a Heltanschauunq, and ' 

0 gives  one's thought over  t o  dhe pro e s s  of ~ s l t e n t d e c k u n ~  t h a t  the  
/ - / 

ponnets  o f fe r .  - i 
&% , 6 - 

The tuo entrarncea i n t o l t h e  poetry de l inea ted  above are developed, 
F - 

most e f f e c t i v e l y  i n  csnjt&tion y i t h  a t h i r d  important entrance faken 

t o  the  work i t m l f  -- t h e  use  of modern American poe t i c s  as a methodo- 

logy of craft ' f o r  the , t r ans la t ions .  1111 th ree  of  these  ent rances  a r e  not * 
t r e a t e d  necessa rUj~-a@ c r i t l c a l  probbms; however they a r e  concerns whfch 

have made it  hecessary' t o  develop a poet ic  vocabulary t o  l e a d  question8 

of  meaning hack v t o  t h e  images of the  poems themselves, and.not  i n t o  
6 

4b 
the  malm of-disembodied i d e a s  o r  phi losophical  cons t ruc ts .  I n  order  t o  

._ .". c l a r i f y  t h i s  d i s t i n c t i o n  - between abstract thought o r  language ( i n  which 



,Y 5 - 

t h e  poem is subsumed e r  a cons t ruc t  of ideas) ,  an& passionate  &. 

P 
t b u g h *  or language C$n v h i c b  the-poent rqntam- v i s i b k  e tA+-rhyth- - 

- %  

mic record of ob jec t  and a c t i o n ) ,  It is u s e f u l  t o  look a t  Ezra po;ndta 
4 

summary of the  imagist  movement. An Itimage" he definesi 'as a n  " in te l l ec -  

' t u a l  and emotional complex i n  an  i n s t a n t  of time. " 3. This  ' d e f i n i t i o n  

was given r i s e  t o  by ,a s p e c i f i c a l l y  proposed poetics:  

1 ) Direc t  t reatment  of t h e  bthinglt  whether eub j e c t i v e  o r  
object ive.  

> - 2) To u s s a b s o l u t & l y  no word t h a t  does not  con t r ibu te  t o  t h  
presenta t ion ,  

3) A s  regarding rhythm: t o  compose i n ' t h e  sequen 
L$ phrase, n o t  i n  sequence of a metronome, 4. 

k 
1 and f i n d s  i ts r e s o l u t i o n  as an expressed methgdology,in t h e  tmagist  - = 

Rhythm. -- I be l i eve  i n  an "absolute rhythm," a rhythm, t h a t  is, 
i a  poetry which corresponds exact ly  t o  t h e  emotion ?r shade of 
emotion t o  be expressed. A man's rhythm must be in te rp re ta ldve ,  i t  
will be, the re fo re ,  14 $he end, h i s  own, uncounterf 
uncounterf e i t a b l e ,  
Symbols. -- I be l i eve  that the  proper and per fec t  
natural objec t ,  t h a t  i f  a man use usymbolsll he-mus 
that t h e i r  symbolic funct ion does not  obtrude; s o  t h a t  _a sense,  
and t h e  poe t i c  q u a l i t y  of  the passage, is no t  l o s t  t o  those'who do. 
not  understand t h e  symbol as such, t o  whom, f o r  ins tance ,  a hawk 
is a hawk, -" 

I i 
& 

2 
Technique. -- I be l i eve  n technique as t h e  t e s t  6f a 'manls  

' s i n c e r i t y ;  i n  law when it is asce r t a lnab le ;  i n  t h e  trampling dom 
of every convenkion t h a t  impedes,or obscures the  determination of 
the law, o r  t h e  p rec i se  ren i n  of t h e  impulm, 
Form. -- I t h i n k  there is tq%1 dw hs well as a ttsolibw contehi ,  - f t h a t  some poems may have formea a t r e e  has form, some as water 
poured i n t o  a qase. That moet symmetrscal forms have c e r t a i n  useg., 
That a vast number of s u b j e c t s  cannot be prqc ise ly ,  and the re fo re  
not  properly retidered i n  symmetrical forms. 5 ,  +-a 

fi  he simgla most .important - eff = t - o t - ~ o p o s e ~ ~ ~ i a a r " - ~ t ~ ~  -- - --T - - 

- - ~ ~ ~ e s s - ~ f W & ~ * - ~ t  th* W~~m~fitt?Lqttit%-*F~-i-et-th&t-fk - - -- - 

es tab l i shed  t h a t  t h e r e  is no quch t h i n g , a s  a "poetic language aa 
0 I 

such," It f reed  the p o e t i c s  and the  i n t e l l i g e n c e  of t h e  poem from a l l  
I 

s t r i c t u r e s  of  reason- and systema+ic form. Which is not  t o  say t h a t  
* 1' ' I  - 



thought ceased t o  be one of t h e  po les  of t h e  p o e t i c  process  -- q u i t e  on 

t h e  con t ra ry ,  i t  simply f reed  p o e t i c  thought and language from e x t e r n a l ,  

a r b i t r a r i l y  symmetrical measures, and allowed t h e  p o u n d  of p o e t i c  

thought t o  move back i n t o  t h e  p o s s i b i l i t i e s  of metr ic  and meaning 2 

t h e  s t r u c t u r e  and h i s t o r y  of language i t s e l f  as i t  showed f o r t h  t h i n g s  

i n  ac t ion .  Not l o g i c  o r  r a t i o n a l i t y  informs the  work, b u t  language, as 

it d i s p l a y s  a l i v i n g  a c t u a l  world. A s  W i l l i a n  Carlos W i l l i a m s  h a s  it i n  

t h e  opening of Paterson:  

Say it, no i d e a s  bu t  i n  t h i n g s  -" 6 .  

This  language o f  p o e t i c s ,  t h e  s t r u c t u r e  of which is of t h e  e a r  and t h e  

b r e a t h  a s  they g ive  shape t o  t h e  musical phrase, and t h e  content  of 

which is a movement o f  th ings ,  is summarized i n  t h e  opening l i n e s  of 

Char les  Olson 's  P r o j e c t i v e  Verse: 

( p r o j e c t i l e  (percuss ive  (prospect ive  

The NON-Projective 

( o r  what a French c r i t i c c a l l s  "closedn verse ,  t h a t  ve r se  which 
p r i n t  bred and which is p r e t t y  much what we have had, i n  English & 
American, and have still go t ,  d e s p i t e  t h e  work of Pound & Williams: 

i t  Led Keats a l r eady  a hundred y e a r s  ago, t o  s e e  i t  (Wordsworthts, 
Milton's) i n  t h e  l i g h t  of " the  E g o t i s t i c a l  Sublime;" and it 
p e r s i s t s ,  at t h i s  l a t t e r  day, as what you might c a l l  t h e  p r i v a l e -  
soul-at-any-public-wall) 

Verse now, 1950, i f  i t  is  t o  go ahead, i f  it is  t o  be of e s s e n t i a l  
use,  must I take  i t ,  ca tch  up and put  i n t o  i t s e l f  c e r t a i n  laws and 
p o s s i b i l i t i e s  of  t h e  brea th ,  of  t h e  brea th ing of t h e  man who 
w r i t e s  as wel l  as of h i s  l i s t e n i n g s .  (The revolout ion  of t h e  e a r ,  
1910, t h e  t rochee ' s  heave, a s k s  it of t h e  younger poets . )  7. 

Which is not  t o  say t h a t  I pretend t o  recognize a s i m i l a r i t y  of form 

between modern American p o e t i c s  and t h e  t i g h t l y  s t r u c t u r e d  sonnets  of 

R i l k e ' s  Sonnets To Orpheus; what I do recognize,  d e s p i t e  R i l k e ' s  

a t t a c k  on t h i n g s  ((American:" 



Mow, fr m &mica ,  empty ind i f fe ren t  th ings  a r e  crowding over t o  
us, aha things,  -1if e-dectom 6 A - h w - f P  t3ze8merf m~unCtsr--- ---- 

Is standing, i an American qpple o r  a grapevine there, '  has. nothing iq 
common with t h e  house, the  f r u i t ,  the  grape, i n t o  which went t h e  
hopes and meditations of our forefa thers  ... Animated t h ings ,  thitigs . 
experiepced by us, and t h a t  know us,  a r e  on t h e  decl ine arrd cannot 
be replaced 'any more. We a r e  perhaps the  last s t i l l Y o  have known 
such things. 8. 

is a s i m i l a r i t y  of concern f o r  a p a r t i c u l a r  kind of language which can 

hold 'on t o  the landscape, the  p a r t i c u l a r  end the  h i s to ry  o r  *tory which 

resides i n - i t .  Gep ta idy  Rilke would not t&ieeue,- in  t h e  l-i-ght of 
1 

the above statement, with Poundts and Williamst concentration on the  
A "  A 

p a r t i c u l a r  in both form and content, nor with Oldonas concentration on 
4 

- - - - 
the loca l  as it is informed by historg_. Thus t h e  "eart1 and the  Itbreath," 

I - 
,I 

while not' formal elements i n  the  Sonnets To Orpheus, a r e  d e f i n i t e  
. v 

q o n c e r n s  of content. I n  sonnet I - 3 Rilke drl*ra a sharp  j i s t i h c t i o n  4 

I J 

between %oy*l  o r ig ina t ing  from a breath which expresses %elf," and 
'\ 

*songt1 or ig&ting -from a breath informed by an outs ide through t h e  
I 

~ ! e ~ ~ c = "  We ~ e c o g n f a e  here an e f f o r t  of-%he language t o - m ~ v e  from llpsy&s" 

t o  "persona." It is prec ise ly  i n  t h i s  i s sue  of *personaH that form and 

content come together t o  c r e a t e  % ~ r l d . ~ *  Rilke's  i n t e r e s t  i n  t h e  

f igures  of the  poet and Vera as Npersonaen has its counterpart  i n  the  
. + 

' work of ma>or poets of the twentieth century. Ezra Pound, W i l l i a m  
* 

. ' Carlos Williams and Charles Olson a l l  begin t h e i r  major works speaking 

thrdugh 'a pereona, a mask t h a t  the sgul  reaps, and i t  ie  through t h i s  

' persona. t h a t  the  world is revealed wr "outside1* r a t h e r  than l*personsl.tt 
- - -- -- -- - - -- ---- -- - - -- -- 

Within t h i s  imaginbtiion of t h i n g ~ ,  the world gifis one a place -- one 

400s n o t  personalize o r  inveht %he world. Ezra ~ o n n d ' s  first poem i n  s 3 
I 

1 

co l l ec t ion  of hie shor te r  works e n t i t l e d  Personae begins iiith tbe  
- pX, 

I 

follolaing l i n e s ; '  - 
/" b 

I stood st$ll and was ' a ' t ree  amid the  wood, , 

A' 

Knowing the  t r u t h  of thdngs unseen before ... . 



Jack Spicer begins the  record of h i s  c r a f t  by adopting the persona of 

world is sha t t e red  and then reeal l*d a& she fo l love  the  metmorih08w - 
of t h e  personae as they adopt a n c t h e a  c a s t  as ide  one mask'after the  I 

other ,  Thu8.a poet ibs  which moves by personae rhoves the  cent re  of the- 
.- 

poem outs ide  of the  personal back Info the mul t ip l i c i ty  of "worldw -- 
t o  an outs ide  which is always l a r g e r  than the human. What f a sc ina tes  

111 Ri lke t s  Sonnets- To Omherus is the  very rnul t ip l ic t ty  o f  this image- - 

of t h e  centre. It i e  on t h i s  ground t h a t  a discussion of open 'form 

becomes re levant  r i t h  respe&t t o  the  ~ o n n a t e  -- not ' i n  t e r m s  of t h e .  
- 

s t r u c t u r e  of each separa te  poem, but  i n  terms oY the  n&rratire 

s t r u c t u r e  they propose together,  which can bes t  be defined a e  

of many turns;I1 o r  i n  mathematics Itof a curve, tbrning more 
than once around a pale,  of a function, r n ~ l t i f o r m ; ~  and i n  zoology 
" ~ i s i t i n g  memy kinds of flowers f o r  nectar,  as c e r t a i n  bees o r  
o ther  insects." 9,- 

- - - - i 
+ 

Let  us r e t u r n  f o r  a moment t o  Pound's statement t h a t  "most aymmetrfcal 

forms have certain uses." Now a sonnet, r i t h  Its symmetrical, double. 

movement of octave and s e s t e t ,  comprises one t u r n  about its own centre. 

(It is for t h i s  reason t h a t  the  l i n e  s t r u c t u r e  has  been r i g i d l y  adhered 

to i n  t h e  t r&lat ion.)  What' t h i s  mearra In  terms of the polytropic  form 

of the  l a r g e r  na r ra t ive  s t r u c t u r e  is t h a t  mmbei of adnnets m a y  i n  

fact be written i n  the  aeqkence -- each a 1*turn1I about an i n v i s i b l e  
- - --- - - - - - - - -- -- - -- - -- - - -- -- - - - - - - -- - - - - - - - 

centre. In  fact, each of the  sonnets m a y  be read separa te ly  -- they - 
other  sonnets in t h e  sequence. Thug while the  formal concer.ns of modern . 

American poetry have t h e i r  counterpart  i n  o d y  the  l a r g e s t  formal 

element of t h e  sonnets  To Orphdus, t h e  c o n ~ e r n s  of content and d i rec t ion  



a verg p a r t i c u l a r  degree, . " 

Final ly ,  the  ~ r o u h d  of modern Ameri can poetry has  increasingly 

moved t o  the etymological and the mythologigal, s ince  i t  is only on 

t h i s  ground t h a t  the  language 5% freeii i n  content t o  the  same degree 

as i t  has been freed i n  form. It is here t h a t  both the  individual  
d 

"wordH and the - as - a construct  of langugge is seen -v-! 
project ing a complete world o r  cosmology which includess not  only tv 
elemental' powers and ob jec t s  of t h a t  world, bu t  a l s o  its his tory ,  

ra ther - than  "a meanbg of o r  about that world.11 Thus we hive come f u l l  
4 1 

c i r c l e  from the o r i g i n a l  questL~n:  when Rilke warns about "going beyond 

w h a t  is fully wri t t en  out theraw ( i ~  word and syntax),  he i r s r  d i r ec t ing  - 
the reader back i n t o  the  word o r  language, i n t o  the  "secre t  namett &t 

. . 
" contains; The song then & the  meaning. It .is t r a n s l a t a b l e  only i n t o  

other  poems, i n t o  o ther  modes of thought, &f -any l o s s  i s  t o  be 
- 

avoided. !Chat the- notes  t o  the t r ane la t ions  presented i n  the body of ' 

C 
t h i a  t h e s i s  o f t en  uncover t h a t  "secret  name" is a: blasphemy'which is . 

unavoidable: (eg. i n  the  Image of the horseman has  been seen  the  

Centaur; i n  the  image of the  , tree,  Yagdrasil; i n  the  image of , f l igh t ,  

Icarue; e k e ) ,  These "secre t  namesBt have been revealed, however, % - 
only.  t o  make t h e  methodology of t r a n s l a t i o n  t h a t  much c lea re r?  None 

of those names appear i n  the,English versions -of the  poems, In all of 

appearing i n  t r a c e s  cmd fragments of an image of the  act;lvity which 
* .. 

or ig ina l ly  informed them, (c.f,  abqve, pg. 5 -- Pound's statement on \ 

tlagmbolism. lll). We a r e  not dealing here with uaymbolismtl o r  

\ 



which always proposes t h a t  the  world is re fe ren t i a l :  Le. ,  'that the 
- - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - 

L p a r t i c u l a r s  of .experience p l a t e  t o  o r  a r e  ined by a preexis tent  

form. Quite on the-cont rary ,  i n  the Sonneta To Orpheus, the  p a r t i c u l a r  

discovery preceeds, and i n  f a c t  replaces,  again and again,  any 

generali ty. ,  

These, then, e r e  t'he entrancks. As fhr as my' own stance t o  t h e  

f inished work goes, the  t r ans la t ions  r e f l e c t  not only P o u n d l ~  dictum 
- - - -  - - - 

i 

t~ the  poet- t ranslator ,  "make it new, but also,  Rilke s own 'poetics, - 7u4:. - '1 

Since Rilke himself i e  involved i n  this,Nmaklng * new," where the  % . n o ~ n ~ ~  

'ceaselessly becornea i n v i s i ~ l e  in t h e  neqky v i s i b l e -  space of t h e  

% n k n o ~ n , ~  the  t a s k  of the translatoi .  working within a f i e l d  defined 
7 

by ~okndts poe t i c s  of t r ans la t ion  becomes so much t h e  easier .  The 

d i f f i c u l t i e s  arisb i n  those ,I-nstances where an image o r  t h i n  must 

not only be "translated," (perhaps because it is too vague I. English, 

o r  perhaps because $nglish does not have the f a c i l i t y  f o r  thq t  

p a r t i c u l a r  kind of syntax o r  expression),  but "transformedon One of 

the d e a r e s t  ins tances  of such a case is the problem of the  word 
'- a 

Oeraet i n  sonnet I - 23. !l%e nay i n  which t h i s ' x o r d  .-- &as been r e m e d  / 

i n  English Is not meant t o  be a "translat ion" i n  the  usual  sense of 

the  word, but a *correspondence." A s  Jack Spicer says i n  After.Lorca; 

Things do not  connect; they correspond. That is what makesAt 
possible  f o r  a poet t o  t r a n s l a t e  r e a l  obJects,  t o  bring them 
across  language as e a s i l y  as he can bring them across  time. That 
t r e e  gou'saw i n  Spain i s  a t r e e  I could never'hsrve seen i n  

- - - - - - - - -- - - - pp -- -- - - - 

Ceitiforxsia, that  lemo6has >apaf farent 'snlei t lpanda d iP fe ren tp -  I 

taste, B U ~ - t h e  ans$er %s t h i s  -- every and every t i m e  has 
- - pa r e i l = p X T o  X o  Wiespond withyour-2sFBT-03 jet-- €hatXernon - 

' 

m a y  become this, lemon, o r  it may even become t h i s  piece of i 
, seaweed, o r  t h i s  p a r t i h l a r :  color  of gray an t h i s  ocean. One does 

not need t o  rlmagine t h a t  lemon; one needs t o  d iwover  it. 10, 1 
< . 

Tradi t ion ... means generations of diffsr&it  poets i n  d i f f e r e n t  



11 . , 'q. 

cocn t r i e s  pa t i en t ly  t e l l i n g  the erne s tory ,  wr i t ing  the  same poem, ' 
geij-ning and -1aaing-some t u  k ~ t h - ~ s ~ a r ~ - ~ - t r ~ ~  -- -- - 

course, never r e a l l y  los ing  anything, This haa nothing t o  do wi th  
calmness, classicism, temperament, o r  anything else .  Invention is 
merely the enemy of poetry. 11. 

It is on the above grounds t h a t  these t r ane le t ions  seek 'to 
< +  . 

accomplfsh what T.S, E l i o t  has sa id  of B.D.'s t r a n s l a t i o n s  of 

W i p e d e s r  to become "much nearer t o  both Greek and English than M r .  

Mnrrayts," 12, i - e , ,  c lose t o  the  language of the o r i g i n a l  & t o  the  

language of the translator.,  It 4s w i t i i n  t h i s  measure t h a t  the  
- 

I ,  -4 7 a- . - - * 
- 

' ' tmnsla t iona  should be judged; 

It remains now o'nly t o  summarize a f e u  d i rec t ions  i n  which t h i s  

s tance toward language and poet ics  bad*.  The f i r s t  is t h a t  language, 
r_ 

which constantly moves from the  v i s i b f l i t y  q f . i t s  p a s t  i n t o  the  " 

i n v i s i b i l i t y - o f  its fu ture  as i t  records the "real" o r  Dasein of the  * *  
present i n  the poem is, l i k e  the world o r  "speech of the  year," 

( s o m e t  I - 14) ALIVE, Thus, the c r i t i c a l  vocabulary which attempts 

t o  deal  with the  record of t h a t  poetry must be equal t o  -that k f e ,  

and myst not be,bound by the dead s t r i c t u r e s  and ca tegor ies  of reason; 

neit l ier  must i t  pretend t h a t  the  wri t ing is a matter of the  "personalt1 

o r  ( i .dt  t h e  ninsidetL recording the i n s i d e )  r a t h e r  than 

" sp i r i tb t  o r  Itmuse (i.8. the  ninsidet t  recording its outside).Rilke 

wrote: 

PsychoanalysLs is too basic  a help f o r  me, i t  helps  once and f o r  
- F, dl, it clears out,  and t o  f ind myself c leared out one day would . 

perhap-beeven tee2a-bge&+~4&w~ %i-s-die&ez+ - ----- -- 

- -  .-,,-keepsxe-thigoperatioa ~ c h a a n a l ~ a i s d , - i c o n - k h h -  - -- - + 

grea t  c lear ing  out t h a t  l i f e  does not do, -- from t h i ~ ~ c o r r e c t i n g  
of the whole h i t h e r t o  wr i t t en  page of l i f e  which I then imagine 
a l l  rewri t ten  i n  r ed  as i n  a school notebook -- a s i l l y  conception 
apd surely qu i t e  f a l s e  -- , but- t h a t  is how i t  loo& t o  me. 14. 

-. ,. . I am a f r a i d  of dis turbing bjr any c l a 8 s i f i c a t i o n  o r  survey, be 3 

i t  ever 's0 re l iev ing ,  a much Mgher.order whpge r i g h t ,  a f t e r  a l l  
, , 



t h a t  h a s  happened., I would have to acknowledge, even i f  it were t o  

... t he  t e r r i b l e  thing about a r t  is t h a t  the  f u r t h e r  one g e t s  i b  
it ,  the  , mope , i t  commits one t o  the highest ,  almost impossible, 16, 

The second i s  t h a t  the phenomenon of d i c t a i i o n  (Rilke wrote t h e  e n t i r e  
' 

f i r s t  part- of the Sonnete To Orpheus i n  t w ~  days of February, 1922, 
? b <  ' 

and he found l a t e r ,  i n  r e t rospec t ,  t h a t  he had t o  change not  a s i n g l e  

word) implies t h a t  langu e I t s e l f ,  i n  its p o s s i b i l i t i e s  of both 

content and form, i t 6 e  "higher and1 '  o r  Wspiritus munditr which spe- 

through the  voice of the  poet -- (see  sonnet I - J lrhere Wrue songw - ,  

is seen as, drift i n  the  - god. A riqd.", and s%&t I - 4, " s t ep  
- 

from time t o  time i n t o  t h a t  breath,which does not mean youn). Here 

language p laces  the  poet as a persona within a n  imagination: .language 
* 

uses the  poet, r a t h e r  than the poet using language, This  i s  the  place 

where we t r a d i t i o n a l l y  f ind  themuse$. Rilke has here  stepped i n t o  the, 

Q e i s t  der Sprache, the in te l l igenae  (Geist)  of which I s  not bound by, 
-, - 
but opens up i n t o  ecstasy ( s p i r i t  - Geist)  on t h e  one hand,-and 

- 

t e r r o r  (ghost - Geist)  on the other. Thus, espec ia l ly  i n  view of the a *L 

phenomenon of d i c t a t i o n  operating i n  the  writing of the sequence, the  
-r 

relexant  ques630n i n  terms of the  S o m e t s  To Orpheus is  not  one of 

developing a systematic' Weltanschauunq, but one of  discovery: Weltent- 
#* 

deckung, Tbe o r i t i c a l  vocabulary which at tempts  t o  dea l  wi th  a poe t i c s  

of t h i s  order must reveal  tha-t process of discovery, It m a y  conta in  no 

conclusioffs about Bit - -- herthe- lberl,d*t-~rtbc~ps~rc_h_ol~Ryn of the poet -- 

imagination and its elements unfold within the  work. I n  shor t ,  the  

b t r a n s l a t i o n  must remain t r u e  t o  the  openness of t h e  tex t .  
. 

Before proceeding i n t o  the  body of t h i s  t h e s i s ,  t h e  reader  should . 
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9 aware of the -lexicographical materiale used throuehout the notes: 
P 

Der Grosse Duden, Band 7, Merkunftswoerterbuch. 

The Concise Oxford English Dictionary. 

Webst er * s New International ,Dictionary, Second Editiop, unabridged. 
, 

The notes which accompany the trenslationk, providing an ongoing 

critical explication of the methodology, a l s o  include a comparative -. 
- 

commentary on thrde previously extaht &b~icahohs of tranditions 

of the  Sonnets TO Orpheus by M.D. Herter Noaton, C.F. MacIntyre, and, 
* 

J.B. Leishman, wherever such commentary was felt to be either 
- - 

necessary or appropriate. 
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\ + 

Da stieg e in  Baum. 0 reine Uebersteigung! 

0 Orpheus singtl 0 hoher Baum i m  Ohr! 

~ l n d  alles schwieg. Doch selbs i p  der Verschrei ,m yt- 
ging neuer'llnfang, Wink ugd Wandlung Tor. 

?Tiere aus S t i l l e  drangen aus dem klaren 

geloesten Wald vob Lager und Genist; 

un& da ergab s i c b ,  dasrt s i e  nicht aus  L i s t  

und nicht  aus lingst i n  s i c h  so l e i s e  raren, 

aus Hoeren. Bruellen, Schrei, Geraehr - - 

schien klein; i n  ihren Herzen. Und wo eben 

kenrm eine Huette w a r ,  die8 zu empfa~gen,- 

ein Vn~rschlupf aus dunkelstem Yerl && 
\ 

mit einem Bugang, desaen ~ f o s t e n  bebea, - 
, da schufst du ihnen Temgsl i m  Gehoer. 

- - - - - - - - - - - - - - - - - - - -. - - - -- +, -- ---- -- -- - -- 
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1 - 1  

2 - 
- - - - - - - -- --- -- - - - - - - - -- -- - -- - - - - - - - - - - 

.a 

1. 
There rose a t r ee ,  dh pure ascent! 

\ 
2. 3. 

Oh Orpheus sings! Oh high t r e e  within the  ea r l  
? - 

4. 
And all sound ceased, Yet still i n  t h i s  concealment 

prqceeded new beginnings, s igns ,  metamorphoses. 

5. 
Out of  the t ransparent  f o r e s t ?  from nes t  

6. 
and hiF, animals pressed but of s i l ence ;  - 
&d It- happenid there ,  t h a t  not c r a f t  g 

8. a 

and not fear made them so still 

but Bearing. Bellow, scream, roar - 

IQ. 
seemed as small i n  t h e i r  hearts.  And where of l a t e  - 

1. 
hardly a hut stood t h i s  t o  conceive, 

- 

a. 
a haven of darkest d e s i r e  

t 

offering, entrance with trembling gates ,  - 
there, i n  $he hearing, you b u i l t  them temples. 



1 ) M l k e  s use of t h e  word U e b e r s t e i m  *demands considerable. c a r e  

- on t h e  w t o f  -the - trans la tcw--ss lpe~-when-  s&n AIL ths light a f  -- - - -- 

h i s  use of s t i e g  i n  the  first p a r t  of t h e  l ine .  Both of these  worda 

have a common root ,  -- Steiaen,  indoeuropean,stei~,h,  -- schre i ten ,  - 

germanischen Sprachen nur r e s t h a f t  erhalten,  Z.B. in * s t e l &  Fusereg' 

(m,h,d. ' s a c '  , a.h.d. l s t l g '  ) , das Verb ha t  h i e r  von Anfang an d i e  

Bedeuhmg Ihinauf - Nnabschreiten, Uet te rn ' . "  We f i n d  the re fo re  a t  

t h e  root  of t h e  word a l i t e r a l  phgsical  a c t i v i t y  -- nwalkingll -- d & n g  
7 

With - the implied -landscape of t h i s  ac t iv i ty :  "the uqlf -- t he  "way"  o r  

"patht1 which constant ly  reappears throughout the  &u&. I n  vier of 
I 
i 

this, one cannot use the  word *transcensiontc a e  Maclntm and Leishman 

do, o r  "transoendencyn as Herter Norton does, s ince  Rilke does nbt., 
a 

-intend t o  focus our a t t e n t i o n  on a transcendence (he could bava used 

the  word i n  German), o r  a moving beyond o r  out  o f ,  but on the w a g  o r  

path of ascent i t s e l f  -- an ascent at i l l  roated i n  t h e  ground out -of  

which it has its o r i g i n  (image of t r e e  which s t r i v e s  upward #$ough 

l w e r  a f t e r  l a y e r  of branches o$Li  eo long as 'it rsmalos rooted i n  

the  ground).'Now l i t e r a l l y  rendered, Uebersteimag on these  terms 

would be tlasceneion,w but  I have. chosen the  i n f i n i t i v e  'rascentlt 

because -- - i t  . is an abs t rac t ion  of the  a c t i v i t y ,  and not t h e  abs t rac t ion  

of t h e  condition. This was necessarg because the word I had used t o  , 

- 
- p-pp - 

r a t h e r  , than  the  

hoher has been t r ans la ted  as 'high" an? notz P t a l l l t  as leishmkn, 2 )  - 



MacIntyre, and Her te r  Norton have, because t h e  image of t h e  t r e e  is 

here  meant by Rilke t o  be both t h e  s u b j e c t  o r  content  of  t h e  song, and 

simultaneously t h e  song i t s e l f ,  o r  form of t h e  song. Only if we s e e  

t h e  form and content  of t h e  song as one and t h e  same can we understand 

how t h e  t r e e  i n  t h e  first two l i n e s  moves from ou t s ide  t o  i n s i d e  t h e  

ear.  The Greek i d e a  of Harmonia was c o n c e n t r i c a l l y  and correspondingly 

l i k e  t h e  r i n g s  of a t r e e  o r  i ts ascending branches, not  

q u a l i t a t i v e  l i k e  our  p resen t  i d e a  of harmony: 

The extreme note  of one t e t r a c h o r d  ( f o r  example, E i n  t h e  d i a t o n i c  
t e t r a c h o r d  a l ready i l l u s t r a t e d )  might be taken a s  t h e  lowest  note 
o f  another  t e t r achord ,  thus: 

a g f e  
I 

i n  which case  t h e  t e t r a c h o r d s  were s a i d  t o  be conjunct ,  and t h e  
two toge the r  produced a s c a l e  of seven notes.  O r  t h e  added 
t e t r a c h o r d  could begin a t  t h e  d i s t a n c e  of a whole s t e p  from t h e  
extreme note of t h e  o r i g i n a l  t e t r achord ,  thus:  

A G F E  

i n  which case  t h e  t e t r a c h o r d s  were d i s j u n c t ,  and t h e  s c a l e  
produced was t h a t  of a whole octave. 

The p o s s i b i l i t y  of f u r t h e r  a d d i t i o n s  a t  e i t h e r  end of t h e  s c a l e  
would be immediately obvious, but  t h e  r e s u l t s  which followed t h e  
exc lus ive  use of e i t h e r  t h e  p r i n c i p l e  of conjunct ion  o r  t h a t  of 
d i s Junc t ion  were confusing. I f  t h e  conjunct  method were followed 
for every added t e t r a c h o r d ,  t h e  fol lowing s c a l e  would be produced. 
(We now c a p i t a l i z e  t h e  notes  of our o r i g i n a l  t e t r a c h o r d  only ,  t o  
show t h e  a d d i t i o n s  on e i t h e r  s i d e . )  

a g f e  

E D C B  



B 
5 

rJ7 18 
r 

A s c a l e  of t h i s  edit was not a theorem, but was a musical 
i 

actua l i ty .  The te which the  Greek applied t o  ths  jotning a f  
t s t rachords  was h moaia -- a word obviously very d i f f e r e n t  i n  

a, 

X 
ateang-ffw-ett-r - r ~  cleff-at%ve e f - tha+m&.- ~rowkBkskor~+f-~-- - -- 

Musical Thouaht, Donald No ~ e r b u s o n ,  Appleton - Century - -Crof ts ,  
inc-, N-L., 1959, pp. 14 - !5.) 

fa W w  of thia,-"highn mediates \ be een the two appearances pf the , 
t-( 

1 - 
tree,  v i a  an  image of the ony of ascending and 

descending sca les ,  a'taek which the  word "tall ,I t  (which previous 

Franslators  a r r ived  a t  because of t h e i r  focus on "treebr as object ,  

- o o t  image, and their-corr'es@mding negiect of the  h i s to r i c .  d i i le renoe  . - - 

between ideas  of harmony) cannot accomplish. 

3) I have P sed the  word nwithintf here r a t h e r  than the  more l i t e r a l  

win," i n  the transformatibnal aspect  of R i l k e l s  f i r s t  

v isua l ly  apprehended as a pure ascension, 
.a 

is, by the  magical power of Orpheusr song, t ramposed i n t o  the . 

l i s $ e n e r r s  organs of perception. The i n t e n t  of the  image is %he 
* .. 

. appearance of a microcosmic G e e  within the  channele and caverne o f ,  
/e 

€he ear, d i r e c t l y  correspondent to the  Wee seen with t h e o r g a n s  of - " - - 

s i g h t  -- a harmonizing o r  bringing i n t o  allignment of two previously 

d i f f e r e n t  and complete worlds of 811 of these moves withio . 
1 - 
k. 

the  first two l i n e s  of the f i r s t  poem introduce the  c o n d t m t l g  Lmplicft * 
nLeltmotiftt of the  e n t i r e  sequence -- t h a t  Orpheusf g i f P t o  man was 

1 
the f inding of a music which would make the trees dance according t o  

5 

h i s  w i l l ,  o r  t o  coerce.nature i n t o  following h i s  w i l l ,  but  the 

discoverg of a music through which a previously threatening, dark 
C 

nature,  which was only dimly and f e a r f u l l y  apprehended, could be seen - 

as dancing -- a music o r  poetry which could br ing t o  l i g h t  the  - 
- 'i 
\--I 

a . sympathetic correspondences between man and the  natural-mid. T h i s  . -- - - 

yiew allows us  b guess a t  what is meant by t h e  legend7.tha%-drpheus - / A' - -- ." 
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'+ . I < 
UinventedtI t h e r i t e s  o f  Dionysos -- rites which had t o  do mainly with + I  f 
t h e  - i m ~ ~ ~ l ~ ~ ~ e n a s a t i v ~ - ~ b e s ~ ~ - ~ e - n a ~ r i t ~ o r l d  ~ ~ d _ m a n ? s ~ - ~ ~  - 

par t i c ipa t ion  i n  them. These r i t e s  of e c s t a t i c  p a r t i c i p a t i o n  do hot  
'i .- 
J 

triumph over p h y ~ i c a l  death of  course, as Orpheus'' death at the  hande 
B 

of the  maenads t e l l s  us, Indeed he d ies  within the  r i t u a l  forms he 
* 

celebrates ,  Pe t  they #o triumph over the view t h a t  death is somehow 

a f i n a l  d is junct ive  epd, s ince  5 . the joy oi. nursing the  newbbrn, bbth, 

Wmn a n i m a l ,  is _kiedinextrAcably\to the  t e r r o r  of wanton- - - -  - 

dismemberment and d e a t h y i h e  maenad's dance. ( from Ihongsus. Myth 

And Cult ,  Walter F, Otto, Indiana U. Press,  1965, pp, 132.) 

P Doch s e l b s t  i s  hers  a s  "Yet still," c rea t ing  a'pI2n 4) - 
2 when seen i n  conJunction with the phrase " i w t h i s  ~ o n c e a l m e n t . ~  This 

is  meant t o  deal with the connotatdon Created by R i l k e l s  use of the 

word Verschweigung, meaning not only " to  keep something s i l e n t ,  t o  
,. 

keep 'mum' about it," but  a l ao  "a conspiracy." T h i s  connotation i a  

fcu. reaching i n  view of t h e  explicit and i m p l i c i t .  content ,  Exp l i c i t ly  ,-- - 
-- 1 

a v i s i b l e ,  external ly  ac t ive  and independent tree or -song enter ing a 

be- which corresponds to it i n s ide  the ear ,  i s  an image of an act 

of knowledge. This act  is transformational: when one begins t o  carry 

t h a t  image ins ide  onets  organs of perception and thought, one s i l e n c e s  

that external  thing -- it no longer needs t o  be present  t o  t h e  senses  

to'be known -- it can be s a l e n t l y  called to- mind anyyhere. Impl ic i t ly ,  

i t  a l s o  charac ter izes  the  knowledge here spoken of as Tknowledge of 

' the m y ~ t e r i e 9 ~  (v ia  the  meaning wconspirac&) l i k e  those of JZleusis4 

f o r  instance,  which'were kept s e c r e t  on paih of death* (We h a w  no - 
0 

concrete knowledge of those b y s t e r i e s  despi te  the  f a c t  that they were 

enacted every year f o r  over a thousand gears  as one of the most 
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important  myster ies  of t h e  anc ien t  world.) Now t h e  c h a r a c t e r i s t i c  of 

t h e  knowledge of an i n i t i a t e  i s  t h a t  it transforms not  p r imar i ly  t h e  

i n d i v i d u a l  and h i s  world, but  more important ly i t  i l l u m i n a t e s  t h e  t i e s  

and r e l a t i o n s h i p s  of t h a t  i n d i v i d u a l  - t o  h i s  world, and a s  a 

consequence t h e  ind iv idua l  and h i s  world a r e  understood o r  -- seen  a s  

changed. R i l k e l s  use of connota t ion  i n  t h i s  passage, and my 

corresponding pun, a r e  more c l e a r l y  understood i f  one remembers t h a t  

t h e  E leus in ian  myster ies  revealed  the  immortal i ty  of t h e  s o u l  by t h e  

d i sp lay  of a corresponding n a t u r a l  process  of r egenera t ion ,  ( t h e  

s u b j e c t  we know, it is .the @OJ of i t  t h a t  remains l o s t ) ,  and t h a t  

Ri lke  wrote t h e  Sonnets To Orpheus a s  a funera l  monument t o  h i s  

acquaintance Vera Ouckama Knoop. The "new beginnings, s i g n s ,  

metamorphoses" a r e  t o  be seen t h e r e f o r e ,  not  only a s  a r i s i n g  o u t  of  

- the  s e c r e t  s t i l l n e s s  of Vera, t h e  i n i t i a t e ' s ,  death,  bu t  a l s o  i n  a 

l a r g e r  sense  ( s i n c e  t h e  sonne t s  a r e  not  2 R i l k e ' s  acquaintance 

p r imar i ly ,  but t o  Orpheus h imsel f ,  t h e  inven to r  o r  reformer of  t h e  

r i t e s  of Dionysos -- one of  t h e  major f i g u r e s  a t  E l e u s i s )  they a r e  t o  

be seen  a s  t h e  legendary h i s t o r i c a l  event of discovery by Orpheus of 

t h i s  new knowledge ou t  of t h e  mysterious dark s t i l l n e s s  of  t h e  f o r e s t .  

( f o r  a d d i t i o n a l  informat ion  concerning Dionysos a t  E l e u s i s ,  see: Die 

W s t e r i e n  Von E l e u s i s ,  C. Kerenyi, Zuerich, 1962.) 

5 ) Rilke  uses  k l a r e n  ae loes ten ,  which means l i t e r a l l y  "c lea ru  and 

"loosenedu o r  ItsolvedH ( a s  i n  " to  so lve  a mysteryt1). "Transparentu 

r e t a i n s  both of these  meanings. 

61 The pun i n  English,  which works by syntax ,  i s  a l s o  p resen t  i n  

the German. Rilke says: T ie re  aus  S t i l l e  drangen, not T i e r e  d r a n ~ e n  

aus  S t i l l e  which is  i n  n a t u r a l  grammatical o rde r ,  the  former being - 



animal's crossing a threshold of communion --mot only da they emerge 

out of t he  s t i l l n e s s ,  they a l s o  bear its st : they are moulded fmm ?@ 
it and seen i n  the new l i g h t  of a suddenly usolvedtl mystery of dark, , 

tangled beast and f o r e s t  before t h e  song. is heard. 

7) The usual  t ransl 'a t ion of - da e r ~ a b  s i c h  is  H i t  came t o  pass," 

y e t  t h i s  would be inaccurate  her8 because of i t s ' C h r i s t i a n  connotation 
- - A -- - > 

of mutability. What Rilke is ce lebra t ing  here 18 not the  mutablb 

condition of all thfngs,  but an immortal - ,  event created within human 

h i s t o r y  o r  legend (see  Prometheus as a paral le l ) ,  t o  arhich human 

h i s to ry  is witness, and a f t e r  wUch the human condit ion is 

changed. It is not a p a r t  of a previous condition which the  human is 
4 

born into.  Thus theephrase I t i t  happened theren is more accurate  i n  t h a t  

what we are witness t o  he r s  is the ac tua l  moment of o r i g i n  i n  which we 

coas tan t ly 'pa r t i c ipa te  thereaf ter .  
- - - - - - - 

8) Rilke uses a conjugation of %.Q be,,' w e e n  here. I have used "€0 

makett instead: a) t o  carrg. forward the  notion of  the  &ian "out of 

(because o f )  c r a f t n  and "out of (because o f )  fearu i n  the  o r ig ina l ;  

b) f o r  metric considerations (see note # 9 below); and c) bdcauee the 

phrase #out  ofn bas already been used twice previously i n  t h e  s tanza 

with an e n t i r e l y  d i f f e r e n t  emphasis i n  rneani~g, and its r e p e t i t i o n  3, 
- 

again here would have made f o r  confusion and awkwardness i n  the pa t t e rn  

& IP-*bagfront m a . -  ------------ --------------- - - -2 

does is t o  s r r e s t  the  r e a d e r  at, the end of the second s tanza  and lead  

him back t o  its beginning, Its rhyme scheme is a very closed, c iycular  

cons tmct ibn  -- i t  does not l ead  d i r e c t l y  t o  the  f i r s t  s t m a  of the  



self-contained landscape of ac t iv i ty .  This accomplishes severa l  t h i n g s  

which I have attempted t o  dupl ica te  with: a) i n t e rna l  Phymaf, N1forest, 

nes t ,  l a i r ;  preesed, there;" b) paral le l ism,  "not c r a f t  and not fear ;"  

and c )  ending the stanza with the word tistill." A guspended dream-like 
S 

o r  s u r r e a l  landscape i n  which the reader is momentarily caught is 

created hy these forms, serving t o  i s o l a t e  the  phrase Itbat Bearing" 
- - - 

(ac tua l ly  the end'of the  sentence making up stanza two) from t h e  

' s t m a ,  because it properly belongs t o  and begias the  a c t i v i t x  and 

s u b j e c t  of the  sestet, which- i-s passive i n  opposition t o  t h e  pronomad 

dupl ica tes  and exp l i ca tes  the  s t r u c t u r e  of its f i r s t  two l i n e s ,  where' 

we a r e  presented with a t r e e  outs ide,  transformed and tmplanted ins ide  

the cavern o r  womb of the e a r  through the enchantment of bong. The 

sexual imagery is obvious. 
b- - 

ch the senteace i n  s 

 the octave penet ra tes  t h e  e e s t e t  by the  w a  
-- - -- -- - - - - - - - -  - 

tanza two pauses, ga the r s  i n  on i t s e l f ,  and 

t h r u s t s  i n t o  the  opening of s tanza  three. The p h a l l i c  image of the  

r i s i n g  t r k e ,  and the  corresponding vaginal image of t h e  entrance i n  

We laat atan%a hardly need comment. Yet t& ffx on the 'sexual aspect  
LL 

of t h e  imagery here would be naive. The question is: *how does i t  

operate within the  I f  we r e t u r n  tu the  first two l i n e s ,  and the  . 
mystery they present t o  us: %ow does the  outs ide  move i n t o  the  

showing it f o r t h  as an image of communion which can be recognized and 

experienced, and can and i s - c e l e b r a t e d  on t h a t  basis as a mystery, y e t  

it cannot be explained i i t h o u t  removing one's p a r t i c i p a t i o n  from it 



which would cause t h e  process t o  disappear before i t  could be examined. 
-- -- - - - - - - - --pap - -- - - -- .-A- p - -- 

Again, one does aat transcend the process -- one ascends i ts  orders 

(from knowledge presented t o  ma; of woman, and vice versa,  -- t he  first 

entrance of the.. rlother,l' 'to'knowledge of the  world, the  

of llothernessn), The en t rances - to  these o rde r s  arq 

- presided over by e s s e n t i a l l y  the  same mystery. . 

10) '#AsN has been inse r t ed  here t o  preserve the  p e r f e c t  balance of 
- - - - - uL 

t he  Qqpe-ldeutungN of  the German sentence: i.0; "emall i n  ( t o )  kheir  % 

I 

hearts* (outs ide) ,  and llsmall 8a (within) t h e i r  hea r t s*  ( ins ide) ,  

11) The word -Rklke uses here is empfangen, which in common usage 

mearm * to  welcomen or "to receive,tt -- Original ly  the  a c t i v e  taking up 

dr<taking upon oneself t h a t  which comes toward one, now usual ly the 

simple receiving of a thing. Already ib a.h.d. (intvaihan) e x i s t s  the  
I 

spec ia l  meaning "to become pregnant." So from the  begknnipg 'we have an 

actd.ve embrace, a conception. I used wconceive,tt because' the a l t e r n a t i v e  
- -  - -  - - - - - - - - - 

, . 
"an expectant hut  s tood t h i s  t o  receiven would focue on t h e  condition 

of t h e  hut  r a t h e r  than 06 t h a t  which was coming t o w e d  it -- a change - 

, 
i n  meaning which would have damaged the movement of the  poem.. In  order  

- 
tO r e t a i n  the inage of r e c e p t i v i t j  which ~ ~ c o n o e i ~ e ~ l  l eaves  out here, 

I have changed Ri lke t s  simple presentat ion of  an "entrancen (Zuaang) 

i n  l i n e  13, $0 the  qua l i f i ed  presentat ion "offer ing entrance." ' 

- .  

12) fiEavenlb as oposed t o  "sanctuaryu o r  be$ugerr%has been chosen, 

b e .  f t to harbour dark thoughts, desires.It) The poem leado one through .. 
t he  process of t h a t  t r e e  moving from outside,  t o  its correspondent 



Inside, through an image of accepted communion, semal and otherwise: 
*\ 





And almost a g i r l  i t  was and went forth 
1. 

from t h i s  joyful  an ion  o f  song and lyre, . 

shone clear splender through her s p ~ i n g  v e i l s  

and made h e r s e l f  a bed witbYn my ear.. , I * 

, 
1. 

And s l e p t  within me. And all was her, sleep: 
- - 

the  t r e e s  beheld in aonder, t h i s  
3. 

tangible  a s t a n c e ,  the  meadow's touch, 

and each amazement having come t o  me. 

s 

S f r e  s l e p t  the  world. Singfhg god, how have you 
9. 

perfected her, that  she should not desire ,  
& 

. even to awaken? See, she was bid r i s e ,  and slept. 

m e r e  is he& death? W i l l  you j e t  invent 
7 8. 

a s  motif , 'beigre your song is l o s t?  -- 
J 

--  - - Xnta_wktt-~pt_h_sBdoes s_bs-ei_nk' ,from me? . ; .A girl almost,. . , . A 



1)  The connotation of R i l k e t s  phrase einigen Qlueck has a very 
A -- 

speciid -agmicani ~ ~ m i  sonnet T -  7, w e  arepre88~te~w~mtb€&~ - L A - - -  - 

dna;li t ies inside/outs3.de, feminine/masculine. Here, these dual i t$es  

a r e  married irrto a."oneV -- the  root  of e i& i e  e, "one," and t h e  ' 

word i t s e l f ,  eiqigen, a l s o  means "agreement, accord.lf Now what iq 

brought i n t o  accord here.  i n  the image of a bard, is t he  
I 

outside of ;the l y r e ,  and the  ine ide  of the  song. This % m t ~ n , ~  which' 

as t6e  nature of joy i t s e l f .  I 

2) ' I have ended t h e  l i n e  with a f u l l  colon f o r  the  sake of 
- - - 

c l a r i t r ,  s ince  the  attempt of t h i s  s tanza is t o  present  the  marvellous 

and magical nature of the  w a g  the  external  world e n t e r s  the persona. 

The method i a  paradox, which preserves the dua l i ty  even within the  a c t  

Of union; ' L e e  the  externa l  world en te r s  the  perQona by taking B i m  up 

i n t o  its (or a, s ince  the  world is personif ied as a feminine e n t i t y  -- 
A --I_ - -- 

t h e  oppoaLte - t o  the persona's masculine e n t i t g )  - dream. 

3) - diese/fuehlbare -,  erne - d i e  gefuehl te  'Wiese -- l i t e r a l l y :  "this/ 

distance eble  t o  be f e l t  (physical ly) ,  the ,  feXt 

costinue the movement above -- t h a t  of marrying 

within t he  noneu of, he persona of the  poem. We 8* 
thia marriage of t he  opposites ie not e gtrdduct 

me ado^.^ These l i n e s  

the  f a r  and near 

f ind  however, that , 

of t h e  persona' s 
- -- _-- -- 

I Q i f o r t  o r  c r a f t  o r  even experience, but r a t h e r  is the  drew of t h i s  
' 

mysterious outs ide t l ~ t h e r n  which he can only approximately 
- - -- - - - - - - - -- - - - 

character ize ae "almost a girl .  ta ~ u r t h e r k d r e ,  t h i s  dream is seen a= 

a g i f t  -- "and each amazement having come t o  mew -- the persona I s  i n  

f a c t  magically taken up i n t o  t h e  dream of the  o ther ,  t o t a l l y  without 
1 " - - 

explanation and with the mystery absolutely maintained. 

I * 



4) Rilke ' s  use of begehrte-here, along_with its i s o l a t i o n  a t  the  

way' t h a t  t h e  reader  - - is l e d  immediately t o  connect its use t o  i ts use 
-< 

in l i n e  5 of sonnet  I - 3, and t o  focus on t h a t  whole sonnet 's  

concern with the  opposit ion of being t o  desire.  . 

5 )  erstand -- this word is a key both . to  the  movement of the  poem 

and t o  'the nar ra t ive  s t r u c t u r e  beginning to take shape through 

sonnets - I - 1 ,  I - 2 and I - 3. Its gul l ' s igni f icance  is rea l i zed  
- A > - - 

when one t r a c e s  the  etxrnology of t h e  word. The roo t  is  'stehen, 

indoeuropean st.(,h)Z -- !lst.and." Erstehen, which is r e l a t e d  t o  the  

word form a ~ f e r s t e ~ e n ,  m.h.-d. Iliferstqn, a,h,d. BfarstBn - -  &ch erfie- 

ben, vom Tode erstehen, begins t o  be r e s t r f c t e d  t o  a purely r e l ig ioue  - -- 
meaning only as l a t e  as n.h.d. I n  early n.h.d., e rs tehen means both 

Itto become," ."to come i n t o  being," a d  "to remain diatant,I1 " to be 

wanting." The i n t e r a c t i o n  of these  two meanings c r e a t e s  an under- 
. . 

standing - of the - "newly - createdH - as - a recognizable - - - -  presence - which - is, - 

however, still c lose ly  t i e d  t o  its absence -- indeed more so  than t o  

its presence. It is still held by t h a t  other  world o f  absence; it 
- 

keeps its 'distance f roq  t h e  already created -- it is rant ing ,  

iacomplete, and therefore inaccessable: the mystery of a new born 

c h i l d  a t  birth -- ne i the r  here nor there. This image of the  newly 

created,  r e f e r i a g  both t o - t h e  n g i r l n  and the sonnet Eiequence.itself 
. 

as it presents  i t s e l f  t o  the  poet, appears continuously throughout t h e  

poem i n  the  repeated phrase "almost a g i r l  frti.llras ,.," The d u d  play 

t r e t e n  -- n t o  step.awayt@ ' ( i n  the context of creation.;- from t h e  realm 

of 'not beihgr);  e n t ~ e h e n  -- "to 'avoid o r  escape from;11 sich erheben -- 



% raise oneself;tr and- werden -- Itto become," FinaFly, t he  a.h.d. 

+r&& mea-qo -&andtttp,- %+Pfse, rL-2be-retBe~begf w-~ne&&e-hwe-- - ---- 

a d i s t i n c t  connectton between t h i e  sonnet and I - 1 v i a  the  emphasis 

on "risetf ( s t e i ~ e n  - erstehen) and "becoming" (Da stieg e i n  Banm - g& 
erstand).  Through t h i s  connection, t h e  extreme sexual imagery of sonnet 

I - - 1  is qfrite conecionsly modified, since what is erstanden is "a g i r l ,  

a l r n ~ s t . ~  I n  the ko tes  t o  sonneb-I - 1 I have warned aga ins t  f ix ing  

mereL$-on the-mxtra l  -Bscause,Rilke concern ;Ls a She outside-or .. - - - -- -- 
5 

"other" moves I n t o a t h e  ins ide  of perception, and this process, w h i l e  . 

being Imagined as p a r t i c i p a t i n g  in the nature of sexual i ty ,  fs so  

imagined only as the  

opposites, S i a i l a r l y  

. i t s e l f  wit& or  gains  

- - - 

t o t a l  ex.tension of t h a t  procees: 1.e. not  

sexual i ty ,  b u t  a metaphor fop the  meeting of all 

here, i n  sonnet I - 2, t h e  w a y  the  outs ide  u n i t e s  

eqtrance t o  the persona is not by a s p e c l f l c a l ~ y  

human act, (911 of these s p e c i f i c  a c t s  remain incomplete -+ "almost a 

grrl it was") &x a t o t a l  imagination or-dream of 26s union of all - 

t h ings  -- %he slept the world," which includes h e r s e l f ,  t he  persons, 

and e multitude of o ther  things: (Ifand each amahment having come t o  

me"). The other  range bf  meanings, having t o  do with business and l ega l*  

tranaac&ions, makes t he  connectidn between somet;  I -. 1, I - 2 ,  and 

I - 3 more precise by c l a r i f y i n g  the  nar ra t ive  movement.- In this , 

category we find erstehen defined fen, aufersteken: Vn' der 
? ' e r s t en  Bedeutung *wit dem 17. Jahrbundert, e igen t l i ch  vom langen s$ehen 

be1 Verste&gerun~en; m,h.d. e r s t sn ,  sich erheben, (vom Tode) aufstehen, 

.entstehen, vor Gericht stehend erwerben", Three th ings  are of I n t e r e s t  

hers: a) t h e  notion of a purchase, kaufen; b) the  connection of  s- 
~ t e h e n  with a Vers te i~e runq  where one "stands out  one's bidn t i e s  t h e  



eretehen bf the  g i r l  in- t h i s  sonnet t o  the openning i&ga of sonnet 

vor Gericht etehend erwerben ( i n  conjunction with the  o t h e r  two '  
7 

meanings above) t o  the  phrase i n  sonnet I - 3 nibht  Werbung 
? 

endlich - noch e r r e i c h t e s  -- "not a bidding f o r  a th ing  a t  length  

I attained." Thus wi th in  the nar ra t ive  movement we f i n d  t h e  e x p l i c i t  

sexual imagery which opens the  sequence i n  sonnet X - 1, modified t o  

such -- - ah extent uL - - - t h a t  Lu A already i n  2 L a - L -  sonnet I - 3 Rilke . A c h a m c t e r i e e s  - - an - 

exclueively personal des i re  not only as e blindness ,  but as an 

# impediment: t o  a complete knowledge of world o r  cosmology. 

6) * br ief  note on R i l k e f s  rhymes, The scheme ABBA/CDDC/EFG/GFE, i n  - 
. . 2 

c6njunction with an a l l i t e r a t i v e  phrase and a reversed r e p e t i t i o n  of 

the  first, and las t  words, c r e a t e s  a t o t a l l y  v e i l e d  mystery within t h e  

poem. The s tanzas c lose  the  poem i n t o  ' i t s e l f  -- i n  f a c t  i t  goes on& 
,= 

around the  perimeter of the  hystery and ends with  an open question. . + 
4 

.I have attempted - - t o  approximate this - - -  with - a gtrongly ' a l l i t e r a t i v e  - - l i n e ,  
/ = -  

except f o r  the las t  l i n e s  which are l e f t  open -- s o m e t  I - 3 of course 

begins to point t o  the way t he  mystery may be approached. The open 

quest ion at  the end-of  bonnet I - 2, tlInto what depths does she  s i n k  

from me Is responded t o  by the  opening l i n e s  of sonnet I - 3; 

god may, b ~ t h o w , ~ t e l l  me, s h a l l /  a man follow him through the  

narrow lyre?" One understands t h i s  movement more e l e a r l y  i f  one 

remembers t h a t  the  "figuren o i  sonnet I - 2 &roaches from t h e  joyous 
- - -  - -- - - - - - - - - - - - -- 

union of song and l y r e ,  and i t  is down through t h i e  g a t e  of t h e  lyre 
- - - - - - - - - - - - - - -- - - - -- - -- - - --- - - -- - - -- - - -- - - - -- - - 

t h a t  t h e  image o f  the  g i r l  r e tu rns ,  and through which a god may pass 

eas i ly ,  One t h a w  immediately of Eermes, thb  o r i g i n a l  inventor  of t h e  

l y r e ,  (Homeric hymn 'to Hermes I); Dionysos' entrances through t h e  g a t e s  



of , the uliderworlb; and .the s t o r y  of ~ r p h - s  attempt t~ pass though 

dies -- t%histt c rea tes  a pun, the two re fe ren t& of which are: 73 - 
%ill you y e t  inveltt the remainder of he r  s t o r y  ,'I and ttwilL you (as - 
muse) y e t  grant m e  t h e  remainder of t h i s  sonnet sequence." 

8) The most l i t e r a l  t r a n s l a t i o n  of ---- eh s i c h  deln Lied verzehrte  

would be: %efore your song h a s  consumed However., t h e  word 

'Icons~med? caries -ah unwanted -connatation -in IGRgUsh, -especially in -- - - - 

view of the fact t h a t  throughout the sequence, Rilke constant ly  

con t ras t s  t h e  world of mechanized conenmption t o  the  world of organic  ' 
- - 

r e l a t i o n  propo-e-d-by the Orphic. 

8 

t he  phrase "h&monious joy,n which, q u i t e  a Yt 
from the  l d e r a l  inaccuracy, is unclesireable because 'of t h e  kind of 

harmony it ascribes t o  the Breeb .  (see note 2, somet I - 1) Leishman's 
- - -- - - -- -- - - -  - -  

Weep unsounded themen' does not appear i n  R i l k e R a  poem. Herker Norton 

uses nconsruned,m the undesirable connotations of which are discussed 

i n  note B above. 



e i n  Mann ihm folgen durch d i e  schmale Leiler? 

Sein Sinn &st Zwies$alt. An der Kseuzung zweier 

Her&ege itteht k s i n  Tempel fuer gall. . 

Gesang, wie bu ihn l e h r s t ,  ist n ich t  Begehr, 

n icht  lerbung urn e i n  endlich noch Erre ichtes ;  - 
.,- 

G e m s t  Dasein. Fuer den Q o t t  e i a  Leichtes. -a 

Wann aber s lnd  r l r ?  4Jnd warn velldet e r  

an usser  Se in  d i e  Erde und die Sterne? - 

- 
2' 

Dies i s t a  n i ch t ,  ~ u e n ~ l i n ~ ,  d a m  du l i e b s t ,  renn aach 

die  Stimme dam den Mtrnd dir aufstoesst ,  - lerne 

1 

vergesoen, dass drx aufsangst, Dae verr innt ,  

In Wahrheit singen, ist e i n  andrer Hauch. 



1. Z 
A god may. B U ~ '  how, t e l l  mey sha l l  

_I_ 

a man fo l ldx  him through the narrow lyre? 

- ,  
6. t. 

ways of the heart stands not Apollots temple, A" 

44 

- a - 

t 

. 
Song, as you teach i t ,  is not desire ,  I - 

- 9- - 40. - 
- 

not a bidding for a thing at length attained; - 

song is Being. For the god, a simple matter.. , 
It. , . 

But when - are we? And when shall he turn -- 
/ /: 

the earth and the st*lr,s to our being? - - - - -- - - 

/* 
t r4. 

Thie is not it, youth, that you 1o-k. So - 
6. 

the voice then breaks open your mouth, --learn - 

ri' 4- 6. n. 
to  forget that you, burst forth i n  sting. That wlthers i n  sand. 

rC. rt. 
To sing within truth is a different  aspiration; - 6 

20. PI. l;r. 
A breath about nothing. A d r i f t  ln the god. A wind. 

I 
- - - - - - - - - - -- -- - -- - - - - - - -- - - -- - -- -- - - 

- 71 - - - - A - - - - - -- -- -- ------- 4 

7 

4 



s ince  vermens is a con t rac t ioa  of verman Yet ~ i l k e  chooses t o  

coa t rac t  -- wants, I assume, a shor t ,  s imile ,  powerful sentence which. . 
, 

would present the  ease and power with which t h e  -act  is done. Mattar of 

f a ~ t a e s s ,  !Phus the  English must car ry  a weight of permission inherent  

i n  divine power -- a freedom and permission not  granted bjr t h e  words 

- - 
% e  ablet1 - o r  "can," whichboth imply-their- opp&ites bacagse. they" a r e  _ - L L  

9 strictly mechanical expressions, f*Mayff on the  o ther  hand assumes 

a b i l i t y ,  and grants  moral au thor i ty  on the  b a s i s  o q t h e  assumption of 

Sol1 -- l i t e r a l l y  "should, tf " s h a l l  ,n "is it  p o k i b l e  ," Hrnay,*l 2 )  - 
etc. " M a y t t  is not r j g h t  here s ince  .what is i n  question the c r a f t ,  I, 

4 o r  a b i l i t y  of man; not divine prerogative -- man must 10 low -- f ind  

I the way. wShalllt would be b e t t e r ,  s ince it would i n d i c a t e \ a  present 

attempt, which remains ongoing as the poem seeks t p  answer; - 

31 Of a l l  the  possible  a l t e rna t ives ,  %indft is probably bes t  here 

f o r > t h e  German Sfnn, i f  it is read i n  its l a r g e r  sense; i.0, t o  mean - 
both *meaningft (not, only the r a t iona l ,  but the emotional and ' e e e r i e n -  . 

tial as well -- i n  shor t ,  all ways accessable t o  the  mindfa d i f f e r e n t  

modes of thought) and t*purposeft o r  Ifchosen mode of action,* 
\ 

4) The Duden Herkunftswoerterbuch groups t h e  p r e f i x  swie- together  . -  - 
with the  English " t w i - "  and the  pref ixes  Itbitt and "di," meaning tftwo" 

- - - - - -- -- -- - - - - -- - - - - -- - - - - - ----- -- - 

o r  " into two." However, modern usage has expanded t h i s  o r l g i n a l  rneanfng 

meanings under ' Zwiespalt : Itdisunion, .discard, c o n f l i c t ,  s t r i . f e  schism, 

discrepancy, inner  conf l i c t ,  be a t  variance with." Thus, s ince  the  

meaning tltwolf ha s  moved i n t o  the background of contemporary usage, and 



i n  t h i s  instance,  

use in conrrection 

R i l k e . 1 ~  speaking 

df dual i ty ,  the  i o r d  "discordn has been chosen t6  t r a n s l a t e  Zwiesmlt  

A t  first s igh t ,  "discord* seems a s t range  word t o  
- 

arkth both a sonnet form and aa Orphic subject ,  Pet  

of t h e  god here -- a god whom ope know-from the  

context is not Apollo, whom we must euspect fqam the  context of the  

l a r g e r  work t o  ba Dionysos (s ince  i t  is with t h i s  god, and h i s  under- 
- - > - - - -  - -- - - 

. , 

world manifestation as ~ a d e &  t h a t  Orphene is associated end .whose 

r i t e s  he reforms) a d  y e t  rho appears from t h e  context of the sentence 

€0 be Kesmes.-This appareni strangenesre o f  tIie u s e  of the  word 

udiscordw disappears therefore,  once we r e a l i z e  t h a t  we can only be 

speaking of e i t h e r  Dionysos, whose r i t e s ,  high up i n  the  mountains, 

were performed by shrieking-maenads who pa r t i c ipa ted  i n  a fur iously 

possessed ddnce and t o r e  l i v e  animals - 
god "of t h e  dividing ways," patron of 

- -  - - - -  - - 

limb from limb, o r  Hermes, the  

thieves,  - t r i c k s t e r ,  -- messenger of - 
the  gods, and conveyor of sou l s  t o  the  underworld. I n  t h i s  l a s t  

function, (as wPs~chopomposN), he i e  of course d i r e c t l y  associated 
. 

with Hades - Dionysos, arid i t  is -probable t h a t  Ril.ke is being 

in ten t iona l ly  ambiguous as t o  wh5ch god is s p e c i f i c a l l y  meant here -- 
ce r t a in ly  the  phrase kein Tempe1 f a e r  Apoll i s  an open and leading 

- 

one: It begs the  question. Slnce r e  know that Orpheoe reformed the  

rltsa of Dionysos, &d t h a t  Rilke i n  t h i s  sonnet i s  attempting $0 
- - - -- -------p-----p-------- - -  

a r r i v e  at a statemeat concerning ntrue song,n the  word n d i s c ~ r d t l  is 
- - - -  --- - 

not only not out of place here,  but c o n f o r m r t r t h e  mythic process 

&tse l f ,  s ince  the ,sonnet  i n  i ts search t o  follow the  god i n  order t o  

discoveq the  poet ics  of t r u e  song, reenacts  and makes present  the  

o r i g i n a l  a c t i v i t y  of Orpheus himself, 
1 



because of its more cbncrete,  imagist ic  nature. The Germans&& 

kreuzen is ref lex ive  and thus always denotes an ac t ion  r a t h e r  than 

abstraction. , 

6) The l i t e r a l  '"ways of the  hearttt does qu i t e  wel l  as a tranela-  

t i o n  of Herzweae, s ince  i t  includes i n  its range of meanings t h e  

physical  blood vesse ls  of the  hear t ,  a l l  t he  way over t o  the  no& 
- - - - - - - A A A -- A - - - - - - 

physical  conflicts of emotion and directfon, Furthermore, the word 

liwciystB. begina, i n  t h i s  sondet, t o  i n i t i a t e  a whole s e r i e s  of images 

o f  t h e  trwaytt of the-surmetsequence (and hence of the iratxgination 

i t s e l f )  as i t  revea l s  fts shape t o  an ever g r e a t e r  ex tent  In t h e  

l a b r  poems. "Waysw also  includes of course, the  meaning as 

I had o r ig ina l ly  t r ans la t ed  it. I mention t h i s  s p e c i f i c a l l y  because 

i n  Homeric Greek; "the word f o r  song means path, and the  path is h 

composed of the  formulae, which enable the  poet t o  f ind  h i s  w a y  
- - - -- - - - -  - - -- , --- - - 

through his material." (from From Mycenae To Homer, by T.B,L. Webster, 

~ e t h u e n  & Co. Ltd., London, 1964, pp. 132). This connection makes 

even more sease when we r e a l i z e  t h a t  Hermes, *the god of the  dividing 

is the inventor  of t h e  lyre (he l a t e r  b a r t e r s  it - t o  Apolla), 

and t h e  kind of song we are dealing with i n  t h e  Sonnets To Orvheus ' 

is t h e  song of the "double realmtt (see eqpecially sonnets  I - 8 , a n a  

x of a god here and the  mention of a temple beg& t he  question. To aay, 

theref.ore,, "stands no temple f o r  ApolLoW emphasPzes the  phraae - "no 
4 

templen which t h e  word WApollo" would then merely modify. If read '  



and would f ind himself with ne i the r  a god nor a temple a t  the  end of 

four l ines .  TBis cannot be so,  however, s ince  the d i v i n i t y  is 

emphasized throughout the poem. Therefore t o  t r a n s l a t e  t h e  phrase as 
. I 

I have done, tletands not Apollols templestt is t o  affirm t h a t  a 

d iv in i ty  Is present and h a s  a place of worship, but t h a t  t h a t  d iv in i ty  

is not Apollio, bu t  r a t h e r  t h e  one o r  ones - alluded t o  by the  phrase 
A 

- - -  - A -  - - - -  - 

Sein Sinn ist Zw1espal.t i n  l i n e  2. 
--7 

&) "DesireN is the  best  a l t e r n a t i v e  f o r  B e ~ e h r ,  s ince  i t  is deter& 

mined by the i ssue-bf  filovetl r a i s e d  in I i n e  10. 
- 

9 )  "a bidding forN is ueed hare ra the r  than nthe court ing ofst! 

s ince ' ~ i l k e t ~  use of Werbunp, (which i n  common usage means "advertisingtr), 

is too pe jora t ive  t o  allow the  uee of a word suggesting troubador - 

love ly r i ca .  Rilke has a d i f f e r e n t  Wnd of love song i n  mind here -- 
i.e. the  one which sees  only its immediate - - object ,  - - and not a world o r  - 

landscape i n  Which t h a t  objec t  and one's love f o r  i t  is given a place. 

Also, the overa l l  na r ra t ive  movement through the sequence demands that 

a t  t h i s  point,  w i t h  t h i s  word, the whole previous sexual imagery be 

put sharply i n t o  focus -- L e e ,  t h a t  song is sot derely the record 

o r  a bid f o r  love, but on the  contrary, t h a t  t r u l y  insp i red  song comes 

t o  and overpowers a l l  t h e  s ingerf is  f a c u l t i e s  i n  t h e  same way t h a t  love 

i t s e l f  does: from outside himself, from some "othert1 whose dlmehsions 
_ - - - - - -- 

a r e  divine aad dnto rhoee realm o r  lanqscape the s inger  is taken up. 
TO) - - -  - - - --- - - 

erman phrase endlich - noch Erre ichtes  as i t  is used here is 

d e f i n i t e l y  a closed construct ion implying a s p e c i f i c  end, the 

achievement of which would simultaneously annul the  raison d l e t r e  of 

the %ong." Since i t  is on t h i s  ground '(1.e. t h a t  the  g o u t h f s  song 



dl1 not go beyond t h e  experience of personal des i re ) - . tha t  Rilke 
- - -  - - - - - - - - - - -- -LA - - ~ - ~ ~ - I L L -  -- -- 

r e j e c t s  t h a t  type of l y r i c  l a t e r ,  it is log iqa l  t h a t  t h e  theme'be 
. , 

introduced a t  t h i s  point  i n  the  poem, I n  v i e r  of t h i s ,  "a thing a t  
C 

length  at ta ined" is as exact a t r ans la t ion  as 

11)  This sentence remains questionable to  me, perhaps because it 

depends i n  German as well  as i n  E n g l i ~ h  too much on the  i t a l l i c s .  

S imi lar i ly ,  i n  l i n e  10, k usual reading i n  both languages would have 
- - -  - -- - - -- A - - 

the  s t r e s s  f a l l  on but Rilke obiionsly r a n t s  t o  oppoae "beingtt 

t o  rkde&re," which is the  reason 'he i t a l i c i z e s  "gr8 here. 

warm-wendet er- an w e r  Sein -- l i t e r a l l y  "when turns ( sha l l -  - 12) 
--T-- 

he turn)  he t o  our .beina, t i ,yet  i n  the  German we must deal  with a plur 
t 

on anwenden, which rn "apply to" i n  the sense  t h a t  one appliea t o  

a thing o r  s i t u a t i o n  another thing o r  s i t u a t i o n  which is b e f i t t i n g  

t o  it. Thus t h i s  construct ion saggests  not only a turning of the 
i 

heavens and the  e a r t h  t o  our being, i.e, for our use o r  t o  our benef i t ,  
- - - - -  - - - - - - 

but a l s o  t h a t  i m p l i c i t , i n  t h i s  turning l i e s p a  sympathetic harmony 

which extends far beyond the  base notion of simple use gf the  cosmos. 

It auggests the  achievement of a harmony,'the ground of which l i e s  

in the assumption of a sympathetic r e l a t i o n  between man and cosmos -- 
man as micrdcosmos. Furthermore, Rilke has used the  v i sua l  and tonal  

rhyme of the  final word of l i n e  8, "er," i n  the  cent re  o f  the last  

word i n  l i n e  9, Sterne. What t h i s  does is place the,god i n  t h e  cent re  
. . 

- - o f  *at* *r tu----lre i*imp%fc&t-**w&t*---h+&efiy 120& -' 

, -  ----- E W V ~  i-f, -&&~st&~ $%WE v M M -  &%-wi-th%s it- a L t b ~ ~ t h e -  - -- -- 

stars and the  e a r t h  tu rn  themselves. I have sought t o  r ec rea te  this 

by introducing a dash af ter  "turn." so t h a t '  i n  the l i s t e n i n g  we hear 

ffrst the  god turning,  then with him t h e  e a r t h  and -stars, 'eince man 



within the  poem begins by following the god until  the movement turns 
- - - -  ---- - -- - -  - -- - - - -- - -A- --- -pi 

back on i t s e l f  and t h e  landscape is transformed. We end, i n  the  poem, . 

* * 
within the  body of the  &d, which is of course t h e  condition of t h e  

e a r t h  and the stars i n  harmony wi th  our being. 

3 The sentence has  been inverted t o  strengthen the  iden t i f i ca -  

t i o n  del ineated i n  note #12 above, Within the  sonnet we have moved ._ . - 

from the  octave t o  the  s e s t e t  i n  these two l i n e s ,  and by placing "manw 
-- A- P A  - - -- 

at-  the end of the  l i n e s ,  the  movement of the poem is c l a r i f i e d ;  i.e. 

whi3e i n  the  first 8 l i n e s  the  outs ide a l igns  i t s e l f ,  i n  the foUowing 

- 6 U n e s  mart. himself is-*err up An t h i s  alignmekt* -- 

wenn auch c d  mean "even i f , "  ,or the  expressions ltsoll or nso 14) - - 
'uhatw ( in ter rogat ive ,  leading). My use of "so," and a breaking o f ~ t h e  

* 

, sentence, adds c l a r i t y  and provides the  more exact tone suggested by 

the  pun i n  the following l ine .  

1% Sttossen means "to bump," but c a r r i e s  none of the  mildness of 
- - - - - - - - - - - - -  - 

the  English word. I t  is the  kind of bump experienced by a piano edge 

h i t t i n g  a wall, & ' b a t t e r i n g  ram h i t t i n g  a door, o r  an elbow h i t t i n g  

ones r i b s  -- nbashw would perhaps be closer ,  Aufstossen thqs  means 

nto b a t t e r  o r  bash open," Pe t  the  l i n e  d e o  contains  a s p i t e f u l  pun, 

eince Aufstossen a l s o  &tans "to belchan By lending the auditory 

image of a belch t o  the  love l y r i c s  here al luded to ,  and opposing 

these t o  "true" singing, Rilke c l ea r ly  ind ica tes  t h a t  theselove songs 
- - - - - - - - - - - e x W e s s - y e  mnger  * s-SS€Tsf t%n w i t b , p r i n d u Q S n i i ,  how 

- - - --- - - itis g s r  3 m r e f t k h r k b - f I O w e v e r ~ -  t i r - s e w r ~ + r ~ ~ ~ n s t r U F t ; l o n  ts- - - -- -- 

* mediated t o  some extent  by the  f a c t  t h a t  t h i s  is not the  kind of pun 

t h a t  works grammatically wj.thin the sentence i f  the  meaning "to belchn 

Is subs t i tu ted  f o r  " to  break open." The pejora t ive  notion en te r s  the , 



- a" 
. r eader ' s  perception only when the  word aufs toess t  is takes out of 

r e f e r r i n g  t o  the s inger  a s  a wrQuthN who m a y  y e t  l e a r n  t o  s ing  within 

. -  the t r u t h .  The use of "break," i n  conjunction with a modification of 

the foliowing l i n e  a&oaches these prcrblems. 

16) Because of the  damaging sever i ty  of t h e  pun i n  the  pr&ious 

l i n e ,  the  phrase dass & aufsangst must contain the  notion t h a t  the 
- - - - - A - - _ 

subject  of the -song was the  self .l* f here fore the  t r a n s l a t i o n  must 

remain literal i n  the  rendering of the phrase dass  da aufoangst, and 

mrtst , indicate an undesirqable self-expression in what was sung. The 

pun contaiqed i n  the  phrase * tha t  you bur& f o r t h  i n  songft handles 

t h i o  'problem, i n  t h a t  i t  means not only t h a t  the  s inger  d id  sing, but 

aleo,  i f  read another way, t h a t  i t  was the s inger  h i e s e l f  rho burs t  
C 

for th  i n  a r a t h e r  messy indulgence of self-expression. 

Das verr innt .  T h i s  expression r e f e r s  i n  German t o  the 17) - 
- - - - -  - -- - - - - - -A - 

a c t i v i t y  of a l i q u i d  disappearing. The two most common ins tances  

brought to t h e  immediate v isua l  imagination a r e  those of water 

running of f  i n  a l l  d i rec t ions  from the  crown of a rounded surface,  

(eg. a h i l l ) ,  o r  of a r i v e r  s p l i t t i n g  of f  i n t o  many arms and dis- 

appearing i n  the  sand o f , a  desert .  Of the two, I have chosen t h e  

second t o  c rea te  i n  image the  in tense  v isua l  experience of the german 

condemned as self-ekpressibn 0- of thrus t ing  out  what is within. The 

a l t e r n a t i v e  must therefore be a pa r t i c ipa t ion  -- t he  experience of 

being taken up i n t o  what is without the se l f .  The f i r s t  key t o  t h i s  



appears i n  t h a t  business of the stars nd the  ea r th  turning about man 
- - - - - -  i -  t 

In a e m p a t h e t i c  harmony, and t h i s  is corroborated by the  density of a 

meanings i n  the last  2 l i n e s  of the  poem. I have therefore  chosen t o  . 

move of f  the  l i t e r a l  t o  s t rengthen the notion of the  s inger  s inging 

from w i t h i n  a cosmos -- out'of an order large& than himself -- and . 

have chosen, coheequently, t o  use the phrase "within * t ru than  

19) Hauch -- Itbreath, breathing, gent le  breeze, whiff, waft, 
- - -- - - 

asp i ra t ion ,  bloom, film; A t inge.  t r a c e ,  touch.." I have chosen Gaspiraw 

kionft f o r  a var ie ty  of reasons. Contextually of course, i t  

i n  t h a t  e x p l i c i t l y ,  the  sonnet is _an Itqdvj.ce t o  a young pget.It&t i n  
c 

a deeper sense, the  poet has moved here i n  the  las t  s tanza  
f 

l a r g e r  o ~ d e r ;  i n t o  a world of the  Itholy s p i r i t n  and a lso ,  bec the  

world has  turned, the  t l s p i t i t u s  m~ndi .~I  ltAspiration'l of course, 

contains  the  w ~ r d  t t s p i r i t t t  (from the l a t i n  s p i r i t u e  - "breathn),  and 

thus allowe a l l  of these meanings t o  cop6nse  around i t s e l f .  

;'Aspirationt1 means l i t e r a l l y *  ~ h k s i r d b i t i o n ,  drawing 2 breath1' 

(OED), the l a t t e r e b b e i n g  most important here i n  the  a b b e  bentioned 

sense, and a l s o  because the  a c t  of breathing is an a c t  of communion 

with an externa l  world which en te r s  man and vice versa. F ina l ly ,  an 

?aspi ra tew sound 58 one pronounced with an "h," which takes  u s  r i g h t  

back t o  R i l k e l s  use of the  word Hauch, 

20 1 !Chis second use of the  word Hatch I have t r a n s l a t e d  as %reathtt 

taken up i n t o  an outs ide is complete t o  the extent  t h a t  only the  

communion remains. The separate  i d e n t i t y  of the i n d i v i d u d  has t o t a l l y  
& 7 

r" disappeared i n  the taking up of the  l a r g e  -- 1.t l a  now a "breath 



about n ~ t h i n g , ~  no t  a belch ou t  of a very d e f i G t e  something* 

21 ) 'tabout?, is-more accurate  than 8taround, s ince  t h e  Germ= use -- - L- - - 

of - urn i n  t h i s  case is ambiguous ( a s  is the  English tlaboutll) ; i,e, can 

mean both llaroundH and %oncerning." I n  view of Rillsets previous 

r e j e c t i o n  of des i re  ( l i n e  5 ) ,  the preservat ion of t h i s  arnbiguitg 
' 

4 

seems necessary and must be ln tent lonal .  

22) ' Wehn -- a pun which includes an enormous range of meanings and 

r e s t s  - on a - contract ion -- A of Wehen. Some_of these A a r e : =  - -- _ nspre - -9- _ - _  -_ 

painful,  aching, wrench, roe,  cause pain,  grieve,  hurt ;"  Wehe -- 1 

"dr i f t t t  (snow, sand); Wehen -- nlabour-pains, t r a v a i l ; "  Wehen -7 "blow, 4 

d r i f t ,  waft, f l u t t e r ,  wave, l i v e ,  reign;" and the construct ions Weh--- 
?A -- ~ w o e f u l l * c r i e s ,  wail, lament, p l a i n t i v e  cries, melancholy,-uist- 

fu l lnese ,  nostalgia ,  e t co t1  Now the  previous emphasis on "breath," and 

t h e  following phrase Ha wind" would seem t o  d i r e c t  one toward those 

meanings which have t o  do s p e c i f i c a l l y  with "windH and Its a c t i v i t y ,  

Wehen. Yet Rilkeg s contract ion Wehn d e l i b e r a t e l y  f o c u s e s  o u r  a t t en -  
- - - 

t i o n  on the  root  - Weh,. and thus on the  g r i e f ,  melancholy and pain i ts  

construct ions suggest. I n  addi t ion  the  cont rac t ion  a l s o  c rea tes  an 

auditory pun on & -- "whom, someone.n I n  order  t o  hold as many of 
, 

these meanings as possible,  I have constructed a pun on wa d r i f t , "  

which suggests not only t h a t  the song and/or pdet spoken of b e ~ a x e s  a 

tangible  and v i s i b l e  record of the  moolng wind o r  s p i r i t  d t h i n  t h e  i 
god, but also, when read as one word -- "adr i f t , "  i t  suggests  t h e  

$ r l e f  and melancholy which such a givipg over, and subsequent 1 0 ~ 8  of 

MetcIntyre, Leishman and Herter Norton -all use %anw i n  l i n e  1 



and not I8rnay." The necessi ty  f o r  the  m e a n i n g ~ ~ p e r m i s s i o n ~  which "mayu 
- \- - --LP _ - - - - -LppA --- p-L - -- - , 

c rea tes  here is discussed in lno te  #I above. Furthermore both Leishman , f 
and Herter Norton use l t e x i ~ t e n c e w  and %xist"  i n  l i n e  7 and 8 

I 
P F 

respect ivelg,  c rea t ing  an e x + i t e n t i d i s t  b i a s  i d  the poem and the  iL I 
sequence which i s  not there. Possibly the p r e v i ~ u s  t r a n s l a t o r s q  

fasc ina t ion  w i t h  e x i s t e ~ t i a l i s m  a r i s e s  from t h e i r  taking note of 
<- 
a 

Ri lke t s  spec ia l  use of the  word Dasein. That he wishes the  reader ,to - 
/ 

-- - - - - -* 
notice of thepword ie q u i t e  apparent f o r  two reasons: a) it has been 

capi ta l ized;  and b) metr ical ly ,  the l i n e  would read more evenly i f  , 

simply s e i n  were-used: the  use of two s y l l a b l e s  makes the  reader pause 

over the  word. The ' logica l  move on the  pa r t  of the  c r i t i c  would be t o  4 
Beidegger. Vincent Vycinas, i n  the course of h i s  inves t iga t ion  of 1 
Beideggerls spec ia l  use of thg word Daeein says: i I 

Accentuating the  exis tence as a r e l a t i o n  t o  Being ins tead  of t o  1 

i 
one's ,own being, Heidegger modifies the  way of wr i t ing  t h i s  word. e 

Cead of Nexistence" he now has  f16c-sistence*r t o  s i g n i f y  i 

anding out  i n  the  openness-of Being. "Thepatanding i n  the  glade - 

Being, I ca.11 the 'ec-sistencet of man," says Heidegger. By i 
standing out  i n t o  the  glade of Being, man is more than what he is 5 

i 
as a na tu ra l  m a n -  i n  the  sense of ' W + ~ i s t e n c e , ~ ~  1.e. not  I1ec- 
8189e1tlcdr.~ To oec-sis tu  means ,not only be what one is but a l s o  be 
the p o s s i b i l i t y  of standing ou't I n t o  onets  beyondness. To be t h s  
p o s s i b i l i t y  is not an occasional off-and-on e v h t  f o r  man but t h e  2 

very bas ic  fea ture  of him as man. "It is a d is t inguish ing  
L 

r 

pect t l iar i ty  of m a n  t h a t  -his essence as nature and his eseence as 3 

h i&es t  p o s s i b i l i t y  do not coincide as with o ther  beings -- with L 

stone and with God." i 
L 

4 
i 
I 

4t \ 

- 1  

F'reedom as letting-oneself-into-the-openness is t h a t  which i n  3 

p p  -- - -- Sain lindZ;a+tplas c a l l a h p ~ i n * 7 & 0 - * ~ - 4 e - i n - ~ ~ ~ m  t4aseinsein - -p p- - 

is the  being free o r  ,being open t o  Being and t o  t h a t  which is 
assembled i n  the  openness of Being; i t  is the  % c - ~ i s t e n c e . ~  s 
Freedom is nec-sistence. ft 

(from Earth Apd Gods, by Vincent' Vycinas, Martinus Nijhoff / li 
The Hague, 1961 , pgs. 72 - 72 and 1% respectively.  ) 

4 
9 
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. However, once one realizes t h a t  the  f i r s t  part of the Sonnets TO - 

it, becomes' qu i t e  clear t h a t  while Heideggerls concept of Dasein may be 
i 

qu i t e  valuable as a c r i t i c a l  t o o l  wi th  which t o  approach RtPke's 

poet ics  of being, t h e  poet's vocabulary must u l t imate ly  remaia'of 
I 

primary concern: 

- W b  verd-n -d ie -gef  etesgeschicht l iche Stell-ttng Rilke ts ,am - - - - - 

besten, wenn w i r  i hn  i h  denselben Zusammenhang einordnen, der 
philosophisch i n  der  Existenzphilosophie zum Ausdruck gekommen 
ist. Das s o l 1  nicht bedenten, dass e r  i n  irgendeinem schulmaes- 
s igen  Busammenhang init der  als Existenzphilosophie bezeichneten 
philosophisch nStroemuag geetanden-hastts -- das ist acfrcm darum 
nicht  moegli & , weil deren entscheidende Werke e r s t  nach seinem 
Tode erechienen s ind  -- er verwendet darneber hinaus auch n icht  

. den Begriff der  Exietenz im besonderen Sinn der  modernen 
Existenzphilosophie, Und e r  s p r i c h t  auch sons t  n ich t  d i e  Schul- . . 
a p a c h e  der Existenzphilosophen. 
(from Rilke, by Otto Fkhedrich Bollnow, 1. Kohlhammer Verlag, 
S t u t t g a r f ,  1956, pg. 19.) I 



d 
ia den Atem, der euch nicht meint, 

3 
lasst ihn an euren Wangen s i c h  t e i l en ,  

e 

hinter euch a i t t e r t  er,  wisder vereint. 

0 .I 

P ! i  
0 &hr Seligen, o ihr Heilea, - - z 

d i e  ihr der Anfang der Herzen scheint. 

'@'- 
Bogen der Pfe i l e  und Ziele  von ~ f e i l e n ,  



i. 2. 
O h  you tender ones, s t e p  from time t o  time s 

t- 4. 
$ 

i n t o  t a t  breath which does not mean you, - 
l e t  i t  divide i t s e l f  on your cheeks, 

behind you i t  trembles, united again, 

5. 
b 

Oh gou blessed, oh yon hale,  - 
you who appear as the  h e a r t s f  origin. = 

6. 
Bows of the  arrows and t h e  arrowst aims, 
, - 

e t e r r k  sh ines  your smile bewept. 

7. 
DO not ~ e &  t b  s t l i fe r ,  gravi ty  - b 

8. 
? 

- 

give i t  back t o  the e a r t h f s  weight; 

pondeious a r e  the  mound~ins, ponderous are the  seas. 

I 
* I 

0 

ro. 
Even those which you planted as children, the t r ees ,  

I . 
have long ago become too'heavy; you ca r r i ed  them not, 

Wlt  the airs .., but the  spaces .., 
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1 )  The word Zaer t l i chen ,  which is b u i l t  on t h e  r o o t  Z a r t ,  means 

o r i g i n a l l y  (a,h.d.) schwaechlich -- llweak." I n  m.h.d. z a e r t l i c h  begins 

t o  mean ll lovable,  s o f t , "  and i n  n.h.d. t h e  emphasis of t h e  meaning has  

s h i f t e d  t o  " lovable,  beloved, f i n e ,  b e a u t i f u l  and tender ,"  and t h e  

meanings llsoftl l  and "weakn have moved t o  t h e  background. The English 

word "tendern approaches t h i s  range of meaning, a s  i t  i n d i c a t e s  a  

Ittender spo tH and a n tender  babel1 a s  wel l  as "tender  l o v e N  f o r  example. 

R i l k e ' s  use of t h e  word he re  i s  i n t e r e s t i n g  i n  terms of t h e  n a r r a t i v e  

s t r u c t u r e ,  s i n c e  i n  t h e  previous poem he h a s  i n s t r u c t e d  t h e  persona 

concerning t h e  p r i d e  i n h e r e n t  i n  d e s i r e ,  and h a s  begun t o  move i n t o  

a cosmology where t h e  c e n t r e  is a d iv ine  one, and not  t h e  human s e l f .  

I n  the opening l i n e  of sonnet  I - 4 then,  we have moved from t h e  

s i n g u l a r  of I - 3 t o  the  p l u r a l  -- from man t o  an image of man wi th in  

a l a r g e r  s t r u c t u r e  -- t h e  human condit ion.  With such a  l o s s  o f  s e l f -  

cent red  i d e n t i t y  comes of  course p r imar i ly  t h e  openness and 

v u l n e r a b i l i t y  suggested by z a e r t l i c h ,  y e t  t h e  o t h e r  range of meaning 

of t h i s  word d e f i n e s  t h a t  openness not  only a s  a dangerous 

v u l n e r a b i l i t y ,  bu t  a l s o  as a cond i t ion  of s e l f l e s s  love. A s  such, 

t h i s  poem c r e a t e s ,  among o t h e r  th ings ,  t h e  courage necessary f o r  t h i s  

k ind  of r e l a t i o n  t o  a world. 

2 )  t r e t e t  zuweilen -- t h i s  c o n s t r u c t i o n  means l i t e r a l l y  l l to t ake  

a s t e p  when t h e  time is r i g h t ,  t h i s  ' t ime '  being recur ren t , "  and 

re in t roduces  t h a t  emphasis on s c h r e i t e n ,  s t e i g e n ,  fo lgen e tc .  which 

c r e a t e s  both wi th in  each poem and throughou- n a r r a t i v e  sequence, 

e process  o r  way, cons tan t ly  d i v i d i n g  and reuni t ing .  I have not  used, 

t h e r e f o r e ,  a s t r u c t u r e  as ambiguous a s  %ow and thenu s i n c e  I wanted 

t o  hold  very c l e a r l y  t h e  d u a l i t y  t h a t  "from time t o  timet1 sugges ts ,  



and t h e  cycl ica l ;  processional aspect  of t h a t  a c t i v i t y .  ~ n d e e d  t h e  

and down, is one -of rFcurr ing parallelisms. 

3) The German a r t i c l e  is both d e f i n i t e  and indef in i t e .  I have 

chosen t o  t r a n s l a t e  i t  as s ince  the  word Atem here  comes 

d i r e c t l x  out of the  s p i r i t u s  mundi of t h e  last poem -- i t  is no t  just 

a? "breath," but a reappearance of one of t h e  c e n t r a l  images running - 

der  euch n icht  meint MacIntyre t r a n s l a t e s  as "not in tende t  f o r  -- 
- 

you;". Herter  Norton as " t h a t  - takes no heed of  you;1t and L e i a m a n  as 
- - \ 

Itnot breathed f o r  ~ o u . ~  A l l  of these a r e  inadaquate if n o t  wrong. 

Zhe phrase %or intended f o r  youat introduces a notion of i n t e n t i o n  

whlch is just not present  i n  the German. Furthermore, we have J u s t  d 

moved from sonnet I - 3, where tlbeingtt i e  imagined as spac ia l ,  (as it 

is i n  t h i s  sonnet)., and not as 8 movement wi,thia space toward some $. 

d e f i n i t e  goal which a noti6n ofp in tent ion  implies.  "That b k e 8 - n o  

Eeed of xout8 is a leo  unacceptable s ince  all t he  sonnets up t o  this 

po in t  begin t o  imagine the  place of the  persona wi th in  a world as that . 

of a spec ia l  kind of beloved. "Not breathed f o r  youn comes c loses t ,  
J 

but still begs the  question. A s  is s o  o f t en  t h e  cas.8, t h e  l i t e r a l  is 

much more exact. The German phrase is insoluably ambiguous, which 3.8 

probably why these  previous t r a n s l a t o r s  have attempted t o  bend its 

and t h i s  imagined completion determines how you t r a n s l a t e  t h e  phrase. 
'r 

How if one has been reading the  previous sonnets ca re fu l ly ,  one can 
- - 

imagiine a Completion f o r  t h e  phrase "which does not mean youtv . 



something l ike :  Itbut takes you up i n t o  i t s e l f e n  

n is usual ly t r ans la t ed  as "wholen o r  "ent i re ,"  y e t  i t  a l s o  J--+@?F 
means Itto heal." Its root ,  h e i l  der ives  etymologically probably from 

the  language of c u l t  p rac t i se ,  and procedes from the re  i n t o  profane 

speech. In a, h, d, and ,m.h. d. i t  o r i g i n a l l y .  means "healthy, 

unblemished, sared.It 0 n l j  very l a t e l y  has it  acquired t h e  meaning 

, , "wholett or .  "complete. f r  It is a l s o  used occassionally as a s a l u t a t i o n  
- -  A -- a - - - - - A - A- - - A - A - a - 

s imi la r  t o  the' English "hail." Rilke is playing on a l l  these meanings. 

In teres t ingly  enough, the Duden - Rerkunftswoerterbuch presents  the  

English word "hale! -- I ~ f r e a h , u ~ ~ e a k e n e d ~ ~ )  as an U l u s t r a t i o n  o f  its 

originax meaning, It is f o r  the  above reasons, apd because it c rea tes  . 

an audifory pun on t h e  word "hail ,"  t h a t  "hale1' has  been used here, 

6) Although Leishrnan, MaoIntyre and Herter Norton all  t r a n s l a t e  
1 

Xiele as ntargets ,81 I believe "aims" is c lose r  t o  t h e  o r ig ina l ,  s ince  - 
the  exact German word f o r  " ta rge tn  is i ie l scheibe .  Z ie l  by i t b e l f  i s  

not t h a t  spec i f i c  -- i t  can mean "aim, goal, end, t a rge t ,  etc." By . 

'keeping the  meaning of the word open (as the  German in tends) ,  the 

image is not r e s t r i c t e d  t o  a l i n e a r  imagination, but a s p a t i a l  one. 

The "aimsw are  many and various, not d i rec ted  t o  an end a t  the  possible  

expeme of the means: Rilke clearly wants us t o  focus on the  way o r  

means here,  s ince  he juxtaposes'begiming and end, "bdwfl and "aimtt 

within one l i n e ,  sa t h a t  t h e  l i n p  ac tua l ly  becomes the  arrows1 f l i g h t ,  

separat ing them. I f  the  word "target" ccurred a t  t h e  end of 
4 . e 

t h e  l i n e , . i t  would stop* "Aims" on the other  han3 cregtes  both an end 
F: 

t o  the  l i n e ,  and takes  u s  back t o  i t s ' be@nning  -- s igh t ing  along an 

5 



arrow i n  a bow. Thus t h i s  l i n e  def ines  the  condi t ion.of  blessedness ' 

-- - 
wTLc chop e ngXh e-stiihia , and ms i h ~ l i i i e ~ o m i n ~  immedi&teiygif *%r it 

i n t o  the light of an a c t i v e  duality, 

71, 8) & 9 )  Die Schwere does notamean tlwtiightM' (which would be das 

Schwere), but "the condi t ion of weightH o r  ffweightiness,H I n  the  light 
' 

a f  t h i s ,  the phrases schwer s ind d i e  Berge, schver s ind  die Meere -- 
cannot'be t r ans la t ed  simply as "heavy a re  ...," i.8. as simply dead 

-- 
material weight, I haWF used trgsavity" laria 1tponWfoiW 

i n  order t o  suggest t h a t  &is heavy i rmobi l i ty  is not  only an 

a t t r i b u t e  of matter,  but a l s o  an .a t t r ibu te  of t h e  s p i r i t ,  as Rilke 
- - - - - - - 

a intend8 i t  t o  be seen  by his use of d i e  Schwere. The poet here,  as - 
elsewhere, is not i n t e r e s t e d  i n  a Manichean mind-body s p l i t ,  just as 

he is a l s o  not i n t e r e s t e d  i n  merely th; The subjec t  of  these  , 

poems is not some kind of i n t e r i o r  landscape' i n t o  w h i c h x e  world is 

placed o r  in t rudes ,  bu t  an externa l  landscape,-of being which gives 
- 

t he  s e l f  a place - -  no€ a div is ion  of mind-body o r  inslde-outs ide,  

but the  tension and play between these poles, b r  Erde Qewicht is 

thae  the  only phrase which demands a mater ial  image of *'weight," 

s ince  i t  I s  the  cen t re  and base u n i t  of measure of a l l  known weights 

-- either physical  o r  s p i r i t u a l ,  

10) The pun on %hildrenw and its possible  antecedents,  "youn and 

/ o r  "trees," i n  t h i s  Engzieh t r ans la t ion ,  suggesting; "Things which 

i s s u e  fib YOU or  t h a t  YOU ~ i t e  o r i u i n  t o  g ~ u ~ a t u ~ ~ ~ ~ i r - ~  
- - - - - - - -- --- -- - -- -- 

must give them up -- be f r e e  of them,m c r e a t e s  an in te rp lay  a lso  

present  i n  the  German l ine.  

1 l j  ihe rhyme between l i n e s  11 and 12 is heant t o  approximate 



- -  - X L l k e ' s _ ~ m e  of lines 10 and l3* This pard1,el strwtmaf the two - - 

stanzas of the s e s t e t  serves t o  oppose and balance or counteract two 

movements -- down i n  stanza 3 and up fn stanza 4. These two movements 

create vert ical  space, as the image of the dividing rlnd i n  stanza 1 

creates horizontal D a c e ,  the bows and aims of stanza 2 create curved 

space (th; arrows' f l i g h t ) ,  the benept smile of l i n e  8 oreatee a 

passionate space, a n d t h e  puun i n  A L line A 12 - creates a _space -- of time 
1 

A A . a a- A -L - - -- 

( i .e .  things growing through time). A l l  of these simultaneous 

tensions, lead direct ly  to  the openness of the last l i n e ,  

f lnd opeaing oi-the- f i e l d  -- a created space ' ~ n  which 

l i v e  again. 

where we , 

oIp3eus may 



E r r i c h t e t  keinen Denkstein. Lasst  d ie  Rose " 

r tur ' jedes Jahr zu seinen Gunsten bluehn. 
% 

Denn Orpbeus i s t s .  Seine Metamorphose 

urn andere Nrunen. Ein f u e r - a l l e  Male 

$st8 Orpheus, wenn 6s singt.  Er  k~mmt and geht. 

Ists &ht schon v i e l ,  renn e r  d ie  Rosenschale 

urn e i n  paar Tage manchmal uebersteht? 

0 r i e  e r  schwinden muss, dass l h r s  begr i f f t !  

Und wenn ihm s e l b s t  auch bangte, dass e r  schwaende. 

Indem s e i n  Wort das Hiersein aebpr t rk f f t ,  

ist e r  schon dor t ,  wohin l h r a  n ich t  beglei te t .  

Der Leier G i t t e r  zwaengt ihm n icht  die Haende, 

Und er gehorcht, inden e r  ueberschrei te t* 



- .  . *  . " - - - a - - - -- .---*..- .-, -- - - 
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-+ 
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a 

1. 2.  
Erect no, stone. Simply l e t  the rose  - 

3. I 

bl%om each year i n  propi t ia t ion.  
4. 
'Cause it's Orpheue. H i s  metamorphosis - 

5. 
_in this A a h  _t3aatt,_ 8e ehoukd ~ 0 % -  trouble ourse_lves_ - - 

- u  & -- 

4 

4 - 
- . 6. 

f o r  other-names. Once-and for all times, - 
7. 

it's Orpheus, i f  the re ' s  song. He comes and goes. 1 - 5.. a * 4 

I s n ' t  it much already,. i f  he o u t l i v e s  the  cha iced  rose 
' , 

__ 
,~ometimes by a couple of days? 

? 

* - - - --- - -- -- - - - - - -  -- - 

@. n. 
How he must be consumed; t h a t  you might grasp it! 

t - 
Q. 0. 

' Even if the  f e a r  came t o  him, t h a t  h i s  s t renkth  might aba 
1 10. 6- 

I n  t h a t  his word o u t s t r i p s  presence, 

R. 

be is d r e a d y  there, where you do not accompany it. *. 
B i s  bands are a o t  bound by the  lyrers gate. 

- - - - - - - - - - 

f-- -- - 

- And he obeys, i n  that  he oversteps. 
-+ - - -- - -- - - 

- -- -p p-p - - - - - - -- - - --- - --- -- 
e"L"Lc 

, C 

. . 



1 )  - -- Denkstein -- usual ly %ommemorative @tone, s tone  t o  the memory 

of ,  monument, cairn.n 1 have chosen nstone" f o r  a va r i e ty  of reasom. 
I 

I n  previous anota t ions  I have already begun a discussion of how 

~ e k e e  e n t e r s  the  nar ra t ive ,  I n  Jane Harrison's M~thologg we can ." 
r; 

t r a c e  the  evolution of the  anthropomorphic Hermes from a simple s tone 

s e t  up a t  the boundary of a f i e l d ,  t o  a mound of s tones,  an i t h i p h d i c  

stone monument, t o  l a t e r  s t ages  of semi and complete anthropomorphism. 
- - - - - - - A - - -. - -  -- ----  - --- -- - -A A -- - L u  

We f ihd  a l s o . t b a t  t h i s  stone marker comes t o  designate mot only 
- -- 

phgsical, but a l s o  temporal, mental, and cosmological boundariesr In  

Rugsia, f o r  example, the  word "boundaryw and "gra id~r the r '  is tfrs 

same -- a boundary is indicated between the  l i v i n g  and the  dead. mis ' 

is the  concern of sonnet I - 5. It  is because t h i s  poem deals  with 

t h a t  p r t i c u l a r  i s s u e  of the  mortal confronting the  immortal, and 

.what i t  i s  t h a t  remains from t h i s  meeting, t h a t  I have chosen the  

word "stone.tt The e rec t ion  - - - - of the  stone - - immed'iately - - - - implies  - - memory, 
- -  - -- 

b 

and the  whole spectrum of the above associa t ions  whtch'lends images - 
7 r 

t o  t h e  kind of memory the remainder of  the poem present8 t o  t h e  '' 

reader. ( from Mytholoa,  by J.E. Harrison, Harbinger ~ooke r ep r in t ,  

1963, chapter I, Herws. ) 

21 The German phraee Lasst nur, while meaning l i t e r a l l y  lllet only," 

o f t en  means coloquial ly  "3& it alone, '  leave It" o r  X have 

chosen msimplyn because the  focus of R i lke l s  impatiently v i tupera t ive  
b 

- - - L - I -  - - - - 
- - - -- - 

a t t a c k  here  l i e s  i n  h i s  opposit ion of t h e  organic world rand the 

a %onqnerlng hero" t o  whom one e r e c t s  monuments o r  gravcistones. The 

kind of -memory o r  convpemorauon 'which Rilke wishes t o  charac ter ize  
* 

Orpheus with is not a s t a t i c  one -- m e  €hat e r e c t s  immovable s tone 



monuments t o  a dead h i s t o r i c  f igure  -- but an a c t i v e  one: a memory 

l i v e s  again. A continuaLly renewed presencev-- not a reminder of a 

cont inual  absence. One does not see  Orpheus i n  o ld  t e x t  books, unless  

P q e  realizes at  these books a r e  based on a. simple looking out i n  
% 

t qe  world eackp t o  f ind  h i s  flowering and necessary death. 

3) - zn seinen Gunsten -- l i t e r a l l y  Itfor h i s  b e n e f i t , t t ' y e t  t h a t  
C 

A L - L  A 

would p l a c e a n  a c t i v e  intenEon 6n the l i n e  w6ichLis  no t - the re  i n  
' , 

t he  o r i g i n e l  -- it is a passive construc6#one (see note  2 above). It 

is the  - world i n  its e n t i r e t y  - which remembers him -- t he  human merely 

is witness to ,  and p a r t i c i p a t e s  Zn, the  year ly  propitiat$.on. " A t  

Zone i n  !l%race a number o f ' anc ien t  mountairi oaks a r e  still standing 

i n  the  p a t t e r n  q f  one of  h i s  dances, jus t  as he l e f t  them." (from . 

The Greek Myths, by R. Graves, Vol. I, Pelican, 1966, - - -pg. 11 1 ). 
i 

Lelshmao t hans la te s  Rilke s q u i t  e---exgllci&use of the  word ~ a h r  - 
- - -  - 

(11yearn) as ' "sunher ,n thus destroy%-& the -en t i r e  s ignif icat lce of 

the-poem. Rilke is i n t e r e s t e d  here, as he is throughout the  

, sequence, i n . t h e  in te rp lay  of a l l  the  elements of t h e  process, not  
7 

merely a ce lebra t ion  of one of them. I n  the  l i g h t  of this, I wonder 
, 

what Leishman thhks l  Rilke meant by his opening phrase "Erect no . 

4) The tone at.. t h i s  point  i n  the  poem and i n  the o v e r a l l  na r ra t ive  '. 

a boxer i n  the  r ing ,  defendirkg a victory i n  a r a w e r  f l i p p a n t  mBnner. 

I t  ie not u n t i l  t h e  se*te t  t h a t  he begins t o  r e a l i z e  f a i n t l y  t h a t  

the l ack  of understanding which he i s  battlTng i n  hie opponents is 
3 



i n  f a c t  a necessary i n t e g r a l  part of what he is defending, and he 
- -  - -  - -- - -  - A -  - - - : - _ -  , 

grudgingly begins t o  withdraw h i s  a s sau l t  with a growing understanding " 

of the necessi ty  of both t h e  viciousness of the  a t t ack ,  and his 

temporary, desperate defense. The f igure of Orpheus himself dvring a l l  
- t h i s  haa overstepped the  boundaries of the ring (see  note 1 above on 

llstonen)., r- The i s s u e  between t he  opponents has moved, through t h e i r  

c o n f l i c t ,  on t o  another r e a h  * 
- - - -- A --  

i n  dem nnd dem -- l i t e r a l l y m " i n  t h a t  and that ,* yet the 5 )  ---- 
expression i n  German i s  a col loquia l  "turn of phrase" and a non- 

+ 

l i t e r &  tsanslation-of W phrase i n t o  t h e  EngU.sh equivalent %YL this 

and that* is  much more accurate. 

Ein fuer a l l e  Male -- again we a r e  deal ing with rr t u r n  of 6) ---- . , 

phraee, y e t  i n  t h i s  instancg I have t r ans la ted  it l i t e r a l l y  f o r  two 

reasons: a )  i n  the equivalent  English expression "once and f o r  a l l , "  
, . 

the completion "timesn is understood, and b) it,is necessary at this 
- - - - - - - - - - -  -- 

point  t o  reenforce t h e  notion of recurr ing ias tances ,  and time i t s e l f ,  

i n  order t o  c l a r i f y , t h e  image6 of the  rose (mutabi l i ty) ,  and the  song 

(immortaliBy) which play o f f  against  one another i n  t h i s  stanza. 

7) we- eingt -- l i w l y  "whenever it songs. * (sic) I have 

used "if t h e r e t s  -songu t! and not "when ..." -as t h e  th ree  previous 

t r a n s l a t o r s  have), because vtwhenw would i m p l y  Orpheu.s* exis tence 
i 

outside of song i n  some abstract e t e r n a l  world -- a transcendence 

not divine* "If"  i n  t h i s  case thus means "on13 i f ."  

8 )  %halicedn dupl ica tes  the  punning ambiguity of Rosenschale,; 

s ince  i t  can mean both the  cup o r  bowl form of .the, roee itself, 



- - 53 
c a l i x ) ,  and a cu t  rose  which h a s  been placed on d isp lay  at t h e  peak (- 

- - - - -- - - - -- - - - - -- -- -- - - - -- -- - - A - -- , - -4 ---A- L- - 
+% 

of it* p e r ~ e c t i o d  i n  a rose-boil.  (see t he  de&itated head d f Orpheue 

p a t  on display i n  a cave an& becoming such an Important o rac le  t h a t  

all the o t h e r s ,  including Delphi, were emptied of supplicants).  This 
k 

condit ion was f i n a l i y -  ended br Apollo himself who commanded the head .4 

t o  be s i l e n t  i n  a fit of jealous anger it t he  impropriety of the 
C 

s i tua t ion .  (from The Greek Myt.hs, bi Robert" ~r raves ,  Vol. I, Chapter 

- 
9) A t  t h i s  point ,  the reader l i t e r a l l y  arrives at the  c e n t r a l  " 

image o f  the, sonnet. It- occurs at - tW-end of lhks 7 in -the m%dd;la of 

a corrtinuing sentence which encompasses a l l  of Sines 7 and 8. The 

SOB8 has  t r a d i t i o n a l l y  been used as an image of perfe'ct ea r th ly  
. < 

beauty (even i n  Dante, the  c e l e s t i a l  rose  is an imagination of the  

cent re  of d iv in i ty  by a l i v i n g  mortal) ,  yet simultaneously as an 

im,ige of t h e  mutabi l i ty  of t h a t  perfection. That the  dup l i e i tg  of 
- - - - - -  - - 

t h i s  rose image . i s  intended, is  evident from t h e  f i r s t  l i n e  where the 

s t a t i c  permanence o f .  stone is replaced by the  cont inual ly  dying and 

.regenerating rpse;  from th@ rhyme- of Male ("timestt) with - Schale 

("chaliceH); and from the  punning tiqb%guitg of t h e  word Schale i t s e l f ,  

I n  order t o  emphasize t h i s  dup l i c i ty  i n  due proportion, I have con- 
, ?  

s t ruc ted  a rhyme fusing the  phrases Ithe comes and goesgt with "the 

chal iced rose,* which also,  of course, makes Orpheus present through 
- - - -- - 

h i ~ ~ i g i i ~ t i ~ e  -- -oss.~e t-as asiikn,owmm-~izab;- t h a ~ - o r ~ s i i m  a 

-- - - -- 

closes  the  octave and weavea these threads o f  meaning together  - - *  

that Orphensf gf f t of song is t i e &  t o  memory. ( i n  H,esiodts Theogow . 
e 

t he  Muses are the  daughters of memory) and i t  is t h i s  t i e  which 



c r e a t e s  t h e  p rophe t i c  voice (as opposed t o  t h e  personal  voice)  by 

g i v i n g  1lpresence1 a p l a c e  i n  what h a s  been and what w i l l  be ( i , e .  

c o n s t r u c t i n g  a cosmology). Th i s  poe t ry ,  while  being t i e d  inescapably  

t o  t h e  p r e s e n t ,  " o u t l i v e s  i t  sometimes by a couple of daysu by 

o f f e r i n g  access  t o  a permanent world through image o r  "word," y e t  

no t  t ranscending  t h e  p r e s e n t  completely: t h i s  song a s s e r t s  t h a t  

permanence i s  p a r t  of t h e  c o n d i t i o n  of t h e  present .  

10) schwinden has  no exac t  equ iva len t  i n  English.  It can be 

approximated by words such as "fade ,  d i s s i p a t e ,  d i s o l v e ,  d i s a p p e a r  

(verschwinden),ll etc., but none of t h e s e  hold  t h a t  image of t h e  

break-up and disappearance of a n  u n s t a b l e  o b j e c t  p i e c e  by p i e c e  from 

the o u t s i d e  i n  which t h e  German word implies.  The etymology of t h e  

word p rov ides  t h e  t r a n s l a t o r  with h e l p f u l  d i scover i e s :  t h e  s t r o n g  

v e r b  m,h.d. swinden; a.h.d. swintan,  " to  reduce (onese l f  o r  i t s e l f ) ,  

t o  e a t  o n e s e l f ,  t o  pass  away;It anglo-saxon swindan Itto reduce (one- 

s e l f  o r  i t s e l f ) ,  t o  s ta rve l l  i s  probably r e l a t e d  t o  t h e  s l a v i c  

(Russian)  v jgnut  " to  w i l t . n  Also, t h e  word schwindeln, " to  be dizzy1' 

o r  " t o  swindlet1 is b u i l t  on t h e  word schwinden. The p r e f i x i n g  o f  

v e r  t o  schwinden expresses  a complete pass ing  away, which may mean - 
v e r z e h r t  n t o  be e a t e n ,  consumed," v e r n i c h t e t  werden It to be t r a n s -  

formed i n t o  a cond i t ion  of ' n o t 1 "  ( t o  be des t royed) ,  as w e l l  as 

a u s s e r  Gebrauch kommen ll to p a s s  o u t  of usell o r  l l to  become i n v i s i b l e . "  - 
L a s t  b u t  not  l e a s t ,  t h e  c o n s t r u c t i o n  Schwindsucht meant "tuber- 

c u l ~ s i s , ~ ~  as i t  s t i l l  does i n  t h e  common speech of many a r e a s  of 

Germany. Now our  equ iva len t  t o  Schwindsucht i s  nconsumption,fl and 

when we examine t h e  range of meaning above, we f i n d  one c o n s t r u c t i o n  

which d e f i n i t e l y  can be t r a n s l a t e d  a s  l l to  consume1 (verschwinden),  



and the  implication of nconsumptd.on".in almost every case.:This is one 

of the  two reasone I have t r ans la ted  the phrase 9 w&e e r  schwlnden, 
4 - ,  

muss as Won he must be konsuneii.It The other  r e a s o q . 1 ~  contextual,  - 0, . , s 
both in terms of t h i s  poem and the  l a r g e r  na r ra t ive  s t ruc ture .  Rf lke t s  - I 

previous use of_words and phrases al luding t o  -advertising, auct ions * 

and banal rnarke tp la~~es  of commodities., and t he  later sonnets '  

condemnation of mechanization and i n d u s t r i a l i z a t i o n  48 S t  destroys 
LL - - -  -< L 

= . . .  
A-2 

the natural k k d ,  a l l  i n d i c a t e  a range of me&Lr& focuekng on an 

Image of consumption here. I n  terms of this sonnet, t he  v i tupera t ive  

tone, and the  knowledge- that the  maanads t o r s  t h e  'siqging Orpheus t o  

pieces  a l s o  poin t  i n  t$s direction. . ,  A 

6 11 "to grasp!' i s  an exact  1 t e r a l  t r a n s l a t i o n  of begreifen, which 
,7 

means both Itto u~ders t andn  (verstehen), and Itto lay hands uponn -- 
i -e ,  a very physical ,  p r a c t i c a l  understanding of a thing. The 

t 

eimplici ty  and concreteness of t h i s  understanding r e l a t e s  back t o  t h e s w  , 

- - r -  - 

first l i n e ,  and i t  also r e c a l l s  the  -d ime of the  maenads, in t he  ' 

course of which wild  animal and harnanfinfants are suckled, and then 

torn t o  pieces. 

1'2 ) The phrase -- wenn i h m  ... bangte ind ica tes  a possession and 

Ehreateaing of the  persona by an external  presence of fear (-8 
' 

concrete image of which would undoubtedly be the  maenad 'throng), 
1 

which is why I have translaked t h i s  expression with the  phrase nfear 

mentn (see note 10 above) has here been rendered as 'labating 

r - 



strength" -- s t rength  ' leaving the limbs. (from Die Entdeckung Des 

& a l s o  Kapitel 1 . )  
L 

14) uebertreffen -- t h i s  word contains t h e  implicat ion of contes t  

-- i,e, i n  archery, one archer may outshoot o r  "shoot f a r the rH than 

t h e  other ,  or  i n  a footrace one man may run past  o r  (which 

is the  word I have used) h i s  companion. The importance of the  

implicat ion is t h a t  - - t h e  f i r s t  L d i 8 t a n c e . i ~  - - - covered by-both -together - L L  

-- i t  is only the.boundary created by the l i m i t  of -one's companion 

t h a t  is overstepped. For t h i e  reason, v ic tory  f o r  the  Greeks w q s  

always associated with the  divine ---(see Pindar, or, the episode i n  

, Bornerts Odyssey, book 23, wherqdk'thena surrounds Odysseus with her  
-*' . 

s i l v e r  l i g h t  when he presents 'himself  t o  h i s  court  as victor). 

' 15) The word which 6 have t r ans la ted  as "presencen -- Biersein,  

has  ~rothing t o  do with:$he generaxi t ies  of "existence" o r  

neltlstentialism.N L i t e r a l l y  - it A means - - "to be - -  here," - - " in  t h i s  - place," - - 

i m p l ~ i a g  a qu i t e  s p e c i f i c  being i n  a place but at  the  same time not 

denying t h a t  t h i s  being o r  presence m a y  move t o  other  realms both 

s p a t i a l l y  and ,temporally. A's such, Hiereein is used by Rilke as a . 

punplng reference ' to  his use of . t h e  word Dasein i n  sonnet I - 3. It 

i s  important t o  not ice that fibeingn is t h e r 6  defined not as a 

% o n d i t i ~ n , ~  but a s  a "relat ion" t o  a world o r  worlds, Now we know 
ws d .  

from sonnet 1, - 3, and especially from sonnets I - 6, 1 - 8, and 
is 

-- - - - - - - -- - - - -- --- - - -- - -- - - - - - - - -- - - - - -- -- - -- ---- - 
7-- - 

I - 9 ,  t h a t  f o r  Rilke, co,mplete Daseia o r  "being1' always implies  
- - - - - - - - - - - - - - - -- - - -- -- -- - - - - >  ---- - 

presence i n  more than QLLB world o r  realm -- "Only  i n  t h e  double 

realm / do the voices  become / e t e r n a l  and mild.1~ Thus the  use of 
1 

- .  
$ -  

Hiersein i n  thks instance defines  a one-dimensionality -- i t  is  t h i s  



one-dimensionality of the  t t se l fn  o r  "humane o r  %ortaJ1" which Orpheus 

being-here" i s  thus misleading, s ince  i t  missed the-play Rilke has 

construkted'between_his use of the two words, MacIntyre and Leishman ' 

a l so  do not use phrases i n  t h e f r  t r ans la t ions  of t h e  . t two sonnets 
i 

which c l a r i f y  Rilke's-discriminations, but they are not a s  misleading 
0 

a s  Her te r  Norton on t h e  business of transcendence. 
r 

16) T h i s  l i n e  is- inver-ted ' i n  o~de-r  te  &uplicate  RLlkers rhyme - - - -- 

schwaende / Haende with 'tabate / ga$e." Gitter has  been t r ans la ted  

as "gaten and a o t  t h e  l i t e r a l  "graten f o r  two reasons: a )  G i t t e r  means 
- - 

l i t e r a l l y  "a l a t t i c e  work grat ing,"  but it is almost always associated - 
* 

with a window, doorway o r  gate. Thus when one uses the  word, an image 

l i k e  t h a t  of a wrought i r o n  ga te  is an immediate v i sua l  association. 

The l y r e  i t s e l f  has  been previously seen a s  such a g a t e  ( see  s o n n e t q  .. 
I - 3 ;  b) t h e - l i t e r a l  t r a n s l a t i o n  of G i t t q r  as ltgrateIf here  would - 
produce an auditory illtage of a discordant tLg~at#.ttgH music wkkch-is - - - -  

eimply not present i n  the German -- qu i t e  on t h e  *contrary, the  lifie' 
* BI ' . 

is suggesting a f r e e  floking, ttunboundfl o r  unhindered music.- ' 

= 

17) The purpose,of t h i s  rhyme, both i n  the German and the  English, - 

i s  t o  draw the reader ' s  a t t e n t i o n  t o  the f a c t  t h a t  l i n e s  10 and 13 

can and should- be read following eachothgr: "Even I f  the  f& came t o  

him that his  s t rength might abate / his-hands a r e  not bound by the 

-- l y r e ' s  gate." This var iant  c l a r i f i e s  the  movement of the  sestel t :  
- - -  - , : 

i - e -  f0ar f o r  h i s  own l i f e  does not a l t e r  m e d i c a t i o n  t o  what 

goes beyond t h e  personal -- t he  I1word,fi song o r  poem, wherin l i e s  the  

.only human access t o  and record of the immortal, Singing; he was t o rn  

90 pieces and singing, his head floated-on the.waters  u n t i l  It was 



finally ai lencad by Apollo days later  -- only the  l y r e  was placed 

among the  immortal stars. 

18) Ueberechreitet L- l i t e r a l l y .  hto Atep o r  s t r i d e  over o r  beyond." 

This reintroduces the  image of "the w a y u  -- t.he I I f ~ o t , ' ~  both - 

anatomical aad poet ic ,  and its ground. What 0rpheus overet%ps is of1  

course the stone o r  herm marking the boundaries of t t rose,n npresencen 

o r  "the mortal.tt (Again, Hermes as Psychop~mpos, conveyor af sou l s  

- t o  the  -iinderworld.;)- 



1st er  e i n  BiesigerZ B i n ,  aus beiden 

Reichen erwuchs seine weite Natur. 

Kundiger boege die Zweige der Weiden, ' 

wer d i e  Wurzeln der Weiden erfuhr* 

- - + - A - Lu - A - 

Geht ihr zu Bette, so l a s s t  auf dem Tische 
- 

Rrot nicht und Milch. nicht; die Toten @.ehts -. 
Aber er, der Beschwoerende, misChe 

unter der Milde des Augenlids 

and derr2auber von Erdrauch und Raute 

mi  ihm so wahr wie der klarste Rezug, 

Blchts  kann das gueltige Bild i h m  verschlimmern; 

s e i  es aus' ~raebern, sef es aus Siramern, 

ruehme er Fingarring,- Spange und &ug. 
-- -- -- - - - - - - - - -- - - 

- - - - - -- - - - - 
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e i n  Hiesige~ -- t b i a  aonstructlon in  Oernan ir sb i fp r  t o  o u r  - - 
1) - 

o r i g i n  -- i.e. "from here,n independent of l a t e r  l o c a t i o n  e x c e p t p i n  
" 

term of how t h a t  o r i g i n  i ~ f o r m s  a persbnls  presence e i t h e r  a t  home - 
Y 

or abroad. ( A l l  previously published t r ans la t ions  uere ''belong here,") 

R i lke l s  phrase a l s o  r e l a t e s  immediately back t o  sonnet I - 5, where . . 

the i s s u e  is how Orpheus overstepb t h e  boundaries of tlheren t o  I1thereVt 

where we do  not-^ aceom paay-& ,-a~62&~tfZU:h is -a -air ect L-cont~wa%ioa - -- - - - - - 

of the  na r ra t ive  movement between the  sonnets. 

2) Three thing& need noting here. The awkwardness .. of t h e  cons'truc- 
- - - -  - - - - - 

t i o n  dupl icates  t h e  o r i g i n a i  -- i f  anything, the  German is more 

arrwieldly -- y e t  it sprvea the  purpose of creating; a surp r i s ing  

appearance of Orpheus i n  'the willow t ree .  Line th ree  &first e igh t  

looks ae i f  the willow is bending its own b~iaches, which i n  a 

primary and intended sense i s  c p i t e  tme. Yet i n  l i n e  four  re have 

. - an appearance of a per8er.m de- &is-bendirtgi Thus, &a the est-ire - 
- - 

construction we have th; r o o t s  of the  willow informing the; bending of 

itsG branches, a+.thia process is personified by a figure rho has come 

t o  know and thereby come t o  the  process i t s e l f .  I am reminded here 

of Ezra Poundls first poem i n  Fersonae:i t*~ atood still and was a t r e e  

amid the  wood, 1 Knowing t he  t r u t h  of things unseen before, The 

second poiht  of i n t e r e s t  is the  German pun on Weide, which means both 
1 0 

n w ~ l o w , n  and '*fieXd, meadow o r  paetur8.w I have re ta ined  the  meaning 

WillowtI with .the construct ion "the&= roots- opposed t o  'the 
- -- -- - - -- - - - -- - - -- - -p - - - - - - 

6 

- rdo t sw)  , a n d  added- nin  the  fieldt '  (which I s  not e x p l i c i t l y  s t a t e d  i n  

the ~erman) . t o  ca r ry  the meanings suggested by Ri lkeLs  use of t h e  . 

I - pun. Mnaliy, the willow is a t r e e  assoc ia ted  a t h  Orpheus -- i t  is a 



t r e e  of the dead, and the pun -on "fieldtt o r  ltmeadolrn kn uhlch the - . , 

t h a t  the  dead -- our ances tors  .-- are our r o o t s  i n  the, f i e l d  has been 

hlnted at previously, and is implied bx the' folk-saying immediately 

following t h i s  construct ion (see  note 3 belor),  It is a l s o  s t a t e d  

e x p l i c i t l y  i n  t h e . l a t e r  poems of t h i s  sequence, 

3) These two l i n e s ,  i s o l a t e d  f rop  the  remainder of the  poem by 

perlads and dashee, axe a 'bit- oi-f.cQ,k wisdom --- on-old _ssylag, rhpe A -  

an t iqu i ty  we can only surmise (s ince w e  i o  not  have a correspond&, 
, . 

germanic record) through a p a r a l l e l  observation by Jane Harrison: 
--7-. 

- - 

that i n  Week c u l t  prac t ice  milk, barley and hone3 arc u&d as- 

e a c r i f i c i a l  o f fe r ings  before wine and meat. The parallel is permisl- , 

able  here however, s ince  t h e  subjec t  is Orpheus. (From Prolegomena ..., 
L 1 I 

-Jane Ec ~ a r r i s o n ,  Meridian Books Reprint, 1960% p p  92 - 94.) '1t is 
# .  

.very Important t h a t  these l i n e s  come across  as a folk-saying o r  "old 

wives t a k ~  and ' i n  order t o  ~ e r s  this I 'hare a p p ~ x i m t e d  ~ i l k e  ls_ 

uee of a t i g h t  metric.. s txucture and archaic  language, and have bone 

beyond him by introducing a repe ta t ive  rhyme scheme i n  the,Eagl iab 

version. The reason f o r  the  necess i tp  f o r  preserving the  %ld wlvest 
t 

t a l e n  tone is that the  poem drops fpom a very t i g h t ,  s l i g h t l g  fear- 

fu l  prophylactic saying intended t o  keep the  dead o r  chthunic away, 

i n t o  t h e  very open shor t  l i n e d  a l t e r n a t i v e  of the i n i t i -q te ,  o r  

rho knots.tt The ftconjurorw is one who, by o r  the  b l i n k  of an  eye, i; 

i n t e r spe r ses  with '  everything he s e e s  the  chthonic darkness and 
- - - - - -- - --- -- - -- - - -- --- --- - -- - - - -- - 

reminden of death and absence which t he  profane f e a r  and continuously 

seek t o  avoid, Again, the conJurorrs knowledge is tuoilolcjt -- no t  only .; 
I 

1 

doee he see  the  in terp lay  h e b e n  roo t  and the dead and the I 

4 
f i  * 1 
5 

e I. 
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l i v i n g ,  but  a l s o  between absence and presence, and t h e  t e r r i f y i n g  

dream brought by t h e  mildness of s l e e p  and t h e  b l i n k  o f  a n  eye. I t  is 

a c e n t r a l  c h a r a c t e r i s t i c  of "old wivest t a l e s , "  t h a t  they g l o s s  over  

o r  v e i l  a  more t r u e  knowledge which in t roduces  t h e  i n i t i a t e  t o  h e i g h t s  

of ecs tacy  and r e v e l a t i o n ,  but  does s o  only through o r  i n  conjunct ion  

with a n  abyss of t e r r o r .  

4 Beschwoerende -- t h i s  word is  der ived e tymologica l ly  from 

nschwoerenn (English " to  sweartf) ,  which o r i g i n a l l y  s e a m  n t o  speakn 

o r  tlto p resen t  a speechn (be fo re  a  cour t ) .  This  meaning i s  still 

p r e s e n t  i n  t h e  Engl ish  "answerIt v i a  t h e  Anglo-Saxon -- and-swam. The 

p r e f i x  cons t ruc t ion  beschwoeren (m,h,d. beswern, a,h.d. beswerian) 

means o r i g i n a l l y  " to  ceremoniously ask ,"  and i n  m.h,d. comes t o  mean 

"to c a s t  a s p e l l  o r  c a l l  up through magical wordsou It is  not  u n t i l  

n.h.d. t h a t  i t  comes t o  mean a l s o  " t o  s u b s t a n t i a t e  by oath ,"  a long  

with its previous  meanings. For these  reasons  I have t r a n s l a t e d  t h e  

word as "conjurorn -- "one who can c a l l  up." 

5) R i l k e l s  word K r u g  has two etymological roo t s .  The f i r s t  is  

e i t h e r  from m.h.d. kruoc, a.h. d. k r u o ~ ,  A-S m, (Engl ish  t8crock"),  

meaning a v e s s e l  made by applying c lay  over a woven base,  o r  from an 

undetermined r o o t  word f o r  t h e  Greek krossos. The second comes from 

the  low German express ion  f o r  "faverntt o r  Itale house," Krup, de r ived  

from t h e  l a t i n  purgu l io ,  t t t h r o a t t t  -- purgustium, t t t ave rn ,  a l e  house. " 
These two meanings have become fused t o  t h e  p o i n t  where Krug a lmost  

always means "a v e s s e l  f o r  beer  o r  ale.11 A-according t o  Jane  

Harrison,  t h e  e p i t h e t  Bromios f o r  Dionysos i n d i c a t e s  t h a t  he' w a s  t h e  

god of  a beer- l ike  brew before  he  was t h e  god of  wine. (From 

Prolegomena. .., Jane E. Harrison,  Keridian Books Repr in t ,  1960, 



63 i;. 

. '+, 
pp, 413 - 416.1 Rilke is An - t h i s  poem, as we have already seed3 from 

--- - - th-B rrtual-alhrcbd t r i x - l i n e s  5anc+B, mrkiq-wkthhrthe &e-e------'- 

t h a t  older  s t r a t a  of myth. Yet $ t h e  most important reaaon ( the  above ' . ' 

serves  only t h e  purpose of j u a t i f i c a t i o n j  f o r  adding the word "alert * 

, t o  t h i s  l i n e  is t o  r ec rea te  Rilke 's  rhyming connection between l i n e s  

11 and 14 (see note 6 below), a 
-%he . 6) The las t  l i n e  r e f e r s  td the  s e e r  o r  conjuror as singer. 

pb 
- 3magims hbr perform-g & a ~ o o p r t  (as in the bard ecenee i n  #e - -  - -  - - - - 

O d s s s e ~  and Tr is tan  f o r  example) mconstruot ing hero ic  events, y e t  - 

the  praise of the l o c a l  o r  h i s t o r i c  information presented does not  
- - - - - - - -- - - 

v e i l  the  cen t ra l  image which informs t h e  e n t i r e  na r ra t ive  -- whether 

it is the  'und=rrdrld episode of the  0dysseZ, o r  ~r is ta&@s cave o f f  the  

l & e r s  i n  the p'rimeval wilderness i h e r e  the  lovere  are united i n  the  , 

form of a s t a g  and all d u a l i t i e s  take on a new metamorphic image o f .  

unity. f o r  those who woulcksee. Ri lke 's  rhyme, drawing together  an 

apparept and a r s a k ~ e i l ,  t hus  serves to-moctifp t h e  Urns: "For  -Mm, -- 

41; I 

nothing can impair t h e  va l id  Image; / be i t  from graves (earth-smoke 

and rue), be ik from rooms, (finger-rfng, &asp, and p i t che r  of ale. IH 

HacIntyre, by using the  phrase "could bead more d e f t l y  the 

wil2or 's  growth, tt is bending an abs t rac t ion  r a t h e r  than a thing. 

t h a t  i n  h i s  thought he o r  she may f ind  the implicatione of t h a t  
- 

r+ it 
skmple thing. The more complex the image, the' fewer are the  assokla- 

, * 
r . 

t l o n s  one can make t o  it. PfacIntyre, by making e x p l i c i t  what i s  t he re  



i n  t h e  or igfnnl  only by a s s o c i a t i p  o r  extension, h a s  area& taken 

t h a t  image one s t e p  fu r the r  khan its intention. Furthermore, l i k e  
- - - - - - -  - -- * A - -- - -  A - - -  - - - - 

t Herter  Horfaa; MacIntgre uses  the  ward ~?symbolw t o  t r a n s l a t e  Bild, 

which me- l i t e r a l l y  Now a poet ic  llpicturelt i s  an'imaga, 

wwch may o r  may not have c e r t a i n  symbo~ic values and i e - t h e r e f o r e ,  a 

much more open construct ion than a symbol, which always has st very 
$52) 

s p e c i f i c  r e fe ren t  and direct ion,  Had Rilke wanted t o  use t'symbolwB/ 

here, there is no reason why he couldn't have. 
- - -- - - a u L  - - I 

- -  

LeishmG d i s t o r t s  the o r i g i n a l  t e r r i b l y  by introducing a~/ s o r t s  

of images and i d e m  t o  h i s  t r ans la t iod  f o r  which the re  l a  absolutely 

no justification. E.g., i n - l i n e  3, & - h a s  'an image of a-we& ng 
T 'k 

('which may be implied -- see nbte  on M a c I n t y r s ' ~  t r a n s l a t i  n -- but  f 
is  by no means neqes i l y  the  oa lx  thing implied by the  image); i n  ' 7 - a  
l i n e  6, he uees "forckng" r a t h e r  than the more l i t e r a l  lldrarslt 

(implxing t h a t  the  r e l a t l o n  between the  %+ing and the  dead i s  one 

of compulsion on the of the  l iv ing ,  r a t h e r  than one of des i re ) ;  
- - - -  - -  - - - -  - -- - 

and finally, by using the word nsavesH i n  l i n e  12, he implies  a 

possession on the  part of the  coofuror which is simply not t he re  i n  

the origirral. The con3uror sees  the  va l id  image ( i n  sonnet I - 9 it. , 





1. 2. 
R a i e e ,  tetts it! AS one inaugurated t o  pra ise ,  

'3 
he came fo r th  like t he  ore  out of the  s tone ' s  

,, WFd 

3. = iC 

+ s i l e n c e  - h i s  h e a r t  the  mutable wine press  6 \ 

4. 
N,ever by dust is h i s  voice disclaimed, 

- r.- -- 

- - 

6. 
when divfne i n s t a n c e  possesses him: 

A l l  becomes vineyard, all becomes grape, 

ripened i n  hie s e n t i e n t  south. 
3 

- - - L- Neither decay i n  Qi8 g r o t t o 8  =f kilhgs ' - - 

s t r a i n s  h i s  pra ise ,  nor 

t h a t  from t h e  gods a shadow falls. 

1 

He is one of t he  enduring mAe(e.ngars, * - 
vt ye t  reachea far i n t o  the  doors of the  dead 

O 

7. 
- - - - rib bowls f e x a l t i n g L r u i t s .  I 

$ - 



L -  - -  

~ 1) Ruehmen -- t h i s  is the  saae'rord for "praiee" t h a t  we f ind  in  t h e  
- - - - - - -- -- - - - - . , , ,, 

l a e t  l i n e  of sonnet I - 60 Betreen these two poems, a discovery has 

taken place, It is one of the  s t r u c t u f a l  p e c u l i a r i t i e s  of t h i s  sequence 
Y 

that the  poet not only records his viaion, but that the  words and 
I , *' 

images of t h i s  record function as keys o r  cen t res  f o r  fu r the r  d i s -  

coveries. One has the  sense t h a t  the  poems begin t o  wr i te  themselves, . 

through t h e  agency of the  poet. A l l  previously published t r a n s l a t i o n s  
- -  8 - - -  --- a L A - - > L  A . - A -- -- - -- 

nee tlpraising,m t h e  gerund here, r a t h e r  than the noun npr*~,"and as 

such they lack t h e  power and c l a r i t y  of the  discovery of the  e e d a n d  \ 
2) B e s t e l l t e r  -- l i t e r a l l y  "ordered, inv i t eden  The roo t  however i a  

s t e l l e a  -- "$0 s tand up, t o  s e t  up." 1 have chosen ningtnguratedtt 

because ^af the  extremely matter of f a c t  tone of the  c o a t e ~ t . - ~ O r d a i n e d ~ ~  

(aa MacIatyre t r a n s l a t e s  i t )  would suggest a reward a f t e r  learning 

which the  context  doea not  Amply. Orpheuef craft, throughout..the 
- - - - - - - - -- 

-7 - - 
eonnete, is imagined-as a g i f t  t o  him and t h e  aorld;  as-- a b i l i t y  

which happens upon the world suddehly, as r surprise.  (See sonnet I - 1, 
6 

which,begins right a t  the hea r t  of th'e matter.) ~ I k L l a r l y ,  "invitedtB 
- 

would impls a humility toward hlgl by whom o r  whatever inv i t ed  him, . 

which simply is not the re  i n  the  sonnets,'alld Mrdered" (or  nappointed" 
1 

as Herter  llorton t ranal i t tes  it) i n p l i e s  a power and causality which is 
t 

d s o  not  there. Orpheusl appearance is s&h here and elsqwhere as 

appearance is not ra t ional ized ,  much less  explained or j u s t i f i e d  -- T 

it just happeser and contiaues t o  happen in its time as one of the  rn 
elemental act8 d t h i n  t h a t  Lomaology. This extreme matter of faetpess ,  

I 
C 



coupled with ' the roo t  of the  word, s t e l l e n ,  t a k e s t h e  N a d e r  immedi- 

- - -  at8fy-back to-aanne ~ ~ L ~ - - ~ ! E r ~ c h t a t k e l n s n I ] e n k R t ~ - ~  - - - --- - 

a .  

3) Rilke uses two sentences here,  and ins tead  of the  a r t i c l e  "the," 

employs the  celebratory Itoh." I have joined the two sentences and 

inser ted  a pause between them v i a  the use of a dash i n  or&r  t o '  

, r ec rea te  the  concei t  formed by the  p o e t l s  rhyme of & with H e r s ,  the  

content of which fuses  the images of Orpheust pra ise ,  which is l ikened 
e 

t o  ore  be_* smelted gut ~ f ~ $ o n e , _ w i t k  wine floadng frcun- a_viae _prms_ .- -_- 
? 

l i k e  the  blood from h i s  tor tured  heart. (It is s i g n i f i c a n t  t h a t  Kel ter  

is feminine -- etymologically i t  is derived f r o m t h e  l a t i n  calcare ,  
- -- 

- "to kick with the  hee l ,  t o  stamp w i t h  the  f e e t w  ( i a t .  c i l x  -- Geef,  

 foot^^), Original ly ,  wine was pressed from the  grapes by t h e  f e e t  of 

I, 
wam8n. Thus again Rilke is playing on an image ofthe-maenads.) "Ohw .. 
has been replaced by Itthe', i n  order  t o  approximate the  German con- 

s t r u c t i o n  -- eines  den Menschen, which expresses the  r e l a t i o n  of $&I*~, 
; 

t o  %inen as a modification-or charac ter iza t ion  s f  !winew bx~-& It--- -- 

< -  

A l i t e r a l  English t r ans la t ion ;  m i  wine press  of a, f o r  man, inex- 

L haus t ib le  vineH does not express such a t i g h t  charac ter iz ing  ation- 

ship, but r a the r ,  because of t h e  rythm sf the speech and t h e  construe- ' 

t i o n  of the  phrase, a l t e r s  the  meaning subt ly t o  a possessive case. 

4) Bi lke r s  use of versagen he re  is not  straightforward. ~ e r s a ~ e n  
ti 

*-a 

r' usual ly  means Itto fail,'( but the  poet is playing with the  r o o t s  of the  
% - 

word, ver and sagen, in conjunction with a personi f ica t ion  of Stimme. 

voice in t he  presence. of o r  influenced bx lrduattt (%n a netaphorj&iL j - +--K 
a * 

sense as well as* a phyaical -- 'he sea te t )  , speaking f & e e l j  through. 



\ - - 68 

the poet -- the e n t i r e  image being modified by Wwer." I n  order t o  

preserve t h i s  complexity %of meaning, I haoe-completely reformed the  

l i n e  by the use of the  word wdisclaimed." 

5 )  ' The word which has  been t rans la tbd  as tiindance: i s  Beispiel. 

Rilke is punning on t h i s  word (which, unlike, uexample" the  usual 

English t r ahs la t ion  of i t ,  which implies a permanently divided re la-  
, 

t i o q  bf "At1 where llB1l follows o r  copies t l ~ t t )  implies  through 
-. - A - - - - d  +- - -- 1 __ . "I 

- - - - - 

its r o o t  ~aei ( 1 ~ 1 ~ ~ ~ )  and p re f ix  be i  (Itwith"), a haimoag-and 9 - h 

s b u l t a n e i t y  of action. Thus with its implicat ion of . I t in  

s t e p  (stance) w i t h , "  is a more suitable word here. Of t h e  three 

previous t raneJa tors ,  MacIntyre i s  the only one who has rea l izpd  
* ., 

this .  

, 6) A more l i t e r a l  t r a m l a t i o n  of ergreifen would be die grasptt o r  -.*, . 

"to eisze.? However, tlpossession,tl with its meaning of Ittaking up 
* 

r 

i n to , "  while not being as l i t e r a l  a@ "to graspw or  " to s ieze ,"  
t 

- - - - -- - 

r e i n f  oroes t h e .  required notion of harmonlohe ac  t i o a  which tti4stance" 

-.  beg$ns but does not qsi te  duplicate. The v isua l  image of Beispiel  is 
9 . . 

. 80 s t ~ o n g  i n  the Qerman, t h a t  I have found i t  necessary t o  use t h e ,  
, >  

-pPsc$.el meaqlags of two English words in my attempt t o  recapture it. ' 

'?j ' The movement of the  oct?ave appears reversed i n  the  a e s t e t .  . "' \ * I j Y  - * 
.4  ; ~ l e  ia tlie iormer .the t h r e a t  Pf  death and dust is seen behind the ' 

* ' . I  

a c t i v i t y  of B r a h e ,  i n  the  l a t t e r  p r a h e  and .exa l ta t ion  is seen 

lelshman d i s t o r t s  t h i s  movement by usiag the phrase "for the  Uead t o  
. + -, . . 

p a i s e ,  I@ i w - b y  omission t h a t  the l i v i n g  peed not  p ra i se  them. .. " n .  

'.I r e a l i z e  t h a t  super f i c i a l ly ,  t h i e  seems t o  be a s m a l l  point ,  y e t  . 



bearing in mind that a .  part o f  Rilkels narrative is concerned with 3 
- -1 

- 

- -demomrtraktng the-ra~tT~~anXaependence -off th81iviwL c m h e  

largest sense) t o  the dead, these kinds of d i s t o r t i o n s  are unaccept- . 



e 

gehn, d i e  Nymphg des geweinten Quells, 

wachend ueber unwrm Niederschlage, 

dass er  klar s e i  an demselben Fels ,  
I 

der &-Tore trasgt und d i e  tltaere. -- - - - 

Sieh, urn lhre s t i l l e n  Schul tern  frueht 

das  Gefuehl; dass s i e , d i e  juengste waere 

unter den Qeschwistern i m  Gemuet. 

Jubel weise, und Sehneucht ist gestaendig, - 
nur d ie  Klage lernt -nooh; maedche&aendig 

eaehlt s i e  naechtelang das a l t e  Schlimme. 

Aber ploetzl ich,  schraeg and ungeuebt, - 
' 

haezt s i e  doch ein Sternblld unsrer Stimme - 4 
i n  den Himmel, den lhr Eauch nicbt tsuebt. 



I. 
Only i n  the realm of praise may Lament. - 

2;. i 

walk, the nymph of the weeping spring, - 
watching over our precipitation, 

* \ 

that  it may. run _ ~ l % a r _ o n .  the-aame rock,. - 

\ 
- - -  - \- ..: - - 

3 \ 
- 

\ - - -  A 

that carries the gates and the altars, - \ 
\ 
'\ 

a 
Look, about her st111 shoulders dawns 

- -  "\, 

4. 
the intuition, that she may be the youngest 

5. 
among the siblings of  disposition. 



1) HLment,l@ l3ke %TubilationW and "Longingtt a r e  cap i ta l ized  
-LL ~rou"@iou€ TSCZiiGSXliegXre per8011i f ic~ ions  -- l i t e r a l  

nmasks t h a t  the  soul  wears." 

2) gehn t r a n s l a t e s  equally well as "to gow o r  "to walk." I have 

l i n g u i s t i c  o r  contextual j u s t i f i ca t ion  ,for 

/ 7 

choses the  l a t t e r  i n  keeping with the personificat ionso There is no 

MacIntyrel s t r ans l a t ion  

of this word a s  ltworkP 

3) fru.eht -- l i t e r a l l y  "ear l ies ,"  (.sic) 

possible. The yard gives an image t o  fir& 

which is of course im- 

beginnings -- be i t  buds, 

flowers, spring;, dawn, stc, I have chosen l L d a ~ d l  because it 4s not  

only a concrete image of such a beginning, but also because of its 

common use i n  the  turn of phrase .,'it dawns on him / her" ( L e o  Ifto 

become aware of"). MacIntgre and Leishman use the word "broods" i n  

their t r ans l a t ions  of t h i s  phrase, creat ing an implioatton simply 

not the re  i n  the  original .  Quite - -  - t o  the -- contra&, - what - -  - we - are - - -  - - -- - 

c-- - - 

prese&d with I s  the opening ou t  of a t i o n  -- nbt %he c l i s -  
B 

ing in of a a e l a n c h o l ~  ref lect ion.  (A ~ l ~ h t n e s t r ,  not a darkneeel) 

4) Oefuehl is usually t rans la ted  as ltfeeling," bkt' may also mean 
I 

"sentiment, emotion,, sense, sensatioa,  touch, f ee l ,  i n s t i n c t ,  
X & 

i n t u i t i v e  understandingn or n f l a i r  (for).n Etymologically, the  word 

16 beesd'on the  word fuehlen, meaning "to perceive by touch 
* 

( p h y ~ i e d . ) . ~  - Gefuehl, coming i n t o  use i n  the  17th c., means neeme 
__ -----p-pppp - - -p - - - - - --- - -- - -- pp - 

of touchtt o r  %ood of t h e  sou1.n Since R l lke t s  a lXi te ra t ive  s e r i e s  L 
ri 

~ e f u 0 , h ~ ,  Gemuet, ps&ndiq,  rhlch I have -ximated by a rhyme 

on It. +. t ionn  (%nf u i t ion ,  dlsposl3ion, revea ls  our c o n d i t v n w )  
I 

contains words which-are functions of the  soul  (eee &so notes 5 and 

6 below), I hkve chosen t o  t r ane la t e  It as " in tu i t i$nem mat I mean 



by "funct ion of  t he  soul1I i e  t h a t  (iefaehl In this i & t r n c e  ladkd a 
f 

more exac t ly  t he  i n t u i t i o n  (whlch,can be seen as t h e  s o u l * s  organ 'of . . . 
- 

. . 

touch) dawns on o r  i n  t he  maiden., 
4 

- 5) . Qemuet may be t r a n s l a t e d  as "mind, f ee l ing ,  s.0~1, hea r t ,  
. * 

nature,  d i spos i t ion ,  temppr(ament) , I t -  o r  %set 02 mind. " None of 
8 ' 

these  is ladequate. O f  all of them, ileoulll i n  t h e  sense  of  Ifhe /,;he 

baa ~ u f  a n d  Wtsposit&onL-ecme- oloseet-- ohe- can-.see as--i-l&uetra~+n -- - 

of  t h e  imposs ib i l i ty  of  t r a n s l a t i n g  t h i e  word i n  t he  f a c t  t h a t  t h e  

English language has  not managed t o  produce an equivalent  f o r  Gemuet- 
- - -- - - - -  - A 

e i c h k e i t ,  ( a  word.ths cons t ruc t ion  of which is similar t o  "reeponsi- 
" 

b i l i t y "  -- t h e  a b l l i t y  t o  respond) which means an  ebu l l l eaee  of sou l  

o r  d i spos i t ion .  Etymologlcally, @emu$ is crea ted  I n  m.h.d. on t h e  * 

r o o t  Hat, and o r i g i n a l l y  means "the t o t a l i t y  of t h e  s o u l ' s  percept ions  

and thoughts," and l a t e r  comes t o  maan also "the s e a t  of t h e  Inner  
-7- 

- perceptions - ' and  thoughts+" I - h a v e c h o s e n  tstranslate Qemuet as - - - 

ndisposi t ionl l  i n  th$s  case, s ince ;  a) any o the r  word l i k e  %aturen o r  

"temperamentn carrfes a c.onnotation whith would s t e e r  the  reader  i n t o  

undesi rable  d i k t i o n s ;  b) r e  do understand t h e  phrase wd i spos i t i on  0 

- 

of t h e  ~ o u l ; ~  and c) t h e  word %oulli would be inaccurate ,  s i nce  we 
' 5  

are dealing here r l t b  a func t ion  or facu l ty  of t h e  sou l ,  and not  t h e  

eoul i t s e l f ,  

6) Oestaendilr is e t y m o l o ~ l c a l l y  based cn t h e  r o o t  s tand ,  meaning 
- Lpp----p 

--I--. -- 
"to s tand ,  p lace  of.standing,# as it does I n  English which &takes 

at' ' - --- - - - -- -- -- 

t h a t  root .  Staendiq w a s  c r e a t e d  i n  the 16fh C., meaning llcontinuously, 

*lwws rs turni%.  Gestehen a c t u a l l y  mean. " to  r ~ k n o w l e d ~ ~ ~  (or igin-  

a l l y  Jrto tetsstif'y before court,If I n  m.6.d. a l s o  " to  pledge one's  



akeistence,  to knowledge, t o  incorporate with o r  place i d a , n )  

--a bas primaril~~ c c u n e _ t c u n e & t ~ ~ ~ ~ ~ ~ ~ ~  t ," 
ye t  i t  o r ig ina l ly  meant ,(m.h. d.) flrespodsible for ,  t o  s tand d t h  o r  

4 .  

take s i d e s  with," and %o agree with  of consent t o e N  Thus an examimp - 
t i o n  of the etymology of Gestaendig qaveals t h a t  the word, i s  

primarily confessional (which c a r r i e s  the immediate connotation of 

g u i l t ) ,  but revelatory -- i.e. it r e v e a l s  one's place i n  Che proceed- 

lags - (see - root  "stand," stance) - -- without - -- a s ~ m ~ t _ a n e o u ~ ~ a d m i s _ ~ i ~ ~ ~ - o f ~ - ~ - ~ ~ ~  
A 

guilt. Bearing i n  mind the o r ig ina l  ni l ieu 'of  the  io rd ,  (leg& 

tektlnoiogy),  witnesses a r e  not <asked e i t h e r  t o  accuqe o r  prbnoyice : 
- 

sentence-on fhenBelves they are mes ly  %ked foptestify: The 
4 i - 

question of innocence o r  g u i l t  is decided l a t e r ,  and by someone else. 

For these ' reasons Z have chosen t o  t r a a s l a t e ' t h e  word Oestaendiq with . 
the phrase l treveals our condition. 1' 

?> schlimm means bfBtacute  i n  i negative- w ~ . "  Schlimme - 
word as weril,fl  ne i the r  does it carry the moral oonnotatione of t h a t  

word. It means i n  i ts  broadest sense tW.sfortuneI1 o r  the  "trials of 
- -, 

fatet1 a person may be subject  to; It has Feen t rans la ted  here as 

%rongdf both because tha t  word lacke the moral conootatiions of . 
N e v i l w  (which Is the  word both MacInZyre and Eerter Norton use), and 

a l s o  note 9 below) The choice of i180nest* f o r  'this purpoee can be 
s 

j u s t i f l e d  i n  several rays: a) We know frgm l i n e  1, t h a t  Lament, may 
.. : 

L? 

4 

> 

I - 
- '-L - -"-=- 4. 



only walk s$thiq the realm qf p r d s e ,  which '$13, as w e  .have seen 

t h a t  a thing IPB," assigned t~ the realm of "8," w i l l  have a s i m m i l a r  
I *  

form t o  ltA.tl b) ~ a m e d t  is personified and is therefore not t o  be seen 

a , merely as the a c t  of lamentation, but as an image o r  form of t h a t  a c t  

i n  i ts l a r g e s t  significance.  c) Lament holds a wconstellatianlJ of our 

voice i n t o  the sky, i . e .  B fixed o r  e te rna l  h r m  of the  voice of 

lamentation, gd-weL&ow from-bothhtk_e p r w r i o u ~ ~ a n d  t b e _ f ~ l l o n i n g  ---Au-- -  

4 

sonnets t h a t  the only immortal a c t  accessible t o  man is the  act of 

sang o r  poetry. Therefore, by moving off the l i t e r a l  i n  t h i s  instance 
- - 

( i n  order t3- ~ e c f e a t e ~ R I l k e %  r u n e  of l i n e s  1 1  k d  131, I do nit - 

think I have.vio1ated the  meaning of the passage t o  any grea t  extent. 

, 9 )  The rhyme Schlimme and Stlmme (%roogdf and *lsongs") informs . 
.- 

the  reader as t o  the  kind and.nature of the voice which here becomes \ 
J 

Immortal. Since i t  t i e s  both lament and pra ise  together as conetitdent 

elements of Orphic song, t h i s  poem a c t s  as a bridge between the  dual  
- - -- - - - - - - - -  - 

concerns of decay snd growth of sonnet J - 1, &d the concerns- of the 
-. ? 

% 

1iv;ing and the,dead of aonnet I- - 9. m i l e  the  dead are praised o r  
A 

e x h t e d  in sogpet I - ?* they literal1.y give voice t o  the s inger  in 
=# 

sonnet I -  9, This is only possible  through an Image of lament 

aecendlng t o  the hea~ens,-"mking i t s e l f  worthytt s o  t o  speak, In 





/ .  

Only he who bas raised the lyre , 

' 1. 
even among shades, - 

3 2. 
a may present the intimations . 

Onlg he who has eaters bf t h e  pop'py - - 

3. 
with the dead, of their kind, 

shall never e g k n  l e t  the alighteat 
9 

Though the still pool's reflection 

often shatters from us: 
- 5. 6. 

Know what is seen. 

9 

Only i n  the double realm 

.do the voices become - 
2 - - .  - -L--~------- 1 L .  

eternal and mi ld , -  
------pp--p-----p-p-p-- ~ L-A------pp---.-----Lp-p-p---------- ~ ~ 

* 

- 
. , 

. 3  

. . 

.. . . t 

v 2' 
dl 
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\ I  

16 
e - 

1 ) Although auch ueually means tlalso, it can a l s o ,  .dependtng on 
- - - - - - -- - - - - - - - - -- 

the  context,  mean "evenw'as  i t  does here. MacIntyre a l t e r s  t h e  nieaniag . 
L > 

of the  first stanza by leaving  t h i s  word out, R&ake i s  c lea r ly .  saying 

thaC only he who has  r a i sed  the  l y r e  both among t h e  YivAng and the  " F 
dead (eee l k s t  s tanza)  m a y  preeent ... etc.  g. leaving  out t h i e  word 

which inc ludes  the  l i v i n g ' i n  t h e  subjec t  of the  poet ' s  song, MacIntyre 

leaves  the  reader  with a f'alee impression of necromantic hocus pocus 
- -  - A P A  A - - - - - - - - A- --- _.- --- -____- _____.--- -.- 

which is  prec ise ly  what Rilke wishes t o  avoid. Leishman on t h e  o the r  

hand,cagain comitte t h e  e r r o r  of assuming t h a t  Rilke is grant ing  t h e  
I 

l i v i n g  Cvia th6 poet)  mwer Over the_ dead (by t r a n s l a t i n g  the p h w e  " , 

7 

as Wnly by him with whose lays / shades were enraptured"), when Rilke 

Is c l e a r l y  s t a t i n g  t h a t  i t  i s - t h e  dead which a r e  giving the  p e t  t h e  

g H t  of t h e i r  voice. 

2) ahnea -- "ant ic ipa te ,  foresee,  have a presentiment of, have a 

foreboding of ,  d iv ine  sense, suspect." s ince  an equivalent  adverbial  
- - - - - -- - - - - - - - P P  - - - - - - - 

f o r  ahnend i n  English would sound more ark=ard than the  Qermsn allows, 

and s i n c e  t h e  t p a l i f l c a t i o n  of  %uiless praise" ria the adverbial  

cons t ruc t ion  ahnend e r e t a t t e n  is 3kbsolute i n  t he  Q e r w ,  I have chosen . 
4 C " t o  change t h e  cons t ruc t ion  t o  - an . adject ivaleonec LeiahmaPts uee of 

% e l e s t i a l  praiselt  is another of h i s  d i s t o r t i o n s .  rhlke does not  - 

introauce t h e  c e l e s t i a l  i n t o  t h i s  poem. H i s  concern is t o  discover 

ohaft is unendlich -- l i t e r a l l y  "not (never) endingn on ctarlih. a' -- - Pp -- - - 33 WSm- a-~W~-~a-latlatZoll-PGer=~rtaer @IJ " 

- -PP--L -n,-*&crextFa p ~ n g P & ~ i t g  , c ~ ~ w - i t s - m i ~ m - i - -  - 

both languages. It is not c l e a r  from the  cons t ruc t ion  whether t h e  I 

\ 

phrase "of t h e i r  kindf, r e f e r s  t o  t h e  popliies, (I. e.* the'popp%ea of  
I -. - 

the  dead), o r  t o  the dead and t h e i r  o f f sp r ing  themselves, o r  as is L 



more probable, t o  both -- where poppies would be seen as the plroduct 
< 9 

- - 4 4 b M t g ~ - r - k ~ & h e S r * m . - w e h ~ - -  

translates " the  deadm liere as "the ~ X e e p i n g , ~ ~  no doubt t o  preserve his 

rhyme scheme. On t h i s  point  I have an open question: If Lefshrnan is s o  

concerned with a s lavis f i ly  formal dupli&ation'of a rhyme scheme t o  t l e  

poin t  where he is w i l l i n g  t o  d i s t o r t ' t h e  content of what he is trans-  

l a t i n g  t o  such a hopeless ex tent ,  why is he even bothering about t h e  

L A  - - co~ tenk-* t  aEE +-mahrteining -the pretext-of -a -tmn&tator -- -why - - - - -- -- 
9 .. 

doesn' t  he merely c r e a t e  thousands of sonnets i n  pe r fec t  form contain- 
I 

ing t o t a l zy  indiscr iminate  nonsense? It is  prec i se ly  on $ h i s  i s s u e  
- - -- - - - - - - - -  - - - 

. t h a t  I have come t o  t h e  r e a l i z a t i o n  t h a t  i n  order  t o ' t r a n s l a t e  a goem 

with dlre respect  f o r  thd o r i g i n a l ,  one muat thanelate '  not  only the  

content  of t h a t  o r i g i n a l ,  but one must a l s o  i n v e n t  a new form i n  t h e  , 

new medium which is s u i t a b l e  t o  t h a t  c ~ n t e n t .  

4) l e i s e s t e n  Ton -- l i t e r a l l >  "quie tes t  tone," get Rilke is 

which =omonly  means "to keep s e c r e t  about ~ornething." Thua what thepe, 

l i n e s  i n  t h e  poem mean is that t h e  p6etta s e n s i b i l i t y  I s  immeasurably 

increased by h i s  entqance i n t o  and knowled& of the  realm of the  dead, 
\ 

and that t h i s  knorledgh is of the n a b e  of t h e  i n i t i a t e  who has 

o b t i n @ d  a knowledge which is r e c r e t  by w a y  of €he- f a c t  t h a t  i t  is 
5 " 

is c a p i t a l i z e d  because it is held i n  opposition t o  s passive r e l a t i o n  

I t b  9 f l e e t i n g  reflection o r  reprsaentation. The previous two l i n e s  

confpin an image of il&ci8sus. I(arc1ssus only passively observee t h e  
the 



28 

human condit ion,  see ing  a s t a t i c  p ic tu re  whdse every inovemerte causes r 

# 
I 

h S m e _ n d l s a q - & r l e f ~ - - ~ - p n e ' t s _ ~ l t h & ~ ~ ~ 6 3 , g g - -  -- 

4 

knows t h a t  Q n d i t i o n  i n  the c o & t r ~ # & i i p f  hi. songs where joy and - 
-G, 

gr iey ,  p ra i se  and lament (see sonnet I - 8) play o f f  aga ins t  one 

another,  c r e a t i n g  a Yield of ac t iv i ty .  

6) The above understanding of the merpning and place of t h e  word 

Wisse relates d i r e c t l y  t o  the rgason das Bild has 'been t r a n s l a t e d  as - -- 
t ! w h a t - ' j a  - aaen.2l- The_- word- Rr_t d- Baaed -on - the  -word --ZUUert, -WO--~WIU- - - -- -- - 
o r  shape o r  build," and thus  r e f e r s *  t o  any th ing  which has, e i t h e r  

formed o r  shaped i t se l f t  o r  been formed o r  shaped by an agent o r  
- - - - - 

through a medium. I n  any case i t  i m p l i e s b a  t r anspos i t ion"of  e i t h e r  a 

mental o r  a physical  r e a l i t y  t o  some other  objec t ive ly  simultaneous 
6 

place. Now the  s l n g u l a r  c h a r a c t e r i s t i c  of such a t r anspos i t ion ,  and 

o f  $he word B i l d  i t s e l f ,  is t h a t  i t  is always v i sua l ly  apprebe'nded. 

~ h u a  the scope of  meaning which the  word B i l d  has  co9e t o  include - 
where t h e  wformingca8pect o f  the  word is paramoubt i n  its meanin& 

a d  the v iaua l  is only secondary, to  t h e -  s t r i c t l y  ~ e ~ r e s e n t a t i b n d  

( " re f l ec t ion ,  p i c t u k ' ~ )  where the  forlhing aspect  is negl igable  i f  not 

donaright non-existwit and t h e  visutil is'paramount. With t h i s  In mind, 

the  firet of .the t h r e e  i n t e r r e l a t e d  raasons for translating das Bild 

as "what. is seen" here  is simply t h a t  the f t r e f l e c t l o n ~  t h e  phrase 
8 

/ 

--a more' e p e c i f i c  meaning t h a n  t h e  word Bild allows: 1.e. gn nimagen is 
. . 

d i f f e r e n t  from a b y m b o l , "  a npicture,n a ~ t r e f l e c t i o n n  o r  a simple 
L - 

vieital perc ip t ion ,  dl of: which we enEcmpassed - t o  a g r e a t e r .  or 
* . ' 



79 

l e s s e r  degree by t h e  meaning of t h e  word - Bild.  F i n a l l y  (and i n  a 

manner q u i t e  r e l a t e d  t o  t h e  second reason  above), e s p e c i a l l y  i n  t h e  

f i e l d  of t h e  ar ts  t h e  word "imageH has  a very s p e c i f i c  formal o r  

s t r u c t u r a l  meaning, and i n  terms of h i s  own language R i lke  i s  n o t  

only aware of  t h i s  meaning, bu t  u s e s  i t  a s  a s t r u c t u r a l  element i n  h i s  

sonnet  sequence by drawing a d i s t i n c t i o n  between t h e  g e n e r a l  word - Bild  

( a s  a v i s u a l  g e n e r a l i t y ) ,  and t h e  s p e c i f i c  word Figur  ( a s  a p a r t i c u l a r ,  

c o n s t r u c t e d  ttimagell) i n  sonnet  I - 11. The key t o  t h i s  movement from 

B i l d  t o  F igur  l i e s  i n  t h e  word Wisse. Ri lke  i n s i s t s  h e r e  t h a t  t h e  - 
persona "know what is seen,"  i n  o t h e r  words not  merely consume t h e  

v i s u a l ,  bu t  b r i n g  t h e  i n t e l l e c t  t o  bear  upon i t  s o  t h a t  i t  may be 

understood i n  i t s  p lace ,  "is g iven  a s to ry t1  s o  t o  speak. I n  t h i s  way 

"what is  seent1 becomes p a r t  of a permanent l a r g e r  o r d e r  o u t s i d e ,  while  

s imul taneous ly  o rde r ing  t h e  s t r u c t u r e  of t h e  i n s i d e  by b r ing ing  i t  i n t o  

sympathet ic  alignment with t h a t  new element of o r d e r  i n  t h e  ou t s ide .  

I f  t h i s  p rocess  of "knowing what is  seen" is  accomplished, we no longer  

have a \ B i l d ,  but  a F igur ;  no longer  a mere d e s c r i p t i o n  o r  r ep resen ta -  

t i o n ,  b u t  image. (See no te  # 15 on sonnet  I - 11 f o r  a d i r e c t  cont in-  

u a t i o n  of  t h i s  argument. ) 



Euch, d i e  i h r  n i e  mein Gefuehl v e r l i e s s t ,  

g r u e s s  i c h ,  a n t i k i s c h e  Sarkophage, 

d i e  d a s  f r o e h l i c h e  Wasser roemischer  Tage 

a16 e i n  wandelndes Lied d u r c h f l i e s s t ,  

Oder jene s o  of fenen ,  wie das  Aug 

e i n e s  f rohen  erwachenden Hi r t en ,  

- innen  v o l l  S t i l l e  und Bienensaug - 
denen entzueckte  F a l t e r  en t schwi r r t en ;  

a l l e ,  d i e  man dem Zweifel  e n t r e i s s t ,  

g r u e s s  i c h ,  d i e  wiedergeoeffneten Munde, 

d i e  schon wussten, was schweigen h e i s s t .  

Wissen w i r s ,  Freunde, n i s s e n  w i r s  n i c h t ?  

Beides b i l d e t  d i e  zoegernde Stunde 

i n  dem menschlichen Angesicht, - 



1. 2. 

You that  have never l e f t  my i e n s i b i l i t y  
f - 

? 

I g r e e t ,  ant iquesarcophagi ,  4 

through which the mirthful waters o f  Roman days 
3. 4. f' 

_ mean_d_er a s  a transformlag song,- , - 
1 .  

those s o  open ones, like the  eye 

a joyous awakensng shepherd, 
5. 6. 

\ 

- i n s i d e  f u l l  of b e e t s  work and stillness - 
~rom which whirled enchanted b i t t e r i l i k s ;  

b 

- 

a l l  tha t  m e  t e a r s  away from doubt 

1 g r e e t , ' t h e  reopen* mouths, 
7. 8-  

'that have come t o  know . the  name of s i l e n c e .  

,Do we know i t ,  fr iends ,  do we know i t  not? n 



1 . The cons t ruc t ion  of t h i s  phrase has necessar i ly  been a l t e r e d ,  
- - - -- - - - - - - - - - -- - - -- --- -- -- - - -- - 

s ince  the  l i t e r a l  t r a n s l a t i o n ,  "You, t h a t '  you neper my s e n s i b i l i t y  

l e f t1 '  is i m p ~ s s i b l e  ' in h g l i s h .  Also, although the  th ree  previous 

, t r a n s l a t i o n s  a l l  use some form of "who,!' I have chosen " tha t , "  s ince  

the pe r son i f i ca t ion  of -nsareophagitt  1s not as s t rong as the  ~ e r m h  
/ 

gender makes i t  appear t o  be. 

2 )  Gefuehl has  been t r ans la ted  here as % e n s i b i l i t y m  -- a s  a -- La - L 2 L  - 

, capac i ty  o r  "negative ~ a p a h i l i t y , ~  r a t h e r  than as an a c t i v e  organ of 

perception. (For a f u l l  range of meanings f o r  t h i s  word, see .  note 4, 

sonnet I - 8.) The reasons for t h i s  t r a n s l a t i o n  are several, t h e  

primary one being r e l a t e d  d i r e c t l g  t o  the  image Rilke is using here. 
B 

These sarcoghagi are empty of t h e i r  o r i g i n a l  contents  -- the  body -- 
which has  metamorphosed i n t o  some other  realm. I n  s t anza  2, they are 

seen through a concei t ,  as flowers from which the  transformed but ter-  - 

-*-- a" 

f l i e s  have flown. This  metamorphosis is assigned an element -- w a t e ~  

-- which is a moving image of t h e  tfwayl' v i a  Fli lkels pun on wandeln 

(see notes  3 and 4 below) which reappears throughout the  sonnets. Now 

the  meaning of t h e  phrase lthave never l e f t  my s e n s i b i l i t y t 1  is simply 

t h a t  these  sarcophagi, as images o r  vgssels  of  ( o r  capaci ty  f o r )  a 

c e r t a i n  kind of information, have always been pregent in t h e  poet. 

The secondary reason f o r  thi; translati&, which is d i r e c t l y  r e l a t e d  

t o  t h e  f i r s t ,  is t h a t  we know from the o v e r a l l  sequence, ( e s p e c i a l l y '  
- - - - - - - - - . - -- - - - - - - - - - - -- -- -- - - - -- - - - - 

sonnet I - 9 which immediately preceeds t h i s  sonnet),  t h a t  t h i s  

is a necessary,  part of a poe t i c  s e n s i b i l i t y .  

3) d u r c h f l i e s s t  meaim l i t e r a l l y  t'flowa through." It has  been ' 

- - 
t r ans la t ed  as "through which ,.. meanders1) i n  o rde r  t o  dea l  with 



a 'q 
Rilke ' s  pun on wandeln. (See note 4' below), 

belonging t o  the  group of verb. winden. It means, therefore ,  ?!tob t u r n  
'? 

again and 'again. (See tlmeanderll above. ) The meaning Itto go back and 

fo r thu  a r i s e s  i n  the  14th C.-The meaning "to change i t s e l f N  goes back 

t o  a.h. d. R i l k e r s  play of meanings r e s i d e s  i n  t h e  fact '  t h a t  wandeln 

in* current  usage means almo@ exclusively " to  changet' o r  I1to t rans-  
, 3iyZD' 

- - - -  .- - 

formn ( a s  i t  has been t r ans la ted  k here) ,  y e t  i n  poe t i c  usage the sense 
'4 

o f t e n  focuses on t h e  roo t  image of t h a t  meaning "to change" o r  "to 

I transform," and means !!to wander." This play is maintained i n  t h i s  
i 

t r a n s l a t i o n  by the conjunction of the  two words 'Imeandersn and Ittrans: 

forming." 

5 )  .Bienensauq -- when used as a plant  name t h i s  word me ns  P 
"ne t t l e ,  " However, l i t e r a l l y  i t  means %eesucktl (dic) o r 9 e c t a r .  " 

&' 
Throughout the second s tanza,  Rilke i s  construct ing a concei t  wherein 

- - - -  - 

t he  open sarcophagi of s tanza  1 are seen as an opening eye, and t h i s  

i n  t u r n  is seen as a n  opening' flower r e l eas ing  a b u t t e r f l y ,  A symbo- 

logy bf death and t r a n s f o r m a t i o b i s  thereby created,  fus ing  the  be- 

- ginning of the v i s ion  o_f s tanza  1 t o  i ts  reso lu t ion  i n  atanza 3. I 
L Ir 

d< 

have chosen t o  t r a n s l a t e  t h e  word as "beets work," god not as 
, 

%mttle," as Leishman and.MacIntyre have f o r  two i n t e r r e l a t e d  reasons: 
# 

a) the  flower symbology of l i n e s  7 &d 8 is impl ic$t lp  obvious without 

they a l s o  s t i n g ,  ( l i k e  the  n e t t l e  which has a sweet lemon smell and 

s t ing ing  Gets t h a t  entangle);  and b) Rilke is c l e a r i y  playing on t h e ,  

l i t e r a l  meaning of Bieneneaug here,  'eomething . - r h i  h previous t rans-  



- - 

l a t h 3  seem t o  have missed. ("We a r e  the  bees of the  i n v i s i b l e n  -- 
< b 

- - - L  - - - - - - A A - - --- -- -- -- 

again t h e  sarcophagus not as object ,  but a s  image of capacity,  It  $8 

the  i n v i s i b l e  contents  of the  sarcophagi and t h e i r  process which is 

the  c e n t r a l  concern here. Rilke,  a f t e r  a l l ,  had been i n  Egypt,) 

6 )  I ls t i l lnessl t  ahd "bee * s worku have been, inver ted ,  purely f o r  

met r ica l  and onomatopoeic purposes. The e n t i r e  l i n e ,  held between 

, dashes, funct ions as an as ide  i n  the monologue, and as such i t  must 
- - - 

not d i s rup t  the  movement of image. The I t s t t  sound6 of "&&herd, ins ide ,  

s t i l l n e s s  and b u t t e r f l i e s f V h u s  form a rythmic matrix of a l l i t e r a t i v e  

sound. which allows t h e  inc lus ion  of- t he  a s i d e  with much- l e s s  garr ing 

p ra t rus ion  than an ending t o  l i n e  7 with t h e  harsh sound -of the words 
P 

@ b e e t s  work!' would allow, Furthermore, we a r e  moving i n  a landscape of 
k 

s i l e n c e  wherein t h e  only sound is the wash of a gen t l e  stream and the  
* 

aoand of bees. The r e p e t i t i o n  of the sound at  the  beginning and 

t h e  end of the l i n e  serves t o  r e in fo rce  t h i s  s t i l l n e s s  i n  an onomato- 

7) It becomes c l e a r  i n  s tanza  3 t h a t  the  sub jec t  of this p&m is 

not the  objec t  ttsarcophagus,ft but the  image of the  motin; 

Row l i t e r a l l y ,  die schon wussten means "which already knew."  he 

s u b s t i t u t i o n ,  hese as -above (see  note I ) ,  of Wxatit f o r  "whichn o r  

*rhow h a s  already been discussed: the  poem c o n s t i t u t e s  a formal % .  

address and no t  a personif icat ion.  "aveady kneww has  been r e j e c t e d  
I .  

-- - 
-- -- - 

- - 13.-fmr PO f - nhavavcc3XiEF€Fkiiorn i5-6rireF-t6-c-a*:aEn1mage of 
0 

- - -- p r o c e s s  j - n o t ~ n  x x i u z m ~ c  abstzacflom ; ; x w m Q a a y  xzep--xnai: - - - - - 
C -? 

ca tee  t h a t  t h e  sarcophagi, as objec ts ,  had t h i s  knowledge from'the 

beginning, r a t h e r  than having gained i t  a s ,  a funct ion of t h e i r  use. 
P ! 

The l i n e  immediately preceding t h i e  contains  an image of ' the wieder- 



geoeffneten - Mund, a "reopened mouth." I n  Egyptian funerary p rac t i se ,  

€be %pening -of ptheMouthrLFeremoo~-~€uaIlyK w r e o p e i T i g o  f me -Pp-p - 

-mouth," s ince  t h i s  p a r t  of the  r i t u a l  is the last  act performed on a 

completed mummy) is performed by the  high p r i e s t  immediately p r i o r  t o  

. t h e  'enclosing of the  mu- i n  thebsarcophagus. It is an image of - 

r e b i r t h  -- the  mouth is opened ( t h e  l i p s  painted r e d  by the  s t roke  of 

a brush shaped l i k e  an  adze) s o  t h a t  the  man may breqthe and speak i n  
- LA 

thke new world. (So uEhi?t -hisPKA is freed. )- Here, the-open sarcophagi 

from which the  b u t t e r f l i e s  whir l  a r e  seen as a l a r g e r  extension of 

, t h i s  r i t u a l .  - - - 

was schweigen b e i s s t  is usual ly t r a n s l a t e d  i n  common speech as 8 )  - 
"what s i l e n c e  means," which is how the  three  previous t r a n s l a t o r s  

have handled it. However, i t  l i t e r a l l y  means "what s i l e n c e  i s  ca l l edw 

&r "the name of s i l ence , "  and Rilke i s  playin'g on t h i s  l i t e r a l  mean- 

%ng, c rea t ing  an ambivalence between both s i l e a c e  and the  sound of a 

voice pronouncing a name, and the  f a c t  t h a t  theoccupan t s '  of t h e s e  - 

sarcopSiagi once had name,$, while now they a re  forgotten.  

9) HformsM here dup l i ca tes  the  ambiguity of the  or iginal '  where i t  

i s  unclear  whether "both" engraves a "hes i tan t  hourw on the  "human 

c o ~ n t e n a a c e , ~ ~  ok ?whether, the  "hes i tan t  hour" &graves "bothM on the  

nhurnan countenance." Both r n e a n i n g ~ ~ a r e  doubtless  intended and should 
& 

maintain a tension of play i n  t h e  eye of the reader. - 



Sieh den H i m m e l .  Heisst kein Sternbild "ReiterW? 

Dem dies  ist uns Seltsam- eingepraegt : 

dieser Stolz aus Erde, Und e in  zweiter, 

der ihn tre ibt  und haelt  und den er traegt. 
-- - - - -  - - - -  - - - .- - + - -  - - -  

1st niqht so, gaJagt und d a m  gebaendigt, 

diese sehnige Natur des Seins? 

$leg und Wendung. Doch e i n  Druck verstaendigt, 

Heue Weite, Und d i e  zwei sind eins,  

Aber - sind s i e r s ?  Oder meinen beide 



1. 2. 
Observe the heavens. Is t h e r e  no cons te l l a t ion  c a l l e d  nHorsernan?tt I 3: 4. 
For t h i s  i n  u s  is s ingu la r ly  stamped:" 

I. 

6. 
t h i s  p r ide  of earth. And a eecond, - 
t h a t  d r ives  and r e s t r a i n s  him, and whom he c a r r i e s *  

7. 9. 
Is not' t h i s ,  chased and then tamed, - 

' 9. 
the sinewous nature of being? 

10. 
Way: and wending. But  a touch informs. 

u. 
New distance$. Andathe two a r e  one, 

, 

IX. 
Rut they? Or'do both not mean - 
t h e  way they maketogether? 

0. 
Bameless b r e a d y  t a b l e  and meadow @ir&des them. 

eP > 

Even t h e  s t e l l a r  t i e  deceives. 
14. 

But l e t  it d e l i g h t  u s  now for a while 
#5. 

to believe -the _Thaf auf&s, - -- - - 



& 
1) "Observe' has  been chosen ins tead  of "look attt  -QX- ltsee!l f o r  two 

- 

riSEiBonsb T a e  -firs tLani  m6s t - o b v i o ~ r s  t Z a t - t h t t ~ ~ & t t 6 m e m e ' t  ' 
- -7- - 

I immediately suggests  astronomy -- i t  18 the  roo t  of the rord Ifobserva- 

' tory." The o ther  i s  t h a t  " to  look atu and " to  seet t  both imply a 

passive,  one dimensional d i r e c t i o n  -- "to look atn moves from the 

observer t o  the  ob jec t ,  and "to seew hove8 from t h e  ob jec t  t o  the  

observer. WbserveW on the  o ther  hand implies  a v i s u a l  r e l a t i o n  with 

an objec t  whicK is par3 of a IargW process of a c t i v i t y .  ItL implies  - 

previous i n t e n t  and consequent act ion.  In t h e  context  of the  s c i e n t i f i c  

method i t  is the  c e n t r a 1 , s t e p  i n  a s e r i e s  of a c t i v e  processes - Implying 

discovery and change. Ri lkers  sentence Sieh den,Himmel., is very much 

&kin t o  the  cons t ruc t ion  of the  English phrase "see chapter  ..," -a i t  

impl ies  a pas t  and a fu tu re ,  of which t h i s  present  rlsee ...n is the 

nexus o r  turniqg poin t  o f ' r eve l  Had he meant what is usual ly 
4 

meant by the  English words "loo llsee,M he would have used the  

sentence Sieh i n  den Himmel. 

2) ttHoreemanbw T h i s  word is used i n  the  t r a n s l a t i o n  ' ( ra ther  than 

t h e  more 1 i t e f . a l  l1riderW) f o r  two i n t e r r e l a t e d  reasons: a) by the  con- 

junction of llhorsert add Itman" i t  introduces the  image of the  Satyr  o r  

Centaur ( c o n s t e l l a t i o n  S a g i t t a r i u s ) - t o  the  sequence, ( see  a l s o  notes  

on sonnet I - 203; and b) t he  compound ro rd  "Horseman," while i t  may 

mean l t r lde r ,m a l s o  i l l u s t r a t e s  i n  its cons t ruc t ion  the  percept ive mode 

a n d a c t i o n ,  ' -- 

31 Se l t sah  -- l i t e r a l l y  wseldom,t' usual ly  upeculiar.N "SingularN - 

combines both of these  meanings, s ince  a thing'.more seldom than a 



.I1onel1 o r  l lsingularll  would be %ever,11 and l lsingulartl  does car ry  a 

mtf on 0 f  t h e  ~KLQ-UB -or-yecu~~-Howeve~,--th~r81s ab-scu&extu&,--- -- 

reason f o r  the choice of this-word. I n  the  f i r s t  stanza, M l k e  is ' 

> 

s e t t i n g  up a para l le l i sm of one t o  one -- each is stamped s ingulakly 

-- t h e  f i r s t  a& the  second. The number of the poem is 11, which can 

be read  separa te ly  as 1 - 1 ;  as the  sum of 2 ;  o r  as a l a r g e f  cambina- 

t i o n  of both of these,  the  usual  11, where each of  t h e  same d i g i t s  

modifies the  o the r  toLcreaLe a L l a r g e r  order of meaning t o  which-both . 

contr ibute ,  but which goes beyond e i the r .  The-number of  the  poem is  

therefore  an i n d i c a t o r  of the  t a s k p f  the  poem -- the  working out of 

the one to- one r e l a t i o n  constructed i n  the f i r s t  stanza. 

4) praegen means Itstarn~ed" -- e i n g e p r a e ~ t  therefore ,  means "stamped 

in ,"  not 'Lengravedn o r  netched" which are d i f f e r e n t  processes, The 

nature of the  process i s  s i g n i f i c a n t  when onepconsiders i t  i n  con- 

*tion w i t h  R i l k e f s .  phrase --- S t o l s  aus Erde. (See note 5 below. ) 

aus -- *made o f ,  made out of ,  The' making of cosmologies, the  5) - 
layingsout  of images i n  t h e  heavens t o  correbfPond t o  a c t i v i t i e s  under 

our f e e t  is a kind of pr ide ,  s ince  i t  stamps onto o r  sees i n  the'con- 

f i g u r a t i o n s  of the st&, f igures  whiab corrbspond t o  ( c y c l i c a l )  

events on earth.  Yet t h i s  pr ide  is not h a g i n e d  as the  usual  "sin of 

pride," i.8. an anthropomorphism which challenges and o r  denies  the  

cosmic powers, The pr ide  is %tamped in-us" and i t  has i ts o r i g i n  i n  

f - 
the second. A s  such, the  human becomes t h e  r e s s e i  o r  medium through 

which t h i s  pr ide grows out of t h e - e a r t h  toward the  stars -- t h e  medium 

thPough which the e a r t h  seeks t o  a l i g n  i t s e l f  with the  heavens. A 



biologica l  ingtance of t h i s  phenomenon would be heliotropism. As such 
3 

+ t he  poem quest ions n& t h a t  w e  ma&e cosmologies, bat our s tance  withi_n,- - 

Ca & 

o r  understanding o f ,  t ~ t  function. 9 

6) The a l l i t e r a t i v e s  I1c, s, s, c" dupl ica te  the  s t r u c t u r e  of the  
, 

content of t h i s  stanza.  ,. 

1st nicht  s o  -- l i t e r a l l y  "is not so." The l e s s  l i t e r a l  t f th is l@ 7) --- 
has.been chosen because the  spectrum of r e f e r e n t s  f o r  the  German 

phrase is much l a r g e r  than the  l i t e r a l  IEnglieh equivalent  allows, The 
b D 

4 

phrase "is not t h i s I f ' r e f e r s  t o  the l a s t l i n e  of s t anza  1 and the  first 

l i n e  of s t anza  2, c o n s t r w t i n g  a para l le l i sm between t r e i b t  nnd h a e l t  
/' 

7- 

/v 

\ and g e j a g t  -- und d a m  gbbaendlgt, and as such r e f e r s  t o  t h e  whole of 
+ r- -- 

s tanza  1, turning i ts opposi t io& of a c t i v i t y  i n t o  a u n i f i e Q  Image of 
1 

a c t i v i t y  i n  s tanza  2. 

8) It is de l ibe ra te ly  ambiguous whether, w i t h  t h i s  phrase, Rilke 

i s  r e f e r r i n g  t o  the  breaking of the  horse,  the  r i d i n g  of i t ,  o r  the  
e 

use of i t  i n  the  hunt. This deliberate ambiguity gives the image of 
d 

"beingw i n  s tanza  2 its pas t ,  present ,  and f u t u r e  form. 

9 )  sehniae has- been t r ans la ted  a s  trsinewoustl ( s i c )  r a t h e r  than 

"sinewyt1 i n  order t o  c r e a t e  a pun on ffsinuous.fl This was done f o r  

seve ra l  reasons: i n  or* t o  make the  t r a n s i t i o n  from l i n e  6 t o  l i n e s  

7 and 8 c l e a r e r  -- t he  tens ion  and r e s i l i e n c e  implied by "sinewn - 
c r e a t e s  not only the  power of the  way, b u t + a l s o  its turn ing; , the  word 

dimensional space, implying a h e l i c a l  t w i s M n g . o f  t he  and 
- - - - - - - - - - - . - - - - -  - -  - - -- - - - - - -- - - - - 

f i n a l l y ,  the  image of the  wending o r  usinuouslt way, i n  t h i s  s tanza  

r e l a t e s  back d i r e c t l y  t o  the  wandeln of t h e  song and t h e  water of 

sonnet I - I*. 
I 



', 
u *  "%r- . I) .89  

r 4 e. 
9 

' 10) F c h  e& ~ r u c k ' v e r s t a h d i g t , .  -Th i s  sentepce cannot be t rans-  
b 

a \ 

means nothmerely but pressure t ransmit ted by an agent i n  
1 ft . 

-- an a c t  of communication. The word trnudgetl comes c l o s e s t ,  but is 

inappropr ia t e . in  t h i s  case because i t  implies a c e r t a i n  brusqueness 

of .ac t ion  which. i s  n o t  present  i n  t h e  'or iginal& Furthermore, s- 
etaendif i t  means l i t e r a l l y  " to make i n t e l l i g i b l e n  o r  " to  cornmuni~ate .~  

t11fiforms8t has>e,en chosen t o  r e t a i n  the shape of t h e  image here: i .e. 
41 1 

i t  i b  t h e  touch which begins the  form t h a t  c r e a t e s  t h e  epace of ' the 

Itnew \distances," o r  the  touch i n i t i a t e s  the  form of space. Tlie touch 
i 0 

does &k, \ ,  ncommunicatelt space or-  make .it I t in te l l ig ib le"  as i f  i t  al i  
4 

ready b r i s t e d  outs ide  of the  action. bn the  con'trary, the  image t e l l s  

, . u s  ' t h 4  space does not e x i s t  without form. 1t is on t h i s  ground t h a t  
w 

the  " d o '  a r e  one." This is i n  fact the  myst& of the  sonnet. The two 

a r e  one only i n s o f a r  as t he  reader  imagines t h e  space they c r e a t e  

together. Without t h f s  imagination of the  ~ f i b n r e "  they c rea te ,  the  

- world remains e t e r n a l l y  separate and disjunctive -- as d i s junc t ive  as 

a t a b l e  and a meadow .s.een outs ide  of any imagined context. * 

d i e  Weit'e has no English equivalent. One imagines looMng out  ' 1 )  - - 
% 

over a g r e a t  p l a i n  o r  expanse of sea. "Space" is inadequate, s ince  it 

b p l i e s  through its s p e c i a l  uses  an absence of content o r  form. The 

s ingu la r  "dietanceN i k a l a o  inappropriate  since i t  implies a one 
--- . dimensionality. WeiteuithoCt t he  article~meXanspliteraJIIy * ~ T d t I i , ~ -  

Mdis tan~8s11  h a s  been chosen, 

t ions ,  o w e c t s ,  and-Zorma. 

s ince  i t  implies a space of many direc- . #  



12) pis word c r e a t e s  a pun i n  the  sentence which is a l s o  present  
- - - - --- - -- __ - I- - 

i n  t h e  origin&: i.6. "do-they both i n  conjunction~mean ( i n  t h e  sense 
1. 

of "designate OF' make up o r  a r e  the  content o f n )  the  Way they make\. 
9 

together," o r ,  ttdoes each ' separately not mean ( i n  the  sens*e of 

Itintend") t~ c 9 a t e  t h e  w a y  by working with o r  being i n  cdnjuhction 
i 

x i t h  the  oth&PI1 The impl ica t ion*of  the  pun is of course t h a t  any two ' 
\ 
\ 

or  more things working i n  conjunction c r e a t e  .a figure orV(j testal t '  of 
--- -- a - 4 

a c t i ~ i t y ' i r r e 8 ~ e c t i v e  of whether they intend t o  o r  not ,  thus dsetroy- 

O ing t h e  necessity.  f o r  the  quest ions the  sonnet proposes, and leaving  . - 
the reader  'x i th  the  last two l i n e s :  "But l e t  i t  de l igh t  us now f o r  a 

while / t o  bel ieve the  image. That su f f i ceemt l  

13) !Phis.,Sentence is the  fu lcrumof  the poem. The dif ference  bet- ' 

ween a t a b l e  and a meadow is t h a t  a t a b l e  both lo&s and is two . 

a 

. , 
dimensional, where a s  a meadow m a $  - look two dimensional from a 

- < 

dis taqce ,  fro,m close up i t  is i n  f a c t  contoured o r  t h r e e  dimensional. 
. 

; I n l i k e  fashion, while the  constel ' lat ions o r  the  images we see i n  t h e  
. f 

'.stars look txo dimensional (or  r a t h e r  like a segment -- but 
", - 

3 

ithen s o  is a table .  Gravity, which determines t l level ,w is spher ica l ,  
7 Cc 

e c t i l i n e a r ) ,  they i r e  i n  f a c t  three  dimensional. The stars we . 
, , 

t o  c o n s t i t u t e  a 9 s t e l l a r  image may i n  f a c t  be as d i s t a n t  from 

e a c h  o t h e r  on t h e  same rad ius  of observation as we a r e  from t h e  one 

nea res t  ub. The i n t e r e s  of t h i s  juxtaposi t ion d f  t a b l e  and meadow 
- -- - 

goes beyond f i e  @ o m e X r 3 ~  Iio-veG mat  R i T k e i s 3 o i m g  here, i s  

f a l s e  one. This f a l s e  d u a l i t y  is destroyed by h i s  use of the  word 

h n e n l o s  -- 9 .mrne le~s .~~  I f  we allow the  " ideal t@ and t he  "realbf t o  
. . 

come i n t o  c o n f l i c t  ( t a b l e  and meadow), weelose the  %amen o r  t h e  



a b i l i t y  t o  recognike f i g u r e s  of t h e  imagination, and we find our- ' 

stasis. This  is eaning of t h e  f i r s t  two l i n e s  of t h e  following 

poem, sannet I fi: ItAeil ----- hem o e i s t  d e r  u k  verbinden w; / denn . - 

14) ~reude is usual ly.  translated as "joyt1 o r  
. * 

these,  ttJoykcomes c l o s e s t ,  but is nbt qu i t e  an 

s t ruc t3on R i l k e  uses,  bitsL frgue, -has a s p e c i f i c  

J the  joy is t o  come t o  u s  from our be l i e f  i n  t h e  

s t r u c t i o n  l i k e  " l e t  i t  joy usw is  impossible in 
Z 3 - - 

I t le t  us  re jo ice t1  is a phrase wherein t h e  qy 'is 

equiyalent. The con- 
, 

" 

d i r e c t i o n  -- i ,e ,  

image. Since a con-> 

English, and s i n c e '  

coa i~ tg  from the  Itus" 

, r a t h e r  thah from an e ~ t e k 3 . 1 ~  believed tlin&e,ll t he  phrase hag been 

t r a n s l a t e d  as * # l e t  i t  de l igh t  us.t1 

Figur here and i n  so I - 12, {comes very 

- d e i i n i t i o n  of i a r i e  -- An image i s  ' tha t  which 
- 

* 
- - 

presents  an I n t e l l e c t u a l  and emotional complex i n  a n - i n s t a n t  of 
l. time.tt This i s  e s s e n t i a l l y  what sonnet I - 11 achieves -- such a 

, I  

F complex. The.sentra1 concern is of course the  phrase " in an i n s t a n t  
/ 

r r  

of timet1 I -?A i t  i s ' h e r e  t h a t  t h e  seed of s to ry  l i e s ,  rather than i n  
2 

. 
,' t 

t h e  l i n e a r  causal  o r  r a t i o n a l i s t i c  spedulat ions t h a t  t h e  poem weakly 

o f f e r s  as an a l t e r n a t i v e .  t o  imSginative passionate  thought. Yet the  - e .P 
i 

weakness af these  r a t i o n a l i s t i c  speculat ions is ir&entional -- they 

imagination of the p lace  of man within a cosmology. (See a l s o  note j, 



L 
, E e i l  den Geist, der uns verbinden mdg; + 

denn vir leben rwrhaft i n  F'iguren: 
i 

i .a . * 
'i 

(r -Und mit k l e i n h  ' ~ c h  i t t e n  gehn die  Uhren ' id  L -J 
\ 
\ neben unserm eigentl ichen Tag. 

* 

f -  ' 

Ohne unsern wahren Platz zu - kennen, - 

und die  l e e r e  ~ & n e  trug ... 
\ 

1st nicht durch d ie ' laess l i chen  Geschaefte 

4jede Stoerung von dir abgelenkt? 

" .  
I - 

- 

Selbst  wenn s i ch-der  Bauer sorgt und handelt, 
r 

ro der ;Saqt -in Sommer s i c h  verwandelt, n 



3. 
for  ver i ly  in images we l i v e .  

n. 
And with 'small s t eps  the clocks do pace 

beside our actual day. 
- A A 

-. 

-, w+% . 
Without bowing  our true place, 

r l  i-9 6. 
w& proceed. from working alignments. 3 - *x>- 
The antennae~fee l  the antehnae,, I 

and the empty distance spanned ... I 
Pure tension. Oh 'music of the powers! I 
Do not our venial. trkpsactions 

10. 
turn .all interference from you? 

Though the farmer t o i l  arad trouble, 



I I 

1 j The comma i n  t h i s  l i n e  causes t h e  reader  t o  focus on an 

- missed 9- t he  ambiguity of. the  word s. l6 a r e  dea l ing  again with 

t h a t  i s s u e  of Itcan" is. "mayH opened by the  f i r s t  l i n e  of sopnet 
' 

I ' 

I - 3. I f  the  intended emphasis of the  word here were a s t r a i g h t -  

- forward statement of a b i l i t y ,  the  comlna would be unnecessary. How- 
. , 

ever,  as i t  s t ands  the  pecul ia r  punctuation makes the  ' ~ s p i r i t ~  a 
A a - A -  A 

g i v e n , ~ ~ a u t o n o m o ~  being, which --- not  u n i t e  us. - ~ h u s ,  Rilke 

c e l e b r a t e s ' t h e  s p i r i t  of imagination (Geist  means " s p i r i t , "  but is 

never divoFced from " i n t e l l e c t , ?  thus  ,automatically g iv ing  the  in-  
f 

t e l l e c t  a n e c e s s b y  and inseparable  p lace  i n  the  imagination -- s e e -  
I 

previous d iscuss ions  of Figirr --' "imagew) as the  h ighes t  prinaipl-e o f '  

un i ty  between man and world, while admlit ing simultaneously ( r a t h e r  
e 

s t o i c a l l y )  t h a t  t h e r e  is. nothing of p resc r ip t ion  o r  necess i ty  about 
' " 

t h a t  pr inc ip le ,  
- - - -  - 

2) The autonomy of  " s p i r i t , "  the  comma i n  pa r t ,  does 

not allow us  t o  t r a n s l a t e  

recognAtion of t h e  s p b i t  

l a t e n t  a b i l i t y ,  The i s s u e  

- 
mag as "canN i n  t h i s " i n s t a n c e ,  s ince  t h e  

e n t a i l s  the  concomitant recogni t ion  of 

here  is t h a t  t h i s  l a t e n t  abil i ty - could 

its 

be- 

come a c t u a l i t y  i f  +e would %une ourselves t o  p l m  the  masic." 

3) A I u r t h e r  n o t e  on t h e  t r a n s l a t i o n  o f  l%mren as %rnages.@I 

not ,  e spec ia l ly  not  Rillrefs s p e c i f i c  usage. Be h a s  rhymed F i m r e n  qnd 

Uhren f o r , j u s t  t h i s  reason -- t o  con t ras t  an a c t i v e  imagfnation t0.a 

numerical, l i n e a r ,  r a t i o n a l  inventory. 
.. 



4 )  ' gehn has  been t r a n s l a t e d  w i t h  t h e  r a t h e r  wpo8tlcN "do pace" f o r  

- several- reasons, - th s-mmt -i;mporknt + e k r q - & ~ t e ~ o i l i 6 i i t e 1 c a t ~ e - - - - -  - -- --- 
C 

i.e. what i s  needed here i s  the  rhythm of a clock -- t he  kind of 

tick-tock of mechanical- f e e t  -- thus the a l t e r n a t i n g  hard and s o f t  \ 

s t r e s s e s  of the  * i l l ab les .  Also, the  Itdo pacew is  a similar construc- 

- t i o n  t o  Itmark timeJt etc. ,  -- i.e;. place t h e  c lock outs ide  of o r  

a n t e r i o r  t o  the  a c t i o n  i tcdescr ibes ,  -- li o penancen o r  what- 

ever. F ina l ly ,  I prantsd t h e  rhyme of *Bacet1 with- "placetr t o  sometrow - --' - 

salvage what Rilke is doing with h i s  e of Figuren and Uhren. 

i (See note 5 below.) 

.+ 5 )  Pound def ines  "image" as an "emotional and i n t e l l e c t u a l  complex 
* 

i n  an - ins tant  of timeet'  (from LlLterary E s s m  . . . , T.S. E l i o t  ('ed. ), 
4 

New Direct ions,  N.Y.? 1968, pg. 4.) Olson says  Ittime -is the l i f e  of 9 

space, tt . .  . Rilke ' s  F i m r  h e m  is a c t i v e  -- its plgce is .constant ly  

s h i f t i n g  -- it  is seen not as an objec t ,  but as a moving r e l a t i o n  i n  

a f i e l d  o r  landscape. A" Figuf thus- imagined-, once -it is giken ii place,  

is simply no longer  there ,  s ince  the  act of d e f i n i t i o n  i t s e l f  moves 
\ 

,' 
that Gage,  br ings  " t o i  bear new alignments on it. 

The e r r o r  of a l l  o ther  metaphysic,is  desc r ip t ive ,  is the  pro- 
" 

found e r r o r  t h a t  Heisenberg had t h e  i n t e l l i g e n c e  t o  admit i n  h i s  
p r inc ip le  tha t .  a thing can be meaaured i n  its mass-.only by % 

a r b i t r a r i l y  assuming a stopping of its not ion,  o r  i n  its motion . 
, only by neglect ing,  f o r  the  moment of t h e  measuring, its mass. 

(from Selected Yfritings, Charles Olson, New Direct ions,  - .  N.Y., 1961, 

- - '-pg, 61 ,)- Th~s-Rilk&~x rhyme - o f  FAgurerrculd -Uhre~r-fun&lonsasa - - - - 

e 

- - - - -  - -c~e_trasf 2- the--pracrrsa(f m a g e l k l z o n t r a s L a c ~  ko I t s x e c h a n i c L  -- --- - - -- 

measurement e t e r n a l l y  .banished t o  an outs ide a n t e r i o r  pos i t ion ,  lQ 

rhyme of "pacett and uplace$* is $attempt t o  r e c r e a t e  t h i s .  not ion -- 
t he  I1pacestt of .  the  clock marking where the  "place'I1 has j u s t  'beeit, 



6) h e  ~ e r h a n  word here is handeln -- " d e a l ,  act ( i n  the  mater ia l  
- 

from t h e  a.h.d. hantalon meaning "to grasp, t o  touch* o r  "to work 

(with t h e  hands)." This is the  same roo t  which l i e s  behind the  Eng- 
* 

l i s h  word lvhandle,tl y e t  i n  German, as can be seen from t h e  above, i t .  

retains a much wider spectrum of meaning, s igni fy ing ,  when not  used 

i n  a modified o r  s p e c i f i c  sense, any human act ion.  This etymologicd 
A - - A- A- 

d ig ress ion  is necessary &t t h i s  point ,  because one and t h e  same word 

is t r a n s l a t e d  here as "proceedw (the human is understood by t h e  use 
I 

of ttwe"), and later, i n  line 12 (where- i t  is used I n  a spcif ical ly  - I 

modified sense) as " t o i l . w r  

- 7) - aus w&klichem Bezug -- BBzug means "cover, s l i p ,  ~ u r c h a s e ,  

procurement, supply, s u b $ c r i p t i ~ n , ~ ~  etc.,  based on its r o o t  i n  the  

draw over  o r  As such i t  a l s o  means & l a t i ~ n , ~  i n  t h e  sense 
- - - - -  - - 

t h a t  one draws information o r  a place over from t h a t  which one stahds 

i n  r e l a t i o n  tb. The image.of t h i s  r e l a t i o n a l  aspect  of t h e  word be- 

'3 d comes c l e a r  in t'iy construct&%: -- s i n e  Linie zleh8n, where the l i n e  
@ 

drawn ?ut from one point  t o  the  next is a l i t e r a l  image of the* 

dependent r e l a t i o n  6? poin t  ltAtf t o  point  *B." With t h e  word (%ut 

'of"), RFlke has  captured t h i s  not ion & ground o r  o r i g i n  i n  his image 
.e - 

of wirkl iche r e l a t i o n s  -- L e .  "rea l ,  genuine, a c t i v e  o r  workingw 

9 ou t s ide  of what oar  hands do -- our c r a f t .  It is with t h e  above i n  
Y 

. a l i g n n e n t ~ ~ ~  -- t o  hold t h a t  image of a "onen receiving its "placetL. 
. . 



In terms of its a c t i v e  r e l a t i o n s  t o  the  

8 ) - - -  'Phs -Oe~.man-rere is 3lter&l~"carr%m3 . . . f - F % w - t e ~ f o n i # - E ~ f ~ -  - -I - - 

ever,  t h e  word Spannunq is not an abstrac-tion,  as "tensionn is i n  

English. It is'an imag i s t i ca l ly  a c t i v e  word, the r o o t  of which i s - t h e  

s q e  as t h e  one f o r  t h e  English word "spkn. t1 The_cloeest  the  English 

l a n p g e  comes t o  t h a t  German notion of Spannun6 is i n  t h e  a l t e r n a t e  

word f o r  "bridge" -- i . e .  "span," where we s e e  both t h e  form of the  

th ing  and a that form h e d s  a tens ion  within f helf -- -in-fact a- 
&- 

per fec t ly  economical image of t h a t  tension between two poles  -- t he  

tens ion  i t s e l f  assuming a v i sua l  form. (See R e  Creeley i n  Selected . 
- - 

Writings, C, Olson, New Direct ions,  'N.Y., 1961, pg. 16 -- HForrn is 

' never more than an extension of content ,,'I Bart  Crane uses prec i se ly  

t h i s  recognit ion of form as t he  base l i n e  f o r  h i s  ep ic  poem 

Bridge. The- absolutely c e n t r a l  importance of t h i e  word spannun& i n  

R i l k e b  poem has  l e d  me t o  s u b s t i t u t e  f o r  t h e  l i t e r a l  verb " c a r ~ i e d , ~  

the  a l t e r n a t i v e  ~ e r b - % p a n n e d . ~  . .. Lines 8 and 9 c o n t i i n  a fu r the r -  

ambiguity:. i f  we read the  last  two l i n e s  of t h e  octave as they a r e  

' intended t o  be read -- i. e. with a long  t h a t  seems t o  i n d i c a t e  

the  and or a sentence a t  the  end of l i n e  8, weeare l e f t  with t h e  
-. 

phenomenon of the  antennae feeling not only o the r  antennae, but a l s o  

the  distaace between them, c r e a t i n g  a three dimensional Image of re- 
f -  r 

la t ion.  It is only when we begin t h e  s e s t e t  thaf  we r e a l i z e  t h a t  the  

d a n c e  m& -nst-be-been - c u & s t ~ - - & a ~ e s g ~ ~ i n a g ~ ~ u f ~  p w ~ - - l - -  -- - 

parer:auddm-ahaping_~~~habacalltbinpn.5isla ~ - 2 i &  - - - 1 

-- niaage.lt The mukc of t h e  s p h e r e i i s  heard when r8 a r e  tuqed, 
. 

when ae are "aligned1* -- t he  condi t ion of being " i n  - tensionw o~ i n  
b 

the-current or vave.'Yet %t is not only the  g r e a t  metaphyskcal music 



. of the  sphereb t h a t  t h e  reader  confronts  here,  -- it is a l s o  the? 
I 

man? Hart Crane, Jack  Spicer  and Jean kocteau (though Rilke w l l l  

v ic ious ly  a t t a c k  the  misuses of technology l a t e r  i n  the '  sonnet 

sequence), does not  commit the  f o l l y  of dismissing a l l  technology as 

% m p o e t i ~ ~ ~  because Itno place can be found f o r  i t  i n  a poe t i c  langu- 

age.It ( s i c )  Qn the  contrary,  the  forms 'of technology a r e  seen as a ' 

- - - L * -  - -. 
continuing s o u r c e  of . . r A t  this point  we have moved from 

the  metaphysical a s s e r t i o n  O F  sonnet I - 1 1 , i t h a t  spaoe is an a 

imagination of t h e  shape of a field crea ted  by t h e  interac. t ion of 

two o r  more poxes) t o  a.physica1 i a l u s t r a t i o n  of t h i s  a s s e r t i o n  -- 
e l e c t r i c a l  waves can be measured on an osci l loscope leaving  a racord 

o r  p i c t u r e  of the  moving image o r  f i e l d  by measuring, l i k e  the  clock , 
of l i n e  3, bea ts  per  h inute  -- as the radio  creates '  an audi tory 

image from the i n v i s i b l e  images (messages) of the  cosmos. 
- - - - - - - -  - - 

9) *;venialu is an appropriate  and l i t e r a l  t r a n s l a t i o n  of l a e s s l i -  
- 

the. I f  the  t h i r d  stama bears  any r e l a t i o n  i n  content t o  the  fourth,  - 
then we can assume ghat the  "venial  t ransact ionqtr  Rilke is speaking 

of h&e a r e  those e f f o r t s  i n  which, m a n  engages which a c t u a l l y  d ~ g l l t r  d 

cate the processes of nature,  but " in  a more e f f i c i e n t  mannertr - 

- (according t o  t h e  anthropocelitric point  of view). The domeetlcation- 

of p l a n t s  was begun sometime around 9000 B o G o  -- the  domea~ica t ion  of . 
-- - - -- - - - - 

- &ma2 s m m - l b ~ u s ~ n K y 3 ~ k  eiirr*i. T E e i f  Ox~=~~-thuG~ i5 a r e a l  

-6- 
-- 

*VBPJ;&* -T~-(O~- u f f e n c ~ ~ ) T ; f f v r a ~ , ~ -  s r o F u i ~ c t o n t i b 1 e ~ * - n o ~  . 
- 

%ndulgent ," a Itdisplay," o r  %asualfl as MacIntyre, Leishman, and . 

+ - E e r t e r  Norton have it. 

10) "interferencew is a l i t e r a l  t r ans la t ion .o f  Stoeruhg, which, 



l i k e  the  ~ n ~ l i s h  word, continues the  r ad io  - metaphor, s i n c e  its. 

1, 

11 ) Sorgen means "to worryu o r  Itto t rouble  oneself .  f! Since the  

German construct ion i s  a re f l6x ive  one ( s i ch  s o r g t ) ,  I have choeen ., - 
"troubleH over mworry.4t However, the re  i s  another reason f o r  both the  

choice of t h i s  word and the  invereion of R i l k e f s  xord:order. --- 
-. a ' ,  

- Handeln (-bee- also note  '6 above) dene-tes eag human -ph-ysioal-activi-ty - 
~ r e t  i t  a l s o  c a r r i e s  the  meanings ltdealingtl o r  "bargaining." Now the  

- 

farmer's a c t i v i t y  Of digging i n t o  the-bowels of' t h e  e a r t h  t o  discover - 
and g a i n  mastery over the  process of the  s e e d t s  turn ing  i n t o  summer - 
can be seen a s  a necromantic obeessioh. For these  reaaons 1 have 

chosen t o  t r a n s l a t e  t h e  phrase w i t h  one from.gacbeth: " t o i l  and 

t r a ~ b l e . ~ ~ , A t  f i ~ s t  s i g h t  t h i s  may seem t o  con t rad ic t  t h e  tenor  of the  

,*' 6 .  
remainder of my t r a n s l a t i o n s ,  i n  which I continuously maintain t h a t  

W k e  fs not a- t r anscenden ta l i s t  i n  t h e s e  s-omets -- B ~ ~ c o n s t r u c t e  a - - - 

cosmology centred i n  t h ~  processes of the ea r th  i t s e l f .  This doubt . 
e 

- should disappear however, when one remembers t h a t  Rilke characterizeis, 4p 

1 
r 

P 
t h e  farmer 's  ( ( t o i l  and trouble" as &''venial t ransact iont1 -- f .e. 00 

t h e  r i g h t  d i r e c t i o n  but o f  the  wrong methodology. Not only is the  

farmer a f t e r  contro3, of t h e  process  (whereas Rilke i s  a f t e r  cont ro l  
r / 

* 
. of t h e  s e l f  within t h a t  process),  but a l s o  he s e e s  only one ha l f  o r  

1 - ~ 1 4  "they speak' t h e  speech not  only of t h e  rear t ' )  -- ci.e. not , 
-----p- -- 

merely t h e  f e r t i l i t y  cycle,  but a l s o  a regenerat ion of the  spirit ... 
t o  t u r n  those i n v i s i b i e  meheages and'alignments of t h e  cosmoe back 

1 

t h e  v i s i b l e  forms of the  imagination which revea l  t h g 4 m p e  of 

' 5 



t h e i r  a r r i v a l  a s  congruent t o  the  shape of t h e i r  or ig in .  

r e in fo rce  the  pun Rilke is c rea t ing  here 2 **though t h e  farmer t o i l  

and t rouble  the re  (i.e. works i n  t h a t  place) where the  seed etc." ... 
and "though the farmer t o i l  and. t rouble  (1.e. no matter  how hard he 

I 

k, . works) t h e r e  where the  seed etc.'! . .. and .b) to- avo-id t h  abstract ion '  
- 

~ a c ~ n t ~ r e  introduces w i t h  h i s  phrase %ever reaches those deep .' 

9" 
- 

80.urc e'% the re  i s L & e  i n  th i s -  c i s e ,  is t h e  seed i t s e l f  

as the  i d e  o r  vehic le  of , t h e  p&er Rilke s&&s of. The poet is no t  

Snterested i n  t h i s  a b s t r a c t i o n  however -- he i s  i n t e r e s t e d  i n  see inq  
- - - 

t h a t  seed o r  process i n  a c l e a r l y  imagined landscape of a c t i v i t y .  
- .  

13) Again, as  i n  the  previous sonnets,  we have an ins tance  of the  
& 

word wandeln -- i n  t h i s  case verwanclelt. It has been t r a n s l a t e d  as 

"turnst' t o  hold the  continuing sense of the h e l i c a l  o r  spher i ca l  way, 

a n d p l a c e d  i n t o  conjunction with t h e  woGd nin to l t  (i.e. t l turns  i n t o w )  
- - - - 

i n  order  t o  hold onto the  me t&or~h ic  aspect of t h a t  turn ing  way 

(Le .  metamorphosis being t h e  method by which i t  tu rns ) ;  



1 OOa 

Voller Apfel, Birne und Banane, La 
$tachelbeere ... Al les  d i e s e s  s p r i c h t  

Tod und Leben i n  den Mund ... Ich ahne ... 
Lest  e s  einem KSnd vom Angesicht, 

9. 

wenn e s  s i e  erschmeckt. Dies kommt von weit. 

Mird euch langsam namenlos i m  Munde? 

Wo sonet  Worte waren, f l i e s s e n  ~ u n d e ,  

aus dem Frucht f le i sch  ueberrascht be f re i t .  

Wagt zu sagen, was ihr ~ p f e l - n e n n t .  

Diese Suesse, d i e  s i ch  erst  verd ichte t ,  

urn, im Schmecken l e i s e  au fge r i ch te t ,  

P *  
klar zu werden, wach und t ransparent ,  



I 
Ful lness  of apple ,  pear and banana, 

2. , 
gooseberry ... A l l  t h i s  speaks 

3. 4. 
death and l i f e  i n t o  the  mouth ... I in t imate  ... - 

1 

~ e i d  if from a c h i l d i  s countenance 

as &t t a s t e s  them. This comes from afar. 
3. 

DO& a slow namelessness cloud your mouth? 

%here once t h e r e  were words, fcon finds, 

freed  s t a r t l i n g  from t he  f ru i t - f lesh .  

C 

6. 
Dare t o  t e l l ,  what you call apple. - 

3: 
This sweetness, which first condenses, 

t h a t  it m a y ,  rousing i t s e l f  q u i e t l y  in t h e  s'avour, 
,.. 

become c l e a r ,  awake, t ransparent ,  

ahow -for th two fo ld ,  sunny, ear thy,  present  - : 



1 ) .  Although Rilke usual ly  avo 

1 

1 

1-0 1 

i d a  a b s t r a c t i o n s  i n  f m o u r  -of a 

p a r t  icttlar -+orb or -hkageT &nEt a f tko t tgb- tbwerd  h e  wmsA&rans- -- - 
- 

l a t e s  l i t e r a l l y  as n f u l l u  (Voller) ,  I have used t h e  phrase w f u l l a e s s  

ofI1'for '  two reasons: a )  r o l l  i s  used t o  denote a plumpness o r  
'-5- 

# .  

heaviness of  a th ing  i n  German ( i .ee  as an ad jec t ive  descr ibing the  

condi t ion of  a th ing  i t s e l f ,  r a t h e r  than its capaci ty  f o r  some other  
/ 

thing not i t s e l f )  f a r  bore  o f t en  than i n  English; and b) t he  phrase 

kn l i n e  2 A U e s  d i e s e k  s p r i e h t  r e f e r s  back not  only to the  part&-- - -  - 

c u l a r s  of the  precedin$*nes, but t o  a s ingu la r  sum of these  g r e a t e r  

than t h e i r  p a r t s  -- i c e e  each thing,  its r tcohdi t ion of fu l lness , "  and 

its imagined and an t i c ipa ted  r ipeness ,  t a s t e  process,  etc.  
< .  

2 )  I f  t h i s  phrase r e fe red  only t o  the  p a r t i c u l a r s  of the  preced- 

ing,  i t  would read a l l e  dieie 'sprechen,  a f a c t  t h a t  MacIntyre, who is 

usual ly so  in fa tua ted  r i t h  abs t rac t ion ,  seems t o  have missed. Leish- 

mart's ' t r a n s l a t i o n  i s  even worse, s ince  by h i s  use of t h e  phrase Itall. 

this conveylt be is pretending t h a t  I i f e  and death are some kimd of 

P l a t o n i c  e n t i t l e s  which a r e  "conveyedn i n t o  the  mouth via the  conduit 
' 

of the  f r u i t ,  r a t h e r  thah r e a l i z i n g  t h a t  Ri lke 's  poin t  throughout the  

sonnet i s  t h a t  l i f e  and death have no exis tence ou t s ide  of t h e i r  - 
presence i n  a c t i o n  -- i n  t h i s  case the  ea t ing  of a l i v i n g  substance 

' 

-- their confronta t ion  a s  cons t i tuen t  'par t s  of t h a t  p a r t i c u l a r  a c t ,  

i n s i d e  the  organ of speech. 

5 )  - - i n  t h i s  m e ~ u a k L b e  _transLafah-asJtinta, 1 ~ a i s i k " i n "  wculd- -- - 

r 

be-amhi=ous swould s u s g e s t - b o t h  _an a c t i v e  a n d 3  passive - -  - - 

presence of t h a t  speech i n  the  mouth. The phrase &'c lear ly  

s t a t e s  t h a t  this '?speaks in to"  -- i t  a c t i v e l y  thrus ts .  the  necess i ty  

f o r  speech i n t o  the  mouth.- Wre I i i lke ' s  i n t e n t  merely t o  s t a t e  t h a t  



speech somehow fo l lows as a pass ive  c o r o l l a r y  t o  t h e  a c t ,  he probably 

would have used t h e  phrase --- i n  dem Mund. 

4) l t i n t ima te , l t  d e s p i t e  i t s  somewhat a r c h a i c  n a t u r e ,  is u s u a l l y  t h e  

b e s t  t r a n s l a t i o n  of  ahnen, r a t h e r  than  l t suspec t ,  d i v i n e ,  senser1 e t c . ,  

s i n c e  t h e  pun " in t imate t1  ( I t to  sense ,  suspec t ,  e t ~ . ~ I )  -- I1int imateH 

( f lc lose ,  fami l ia r l1)  d u p l i c a t e s  t h e  pun i n  German between ahnen ( l1to 

sense ,  e t c .  and Ahnen ( l f a n c e s t o r s w ) .  

Wird euch langsam nacienlos 2 Nunde? cannot be t r a n s l a t e d  5 )  - - 
l i t e r a l l y .  One comes c l o s e  t o  i t  i f  one s a y s  e i t h e r  Itdoes a slow 

namelessness s i e z e  your mouth?" ( b u t  t h i s  i s  i n a c c u r a t e  i n s o f a r  as 

t h e  t lnamelessnessH remains a n  a c t i v e  e x t e r i o r  agent  of t h e  p r o c e s s ) ,  

o r  "Does your mouth slowly become n a m e l e ~ s ? ~ ~  ( b u t  h e r e  t h e  focus  

r e s i d e s  too  heav i ly  i n  t h e  organ  of speech i t s e l f ,  without  cons idera-  

t i o n  of  what i t  con ta ins ) .  This  p a r t i c u l a r  c o n s t r u c t i o n  i s  common i n  

German, and is used i n  c a s e s  l i k e  tl\ti.rd euch ka l t?"  (approximately: 

"Are you becoming cold l l ) ,  where t h e  r e l a t i o n  expressed is one of 

i n d i v i s i b l e  p a r t i c i p a t i o n  -- i . e .  t h e  c o l d  o u t s i d e  e f f e c t s  t h e  body's  

i n c r e a s i n g  c o n d i t i o n  of cold.  I n  t h e  c a s e  of R i l k e l s  l i n e ,  t h e  

% a m e l e s ~ n e s s ~ ~  is both t h e  c o n d i t i o n  of t h e  mouth and t h e  cause of 

t h a t  cond i t ion  a t  t h e  same time. S ince  t h e  Engl i sh  language l a c k s  

t h e  f a c i l i t y  f o r  such a c o n s t r u c t i o n ,  i t  can only be t r a n s l a t e d  

metaphor ica l ly  o r  i m a g i s t i c a l l y  -- i .e .  t h e  t tc louding of t h e  mouthtt 

(speech)  is both t h e  i n d i s t i n g u i s h a b i l i t y  of t h e  speech i n  t h e  
i 

mouth, and t h e  c o n d i t i o n  of t h e  organ of t w s p e e c h  -- r a t h e r  l i k e  

look ing  through a window and no t  being a b l e  t o  determine whether t h e  

i n d i s t i n c t  na tu re  of  t h e  image perce ived  i s  due t o  a m i s t i n e s s  out- 

s i d e  the c l e a r  g l a s s ,  a m i s t i n e s s  of t h e  g l a s s  between t h e  c l e a r  eye 



and t he  c l e a r  image, o r  both, (See &so. note 

1 03 

7 below. ) - 

(s &, erzaehle)  -- "begin t e l l i n g ,  r e l a t e , "  and belongs t o  a group 

of words meaning l1to d isp lay  f o r  s i g h t ,  t o  show, t o  i n d i c a t e  (poin t  

t o ) ,  o r  comment onn -- i-e.  t o  a word group i n  1ndo-european' designa- 

t e d  by the  word " to  see t t  (sehen). In t h i s  sense t h e  English word - 

g16&~1J [as -in ' faadd-  sawt ! -  --'Itrtr-n -of- -phrase or- saying")-and lrto-say!ll- - 

a r e  based on the  same root.  However, i n  view of t h e  f a c t  t h a t  the  

English ward Itsay" h a s  108% t o  a g r e a t  ex tent  its immediate c o h e c t i o n  
- - C 

t o G t h e  ob jec t ive  p a r t i c d a r s  of the  content of what is said, t he  word 

% e l l , n  which always impl ie s  a n  objec t ive  outs ide  quant i ty  of par t icu-  
% 4 - .  

lars, has been chosen over and above the  s t r i c t l y  etymological word 

ltsay." This is espec ia l ly  important because of t h e  r e l a t i o n ' o f  Sage 
i .  

(as i n  l egend)  . azfF "Saga, noting an ,o ra l  e p i c  t r a d i t i o n ,  t o  

the  r o o t  sagen. m e n  R f f  erefore,-%a& ~ s a ~ m ,  h e - i s  -- - 

addressing not only t h e  r a l s o  h i s  own task of ta te l l ing  t h e  +,_ 
s tdrySf t  discovering t h e  fo rp  for t h a t  simple primal a c t  of 

I. 

eating. In  terms of the larger n a r r a t i ~ q  s t ruc tu re ,  we have just 
fi 

moved from two p;bems, sonaets  11 and 12, where t h e  'tale of onet$ re- 
\ 

l a f i o n  ,to ex te rna l  forms becomes central. i n  terlps of knowing th'ose 

forms, not  t h e i r  a b s t r a c t l y  objec t ive  p a r t i c u l a r s  l i s t e d  i n  a vacuum 
, 

of -ac t iv i ty ,  t o  t h e  statement 'of t h i s  ppem with i ts a s s e r t i o n  t h a t  not - - 

the - - verbal  - - category ---- 
bf a' thing i6 its -- r e a l f i e b u t  ---- --?-- pp t h e  t a l e  of what - -- - we - - _- - 

discover i n  our r e l a t i o n  t o  it. I t  is  i n  t h i s  l a t t e r  funct ion t h a t  the  

s a n c t l t y  o f  poet ic  language reeides, 'Poetry is a gift i3f the yws, 
m 
$*" 

not the expression of pr ide  -- *a& -zu - sagen. . . . It is  03hy through - - I - r O 

., --. .. 
L 



t h i s - g i f t  tha't 0rph& s t e p s  beyond +tpe human. -- The reason th'e 

severed head keeps s inging  is synonymbus with its funct ion -- song, 
\ * - - - A  - - - - - -- -- . . 

(See a l s o  note  6 below,) .t 
u 

d 

7) verdichte t  -- l i t e r a l l y  " to grow more concentrated,  th icker ,  

t o  condense.It The p a r t i c u l a r  meaning of t h i s  word determined i n  past 

- the  choice of the  image %loudsN I n  l i n e  '6 above. 

8 )  . doppeldeutig -- doppel i s  take& over from t h e  French double i n  

%he 15th C. The o r i g i n  of both these  words is the  l a t i n .  a d j e c t i v e  - - A A A 

du-plus, from duo -- (8two11 and the  roo t  & -- Mfolds.tl Hence Ittwo- - - 
b 

foldedn o r  deu t ig  is rooted i n  the  Germanic eudo -- Volk 

-- ( fo lk  --"the people"), hence Deutsch. m e  o r i g i n a l  meaning of 
- 

deuten was thus probably ' l t to explain o r  t o  make understood t o  t h e  \ 

i 

.. - 
' ( a a s e m b l e d ~  people.3 Since i n  this poem KLlke is  cont inual ly  address- 

- - 

ing a p l u r a l  tlyoun ( t h e  assembled people -- audience), and s ince  the '  

poem is t e l l i n g  t h e  ta le  o<f what apple ( f r u i t )  s ,  ( s o t  naming o r  

ca tegor iz ing  t h a t  thin& the- word doppeldeutig has been t r ans la ted -  - 

P 
as f a r  back (etymologically) as possible.  What Rilke is  doing w i t h  

Itapplet1 here  is a s i m i l a r  onto logica l  endeavour -- a rediscovery- of i 
t h e  process  and r e l a t i o n  of man t o  an object ,  which f i r s t  g ives  r i s e  

t o  t h e  naming of t h a t  thing o r  groop of th3ngs ( f r u i t s ) ,  Their  two 
n r 

fo ld  nature -- tlsumylt ( l i g h t ,  f i r e ,  c e l e s t i a l ,  l i r e )  and %arthyI1 
.. 

(dark, cool& terrestrial, death) is shown f o r t h  -- @ipresent" (.pre- 
A k - sented). Tbie l e a d s  us  di#ti,ctly t o  the  o ther  two fo ld  matters  opera- 

' 

t2ve i n  t h e  poem t h a t  t h i s  dord is a key to. *The most obvious of 
.& 

'these is of course th+t t h e  death and dismemberment of one th ing  

l ends  l i f e  and new form t o  another (here i n  t h e  a c t  of eat ing) .  The 

other has  t o  ,do with what Rilk; is  doing with t h e  list of f r u i t s  
- 

< 

. _ l  



which begi# the sonnet -- t he  importance of t h e  order  of t h a t  list 
- - -- --- - - -- - -- - - - - 

seems t o  have occured previously only t o  Herter  Norton. Usually the  

apple,  and sometiaes t h e  pear t r e e  are designated the' f r u i t 8  which 
+i grace t h e  f i e l d s  of Elpiurn. Paraphrasing a passage from Plate's 

5 .  i 

Gorgias, and a l s o  P i n d a r t s  Olympic Ode I1 and 3 e s i o d t s  works And 

Days, Robert Graves says of Elysium t h a t  i t  is a place ltwhere the  
I 

i nhab i t an t s  may e l e c t  t o  be reborn on e a r t h  whenever they please. 
-- - A -  - A - - - - - -- - , - - - - - - 

Near by a r e  the  'Fortunate I s lands '  reserved f o r  thbse who have been 

,- t h ree  t i m e s  born, and- th ree  times a t t a i n e d  E l y ~ i u r n . ~ ~  (from The Greek 

Myths, Vol. I, Robert Graves, Penguin Books, U . L ,  1964, pg, 121.) - 

It is eommonly held t h a t  P l a t o t s  theor iz ing  on t h e  f a t e  of the  dead 
&Y 

i n  t h i s  &age is based on a t h w y  disguised Orphic t r a d i t i o n .  NOW 

by juxtaposing these  two f r u i t s  which have a f ixed  symbolic funct ion 

within t h e  t r a d i t i o n  of Greek ( s p e c i f i c a l l y  Orphic) mgth, with two 

fruits t h a t  bear no e x p l i c i t  r e l a t i o n  t o  t h a t  t r a d i t i o n  (although 
- --  - - - - - - -  - - - -  - 

i m p l i c i t l y  they do -- the f i g  and the  pomegranate, both f r u i t s  of the  

underworld through which the  dead must pass  on t h e i r  way t o  Elysium, 

have the same s t r u c t u r e  as a ggoseberry -- they a r e  l i t t l e  more than 

seed bage o r  vesse l s ) ,  Rilke bot6 ede-mythologizes" the o r i g i n a l  
' ,  

symbols and ttmythologizesw h i s  own addi t ions  on a middie ground where 
( 

things cons tant ly  move i n t o  snd out  of mythic thought. By t h u s  re- 
I 

discovering the  p rocess  of the  o r i g i n a l  symbol: he can open its 

. %sky newt1 o r  breathes new l i f e  i n t o  - t h e  o ld  s t o r y  .by including two 
* d 

such incongruous f r u i t s  as a banana and a gooseberry I n t o  "high 

poetry.t1 Thus be accomplishes with these symbols what he l a t e r  
I 



accomplishes with the word t8apple.N -- By placing the  symbol o r  

b the ltsymboltl o r  '"wordtt is overwhelmed and dissolved by t h e  nanifol'd 

nature, of its  o r i g i n  u n t i l  t h a t  process f inds  a new ttwordll o r  

"story," a new form i n  which t o  present  i t s e l f .  

9) Rtehlung -- FIae1ntyre and Leishman.both t r a n s l a t e  t h i s  word as 

"feelingtt which is inaccura te  s ince  i t  demands qua l i f i ca t ion .  Un- t 

1 -  - .  - 3 - 

I q ua l i f i ed ,  ttfeelingll is ~ e f u e h l .  Herter  Norton comes c l o s e r  byureal;  

i z i n g  k t h a t  hlehlunn denotes t h e  a c t i v i t y  of sense perception, y e t  by 

t r a n s l a t i n g  it as "sensingw she has  not taken R i l k e t s  p a r a l l e l  

s t r u c t u r e  i n t o  account, which demands t h a t  the  word be t r a n s l a t e d  as 

101 "Exhilaratefl -- "enliven, ae a r o o t  f o r  uexhi la ra t ionv 

comes much c lose r  t o  the  image of possession demanded by t h i s  poem 

than "joy" does. 



W i r  gehen urn mit ~lume, '  Weinblatt, F'rucht. 

S i e  sprechen nicht  d ie  Sprache nkr des Jahres. 
, . 

Aus Dunkel s t e i g t  e i n  buntes ~ f f e r k & e s  
v- 

und h a t  v i e l l e i c h t  den Glanz der Eifersucht  

der  Toten an sich, d i e  d i e  Erde staerken. 
- 

Was wissen w i r  von ihrem T e i l  an dem? 

Es ist s e i t  langeS i h r e  A r t ,  den Lehm , 

m i t  ihrem f r e i e n  Marke zu durchmaerken. 

- -  - 

Hun fragt s i c h  nth-: tun s i e  8s 'gern? . . . 
Draengt ddese Frucht, e i n  l e r k  von schweren 

gebal l t  zu uns empor, zu i h ren  Herrn? 

Sind - -  6j.e die Harrn, d ie  bei den Wurzeln s-chlafen, - - 
und goennen uns aus ihren  ~ e b e r f l u e s s e d  



C 1. 
- 

. 2. . 
We go about with f lower,  v ine- leaf ,  f r u i t .  

They. speak t h e  speech not only of t h e  year. 

?- From t h e  dark ascends an i r i d e s c e n t  manlfes t  
4. 5. 

that h a s  perhaps the sheen- of envy- - 

of, t h e  dead about it ,  who s t r eng then  t h e  ear th .  
'* b 
What do we know of t h e i r  p a r t  i n  i t ?  

It has l ong 'been  t h e i r  manner, t o  mark t h e  clay - 
with veins of  t h e i r  generous magrow. 

8. Q* 

Now we must ask: do they p r o f f e r  t h i s ?  

Is t h i s  cienched f r u i t ,  t h e  work o f  heavy slaves, 
* 

t o  t h e i r  l o r d s ?  

t l -  
Are t h e y  t h e  l o r d s ,  t h a t  with t h e  r o o t s  as l o v e r s  s l e e p ,  

It. i 

- - " ?nd grant u s  f r ~ m t h e i r s u r f e ~ t  - -- - --- - - - - - - - - - - - - - - - - - - - - - - - - - - - 

1% % * 19. 
9 

t h i s  hybr id  of mute s t r e n g t h  and k i s s e s ?  - 
- - - - - - - - - - - - - - - - - 

- - - - - - - - - -- - -- --- - - - - 
* - 

r' 

- 
! 

%r 

\ 



1) sehen -- umgehen -- Rilke is using t h i s  cons t ruc t ion  as a 
L 

-- - - - - -- -- - - - - -- --- - -- 

pun, c rea t ing  three  d i rec t ions  of meaning,: a) " to  handle, t o  work 
/ 

with,l' b) "to go around (about) .  withN and c )  "to detour  (about)." 
, 

This is  poss ib le  because the  word umaehen, while meaning l i t e r a l l y  

" to go about (around)" depends f o r  its p a ~ t i c u l a r - m e a n i n g  (i.e. how 
f - 

one "goes abouttt anything) e n t i r e l y  on context and word order.'While 

the  d i s t i n c t i o n  between these  th ree  r e l a t e d  meanings is not as 
-- - a & L  

sharply de l inea ted  w i t h  the i i t e r a l  English t r a n s l a t i o n  "go about," 

i t  i s  the  only phrase which comes c lose  t o  suggesting t h e  ambiguity 

of the or ig ina l .  

2 )  Beinblat t  -- l i t e r a l l y  Ifwine l e a f  , I 1  commonly t r a n s l a t e d  as 

nvine leaf,t1 I n  t h i s  sequence of na tura l  morpholbgy, Rilke is doing 

the  same thiqg as i n  , the opening of the previous sonnet 13. The 

unspecified flower and f r u i t  a r e  joined by a s p e c i f i c  aspect  &f-. 

Dionysos. This open-endedness of the  symbology al lows him, i n  l i n e  
- - - - - - - - - - 

\ 

1 a 2, t o  s t a t e  "they speak the  speech not only of the  year1* -- i ,e, we 

a r e  concerned here not only with a " f e r t i l i t y  c u l t  o r  r i tua l . "  

Certainly the Orphic t r a d i t i o n  says prec ise ly  t h a t  -- t h a t  we are 

i n t e r e s t e d  not merely i n  t h e  dark chthonic r e b i r t h  o r  cycle  of 

matter,  but a l so ,  "via the s p i r i t  (Geist  --- der uns verbinden s), i n  
0 L 

t h e  r e b i r t h  of l i g h t :  

. .. t he  Orphics say t h a t  black-wipged Night, a goddess o f '  whom 
-- - 

even Zeus s t ands  i n  awe, was courted by the  Wind ( " s p i r i t u s  
mmX!.")--anaTaid-a 61Tver 0 gg-in-€Zie3iGmb of FaFEFs83and-thaK- .-- -- - 

Eras (t tdesire"),  whom some call Phanes ( "revealern) ,  was hatched 
- - - -- -- -from t h t s  -agKaxri&- eettmnrvepte%s motJoK . ,-NmhX,Who- - ------ 

named him Ericepaius ("feeder upon heather," hence "bee") and 
Protogenus Phaethon ( t l f i r s t b o r n  sh ine r  ," hence ltsunu'), l i v e d  
i n  a cave with him ... 

(from The Greek mths, Robert Graves, V o l .  I, Penguin Books, Edin- 
b 

burgh, 1964, pg. 30.) (See a l s o  note 3 below.) 



' , 3) "Manifestm is t h e  las t  word.of the l i n e  where l i g h t  is born out  

- of darkness; arfreraL&os ur~hanss~s-born~ut-m-thesi~~e~eg~~ IZi5--- -- 

i n  the womb of darkness. A s  a noun, "manifestw means !la list of cargo 

f o r  customstt -- i n  o ther  words a r eve la t ion  of contents. In  terms of 
7 

the mythos; t h i s  is prec i se ly  what happens here -- t h e  world i n  its 

manifold c o l o u r s ~ s h i n e s '  f o r t h  its complexity -- not only the  many 
! 

colours  of the n a t u r a l  world, (flowers,  t r e e s ,  p l an t s ,  animals, e t c . , )  

but a l s o  the I f g h t  i t s e r f  a s - i t  r a d i a t e s  betvieen a n d  reve2dalst5isL - -  -- 

m u l t i p l i c i t y  -- (speaks the  speech not 'ordy of the  year) .  Not only - 
the l e t t e r  of c rea t ion  appears, but  alsa t he  s p i r i t  -- ( " s p i r i t u s  

- - 

9 Hunditt, the  shining wind) -- dem Geist  der uns verbinden m. Thus we ---- 
have moved from "what is seentt i n  sonnet 9, through *imagew i n  sonnet 

1 1 ,  through the recognit ion of " s p i r i t t t  i n  sonnet 12, t o  the  b i r t h  of 

" l i g h t H  i n  spnnet.14 -- i n t o  the  cent re  of the  sonnet sequence. Like 
c' 

m 
the t r e e  i n  sonnet I - 14 the  poet and $he reader  a r e  ascending o r d e r s  

- 

o r  spheres of i n i t i a t i o n .  The f i r k t  ha l f  of t h i s  sequence culminates 

i n  sonnet 13, with an in tense  image of sensual  percept ion of the  

material world and t h e  l i m i t s  of t h a t  perception -- the speech "onlg 

of t h e  p e e . "  By l i n e  1 of  sonnet 14, we *e going "about withn t h a t  
a' 

process, From t h i s  pa in t  on, the demand becomes t o  dance t h a t  ex- 

perience (sonnet 15) which we have learned i n  sonnets 1 through 1 3  -- 
(dl the  images of tlel.irnbing, the  ray, aalkiag,  coming e rec tw) .  By our 

ary nature of obedience. (See a l s o  note 5 below,) D 

4) ~ ' l k e  wants the  last l i n e .  of t h i s  s tanza  t o  be ab le  t o  s tand on 
1 

its own p s  a completion of the  lines preceding it,  although. 



grammatically i t  proceds on i n t o  t h e  n4xt stanza. The only ray he can 

do t h i s  within the  bounds of German &tax is t o  begin t h e  l i n e , ~ i t h  

und ("andH), s ince  t h a t  allows him t o  r k i n  tbe  verb (whai91)iin. . 
7 

l i n e  4 immediately adjacent  t o  e, The cons t ruc t ion  would assume a 

much more d e f i n i t e  c l a r i t y  i f  he could say"%hat has" ins tead  of "arid /' 
/ " 

has," but had he done so,  the  verb Itha@' would necessar i ly  move t o  
/ L 

t he  end of the  sentence i n  the  next stanza. Fortunately,  English - -a - 
- L  - - 

- syntax allows t h e  use of " tha t  hasff while r e t a i n i n g  the  p o s s i b i l i t y  . 
of reading the  l i n e  as a3omplef ion  of the  one immediately preceding 

it. (See also no te  5 below. ) 

5 )  This word has  a th ree  p a r t  ambiguity, as i t  does i n  t h e  German: 

i t  can be read as a .simple modification of 9 n a n i f e ~ t ; ~  as Itthe envy 

of the  l i v i n g  f o r  t h e  deadt' (of t h e i r  power -- "they s t rengthen t h e  

earth1');  o r  of the  "dead f o r  t h e  l i v i n g n  -.- f o r  what they nurture  o r  
.L 

"give - r i s e  t o o t t  The l a t t e r  - -  
- is - t h e  most obvious reading, and i t  h a s  

- -- - - -  - - -  - 

c l a s s i c a l  and modern precedents, Achilles t e l l s  Odysseus i n  the  

Let me hear no smooth t a l k  

of death from you, Odysseus, l i g h t  of councils. 

- B e t t e ~ ,  I say, t o  break sod as a farm hand 

for some poor country man,_on i r o n  r a t i o n s ,  

than l o r d  it over al l  the  exhausted 'dead. 

dead are  notoriously hard t o  satisfy,1r This  is the  measure i n  which 

t h e y  speak t h e  speech not only of (i.e. nore thaq d u s t )  t h e  ;ear -- 
I-* 

t h e  p o s s i b i l i t y  and the obl iga t ion  (& t h e  Elpenor episode which 

t 

1 



preceds  t h e  above quoted passage from the  Odyssex) t h a t  the  l i v i n g .  
- - - -+- -- - - -- - - - - - -- - - - - - 

. h3ve *f - p u t t i n g  €h%i MibW1%5g%-6f t h e  dead  back i n t o  irnaginat.ive 

. a c t i o n .  What Ri lke  is o f f e r p g  is an i n i t i a t i o n  i n t o  o r d e r s  o r  worlds 

which 'are  always p r e s e n t  -- a cons tan t  i n t e r p l a y  between l i g h t  ahd 

dark, t h e  l i v i n g  and the  dead, i n s i d e  and outs ide .  The o b j e c t  of t h e  

initiate is t o  l e a r n  them i n  order  t o  t r a v e l  i n  and o u t  of them a t  

w i l l  -- shaman -- Ifhow may a man follow?tf (See a l s o  n o t e s  on sonnet  
. 

@ c  

- - - - - r - 20.1- 
A - 

* ,  

T e i l  an  dem -- t h i s  phrase  con ta ins  a pun on A n t e i l  -- "por t ion,  6) --- - 7 - 
a l lo tmentn  which i& reproduced with  t he  Engl ish  phrase  t t pa r t  i n  i t . l f  

7 % i t h  his choice  of t h e  word - Marke i n  these two l i n e s ,  Ri lke  is 

, l a y e r i n g  al l  t h e  meanings t h a t  have cha rac t e r i zed  t h e  dead i n  t h e  
2 

previous  13 sonne ts  t oge the r  i n t o  one image. One n o t i c e s  immediately 

t h a t  he use% a n  tteN ending t o  t h e  WON Mark (ltmarrowlt) which i s  - 
an empty3 use  o f  t h e  I tpoetict t  form of t he  word t o  h o l d ,  t h e  met r ic ,  bu t  , 

r a t h e r  t h e  key t o  unlock t h i s  sudden expansion of  meaning. A s imple 

d i c t i o n a r y  w i l l  d i s c l o s e  a l l  of t he se  l e v e l s .  Thus: Mark -- Ifmarrow, 
7 

p u l p * ( o f  f r u i t s ) ,  core;It - Mark -- I tbundary,  borderland,  (pl.) marches;" 

Hark -- I tuni t  of  money;n markaht -- %mrked, s t r i k i n g ,  c h a r a c t e r i s t i c ,  
' - . * 

salieht,  prominent, s t r o n g  fea tured ,  prominent landmark, c h i s e l l e d  

f e a t u r e s ,  man of mar&, outs tanding  persona l i ty ; "  Marke -- "mark, sign, 

pass, check, stamp, counter ,  ch ip ,  badge, s h i e l d ,  coupon, index marks 

brand, i nd i ca t e , -  des igna te ,  earmhk, accentuate ,  sham, s imula te ;  It 

Markschneider --  surveyor of mines;" Narks te in  -- "boundary s tone ,  
n , 

landmark, milestone." A l l  of t h i s  is "what we kpow of t h e i r  part . 
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B - 

it." Although t h e  l ex i cog raph ic  with which Ri lke  hanqes . 

cannot be dupl ica ted ,  I have a t t e u p t e d  t o  ho ld  some small measure of 

its complexity with t h e  words %arktt i n  t he  sense  of t t s igna ture t t  and 

t t ~ t a m p ; l t  t iveins t t  i n  t h a t  double sense  of t t l i f e n  and ttriehet$ ( o r e ) ;  

and a mining image ih which one s e e s  t he  wealth l aye red  i n  l e v e l  

a f t e r  l e v e l  of sediment. . 

+ 

8 )  Since t h e  r e f l e x i v e  consTruc€ion used i n  t h e  o r i g i n a l  does no t  

e x i s t  as a p o s s i b i l i t y  i n  English,  I have changed t h e  sentence frbm 

' the  genera l  t o  t he  p a r t i c u l a r  and added the  pronoun "we." 
Y 

9 )  . --- t u n  s i e  e s  fiern -- usua l ly  t r a n s l a t e d  as Itdo they l i k e  t o  do 

i t , I t  However, " l ike"  i s  too  genera l  and i n d e f i n i t e  -- c l o s e r  t o  t h e  

German moegen. I n  view of what is being asked, I have chosen t tp rof fe r l t  

-- nto o f f e r  spontaneously,  t o  go o u t  of o n e t s  way t o  o f f e r ,  

spontaneous o r  pointed offer , I t  r a t h e r  than " l i k e  t o  do,!' j u s t  as 

Ri lke  has  chosen fiern r a t h e r  than moegen. 

10) Draenaen -- "press ing,  u rgen t ,  pushing, crowd, crush,  p ressure ,  

i n s i s t e n c e ,  urgent  request." Ri lke  is playing these  meanings o f f  , 

a g a i n s t  h i s  pun on g e b a l l t  ( l i t .  "ba l led t t )  -- i.e. both t h e  shape of 

t h e  f r u i t  and t h e  clenched f i s t .  In view of  t h i s ,  Draengt h a s  been 

t r a n s l a t e d  as t t th rus t t t  -- an express ion  l i k e  " t h r u s t  a- fist i n t o  some- 

one ' s  facet t  i s . obu ions ly  des i r ed  here. The express ion " t h r u s t s  t h i s  

- - f r t t f t I t  wouZ&-be awkwazb-,-%+ n o t  -r&dicu3mk~-~errcethsd&ez- c r - -  - -  - -  - -  - - - 

- - - - - - - DWZWC ~ t ~ r & t s ~ - ~ & ~ l - t  <s~esck& b e e n - p e v e r s d  -b+th- - - - -  

English t r a n s l a t i o n .  

11) b e i  den Wurzeln s ch l a fen  -- Rilke is here  cons t ruc t ing  a pun -- 
between - b e i  ... sch la fen  (" to  s l e e p  besidet t )  and be i sch la fen  
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(ncohabi ta t ion ,  c o i t i o n ,  sexua l  i n t e r cou r sew) .  I n  t h i s  sense  t h e  o f f -  
-- -- 

sp r ing  of t he  tideadtt and t h e i t r o o t s "  a s  ttf13weF,vine-leaf, fruit"--- 

- t h e  ttspeech of t h e  year ,"  Yet t h e  l o v e r s  and t h e i r  o f f s p r i n g  belong 

no t  only t o  t h e  vege tab le  world, al though t h a t - i s  t h e  ground of  t h e  

image. (see no te  12 below.) 
A 

12) t t s u r f e i t "  -- etymological ly  ( l a t .  ) - s u r  ("overft)  and' - f a c i o  

(ltdoH). The product of t h i s  union thus  produces something.more than 
- <  

t h e  carbon cyc le  o r  t ' f e r t i l i t y r i t u a l . t t  Following t h e  previous  t h r e e  

sonne ts ,  and bear ing  i n  mind t h a t  i t  is ~ i l k e ' s  endeavour t o  w r i t e  . 

sonne ts  - t o  Orpheus, i t  is c l e a r  t h a t  what t h i s  s u r f e i t  is ,  i s  t h e  

r eve l a to ry  power of s t o r y  a n d , t h e  i n t e l l e c t  i t  c o n t a i n s  -- "theytt pa s s  
s 

. . on not  only the "na tura l"  world, but  a& those  f a c u l t i e s  which may 

imaginat ively  perce ive  i t  and its d i v i n i t y  -- t h e  very g i f t  g ran ted  
L 

Orpheus himsePZ, I n  t h a t  t h i s  g i f t  is not  necessarx t o  cont inue t h e  

l i f e  cyc l e ,  i t  is  i n  f a c t  a s u r f e i t  of  t h a t  c y c l e  -- i t  s t e p s  beyond - 

- 

i t  i n t o  t he  l i g h t  of t he  imagination. It is t o  t h e  o r i g i n  and na tu re  

of this s u r f e i t  t h a t  t h e  sonnet  addresses  i t s e l f .  

13) Zwischendinq -- l i t e r a l l y  n t h i n g  between," However, i n  view of 

t h e  over tones  o f  t to f f spr ing l t  suggested by l i n e s  12 'and  13, and i n  v i ey  

of t he  metaphorical  u se  of  t t f r u i t s t l  throughout t h e  sonnet', t h e  botani-  

cal word "hybridFt has been chosen i n  o rder  t o  mainta in  t h e  t i g h t n e s s  . 

sB of t h e  imagery. Also, a hybrid  i a n  "of fspr ing  of  -two animals o r  

two paren ts ,  Orpheus, t h e  man with t h e  d iv ine  g i f t ,  s t e p s  beyond t h e  

realms of  t he  humah and t h e  d iv ine  -- he is s l a i n  by the human 

because he is beyond them, and i n  fs s h u t  up by 
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Apollo because i t  is more popular than  the  god's. 

I 1EtF the previous t ranslators  trans1at-e- stummer-ais ye-tP+ - 

t h e  wdrd nay be t r a n s l a t e d  equa l ly  ne+l as % ~ t e . ~  The l a t t e r  is a 

f a r  b e t t e r  choice i n  t h a t  t h e  p e j o r a t i v e  connotat ions  of ltdurnbtt have 
I 

no p l ace  i n  an image which p r e s e n t s  g i f t s  o r  o f f s p r i n g  Of t h e  dead i n  - 
- b 

a realm above even the  r egene ra t ion  of l i v i n g  phys i ca l  forms. "Mutew 

r e t a i n s  t he  

the l i v i n g ,  

qu i e t  d i g n i t y  and power of t h e  l o v e  t h e  dead may have fur 



> 

Wartet ..., das schneckt ... Schon ists auf der Flucht. 

... Wenig Husik nur, e i n  Stampfen, ein Summen - : 
Maedchen, ihr  warmen, Maedchen, i h r  sturnmen, 

t anz t  den Geschmack der erfahrenen Fruchtt  

t 

Tanzt d i e  Orange. ~ e r  kann s l e  vergessen, 

wie s i e ,  er'trinkend i n  s i c h ,  s i c h  wehrt 

wider i h r  Suess-sein. I h r  habt s i e  besessen, 

S i e . h a t  s i c h  koes t l i ch  zu euch bekehrt. 

2' 

Tanzt d ie  Orange. Die naarnere Landschaf t , 
werft  s i 6  aus eucb, dass d i e  r e i f e  e r s t r a h l e  

in Lueften der ~ e i m a t  1 Ergluehte, en thue l l t  

Duefte urn Dueftel Schaff t  d i e  Verwandschaft 

mi teder  reinen,  s i c h  weigernden Schale, 

mi!? dem- $af t ,  der die-g lueckl iche  f u e l l t  f 



h i 
- 1. 2. 5. 

Stay ..., t h a t  t a s t e  ... Already i n  f l i g h t ,  - 
4. ... A s c r e  music, a stamping, a humming - : 

Dance the  orange. Who can fo rge t   he^, - 

- 
,.J 

how,' drowning i n t o  h e r s e l f ,  she s t rugg les  
- -  

agains t  her  sweetness. You have possessed her-  

Maidens, wa'rm, maideb,  mute 
\ 

dance the  t a s t e  of experienced frukt!' 

7. ' 
In  he r  exquis i te  windings tu rns  your proselyte.  

5. 

%I 
Dance the  orange. That warmer landscape, - 

- 
- 

- 

c a s t  i t  from you, t h a t  the r ipeness  may stream 
$9 > t. 

i n  its nat ive  airs. Disclose, radiance,  
- 4  

fragrance rouad fragrance. Create kinship 

with the  pure, r e s i s t a n t  r ind , ;  
- ~ - - - ~ - -  ~- ~ + .  --- - -- - - - -  - -  2: 

with the  ju ice  t h a t  f . i l l s  t h i s  one s u  Blessed! . : i 

- - ---  - ~-~ -- - ~ -  ~ - -  ~ -~ ~~ - - - - - -  ~ - - ~  



presen ted  with a group of  persons  having a spokesman s t r a i n i n g  t o  

h e a r  fragments of myster ious sounds. The word "waitt t  which i s  a 

l i t e r a l  t r a n s l a t i o n  of Wartet w i l l  no t  do i n  t h i s  case ,  s i n c e  i t  does 

n o t  s p e c i f y  how t o  wait. t tStayt l  on t h e  o t h e r  hand does c o n t a i n  t h a t  

image of a sudden a t t e n t i v e  a r r e s t i n g  of motion i n  mid-step, 

2 d a s  schmeckt -- while t h e  l i t e r a l  t r a n s l a t i o n  of  t h i s  phrase  i s  

n t h a t  t a s t e s , l t  i t  is  inadequate ,  s i n c e  t h e  Engl i sh  phrase  does n o t  

focus  heav i ly  on t h e  s e n s a t i o n  i t s e l f ,  bu t  demands a completion such 

as " t h a t  t a s t e s  goodn (Her t e r  Norton and ~ a c ~ n t y r e ) ,  o r  " t h a t  t a s t e s  

s t r o n g u  e t c . ,  whereas t h e  German phrase  i s  completely s e l f - s u f f i c i e n t  

and common. Eowever, t h e  ph rases  " t h a t  t a s t e s  good / s t r o n g w  a r e  

mis leading  because they add a modifying q u a l i t a t i v e  c o n d i t i o n  t o  

I t t a s t e"  which is  not  p r e s e n t  i n  t h e  o r i g i n a l ,  pure ly  q u a n t i t a t i v e  

phrase  -- t h e  pe r sona ' s  a t t e n t i o n  is  drawn t o  t h e  exper ience  of t a s t e  

i t s e l f  as a sudden d iscovery ,  not  t o  - how t h a t  t h i n g  t a s t e s .  The 

phrase  I t tha t  t a s t e  ..." ho lds  t h e  s u r p r i s e  of t h e  o r i g i n a l  i n  t h a t  i t  

i n d i c a t e s  only t h e  presence  of a p a r t i c u l a r  s e n s a t i o n  without  modi- 

f i c a t i o n  o r  desc r ip t ion .  

3) The pun on " to  f l e e t t  and It to f l y v  t h a t  t h e  word I t f l i g h t "  

c r e a t e s  i s  o p e r a t i v e  i n  German as wel l  as i n  English.  

4) The q u a n t i t a t i v e  me t r i c  s t r u c t u r e  (of  s y l l a b l e s )  i n  t h i s  

German phrase has  ocasioned t h e  use  of t h e  use of t h e  n o n - l i t e r a l  

"scrap." R i lke  u s e s  t h r e e  words: t h e  f i r s t  m a d e  up of two s y l l -  

a b l e s  -- t h e  former of long ,  t h e  l a t t e r  of s h o r t  d u r a t i o n ;  t h e  second 

is made up a g a i n  of  two s y l l a b l e s ,  both s h o r t ;  t h e  t h i r d  i s  made up 

o f  one s y l l a b l e  of  s h o r t  dura t ion .  The e f f e c t  of t h i s  s t r u c t u r e  is  t o  
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song, which grqdually coheres, u n t i l  by metamorphic degrdes t h e  f r u i t ,  

landscape of forms i n  which the  s p i r i t y a l  i d e n t i t y  can take place. . 
! 

Also, t h e  q e t r i c , a n d  rhyme of these two l i n e s  demonstrate t h a t C t h e  

fragments of t h e  previous two l i n e s  are beginning t o  form a coherent 

whole i n  the  dance. 

Orange i n  German is feminine. Because , oE the  f a c t  t h a t  t h e  
--- - - - 

of t h i s  s tanza  is ambiguous, i.e. its antecedent  mrhe-be founa i n - t h e  

Haedchen dancer(s) o r  i n  Orange; - o r  both, Rilke c r e a t e s  

'a metamorphic iden t i ty -  between the  dancer and t h e  sub jec t  of the  

dance. Since i n  English the  word liorangeIt is neuter ,  I have personi- 

f i e d  the  f r u i t  i n  order  t o  r e c r e a t e  the  ambiguity of the  German -- 
t h e  vehicle  through which the  metamorphic i d e n t i t y  is achieved. 

7) ~ i t e r a l l ~ ,  "8he has exquis i te ly  converted he r se l f  ( i n )  t o  you.'? 

!the problem here  i s  of course bekehrt which conta ins  an 8IfpZicit 
- - - -  - 

image of Itturning toward" (etym. bei kehren, correspondent t o  the  
- 

lat. convertere -- Itto t u r n  aboutN) which t h e  English " to  convertn 

has  almost e n t i r e l y '  l o s t .  "To converttt usual ly  means, i n  Eng l i sh ,< the  

change of one th ing  i n t o  another with a corresponding l o s s  of the  

former i d e n t i t y  1- not $he turning of one thing toward another with 

the  maintenance Of both i d e n t i t i e s :  the  path o r  having become t h e  

same. Rilke's play on the  pronoun An t h i s  s tanza  alIows such a 

ground of the  i d e n t i t y  here i s  a shared ground (they meet i n  the  

forms of t h e  dance) -- the  vocabulary of t h e  dance which is common - 
t o  both the  sub jec t  of the  dance and the agent of t h a t  subjeat.  Only 
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+-" i n  t h e  s p e c i f i c a l l y  r e l i g i o u s  use of the wor& "cpnvertl* does t h e  
-- - -English 3anguags- 'reCaf n thak not& on-of ae - fdea%%%~ ekLl&ag- up th--- -- - 

same path o r  movement with one a r  more e n t i t i e s .  For these various 

reasons I have chosen t o  t r a n s l a t e  the  l i n e  as "In h e r  exqu i s i t e  
/ 

~ - windings t u r n s  your proselyte,I1_where the words "windingsn and tlturns" 

reveal  both the  shape of the  orange and the  shape of t h e  dance, and 

the  word l tproselytell  r e t a i n s  the  r e l i g i o u s  -sense of t h i s  turning on a 
-- 

- comma ground, which is p r e s e n t  ~ i n  t ke  German as w e l l  as the Ehg1.is.h. - - - -- 

. '  

8)  The audi tdry pun on "airs -- hei rs , "  while not present  i n  t h e  

o r i g i n a l ,  accomplishes three  funct ions i n  the  s e s t e t :  a) i t  replaces  
- - - 

t he  poss ib le  audi tory pun on d i e  r e i f e  i n  t h e  previous l i n e ,  which 
P 

can be hbard as meaning both the  r ipeness  of the  f r u i t  ox t h e  . 
irt 5 -f 9 

dancer(s) ,  ( i n  the  sense t h a t  the  dancer(s) a r e  t l f u l l N  of t h e i r  

- subjec t )  ; b) i t  makes the  dancers (mhenads, o r  here ,  Vera, t h e i r  

c o l l e c t i v e  body) t r u e  h e i r s  t o  t h a t  Itsentient. south1' of sonnet I - 7, 

which is  the 'Urlandschaft  of the  Orphic myths, and f i n a l l y ;  c )  it- - 
- 

c r e a t e s  the  methodology whereby the  "kinshipt1 of t h e  following l i n e  

is achieved. 

9) A t  t h i s  point i n  t h e  poem t h e  a c t i v i t y  of the  dancers has  

become a "thing i t s e l f t 1  -- a rad ian t  landscape i n  t h e  process  of 

reveal ihg  i t s e l f .  Phe a c t i v i t y  is  thus  given t h e  form of a noun, 

t h a t  the  work of the  

poin t  where the  work 

the  dancer the  agent 

a r t i s t  has  moved beyond him / h e r  s e l f  t o  t h e  

gives the  author o r  agent a place. No longer  is  

of t h e  dance, but the  dance has  become t h e  agent 

A 



, 

of ( o r  ttmovesft) the  dancer. This is Possession (maenads), o r  Dic ta t ion  
* 

-L - -- -- - -- - - --- - -- -> - -- 

(poet) .  Most of the  second p a r t  of the  s e s t e t  does no t  add t o  t h i s  

?1 
metamorphosis -- i t  se rves  o d y  t o  imagine - th is  metamorphosis o r  

i d e n t i t y  as. a gg,kinship.n 

10) It i s  not u n t i l  the  second t o  the l a s t  word t h a t  Rilke personi- 

f i e s  -- up t o  t h i s  poin t  he is merely playirig with t h e  ambiguity of 

the  pronoun - s i e .  However, the  phrase d i e  plueckl iche is c l e a r l y  a pun 
- - &  - z  - -- A -  a - + .- - -- " - 

o; both t h e  orange and the  maiden (dancer, Vera),, heavi ly weighted on 
+ 

t he  s i d e  of the maiden. - Die &lueckliche usual ly  means ftluckytl o r  

"joyfulIt and the  phrase is not o f t e n  appl ied t o  the vegetabxe world 
- 

i n  German. I f  i t  is, t h i s  usage is always understood as figuratkve. 

Unfortunately, the  pe r son i f i ca t ion  i n  my English vers ion  necessar i ly  

begins much e a r l i e r ,  s ince  Ri lke t s  ambiguity cannot be dupl icated i n  
C 

any o t h e r  manner. Since I have found the  weighting of t h e  human s i d e  

of t h i s  ambiguity unavoidable (because of my use of pe r son i f i ca t ion  
- - - - - - 

t o  achieve i t ) ,  I have weighted $he other  s i d e  with t h e  use of the  
- 

word "blesseda ra the r .  than a word like ltlucky, for tunatet1 o r  uJoyfulfi . 
d 

- etc .  i n  t h e  f i n a l  l i n e  -- 2.  e. i t  is inore na tu ra l  f o r  an English 

reader  t o  imagine an  orange as "blessedn than ttjoyful.tg 



Du, mein Freund, b i s t  einsam, w e i l  .:. 
I 

N i r  machen m i t  Worten und Mngerzeigen - - 
uns allmaehlich d i e  Welt zu eigen, 

v i e l l e i c h t  ' i h ren  schwaechsten, gef aehr l i chs ten  Teil. 
- - -  A- - + -  A L L  - - - - -  -- 

1 

Wer zeigt  m i t  Fingern auf einen Geruch? - 
- - - - - - - - - 

Doch von den Ysaeften, d ie  uns bedrohten, 
i 

fiehlst dn v i e l e  . .. Du kennst d i e  Toten, 

und du e r schr i cks t  vor dem Zauberspruch. * 

> 

- --- 

Sieh, nun h e i s s t  es zusammen e r t r a g e k  

Stueckwerk und Te i l e ,  ,als s e i  es das Ganze. 

M r  helfen,  wird schwer sein.  Vor allem: pfl'anze 
a s 

mich nicht  in dein ~erz, Ich wuechse au schnellt. 
C- 

Doch rneiies Herrn Hand w i l l '  i c h  fuehren und sagen: 
, 



1. 
You, my f r iend ,  are  s e t F a p a r t ,  because .., 

2- 
We, piece by piece,  with words and point ing fingers - 

3. 
make t h e  world over t o  our own, 

4. 
perhaps its weakest, most dangerous part .  

- - + - " _ _ .. i - <- _ _ _  . - - -, - 

' ' V@o po in t s  with _his- f i n g e r s  t o  a, smell? - I 

- 

Pet  of.  powers t h a t  threatened us,  

you f e e l  many ... You know the  dead, 

and you take fright at  incantat ions.  

See, now we are l e f t  t o  endure t ~ g e t h e r  
S. 

piecework and fragment, as though it were t h e  whole, . 

To he lp  you w i l l  be d i f f i c u l t ,  Above a l l :  plant 

me not i n t o  your heart .  Too quickly would I-grow. 

Yet m ~ l o r d ' s  hand will I guide  and say: 
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1 )  einsam -- usual ly  t r ans la t ed  as mlonesome,n a l s o  "lonely, " 

- s o l i t a r y  , - s e c l u d e ~ 6 0 l a t e d ,  1 : & r e ~ r l o r n 2 -  B b v f m & y ~ - s l n C 8 t ~ - - -  --- 

tfyouw is here r e fe red  t o  as l l f r iend ,w the range of rneani& we should 

focus on is- not ' real ly  a ' ~ l o n e ~ o m e n e s s , ~ ~  but a liset apartnesst t  -- of 

a being which i s ~ p a r t  of q community but has  no defined b i r t h r i g h t  i n  

t h a t  community. If we remember t h a t  whatever e l s e  the  "youtt might be, 

Rilke h a s  a t tached the  antecedent IrEsautt t o  it, w e  r e c a l l  t h a t  Esau's ' .  

time when Jacob bought h i s  b ro the r ' s  b i r t h r i g h t  by t a U n g  advantage 

of h i s  hunger (he bought i t  from h i s  s t a rv ing  bro ther  with a .bowl of . 
7 

- -  - 

l e n t i l  soup -- t he  c i t y ' s  granar ies  s u b s t i t u t i n g  f o r  a bad year among ' 

the 'an imals  of the  wilderness) ,  and f o r  the second time when Jacob 

obtained h i s  brb ther  1 s b less ing  from t h e i r  f a t h e r  ( t h e  c i t y  s 

domesticated f locks  s u b s t i t u t e d  f o r  the  game of t h e  wilderness) v i a  

the t r i c k  of disguise, . . . I 

I n  Pompeian wall-paintingspand ~ r a e c o - ~ o d a n  pszc&hagf i s  as - 

a magical musician, wi th  power over a l l  w i l d  untamed thfngs i n  
- nature,  t h a t  Orpheus appears. This conception n a t u r a l l y  passed 

i n t o  Chr i s t i an  art and it is i n t e r e s t i n g  t o  watcb.the magical 
musician transformed gradually i n t o  the Good Shepherd. The bad 
wild beasts ,  t he  l i o n s  and the lynxes, a re  weeded out  one by.one, 
rand we a r e  l e f t ,  as i n  the  wonderful Ravenna mosaic, with only a 
congregation of mild p a t i e n t  sheep. 

(from Prolegomena, J.E. Harrison, Meridian ~ o o k s -  Inc., 1960, pg. 457. ) 
' 

Mnal ly ,  when Jacob (nor bearing the  n w e  I s r a e l )  r e t u r n s  t o  the  land 
* 

of his f a t h e r  and i s  reconci led with h i s  brother  Esau through bribery,  
- - - - -  - -- - --- -- pp -- --pL - -- --- 

i t  is Jacob and his followers who i a h e r i t  the lands  of h i s  f a t h e r  . 
- A - - - - - - - - -- -- - - -- - - -pp -- p-------p- -- - ---- - - -- -- - - 

* ( the  f e r t i l e  v a l l e y ) ,  while Esau and h i s  followers head off i n t o  the  

surrounding k&lls. Thus Esau, the  " t rue  hair"  t o  Abraham and Isaac,  

3.6 " s e t  apa r tw  v i a  a systematic dece i t ,  opportunism and t r idkery  on 
P 

t he  part of Jacob ' ( ~ s r a e l )  -- the  c i t y  o r  nat ion -- t he  & of R i lke l s  



l i n e  2 ,  Rilke s e e s  t h i s  banishment of the Ifhairy mant1 Esan (-0 o r  
\\ I 

Enkid& of-the _Gilgam6eh s t Q r ~ ~ - . o = P _ e r c i v a l o f  tZrtl4rthurian legends) , 

bg the smooth man Jacob-Israel  (king of the  c i t y  as i n  Gilgamesh) as 

an ongoing h i ~ t o r i c a l  grocess f inding i t s  &-Motif i n  Jacob-Israel  -- 
I ,  

(God's covefiant with Jacob i s  t h a t  all nat ions  s h a l l  be blessed 
t . "  

through I s r a e l ) .  However, the Judaic  h i s to ry  is unique i n  the  sense 

t h a t  Esau o r  the  "wild man1' is born f i r s t  withih the  community ,(being 

the record ar iniage of  Israel as _a namadic landless t r i b e  i n  t h e  

wilderness),  and Jacob is born second (being the  record o r  image of 

I s r a e l  as a new landed nat ion bent on t e r r i to , r i a l  expansion and 

set t lement) ,  The prophesg concerning~ the  two brothers  is t h a t  the  

e l d e r  (ha i ry  -- wild man) s h a l l  serve the younger (smooth -- domesti- 

cated man -- f a v o r i t e  of h i s  mother) with h i s  sword, without any 

-claim over h i s  b i r th r igh t .  Born f i r s t  and within, he is Itset apart ."  

... In  the s to ry  of ~ i l ~ a m e s h  on the  o ther  hand, Enkidb is 60m &- 
' . ,  

sl* t he  community -- he begins by being E& a p a r t ,  an& tae  obJective - 
of t h e  king ( ~ i l g d e s h )  becomes hGw t o  br ing him i n t o  the  c i t y  -- i n  

fact how t o  hea l  the  decadence of the  c i t y  by t h e  in t roduct ion  of t h e  

% i l d  m a n . "  The Perc iva l  s t o r y  i n  the Arthurian cycle  opera tes  i n  

much the  same w a y .  It is Perc iva l ,  t he  frPrrild man," who a t t a i n s  the  

holy g r a i l .  (What has a l l  t h i s  t o  do with Orpheus?!? -- See notes  5 P 

* 
and 6 below,) 

The German word allmaehlich,  m,h.d. almechlich vgl. al~emech- 2) - - --A- A-P ---- - A .- - - - p -- - -- - -- 

-- - l i c h e  ("slowly, - - - by and - byt1), -- is - - usual ly - - t r a n s l a t e d  P--- as "gradually, -- by - - - - 

degrees, l i t t l e ' b y  l i t t l e . t t  Its composite roo t  is prim@.ly phys ica l  

a l l  -- " to  grow outf1 and machen -- Itto makef1), and temporal by im- (- 

p l i c a t i o n  o r  extension only -- i .e , ,  t o  complete a s e r i e s  of doings 



(phys ica l ) ,  r equ i res  an extent  of time. Thus, because t h e  emphaaio is 

fragmentstf a r e  opposed t o  "powers" and l t incantat ions" v i a  the  bridge 

Itwho po in t s  wi th  h i s  f i n g e r s  t o  a smelltt ) , I hade trahslated t h s  word 

3)  machen ... ... - zu eigen -- l i t e r a l l y  Itto make over t o  our- 

selves,If  not " to  make our ownit which would be unser machen. ~ i & n ,  the  , 

raat of Eigentum, - always denotes- a possessive. gigenturn = ttproper-ty. : -A - 

(p r iva te ) .  Since the  sub jec t  here  is Jacob-Israel  -- who have 
1 

cheated Esau -- na tu ra l  mall -- wild man out of h i s  b i r t h r i g h t ,  ) t h e  
- 't 

ambiguity Cgges ted  by' t he  phrase I have used is appropriate:  i.e. 

a) we have made t h e  world, piece by piece,  our p r iva te  property;  o r  
- 

b) we have deeded the  world over t o  our own kind,  t he  h e i r s  of Jacob- 

I s r a e l  c i t y  nation. Anthropomorphism. 

4 ) .  The ambiguity of t h i s  l i n e  is a s  s t rong i n  German as i t  i s  i n  

the  English version: i .8 .  I f i t s  Weakest, most dangerous pa r t t t  is on- the - - 

one .hand " tha t  p a r t  of the  world we have chosen t o  make our own," and 
- 9  

on the  o the r  hand tbukselveh -- our: own kind." Thus i n  t h e  scope 

encornpaseed by the'ambiguity of t h i s  one l i n e ,  we f i n d  a n  image of the  

entire process of anthropomorphism a t  work. ~ ~ c i s s i s t i c a l l y ,  we see  

the  world i n  our owaimage: Jacob disguis ing himself i n  f u r s  is 

p u t t i n g  himself i n t o ,  and seeing himself a t ,  the  cen t re  of the  na tu ra l  

T e i l e  has  here been t r ans la ted  as the non- l i t e ra l  "fragmentt1 5) - 
t o  recall t h e  fragmentary opening of  the  p~%vious sonnet I - 15. I n  I 
t h a t  previous poem, "Wetr come upon the, maenads and watch i n  I 



f a sc ina t ion  a s  they dance the  na tu ra l  world. In t h i s  poem, flYlen re-  

t u r n  t p  o x  own percept ion of t h e  fragments of t h e  world we have made , 
- A- - - - - - - - - - - d - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - 

our property,  and search i n  ourselves f o r  t h a t  'primeval ground on the  

b a s i s  of  which we could p a r t i c i p a t e  i n  the  a c t i v i t y  of t h a t  previous . 

podm. That ground i s  Esau, the  hart of u s  we have necessar i ly  "Let 
.\ 

apar t f f  i n  order  t o  see  the  world as o 1 r pr iva te  property ( i n h e r i t -  

ance). That t h i s  "wild mantf sha res  i n  the  worship of the  maenads we 
/ r 

s b e  c l e a r l y  i n  t h e  Sa ty r s ,  foll.owers - of - D i o ~ s o s ,  and the  Thracian - *  
- 

wild men who constant ly  s u r  nd c l a s s i c a l  depic t ions  of Orpheus. ;;"t 
Jane Harrison, i n  speakinb of {he Greek Wildmen,tt says: 

' The Kouretes n de ta in  us. They a r e  the  Cretan 
bro thers  of t h  e l o c a l  Sa ty r s  of ~ r e t e .  Hesiod knows 
of t h e i r  kinsh e same parent  

The godde'sses, nymphs o f L , t h e  mountain, had t h e i r  being, . .  ! 
And the  race  of the  worthless do-nothing Satyrs ,  

And t h e  divine Kouretes, love r s  of spor t  and dancing. 

Hes iodts  words a r e  noteworthy a n d  characteristic of h i s  theo- 
l o g i c a l  a t t i t u d e .  The Satyrs ,  as we have seen (p, 379) a r e  
S a t r a i ,  p r imi t ive  Dionysos-worshipers of Thrace and Thessaly. 
Seen through t h e  h o s t i l e  eyes of t h e i r  conquerdrs they have 
suffered d i s t o r t i o n  and degradation i n  form as i n  content ,  they 
are horsemen, worthless,  idle.,  The Kouretes have j u s t  t h e  same 
beginning i n  a c t u a l i t y ,  but t h e i r  mythological ending is d i f f e r -  
ent. They a r e  seen, not through the  d i s t o r t i n g  medium of con- 
quest ,  but with the  halo of r e l i g i o n  about t h e i r  heads; they a r e  
d iv ine  (&ox ) and t h e i r  dancing is sacred. It a l l  depends on the  
poin t  of view. 

i k  * * 

- The- mure t e s t h e n a r e ,  as ,their-name b t a k e n s - _ t h e  z~ung -qale-- - - 

population constdered as  worshipping t&.eaung male god, the  
- Kowros; they a r e  %ai led  p r i e s t s t t  becausg the  youngmale popula- 

. t i on  were na tu ra l ly  warriors. They danced t h e i r  l o c a l  wardance 
over the  new-born ch i ld ,  and, because in ' those  ea r ly  days the  
worship of the  Mother and the  Son was not y e t  sundered, they were 
a t t endan t s  ( q f p 6 6 f f o ~ o ~  ) on the mother also', They a r e  i n  f a c t  
t h e  male c o r r e l a t i v e s  of t h e  Maenads as Nurses ( f iByvs 6 ) 



The women-nurses were developed most f u l l y ,  i t  seems, i n  Greece 
proper;  the m a l e  a t tendants ,  i n  A s i a  Minor and the  i s l ands ,  ii 

-- - - - - - - - --*,- - -- - - - -- - - -- r - - --- -- 
- - -  -- - - - - -  -- - A - 

--????-- 
It is  t h e  more i n t e r e s t i n g  ( than  -- the  ~ o m p e i i n  - wall pa in t ings  'a 
Graeco-Roman sarcophagi passage guoted on x, 101 above, which 
resen t  us w i t h - t h e  Ronan "degenerationtt -- of t h e  image of Orpheus 

f . t r a n s .  note, K.S.) t o  f ind  t h a t  on black and redfigured vase 
pa in t ings  (_iLe. Greek a r t i f a c t s  - t rans.  note,  K.S.), 
s p i t e  of t h i s  l i t e r a r y  t r a d i t i o n  ( t h e n  one mentioned - above - 
t r ans ,  note, K.S-), the p0we.r of the magYsal musician is qu i t e  
d i f f e r e n t l y  conceived. Orpheus does not appear a t  a l l  on black- - f igured vases -- again a note of h i s  l a t e .  coming -- and on'red- 
f igured  vases  never--with -%he- attendant w i l d .  beasts, - -, - - 

On a vase found a t  Gela and now i n  the  Ber l in  Nuseum, . . . we 
have Orpheus as musician. He wears Greek d r e s s  and sits playiag 
on h i s  l y r e  with up-turned head, u t t e r l y  a loof ,  absorbed. And 
round him are n o t  wild b e a s t s  but w i l d  men, Thracians. 

(from Prolegomena, J,E. Harrison, Meridian Books Inc:, 1960, pg, 498, 
--. 

pg- 499, PP. 457 and 458.) / 
6) Jacob gains  h r s  f a t h e r ' s  b less ing  and inher i tan$  (intended f o r  . 

Esau) by disguis ing himself i n  the f u r s  of domestic animals, the  

f l e s h  of which he feeds t o  Isaac. ~ h u s  is I saac  twice deceived. Not 
- - - - - 

- - 

only is he domesticated sk ins  of t h e  smooth man 

Jacob ( ra the r  man Esau) but 

he is also his sustenance from the  domestic 

animal8 (that p a r t  of the  world "re 'have made our own," r a t h e r  than 
I 

from thed f u l l  bohnty of the natural. world -- wilderness). T h i s  poem 
4 

- I s  an at terni t  t o  r e i n s t a t e ' t h e  t r u e  h e i r  t o  mankind (%x~u i n  h i s  own 

skinrt) by one of t h e  descendants of the  false-eir, Jacob. Isaac,  t h e  

-- - - - - - - -- -- - 

t h e  job of t h e  Fet, Orphxs; ~ g i ~ ~ w e - a r e  ~ r c c e d ~ o c o ~ f r o n t ~ i l k e ~ s  

understanding of t h a t  funct ion -- Orpheus is not someone who tames 

t h e  wild beas t s  with h i s  music by anthropomorphisis of the world,-- 



but one who makes t h e  non-human world i n t e l l i g i b l e  t o  man h- who con- 

s t a n t l y  r e j o i n s  t h e  hand of man t o  h i s  progenitor. A s  such i t  is 

t h r o u ~ H  - him t h a t  t h e  world achieves a vocabulary ( logos)  which informs 

and enraptures  - man: 

On a vase found at Gela and now i n  the Ber l in  Museum, .*. we have 
Orpheus as musician. H e  wears Greek~dreas  and sits playing&n h i s  
l y r e  with an  up-turned head, u t t e r l y  a loof ,  absorbed. And round 
him a r e  not-wild beas t s  btit w i l d  men, Thracians. They wear uni- - 
formly the  c h a r a c t e r i s t i c  Thracian dress ,  the  fox-skin cap (wild - 
beasts,- net domestic ones --tr&ns. note, LS.) and the long em- -- 
broidered gloak ..; . ... These,wild Thracians i n  t h e  vase 
pa in t ing  a r e  all i n t e n t  on the  music; t h e  one t o  t h e  r i g h t  looks 
suspicious of t h i s  new magic, the  one immediaf e ly  A c i n g  Orpheus 
i s  determined t o  enquire i n t o  i t ,  t h e  one j u s t  behind h a s  gone 

3 

under completelg~; & s  eyes a r e  shut ,  h i s  head faxl ing,  he is 
mesmerized, drunken, but not w i t h  wine. 
(from Prole  omena, J.E. Harrison, Meridian Bdoks Inc., 1960, 
pee 458- T-- 

It is necessary at t h i v p o i n t  t o  make a f i n a l  statement on the  - 
previous t r a n s l a t o r s  of t h i s  sonnet sequence. Final ,  because from 

here  on, of not from t h e  very beginning, oyr ways diverge cornplebly. 

Rilke wrote t o  h i s  wife on Apri l  23, 1923 t h a t  sonnet I - 16: 
. --=9 ... one has  t o  know -- o r  guess -- is addressed t o  a dog; I -did 

I not make a note, j u s t  because I wanted t o  take'him completely 
i n t o  t h e  whole,' Any i n d i c a t i o n  would only have i s o l a t e d  him 
again,  s ingled  him out. t 1 .  

h a v e  mastered &hat s t o r y  an%esn how i t  is made ope@ive i p  the poem, 
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then we may t u r n  t o  t h e  i m p l i c i t  focus o r  implied image of t h a t  s t o r y  

i s  addressing a-dog here -- he has  gone out of h i s  w a y  not  t a  make i t  

e x p l i c i t ,  s o  t h a t  if w e  can re-appr&ch the s t o r y  of Esau -- the  
I i 

banishment and then t h e  taming of the  "wild m a n  -- wildernessw by the  

human anthropomorphic community through the image of a dog, we may. 4 

bring an added dimension t o  t h e  poem; MacIntyre a q b q e r t e r  Norto 

the exact oppogite o f -  what Rilke i n d i c a t e s  --  - i n  t h i s  l e t t e r .  F a i l  - t o  

take t h e  Bibl ica l  s t o r y  of ~ s a ;  i n t o  accpunb, they concent d o n  t h e  

exteqnals -- t h e  f a c t  t h a t  Rilke has  s a i d  i n  a l e t t e r  t h a t  guessing 

t h a t  t h i s  poem i s  addressed t o  ado@;-he lps  i n  the  understanding of 
I .  

its content. Indeed, 1facIntyre g e t s  q u i t e  ca r r i ed  away with t h i s  

f i x a t i o n  i n  h i s  annotations:  
f 

M,D. Herter  Norton's note on t h i s  piece i s * p a r t i c u l a r l y  informa- 
t i v e ,  and Professor  J-B, Leishrnan, w i t h  h i s  customary scholar ly  

- as tu teness ,  p resen t s  a whole dog-show i n  h i s  annotation. ' 

This would aU be q u i t e  humourous were i t  not  f o r - t h e  f a c t  that- 

MacIntyre then presumes t o  judge the poem, 

There is a b e t t e r  dog poem i n  N.G. ItDer Hundtt . . . 
not -on  the  b a s i s  

nowhere is t h e r e  

. the  basis of t h e  

of i t s e l f  (it is e x p l i c i t l y  a poem "aboutw Esau -- 
any mention i n  t h e  poem about a "dogw), nor even on.  

& 

n a r r a t i v e  s t r u c t u r e  of the sequence (which-is not 

talren i n t o  account at  all), but on the  very tenuous b a s i s  of a. * ' +  

scholar ly  acc re t ion  b u i l t  on an as ide  i n  one of the  p o e t ' s  l e t t e r s .  ' 

The whole matter becomes much simpler i f  n a i n  w i t h , t h e  sub jec t  

at hand -- the  information the  paem i t s e l f  o f f e r s ,  and recognize i n .  

t h e  s t o q  of  Esau t h e  e a t i r e  range of the problem of t h e  expulsion + 

and / o r  taming of t h e  "wild inan" o r  animal by t h e  human community. 
- .  



This  s t a n c e  iB s u b s t a n t i a t b d  by Rillre's images o f  t h e  nHorseman@t and 

the  o r i g i n  of t h e  S a t y r s  and Centaurs -- "wild mentB -- , sonnet  I - 
20.) That Ri lke  see$ i n  t h e  dog a con t inua t ion  of  t h i s  p rocess  is; as 

ffe himself  says ,  of mentionable importance. It remains, however, i n  
B 

t h e  -context  of t h l s  poem, of.. incidental,  importance, as his s t a t e n e n t  

i n  t he  l e t t e r  c l e a r l y  revea ls .  However, t h i s  t o t a l  unwi l l ingness  t o  . 

accept  r e s p o n s i b i l i t y  f o r t b e  l i t e r a l - c o n t e a t  of t h e  indivi8ua12 " . 

poems, ,much l e s s  t he  movement of  t h e  n a r r a t i v e  s t r u c t u r e ,  is  ev iden t  

not only i n  t he  former t r a n s l a t i o n s  of th& poem but  a l so  i n  those  of - 
. - o t h e r  key poems, as t h e  fol lowing excerpt  from MacIn tyre t s  no t e s  on 

sonnet  I - 15 i h u s t r a t e s :  d 

This  s tudy of t h e  n u t r i t i o n a l  and a e s t h e t i c  value  of  orange ' j u i c e  
is too  prec ious  t o  have much p o e t i c  merit .  

I f i n d  t h i s  s ta tement  e s p e c i a l l y  b a f f l i n g  s i n c e  i n  the  same brea th  

MacIntyre o f f e r s  a s c r a p  o f  s c h o l a r l y  - - Pnformation - - -  which should a l low 

him t o  produce a t  l e a s t  a k inder ,  i f  not  more accu ra t e  reading:  

Vale ry ' s  essay,  LtAme e t  l a  dance, m a i n t a i n s - t h a t  t h e  dancer is  
- "the  pure. act o f  t he  metamorphosis." , 



Zu unterst der U t e ,  verworrn, 

all 4er Erbauten 

Wurzel, verborgener Born, 

den sie nfe schauten. 

Sturmhelm und Jaegerhorn, s! 

- 

Spruch von Ergrauten, 

Maenner im Bruderzorn, 

Frauen wie 

efn fraier ... 
steig .., o steig ... 

Aber sie brechen 
2 

doch Dieser erst oben 



,,--I 1. 2. 3. 
Undermost t h e  ancient ,  entangled, 

of  a l l  the cr&ted 

the  .root, hidden spring,  
k . \ 

where there  is no witne'ss, . 
- ,  

one t oh climb . . , oh climb . . . 

Helmet and hun te r ' s  horn,. 

. Lays of 
6. 

h a t e  breaks those as bro thers .  born, 
7. 

and t h e  l u t e - l i k e  lad ies  . . . 

f 

But still they break. 
9. 

This one born uppermost y e t  

r 

8. > 

Crowding branch on branch, - - - - 

nowhere is but one f r e e  ... 



zu u n t e r s t  -- l i t e r a l l y  "at the  bottom ( ~ n d e r n e a t h ) . ~ ~  "Under- 1 )  - 
most," as a compound word, r e t a i n s  the  des i red  brevi ty  of the  or ig ina l .  

--  -- - - 
It a l s o  recons t ruc t s  the  para l le l i sm zu u n t e r s t  - e r s t  oben of the  - -- 

r 

o r i g i n a l  by playing off agains t  the  word uuppermosttr i n  l i n e  13. 

2 )  R i l k e f s  use of der  Alte,  r a t h e r  than -- d a s  Alte i n d i c a t e s  t h a t  he 

wants t o  focus very p k t i c u l a r l y  on Alte as a. s e l f  s u f f i c i e n t  noun, - 
not as an adjective-made-noun. das  U t e  i s  a category fmplying a ' -- 
r e f e r e n t i a l  content ,  whereas der  Alte i s  a s i n g l e  thing,  .operating -- 

> - A -  - 

much l i k a  a-name.-Thus, while- a l i t e r a l  t r a n s l a t i o n  of the  words, & 

U t e ,  would be V h e  old,1' a t r a n s l a t i o n  of t h e  l i n g u i s t i c  function of - 
the  phrase i s  more accura te ly  rendered by t h e  phrase Itthe ancient." 

The EnyLish construct ion,  l i k e  t h e  German, almost c r e a t e s  a personi f i -  

cation; 

3) verworrn T- used today usual ly  as an ad jec t ive ,  t h e  word E- 

woxren is o r i g i n a l l y  t h e  second p a r t i c i p l e  of the  once s t rong verb 

verwirren. The roo t  of wirren is probably the  Indo-European roo t  of 
- - - -- - - 

Wurm having the o r i g i n a l  meaning of " t o '  turn,  t o  tangle.  We have all - 
seen how t h e  r o o t s  of a t r e e  m a y  surround and entangle an  a r t i f a c t ,  a 

s tone o r  any o ther  such th ing  t h a t  it maJr grow upon. 

4) Ekbauten -- l i t e r a l l y  I tbui l t  up, constructed,  e rec ted ,  ra ised.  " 

Figura t ive ly ,  it a lso  meahs "edified." This r e c a l l s  the  t r e e  of 

sonnet I - 1,  t h e  erected s tone  of s o m e t  I - 5, and the  e d i f i c e  of 

the  sonnet sequence i t s e l f  up t o  t h i s  point. Sipce t h i s  poem draws 

- - t o  ge th er :&I of 'Gn068--&eiimnits 5n%o a n r f  ~ m m a ~ g 8 0 f  a W e e  -%X'-- -- - 

- - 

movement, I have used the  word ltcreated,lt which does not draw a dis- 

t i n c t i o n  between what has  been crea ted  by the  *!worldn and what has 



been crea ted  by rlmanlH (See a l s o  note 8' below. ) 

"to look,It but " to  perceive, behold, view, look 'at, look upon, take 

as 2 model." I n  view of t h i s ,  the English word which cornea c l o s e s t  t o  - - 
t h i s  notion i s  the  word ttwitness.u Now a t r a n s l a t i o n  of t h i s  phrase 

something l i k e  Itto which the re  is no witnessn would be wrong, s ince  

, the whole t r e e  i n  its upward movement t o  i ts  f i n a l  turning,  back to- 

ward t h e  r o o t ,  & --fact a witness- t o  that hidden spring3 Thus- t he  - - , 

phrase has  been t r ans la ted  as "where the re  is no witnessn -- t h i s  

c r e a t e s  the  necessary tension i n  t h a t  upper branch, t h e  downward 

curve of which is the  constant ly  recurr ing  d e s i r e  on its p a r t  t o  

a witness t o  t h a t  primal hidden spring. (See a l s o  note 8 below.) 

6) &tenner - i m  Bruderzorn -- t he  construct ion 2 Bruderzorn is 

'similar t o  the  English conskruction '*in hatred." Rilke here  wants t h e  

reader  t o  see  the %entt caught up i n  a landscape of b a t t l e  -- -the 

fraternal .  s t r i f e  bef ng t h e  sntrjsct  , t h e  -"menft thePab3ect. Bruaerzorh 

l i t e r h l l y  means tibrother-angertt ( s i c ) ,  and p resen t s  a much more 

p a r t i c u l a r  image than t h e  usual translation n f r a t e r n a l  s t r i f e .  lt For 

. these  reasons the  a c t i v e  image Ithate breaks those as brothers  bornr1 

has been'chosen ae a t rans la t ion .  The word %wakett  as opposed t o  

18wreclrs,. divides,  etc." has  been chosen f o r  two reasons; a) i n  order  

t o  continue the  a l l i t e r a t i v e  ItBn sound which c u t s  ac ross  the  l i n e s  

of t h e  poem i n  order  t o  c r e a t e  a raqid  r & u r r ~ l l l ~ ~ e m e p I L d a ~ d , - ~  pp 

- - - - - - - - -- --- - - --- - -- - --- 

dupl ica t ing  the  paceachieved by R i l k e t s  shor t  l i n e s  which almost 

"1iet t t  t he  content of the  sonnet, and b) s ince  the  e n t i r e  poem con- 
* 

L 

s i a t a  df a concei t  where t h e  world is seen  a s  the  branches of a t r e e ,  

t he  word Itbreak" (as i n  breaking a branch) continues and keeps the  
SL. 

. I 
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event withAn the metaphorical s t ruc ture .  (See d s o  note 8 below. ) - 

must c l o s e  t h e  octave completely, both i n  terms of content and metric,  

in order  f o r  the  s h i f t  of l i n e  9 t o  take place. Now l i n e  7 has  necess- 

arily been lengthened (see  note 6 above), which means t h a t  f o r  the  ' 
- 

stanza t o  unwind i t s e l f  as Ri lke ' s  three  do t s  suggest,  l i n e  8 cannot 

contain merely four pe r fec t ly  symmetrical sy l l ab les .  Rilkeas can, be- 

- - cause h i s - l i n e s  5 -& 6, and ';z -a&-& are par-alf ex, &rtherntee-, - if- - - - - 
C 

1 I t lute- l ike l a d i e s H  is not t i e d  t i g h t l y  t o  t h e  long preceding l i n e ,  v' 
t he re  i s  a tendency t o  read i t  i n  conjunction w i t h  the -shor t  follow- 

- - - 

i n g  l i n e ,  which i s  both metr ica l ly  aad imag i s t i ca l ly  undeqirable. 

Also, the  preceding l i n e  i s  very harsh both i n  terms of content and 

, metric ,  ending with two hard s t r e s s e s ,  The metr ic  of " lu te- l ike  

ladies , I t  a l t e r n a t i n g  hard and s o f t  s t r e s s e s ,  would give the l i n e  an 

abruptness  which would be completely inapprapr ia te ,  s i n c e  t h i s  l i n e  

is meant t o  contra& in its' implied so f tness  t o  the  harshness of t h e  
1 

preceding l i n e ,  j u s t  as t he  "Lay.s of the greybeardstt i n  l i n e  6 is 
- 

meant t o  con t ras t  i n  its implied slowness w i t h  the  speed of the  hunt 

i n  the  preceding l i n e  5. A l l  of t h i s  i s  necessary of course, because 
b 

l i n e  7 h a s  been extended, cgntrary , ,  t o  Rilke's  p a r a l l e l  s t ruc ture .  
- 

8) This  poem is constructed i n  8uch a w a y  t h a t  as one rea'ds doww 

the page, a t r e e  unfolds growing 9. stanza 1 begins with what is 

- under- Mu--tme --th& hiddmspringanhAhe r o o t . S u l e A h e  - - -L-- 

trunk with its s t rong limbs, s8tanza 3 is t W + p p e r  branches, s tanza  - - - - - - - - - -- -- - - - - 

4 is the  topmost branch. Within t h i s  t r e e  we f ind  "all the  createdH 

-- the i n v i s i b l e  or ig in ,  l i n e s  1 t o  4; t he  fragrnenfa of Norse saga 

preserved i n  the  few kemnanta o f  the Eddas, l i n e s  5 and 6; the 



feudirrg barons an& troubad o r  t r a d i t i o n  o f t h e  medkeval Mknesaenger, 

-- -- 

breaks through ,with "oh climb . . . oh climb . . . ;" and the  fu ture ,  the  

i n v i s i b i l i t y  of which partakes of the  i n v i s i b i l i t y  of the  o r i g i n  S t  

seeks t o  r e t u r n  to. This is not merely h i s to ry  -- t h i s  r i s e  and 

descent par takes of ahy process one wishes t o  follow i n  the  imagina- 

t ion.  T h i s  t r e e  whose topmost branch reaches down by v i r t u e  of t h e  

- -fact t h a t  + n e o f  -i%s -re6%s is actua3lg J1ruoted-i-n -fteav%Q -and on $he- -- - -  

branches of  which hangs all t h e  world, is  of course Yggdrasil. One 

imagines the  cu r l ing  roo t  growing up and the  cu r l ing  branch grawing 
- 

down 60 they form a shape l i k e  t h e  two arms of a l y r e  -- the  stySgs 

of the  l y r e  would thus  be t h e  branches between, which are s t rung and 

tuned i n  heaven, and which are  f ixed at the  o the r  end t o  the, trunk of 
- 

the t r e e  -- the  sound board o r  box. Odin, god of the poets ,  so  the  
, 

llLaysl' t e l l  us, hung from t h i s  t r e e  f o r  nine days t o  l e a r n  wisdom. 

Thus now &ow t h a t  when a l k e  b3gins the  sonne t - sequence i th  - 

"There rgsa a t r e e  ...," he is speaking of a world, whose musical 

unfolding we p a r t i c i p a t e  i n  as we read the sonnets, We alsotknow t h a t  

the n a r r a t i v e  s t r u c t u r e  of the  sonnet sequence cannot be l i n e a r ,  but 

is i n  f a c t  a harmonic (see  nqte on harmony, sonnet I - 1 )  o r  poly- 

t r o p i c  c rea t ion  of space where we cont inual ly  r e t u r n  t o  the  cen t re  
'%? 

and begin again t o  go 'tout on a l i m b . "  However, a l l  is not luxur ian t  

To t h i s  we w i l l  r e t u r n  i n  our notes  on sonnet *I - 20. Suff ice  i t  t o  - -- 
- - - -- -- - - -- - - -- - -- - - -- _ - -p 

say at  t h i s  poin t  t h a t  we begin t o  understand what Rilke means when 
. I 

h e A s a y s  Whey speak t h e  speech not only of xhe yearH -- they speak 

t h e  speech of the  world, 



! 

9 )  A "born uppermosttt -- "born" i n  the  double sense of r tcarr ied up- 

by t he  branch, and i n  the sense of "given b i r t h  tot '  i n  the  h ighes t  

place, "Uppermost" c r e a t e s  a pa ra l l e l i sm with the  word "undermostw i n  

l i n e  1, (See a l s o  note 1 above.) /-' 
10) The ambiguity of "to,  l1 .i.e, e i t h e r  "toward11 o r  "intot1 dup l i ca tes  

the  ambiguity of the  o r ig ina l ,  Ri lke 's  use of here  can e i t h e r  mean 

zu der  o r  e iner .  
- -- - - -> A - - - a - - - - - A A A - - - - - 



Hoerst du d a s  Neue, Herr, 
4 

droehnen und beben? 
I 

Kommen Verkuendiger, 

die 8s erhehen. 

Zwar ist kein Hoeren h e i l  



1 2. 
Do you hear t h e  New, Lord, -- 

3. 
how i t  shakes and r o a r s ?  

4 
A ga ther ing  of  h e r a l d s  

5. 
e x a l t  it. 

Though no hearing is whole 
6. 

i n  t h a t  d in ,  . - 
7. 

y e t  t h e  ; t r iden t  t u r n  of metal 
s. 

now pre tends  t o  p ra i se .  

r 

Look at  ' the  machine; 

how i t  wallows, vengeful  

how it d i s f i g u r e s  and weakens us. - 
Though its s t r e n g t h  i s  taken  from us', 

d r i v e  i t  and serve i t ,  



1 )  Ri lke  has  taken  an a d j e c t i v e  (neue) he re  and turned  i t  i n t o  a  

noun. I n  German, t h i s  means t h a t  t h e  f i r s t  l e t t e r  of t h e  word i s  

au tomat i ca l ly  c a p i t a l i z e d ,  a s  i t  is with any noun. I n  t h e  equ iva len t  

Engl i sh  v e r s i o n  I1Newt1 has  been c a p i t a l i z e d  f o r  t h r e e  reasons :  a )  R i l k e  

wishes t o  emphasize t h i s  word as a I t th ingy t1  a  noun, as t h e  comma 

immediately fo l lowing i t  i n d i c a t e s ;  b) because i n  Engl i sh  t h e  a r t i c l e  

does no t  agree  with gender ( i n  t h i s  case ,  t h a t  of "LordI1), a smal l  I1nw 

on tlnewll might l e a d  t h e  r eade r  t o  s e e  t h e  l i n e  a s  Itthe new lord , I1  

r a t h e r  than  Itthe New, Lord;" and c )  Ri lke  i s  us ing  t h i s  word t o  

c h a r a c t e r i z e  an e n t i r e  age,  wherin t h e  ques t ionab le  b e n e f i t s  of  t h e  

machine a r e  s o  pe rvas ive  t h a t  they obscure t h e  l lo ldn  and "anc ien tu  

p a t t e r n s  which a r e  more than  merely mechanical. 

Herr  may be t r a n s l a t e d  as e i t h e r  t lmasteru o r  lllord.fl "Lordu h a s  2) - 
been chosen i n  o r d e r  t o  remain c o n s i s t e n t  with t h e  ltLordll .of sonnet  

I - 16, s i n c e  t h e  same persona i s  probably being addressed  here.  

3) droehnen -- und beben -- t h i s  phrase t r a n s l a t e s  l i t e r a l l y  i n t o  t h e  

gerunds t l roa r ing  and shaking." However, R i lke  i s  focus ing  throughout 

t h e  sonnet  on t h e  sound of machines, which i n s i s t e n t l y  drowns o u t  not  

only  t h e  d e l i c a t e  music of t h e  l y r e ,  but  a l s o  t h e  wi ld  c r i e s  of t h e  

maenads' dance. He achieves  t h i s  pervas ive  deafening i n s i s t e n c e  i n  

t h e  f i r s t  s t a n z a  by t h e  use  of a r a t h e r  pounding me t r i c  -- two heavy 

s t r e s s e s  p e r  l i n e .  Thus i n  each of t h e  two l i n e  sen tences  we have t h e  

rhythm of a four  c y c l e  engine -- t h e  most common of  machines. There 

is  no s u b t l e  in t e rweav ing  of p a t t e r n s  h e r e  -1y t h e  r e p i t i t i o n  of 

e i g h t  heavy b e a t s  which crush  t h e  l i n e s  i n t o  place.  S ince  t h i s  p a t t e r n  

cannot be d u p l i c a t e d  while r e t a i n i n g  a p r e c i s i o n  of c o n t e n t ,  t h e  

r a t h e r  weak gerunds have been changed i n t o  s t r o n g  verbs.  



4 Kommen Verkuendigdr -- This cons r u c t i o n  i n  dekman demands of t 
- - -  - 

t h e  r e a d e r - t h a t  he understand t h a t  the  word & is %nderstoodN 

immediately preceding the  word Kommen, The-natura l  word order  is  

Verkuendiger kommen and t h i s  cannot be inver ted  without being pre- 

ceded by Es, even though i t  i s  of t en  only %nderstoodn as present,  

Now the  cons t ruc t ion  - E s  kommea Verkuend5ger (approximately I t i t  comes 

heralds"  ( s i c ) )  is impossible i n  English, and i s  t he re fo re  bes t  
u L  

&&slated by t h e  image "A of h e r a l d s 6  i n  which the  reader  

- s e e s  t h e  threa tening  mass ac tua l ly  grow. 
'0 a 2 

5 )  erheben -- l i t e r a l l y  ' W f t  up,!' a l s o  11elevat8., e x a l t ,  ex to l ,  

. , asce r t a in ,  investigate.*' The context of t h e  poem (p ra i se )  r equ i res  

t h e  use of e i t h e r  n e x a l t n  o r  "extolH f o r  an accura te  t r ans la t ion .  

, 6 )  Durchtobtsein -- l i t e r a l l y  "being roared throughmtl "Din 9 It- 

though i t  comes c l o s e s t  t o  the  intended meaning, is ne i the r  s p e c l f i c  

nor s t rong enough imag i s t i ca l ly  t o  Eold the  o r i g i n a l  meaning, For 
-- - -- 

t h i s  reason the  following l i n e  has  been completely remade, (See note 

7 below. ) 

7 The word MaschinenteiL has  been replaced by $he phrase 

" s t r i d e n t  t u r n  of metalff f o r  a va r i e ty  of reasons,  the  most s i g n i f i -  
\ 

cant  of which is the  necessi ty  t o  re inforce  the  w ~ r d  "dintt i n  the  

preceding l ine .  The word " s t r iden tH Feintroduces some of t h a t  s h r i l l  
1 

i n s i s t e n c e  of the  toben Chat leaves  %g hearing whole," The phrase 
- 

"turn 0-f €&Xir-iX$rOmce s anTrnaB--wXere IEIkekeuses3h3 KoKf F%S%i----- - - -- 

- -for- s e - r e a m ~  -&-tEe-Eng-- - --- - 

in a way Maschinenteil is not;  

ke uses t h e  word ~ a s c h i n e n t e i l  doubtle& becauee he r a n t s  t h e  

+ ( t lpa r t l f ) ,  and understand t h a t  i t  
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is only a small p a r t  of t h e  world, r a t h e r  than t h e  whole which now 

demands t h e  p r a i s e  once l e n t  t o  t h e  gods i n  c r e a t i o n ;  c )  t h e  word 

' ' turn," while making t h e  l trnetall  i n t o  a llmachine," a l s o  s e r v e s  t o  r e -  

i n t r o d u c e  t h a t  not ion  of  a t u r n i n g  o rde r  o r  winding p a t h ,  s o  t h a t  t h e  

machine i s  seen as one more t u r n  o r  p a r t  i n  t h e  h e l i x  of c r e a t i o n ;  

and f i n a l l y ,  d )  " turn"  i s  used i n  t h i s  case  i n  t h a t  l o o s e  sense  of 

"it i s  t h e  machine's t u r n  ("time," t t h i s t o r i c a l  place1')  t o  demand 

pra ise , I1  which impl i e s  of  course  a p a s t  and a f u t u r e  i n  which i t  is  

no t  a c e n t r a l  ma t t e r  of concern. The e n t i r e  poem i s  an  a t t empt  t o  

p l a c e  o r  s e e  t h e  machine i n  a h i s t o r i c a l  o r  cosmological con tex t ,  

d e s p i t e  i ts  deafening  and i n s i s t e n t  demand t h a t  i t  be s e e n  as some 

k ind  of new answer, as some t e c h n o c r a t s  s t i l l  want u s  t o  be l ieve .  

Witness sonnet  I - 19, i n  which a l l  accomplished t h i n g s  " r e t u r n  t o  

t h e  anc ient .  " 
w i l l  J e t z t  g e l o b t  s e i n  t r a n s l a t e s  l i t e r a l l y  as "wants now t o  be 8) - 

pra ised ."  The non l i t e r a l  "now pre tends  t o  p r a i s e u  h a s  been chosen 

f o r  two reasons:  a )  t h e  a l l i t e r a t i o n  of t h i s  l i n e  ba lances  a g a i n s t  an 

a l l i t e r a t i v e  l i n e  5 and t h u s  compensates f o r  t h e  l o s s  of  R i l k e t s  ba- 

l anced  scheme f o r  t h i s  s t a n z a ;  and b) t h e  pun on "pretends" i s  

a p p r o p r i a t e  s i n c e  i t  is c l e a r  from t h e  con tex t  of  t h e  sonnet  t h a t  t h e  

demand t o  p r a i s e  t h e  machine i n  i t s e l f ,  and not  t h e  inven t iveness  

t h a t  gave i t  b i r t h  o r  t h e  i n t e l l i g e n c e  involved i n  i t s  use ,  i s  a 

f a l s e  demand. R i lke  ends t h e  poem v ~ i t h  the  admonition t o  d e a l  with 

t h e  machine "without passion.  l1 

Hat s i e  aus uns auch K r a f t  -- t h i s  phrase h inges  on t h e  word 9 )  ------ 
a u s  meaning "out of t1  o r  "frorn,l1 and t h u s  c o n t a i n s  a n  unusual  image, - 
wherein t h e  s t r e n g t h  of a machine is  seen  a s  having been c u t  o u t  of o r  



taken away from t h e  s t r eng th  of man. Thus i t  modifies or more accur- 

- a t e l y  elucictaWs-the prevkmr-  lkna - a- tht-*&how-boa+ew--a~d-&~ - 
- 

we a r e  t tdisf iguredt t  and "weakenedtt by the machine -1 i t  demands it's 

lapound of flesh." For t h i s  reason i t  has  been t r a n s l a t e d  as "though 

i ts s t r eng th  is taken from us." 

10) Lines 11 and I2 rhyme fo? two reasons: a )  i n  order  t o  draw t h e  

reader ' s  a t t e n t i o n  t o  the  i n t e r r e l a t i o n - o f  the  content  of the  two 
e 

l i n e s ,  and b ) - i - l  order  t o  &raw t h e  two s t anzas  of the sestet bgetbkr,-- -- - . f 
which Rilke does by r h m i n g  l i n e s  9 and 14. This drawing together  is 

aecessary s ince  the  octave merely p resen t s  the landscape of - i ndus t r i a -  

l i z e d  world -- t h e  s e s t e t ,  beginning with the  l i n e  "look at the  mn- 

chine," demands of the  reader  t h a t  he s t e p  o u t  of the narrowness % of 

h i s  h i s t o r i c a l  place and- s e e  bis world w$thout the  narrowing audi tory 

"blinderstf  of h i s  h i s t o r i c a l  age. 

11) This &he, l i & e  the o r i g i n a l ,  is i n t e n t i o n a l l y  ambiguous. Ri lke 

achieves this ambiguity i n p p a r t  by removing the-pronoun from tEe 
- 

proximity of the  a c t i v i t y  i t  i s  a p a r t  of and i n s e r t i n g  "without 

passion.'? Since t h i s  r eve r sa l  would sound hopelessly awkward i n  Eng- c 

l i s h ,  normal syntax h a s  been re ta ined ,  a l l  of t he  ambiguity now being 

i n i t i a t e d  by the  r e p i t i t i o n  of t h e  pronoun ! l i t v  and t he  co&a at the , 

end -of l i n e  13. 



a l l e s  Vollekidete f a e l l t  
0 

heim zum Uralten. 

weiter und f r e i e r ,  

waehrt noch dein Vor-Gesang, 

Qott  mit der Leier. 

Nicht s i n &  d i e  Leiden erkantrt, - 

nicht ist die Liebe gelernt ,  

und was i n  Tod uns ebtfernt,  

ist nicht entschleiert .  

Einzig das  Lied ueberm Land 

h e i l i g t  und f e i e r t .  
- - - -~ - - - - - - - ~ - -  -- -----p-------~---p-----p----------p--p------------p---~p----p--A-------p----- 

- 
- -  - - .  - - - - -  - - -  - -  - -  - - -  _ - -  - - -  -7p- 
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\. 
Though the w ~ r l d  may transform i t s e l f  

2. h 
quick as a cloud's countenance, - 

*a. 
each accomplishment f a l l s  

5, 
home t o  the ancient. - 

6. , 

Over the whirl and s t r i d e ,  

wider and f reer ,  
7. 

* your prelude still preBides, - L - 
god with the l y r e .  @ I 
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1 1' The use of t h e  word ntransformw t o  t r a n s l a t e  Wandeln here  is 
< , , 

intended t o  t h e  lJtkansforming songr1 of  sonnet I - 10, sine) a t  
- - - - - - - - - - , - _ _  

' t h i s  po in t  i n  the  sequence the  world i t s e l f  has become such a 

Itmeandering st ,reaGett  with the  images of clouds and rain -- a l l e s  - 
Vollendete f a e l l t  / heim zum Uralten -- c rea t ing  a v e r t i c a l  c i r c l e  of -- 
water around the  'earth, we a r e  wi th in  the  realm of  Hesiod's 'tRiver 

/ 

Oceant1 t o  which and from which all th ings  appear. 

2) "Quick" has been chosen over and above " ~ u i c k l y ' ~  f o r  two reasons, 

troduces a slowness ( a s  nost  adverbia ls  do s ince  they extend the  dura-. 

t i o n  of the  verb both i n  congent and metrlc) into the-metr.fc which is 

undesirable  here, and b) we know by fol lowing. the development'from 

sonnet I - 1 through, I - 17 t h a t  the  world is imagined as a l i v i n g  

t r e e ,  thus  the pun on t'.quicku -- l*alivell  is q u i t e  appropriate.  

3) Likera l ly ,  Wolkengestalten t r a n s l a t e s  as tlcloud formsw o r  Itcloud 

figures." However, these  English construct ions,  being two words, tend 
- 

- 
_ .  - - - - - - - 

t o  remove the  form o r  f igure  from the  cloud c r e a t i n g  a r e l a t i o n a l  

separation t h a t  the  German, being one word, does not  produce. I n  order  

t o  give those forms o r  f fgures  back t o  the  clouds i n  an Immediate 
r 

place of i d e n t i t y ,  the  clouds have been personified.  "countenancei' has 

been used r a t h e r  than "laceft  t o  make the  pe r son i f i ca t ion  l e s s  anthro- 

pomorphic. Also, if We see t h e  f i r s t  s tanza  as an image of "River 
B 

i OceanJt (see note 1 above), then the  clouds become a "mirror of the  

-- 
-- -- - - - - - - 

- L  ' ~ ~ t ~ ~ ~ ~ e " f s 0 ~ - - - 1 3 ~ f i i ~  bears  witness t o  t h e  a c t i v i t g  of 

the  e n t i r e  sonnet. 
4 

4) ~ o l l e n d e t -  i s ' q u i t e  o f t e n  t r ans la t ed  ae "perfected," which is 
2 

D 



one of its spec ia l  mkanLngs. However, l i t e r a l l y  i t  means ttfull-ended,n 

. ltcompletedn o r  ttaccomplished.~t ltAccomplishedn h a s  been used here  f o r  a 
- - -- --pp --p--------pL-- - - - - -- - --- - - 

var ie ty  of reasons, all of which cent re  on t h e  previous poem, sonnet 

I - 18. The word ltperfected" indicates a f i n a l i t y  of completion which 

i s  not des i red  here,  s ince  Rilke i s  speaking of a number of th ings  a l l  

of,which c o n s t i t u t e  the  shaping of an ongoing whole. In the  preceding . 

sonnet, not  the  machine and i ts  age are re jec ted ,  but t h e  be1"ief t h a t  

the  machine age is t h e  f i n a l  culmination of h i s t o r y  -- t h a t  i n  its age 
--- > L A  - \ +- a - - - A 2 L  - 

a11 t h i n g s  w i l l  be resolved asd ibrought t o  a conclusion. Rilke 

s t r e s s e s  "the Newti i n  sonnet I - '  18, y e t  i n  sonnet I - 19 he s t a t e s  

t h a t  "each accwpli~hment f a l l s  / home t o  t h e  anden t . "  !Phis is a 
, 

p a r t i c u l a r  imagination of h i s t o r y  which does not a t t a c k  a h i s t o r i c a l  

event as such (each age i s  seen as necessary and use fu l  -- i n  sonnet 

I - 12 he makes use of a metaphor derived from rad io  technology t o  ge t  

a t  an image of t h e  i n v i s i b l e ) ,  but  constant ly  seeks t o  p lace  t h a t  
. \  

event wi th in  a l a r g e r  cosmological order. F ina l ly ,  the  whole world is 
- - p- - - - - 

seen  as metaphor. It is s i g n i f i c a n t  &at tha  machine eonnet is placed 

between sonnet I -17, where the  topmost branch of the  t r e e  (among 

o the r  th ihgs  an  image of the  h i s t o r i c a l  present)  bends i t s e l f  down t o  
w 

a l y r e ,  and  onn net^ I - 19 where he says "each accomplishment (i.e. Che . 

machine o r  present  age) fa l l s  home t o  the  ancient." 'When Rilke says in 

I sonnet I - 19 t h a t  u 'sufferings a r e  not recognized / ne i the r  is lovd 

learned / and what removes u s  in de&h / has not be& unveiled" he is 
-- - - - - p- - -p - - 

indirectly ee ~&nd i~~ the f a l&<~ t i%i sm~of  t h e h e r a l d  of t h e  ma- 

wexemplum" of RiXkets na r ra t ive  methodology. Each poem is  wr i t t en  t o  

be read (both completely autonomously and / o r  a l eo )  i n  r e l a t i o n  t o  



- - 
those preceding and f o l l ~ w i n g  i t ,  

6 The phrase Wandel und Gang reintroduces Ri lke ' s  concern with t h e  
P 

turnidg o r  meandering way, Gang: s t r e s s e s  the  n f e e t w  o r  metr ic  of t h i s  

"way" as the ,  world o r  poem follows it. As i n  previobs t r a n s l a t i o n s  of 

' " wandeln, some form of turning o r  c i r c u l a r  notion was required,  and 
Y 

-- "wpirl? was chpsen-in _ h e r  _ to  maintain a - cdngruence A -- - of - image a - with - - t h e  A - a 

changing countenances of the  clouds, "StrideH was chosen t o  t r a n s l a t e  

Gang (ttwalkM o r  t tga i t t r )  t o  maintain the  image of metr ic  process. 

7 7) The pun on ttstillfl is  i n t e n t i o n a l  here. R i l k e l s  use of the  word 

waehrt ("maintains," "endures" e t c . )  i n d i c a t e s  t h a t  wi th in-and 

throughout these me$amorphosing clo,ud shapes t h a t  are t h e  world, are- 

- sides '  t h e  ordering p r i n c i p l e  of Orphic song. With the  s e l e c t i o n  of t h e  

word Vor-Gesanq ("prelude") we a r e  again i n  a realm of process r a t h e r  

than platonic farms. A prelude wttthouk an accompaaying p iece  cxf music - 

of which i t  i s  the  mode is a t  bes t  a d e l i c a t e  absurdity.  < 

8) The phrase "is not  unveiledu would c o n s t i t u t e  a more l i t e r a l  

t r a n s l a t i o n  of the  tense  of. the  o r ig ina l ,  However, R i l k e T s  phrase 

seems t o  imply a worden a f t e r  en t sch le ie r t ,  I n  any case, the  German 

entschl ' e ie r t  always denotes t h e  a c t i o n  of removing a veiX which is- 

first present ,  otrhereas t h e  English ttunveiledH m* mean a th ing  which 

has never been concealed by a v e i l ,  For these  reasons t h e  tense of t h e  
- I - _ - -- - -  - - p - - - -  - - - - - 

English phrase has been changed t o  "has not been." 
- - -- -- --- A - - - - - - - - 

9 )  Einzig is usual ly t r a n s l a t e d  as However, t h e  "onenessu 

of the  song among the manifold transforma-tiona of the  world i s ' h e a v i l y  

s t r e s s e d  by R i l k e L s  use of Einzig, and the word has  therefore  been 



t r a n s l a t e d  a s  "alone." 
, 

Feiarn usual ly means Itto celebrate ,"  but may a l s o  mean "keep, 

observe, commemorate, honour, extol" o r  "praise." l8Praiset1 has been F 

chosen t o  echo the  first l i n e  of sonnet I - 8 Wnly i n  the  realm of 

praise may Lament oralk,lt t o  which this sonnet bears i clobe r e l a t i o n  
, - 

in content. Also, since the  German'line i s  i n  natural s y n t a c t i c a l  

o rde r , . the  ~ o r d  "aloneIt has been moved t o  achieve t he  same confidence . 



D i r  aber,  H e r r ,  o was' weih ich d i r ,  sag, 

.der das Ohr den Geschoepfen gelehr t?  - 
Mein E r i n n a k  gn einen ~ruehlih~sta~, 

I 

seinen Abend, in Russland -, ein Pferd .., 

* -" "1- 
-- 2 -  - - - -  -- - 

, um dje Nacht auf den Wiesen allein zu sein; S 

4 

wie schlug seiner Maehne Gelock 



But t o  you, Lord, oh what s h a l l  I dedicate,  t e l l  m e ,  
- 1. a: 
you, who have taught - 
Ey remembrance of a spr ing  d  

i ts  evening, i n  Russia -, a horse .., 

a. 4. 
Out of the  v i l l a g e  came t h e  pa le  horse alone, 

5. 
a s t ake  on the f r o n t  fe t lock ,  

- 

t o  be on t h e  meadows t h a t  d g h t  alone: 
6. 

how h i s  mane's tranmels beat 

at the  neck i n  ha&hty rngasure, - 

8. 
I 

t o  the  rough and f e t t e r e d  gallop, 

How the spr ings  pf steedt .  blood leapt !  

q. 
He f e l t  t he  d is tances ,  and how! I 

T know: - t h i s  scene. I - 
- -- - - - - - - - ---- -- -- -- - - -- - - 



?I The add i t ion  of the  e x t r a  personal pronoun "youN i n  t h i s  posi- 

t i o n  is necess i ta te2  by the  p o s s i b i l i t y  of reading the  last  two words 
3 

of l i n e  one i n  conjunction with l i n e  two i n  i ts  e n t i r e t y  without a . 

break* ( t t t e l l  me who have taught t h e  e a r  ta  a l l   creature^?^^), c rea t ing  

- an a l t e r n a t e  p o s s i b i l i t y  of meaning t h a t  the orkginal  German syntax 

w i l l  not allow. 
, . 

das Ohr den Geschoepfen pe lehr t  -- t h i s  phrase means bo'th 2) --- 
tfschooled the  e a r  of all creatures"  and t t taught t h e  e a r  t o . a l l  ,crea- 

A - - - A * - A m - A - - - A  L -- m 

tures t t  ( i , e ,  non the  subjec t  of ,"  o r  "the funct ion o f u ) .  The second 

of these  a l t e r n a t i v e s  is most appropriate  f o r  two reasons: a)  the  
> 

o v e r a l l  n a r r a t i v e  of- these  poems, -especially sonnet I - 1, makes i t  

c l e a r  t h a t  Rilke is i n t e r e s t e d  i n  s t r u c t u r e  and function, hence 

\ image, i n  connection with the  e a r  as an organ which 9 u i r r o r s  the  

worldtt r a t h e r  than rece ives  causal  information which i s  acted upon 
\ 

( t h a t  a c t i o n  becoming the  t leffectt t  of sound); and b) the  phrase \ 

"taught - t he  e a r  t o  - a l l  creatures"  - when read f igura t ive ly ,  can a l s o  
-- - - - - - - 

mean tfschooled the  ear ,"  s ince  t h e ' e a r  is obviously already present ,  

but unknown i n  i ts f u l l  capacity, ,  

3) Berueber - vom t r a n s l a t e s  mas* exact ly  e i t h e r  by the  phrase ttover 

fromw or  Ifhi ther  , f ronet t  However, both of these phrases would c r e a t e  a 

metric of one s t rong s t r e s s  followed by th ree  weak s y l l a b l e s  u n t i l  

the  next s t rong  s t r e s s  on t h e  first s y l l a b l e  of "v i l lage t t  i s  reached; 

Rilke's i n t e n t i o n  i n  t h i s  s tanza,  however, is c l e a r l y  t o  c r e a t e  a 

> t o  the  meadow and from out  of forge t fu lness  i n t o  t-r of.memory. 

(Witness t h e  broken, searching las t  l i n e  of stanza one before the  

c l e a r  image emerges. ) Thus the E n ~ l i s h  phrase used here,  '?Out of ,". 
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which memory (Hesiod S & S ~  t h e  Muses are "daughters of memoryt1) con- 

and t h e  very important  image of a *lsnare,*t *ftrammelsn h a s  b e e n  chosen, 

f o r  t he  t r a n s l a t i o n .  Webster1s Second I n t e r n a t i o n a l  Dict ionary as- 

c r i b e s  t hese  meanings t o  t h e  word "trammel:" !*A kind of n e t  t o  ca t ch  

b i rds ,  f ibhes ,  e tc .  .A  r e e a n g u l a r  ne t  of t h r e e  l a y e r s ,  t h e  middle one 
I 

' &lack and of Fine mesh, t h e  o u t e r  ones s t r e t c h e d  *and of course  mesh, 

- - ao arranged t h a t - f i s h a t t e m p t t r i g  - to  pass i n  e l t h e r  d i r e c t l o r c a r r y  - - 
-- - - 

some of  t h e  f i n e  n e t  through the coa r se  and are. t h u s  pocketed." I ~ A  

kind of shack le  used f o r  r e g u l a t i n g  t h e  motions o f  a horse  and making 
- 

him amble ." "Often p l u r a l .  Hence, something impeding a c t i v i t y ,  
I 

progress ,  o r  freedom, as a n e t  o r  shackle;  r e s t r a i n t ;  check.'* IvPlural  

-- b r a i d s  o r  p l a i t i n g s  of a woman's h a i r ;  a l s o ,  l ocks ;  t r e s se s . "  

7) ' Uebermut -- l i t e r a l l y  Hover-courage,*l u sua l ly  t r a n s l a t e d  as 

"wantonness, h igh s p i r i t s ,  spo r t l venes s ,  f rol icsomeness ,  i n s o l e n t ,  

cocky.*' Of a l l  of t h e s e ,  "wantonness" comes c l o s e s t ,  hu t  unfortun- 
- 

a t e l y  has  too many sexua l  connotat ions  t o  be of much use. Since none 

of t he  o t h e r  a l t e r n a t i v e s  has  e i t h e r  t h e  power o r  d i g n i t y  t h a t  t he  , 

poem sugges t s ,  o r  t h e  connotat ion of "overH o r  "high,". the word. 
1 

I'haughty1* has  been chosen. 

"'1 8) phemmten -- l i t e r a l l y  means **res t r ic ted. I1  However, s i n c e  l i n e s  

6 t o  10 i n c l u s i v e  a l l  c o n t r i b u t e  in-some measure t o  t h e  d u a l i t y  Ri lke  

- -- - been-chosen-b draat-khes-lines- together-a-LThis- drawing-to- - - 

ge the r  i s  achieved by t h e  r e l a t i o n  of t he  word Iffet lock" i n  l i n e  6 

t o  the  word " f e t t e r e d t t  i n  l i n e  10. I 

f u e h l t e  - d i e  Weiten -- This phrase h a s  been t r a n s l a t e d  as I t f e l t  , 



& 
-- \ 

* J \ 
9 

1 
*. 

- \ 3 
\ 

the dis tancesn f o r  two reasons: a) t o  place t h i s  phrase i n  congruence 
,< 

with the  phrase .Neue Weite of sonnet I - 11 ('see note 11  on sonnet a -- 
\ 

I - 11  f o r  the t r a n s l a t i o n  of Weite a s  "distancesfl) ,  s ince  i n  t h i s  - 
rc 

case the re  i s  no question t h a t  the "distancesfl a r e  those ''open spaceslt 

refeyred t o  i n  sonnet E - 11; and b) i n  order  to br ing  i n t o  congruence - 

l i n e s  6 and 7 of sonnet I - '2 wthe t r e e s  beheld i n  wonder, t h i s  / 

tangible  dis tance,  the  meadow's touch,11 with the  Meue Weiten of sonnet _. 

I - 11 ,  and the " f e l t  d is tances  of the  meadow1' i n  t h i s  sonnet, I - 20. , 

The reader  is' intended t o  not ice  by t h i s  congruence a r e l a t i o n  of 

open (Neue) space ( ~ e i t e )  to t h e  t r e e ,  the  mysterious horse ( i n  sonnet 

I - 11 i t  is seen i n  the heavens, i n  sonnet I - 20 i t  appears "pale" 
4 

and s trangely out of place,  y e t  exact ly  placed),  and an image of man - 
(Orpheus). This congruence c r e a t e s  ari image of t h e  world ab an open , 

' f i e l d ,  - the  c e n t r a l  images of which begin t o  be seen as Yggdrasil, 

Orpheus, and the shaman. (See a l s o  note 11  below.) 
- - - - - 

10 )  I n  , the image of t h i s  poem Rilke sees  an accomplishment o r  ful-  

f i l lment  of the  Orphic legends. As i l l u s t r a t e d  i n  note 9 above, t h i s  
t 

poem serves  t o  draw all the  c e n t r a l  kmages, including t h a t  of song and 

hearing (der  s a n ~  und der hoer te)  together  by echoing key words and 
r -7 

phrases i n  previous poems. This echoing, s ince  t h e  poem achieves i ts , 
i 

b i r t h  through a sudden appearance of memory-, def ines  the  nature of 
% 

memory i t s e l f  while using i t  t o  i n i t i a t e  a l a r g e r  na r ra t ive  s t r u c t u r e  h 

- - -- - - --- - - -  -- - - 

occurring; simultaneously w i t h A t h e  content of t h i s  indiv idual  poem. 

k r e i s  war i n  ihm geschlossen. The word peschlossen r e c a l l s  those ---- 
doubling images of freedom a n d i s e s t r a i n t  i n  l i n e s  6 through 1 0  and 

0 i n d i c a t e s  the freedom and r e s t r i c t i o n  t h a t  each accoiaplished th ing  o r  
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image achieves ,  t h u s  echoing t h e  l i n e s  of sonnet  I - 19, !'each 

accomplishment f a l l s  / home t o  t h e  anc ient . "  I t  is  because t h i s  image, 

appear ing  magical ly  from memory, p r e s e n t s  i t s e l f  as such an  accomp- 

l i s h e d  form, t h a t  Ri lke  - can l e t  i t  " f a l l  / horne'to the  a n c i e n t M  -- 
ded ica te  i t  t o  Orpheus. 

11) -- Se in  B i l d :  &cJ weih l s  t r a n s l a t e s  l i t e r a l l y  a s  " H i s  p i c t u r e :  I 

ded ica te  i t , tt  However, t h i s  l i t e r a l  t r a n s l a t i o n  completely misses  both 

t h e  r e l a t i o n  of t h i s  l i n e  t o  l i n e  1 1  of sonnet  I - 9 ,  and t h e  pun on 

w e i h l s  (weihe -- e s )  and weiss  (know). A s  i s  abundantly c l e a r  from no te  

6 on sonnet  I - 9 ,  t h e  t r a n s l a t i o n  of  t h e  word B i ld  a s  t l p i c t u r e l t  i s  

inadequate ,  i f  no t  f a l s e  i n  t h i s  in s t ance .  R i lke  is  speaking n o t  of a 

p i c t u r e  but  of a memory of  a scene  complete with movement i n  a t h r e e  

dimensional space, It i s  t h e  e n t i r e  movement o r  i n c i d e n t  he  wishes t o  

d e d i c a t e ,  which i n c l u d e s  how t h e  ho r se  moves, where i t  goes etc . ,  no t  

merely a s t a t i c  p i c t u r e .  The word I1sceneff has  a l s o  been chosen, how- 

eve r ,  t o  c r e a t e  a homonym with t h e  word t lseenH of sonnet  I - 9,  s i n c e  

l i n e  11 of sonnet  I - 9  Wisse d a s  B i l d  i s  obviously an  i n v e r s i o n  of  

S e i n  Bi ld :  ich weih 's  (weiss  e s ) .  By t h e  t ime t h e  poet  and t h e  r e a d e r  -- -- 
have moved from t h a t  admonition of sonnet  I - 9 ,  through t h e  t r e a t -  

ment of F igur  o r  llimageti i n  t h e  i n t e r v e n i n g  sonnets ,  t o  t h e  s t a t emen t  

of sonnet  I - 20 h e r e ,  -- S e i n  Bild:  - i c h  weih 's  (weiss  s), t h e  "seenN 

h a s  indeed become ltknownlt i n  i t s  l a r g e r  con tex t  (cosmology), and t h i s  

image of a  cosmology which i n c o r p o r a t e s  a l l  of t h e  fragments  of  

v i s i o n  can now be ded ica ted  t o  Orpheus a s  an  tlaccomplishrnent.tt A s  h a s  

been poin ted  o u t  e a r l i e r ,  t h i s  poem draws t o ~ e t h e r  a l l  t h e  s i g n i f i -  

c a n t  moves of t h e  preceding  s o n n e t s  i n  a s i n g l e  image. The hor se ,  

though i t  h a s  broken f r e e  of t h e  v i l l a g e  and i t s  e n t r a p p e n t  t h e r e  



- - - - - - - - - - - - - - - - -- - - -- - - - . - -- 

(Ithe obeys i n  t h a t  he  overstep^,^^ sonnet' I - 5 ) ,  c a r r i e s  t he  s t a k e  - 
< 

t i e d  t o  h i s  f e t l o c k  -- t h e  t i e  w h i ~ h  binds him t o  t h e  e a r t h  no mat te r  

how f a r  beyond h i s  s p i r i t  may t ake  him -- even i n t o  t h e  c o n s t e l l a t i o n e  

* of t h e  heavens. Like Orpheus he is not  d iv ine ,  even though h e  "may 
I 

a s p i r e  t o  and p a r t i c i p a t e  i n  a realm which is beyond t h e  mortal.  For 

t hese  reasons  I have i n v e r t e d  R i l k e t s  l a s t  l i n e ,  which is, inc idan t -  
- a * - - - - - - 

a l l y  both i n s i d e  t h e  sonnet  ( v i a  t h e  rhyme i n  German, and t h e  r e l a t i o n  
4 

of t he  "content  t o  the  f i r s t  l i n e  i n  t h e  ~ n ~ i i s h )  and o u t s i d e  of  t h e  

sonnet  ( i t  i s  placed below and towards t he  cen t r e )  -- i t s e 1 f . a  formal 

- image of t h e  double realm Orpheus and an  orph ic  i k i t i a t e  achieves;  and 
4 

have made t h e  i m p l i c i t  meaning of t he  pun e x p l i c i t  (wissen -- t o  know), 

and'the e x p l i c i t  meaning of t h e  pun (weih -- e s  -- ded ica t e  i t )  implgci t .  

1t remains now t o  a s k  a Rilke ded ica t e s  t h i s  k a r t i c u l a r  image. t o  

'Orpheus. Let  u s  begin where Ri lke  begins -- with an  image of a t r e e  as 
- - - - * - 

i t . t a k e s  shape i n  sonnet  I - 1,  up t o  its f u l l  r e a l i z a t i o n  as t h e  

Nordic t r e e  ~ & d r a s i l  i n  sonnet  I 0 17. This  . is . R i l k e g s  ;asdiscape -- 
? 

nor thern  Europe, and he niakss-hirj' way o r  e n t r y  i n t o - t h e  imagination 
* - 

. , thfough t h a t  par t i cu la r -mythos .  That t h i s  t r e e  & Yggdrasil  is  

i E l u s t r a t e d  by t h e  following summary: 

There is  stil l  another  t r a d i t i o n  . . . which is neve r the l e s s  
f a m i l i a r  t o  a l l  Eorse poets:  natneiy, t h e  t r a d i t i o n  t h a t  d e p i c t s  

B t h e  e n t i r e  world as a t r ee  of grodigious  dimensions. T h i s  t r e e  
' -  - - whose f oli-we ~rras a l w a y s  ~ r e e n - w a s  thsash-tree-YgsdrasiL One o f  . - - 

its r o o t s  reached down i n t o  t h e  depths of  t h e  sub te r ranean  king- 
- - - - - - - - - - dom and its mighty boughs r o s e  t o  t he  h e i g h t s  of the  sky. I n  - t h e  - - - - - - - - - - 

pee € i C l G i g ~ - b F f ; h - e  SkZ~~-Y&drTsl'lsignifiedTke~~~€eea of  
\ t h e  Redoubtablell (Odin) and t h e  g igan tsc  t r e e  rece ived  its name 

because, they s a i d ,  Odin's charger was i n  the h a b i t  of  browsing 
i n  its fo l i age ,  Near t h e  root 'which plunged i n t o  N i f l h e l ,  t h e  
underworld, gushed f o r t h  t h e  founta in  Hvergelmir, t h e  bubbling 
source  of the  p r imi t ive  r i v e r s .  Beside t h e  second r o o t ,  which 
pene t ra ted  t h e  l and  of t h e  g i a n t s ,  covered with  f r o s t  and i c e ,  - flowed the  foun ta in  of M i m i r ,  i n  which a l l  wisdom dwelt  and from 
which Odih  himself  des i r ed  t o  drink even though t h e  p r i c e  demanded 



for a few draughts  was t h e  l o s s  of an eye+ F i n a l l y  under t he  r o o t  
- - -  - - of  Yggdrasi l  - - - - - -- - which according - t o  one t r a d i t i o n  was i n  t h e  very - L- 

heavens -- was t h e  founta in  of t h e  w i se s t  ofhe-E5%ns;--Vr-&~-Every 
day t h e  Xorns drew water from. t he  weil  with which they sp r ink led  
t h e  a sh  t r e e  s o  t h a t  i t  should not  wi ther  and r a t  away. 

Paul  Hamlyn , ? 6 y n t o ,  (from N e w  Larousse Encylopedia Of Hy tho lo~y ,  
1968, pg. 251.) 

In  Gods And Myths Of Northern Europe, H.R. E l l i s  Davidson t r a c e s . t h e  

e x t e n t  of  t h i s  image: 

It i s  de eloped wi th  r i c h  abundance of d e t a i l  i n  t he  mythologies 
o f  t h e  pe %Q lesL of - nor:t_heastern Europe, nor thern  and c e n t r a l  Agia, 
and even f u r t h e r  a f i e l d ,  i n  t he  reg ions  where shamans - a r e  t r a i n e d  
t o  c u l t i v a t e  t h e  mantric t r ance ,  and claim t o  have t h e  power t o  . 
send t h e i r  s p i r i t s  ou t  of t h e  body f o r  long  journeys t o  t h e  o t h e r  
world. I n  t hese  var ious  mythologies, the  t r e e  which links t h e  
d i f f e r e n t  r eg iohs  p l ays  an e s s e n t i a l  par t .  
(from GodsjAnd l/gths O f  Northern Europe, g.R. E l l i s  Davidsan, 
Penguin Books, U.K., 1964, pp. 191 - 192.) 

This  a b i l i t y  of  t h e  shaman t o  "overs tep t h e  boundariest t  (sonnet  I - 
5% 

5) i n t o  a realm where, 4 

U11 w i l l  g race  him,  t h e  gods a l s o ,  

Who f i r s t  reaches  t h e  flame: 
- - - - & 

Open t o  t h e  gods w i l l  a l l  worlds be: 
Q 

. 
, 

When t h e  cauldrons a r e  c a r r i e d  o f f ,  i' 

(The Elder  Edda, Lay of Grimnir, s t anza  41.$ ' 

is what is l ea rned  by Odin when he  hangs himself  upside'  down on a '5 

- branch of t he  t r e e  f o r  n ine  days. Bere we have an image of t h a t  upper- 
? ,  

most branch of sonnet  I - 17 bending down t o  t h e  roo ts .    he reason 

Odin hangs himself  is of couree t o  knowledge i n  t h e  form of r u n i s  

i s  c u r i o u s  t h a t  Orpheust songs a r e  a l s o  always imagined as charms 

which shape t h e  world and go b 6 o n d  t h e  boundaries of death  and t h e  

human i n t o  t h a t  open world of t he  flame. The r e a l  key t o  R i l k e l s  

connect ing of t h e  Yggdrasi l  s t o r i e a  t o  t h e  Orphic legends eperges  



when one looks  a t  t h e  etymology of t h e  word Yggdrasi l :  
- 3- - 

-- - -- - 

Qg ( t h e  t e ~ r i f i i r  , p i ~ 6 - i i ~ i r e r )  r ) i o ~ 1 7 d i n ' s n i i ~ % i d ~ L ~  :- 

d r a s i l l  i s  a common word i n  poetry f o r  a "horse.It I n  s p i t e  of 
arguments t o  t he  contrar.3, the  compound Yggdrasi l  can hard ly  mean 
o t h e r  than I1Odint s horse.  " . . 

The metaphor i s  c a r r i e d  fur thhr .  Men swing on t h e  gallows,  and 
t h e  verb r i d a  means " to  swing" a d  "to  ride.11 Therefore ,  S igva t  
s a i d  i n  h i s  lay i n  memory of  S t .  Olaf, "men r i d e  t o  t h e  world of 
dea th  on S i g a r t s  horse" ( r i d a  ... ti1 H e l j a r  sigars hesti). We may 
a l s o  remember t h a t  t h e  horse  was a symbol of  death ,  ca r ry ing  men 
t o  another  world. 
(f_rom,Myth And Rel ig ion  Of The North Turv i l l e -Pe t re ,  Weidenfeld - - A - -  

and Nicholson, London, 1964, pg. 48. ) 

Stanzas  52 and 53 of t h e  Lay of  Grirnnir seem t o  s u s t a n t i a t e  t h i s  
b 
*, etymology: - 

Woon s h a l l  Ygg have your sword s t r u c k  corpse, 

Your l i f e ' s  r a c e  is run: 

H o s t i l e  a r e  t h e  incubi,  Odin can see ,  

D r a w  on me i f  you dare. 

Thud my name before  t h a t ,  

Wakeful and Heavens-Roar, Hanged and S k i l f i n g  

Goth and Jalk among gods 

Unraveler ,  Sleep-Bringer: they a r e  r e a l l y  one, 

Many names f o r  me." . , 

" 
Thus ' the  t r e e ,  and, the  horse  which feeds on t h e  t r e e ,  are interchange- 

able .  A s  Pgg, the-gucl~icfex tbe tree w i d e  & o w r i r c d e a t d q ~ ~ - -  ---- 

- fWtb mneror-c:har o f  14fe, 43%~~Giff3-~t~e864fra+~~do? -the---- -- 3 
runes  a r e  "benefici&.") As Odin, t he  god r,i'ides an e i g h t  legged horse  

\ 
which n i b b l e s ' o n  the branches of t h e  t r e e  d e a l i n g ' o u t  f a t e :  

"Glad and Gyl lor ,  Gler, Skeidbrimir,  

B 

. 
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S i l f r i n t o p -  and S i n i r ,  , 

Are the  s tbeds a s t r i d e  which the gods 

Ride each day t o  deal  out  f a t e s  

From Yggdrasil t h e  ash tree." 
(Lay of Grimnir, \,stanza 30. ) 

Now the reason t h a t  t h e  horse i s  a Schimmel (Mould), a "pale ,horse" 
\ becomes t e r r i f y i n g l y  c l ea ry  The boundary or  "hemtt ,  o r  Itgrandfather'# 

- - - - - - - -  
A - 

( i n  each age t h e  boundary t h e  l i v i n g  and the  dead -- see  notes 
\ 

on sonnet I - 5 )  which the horse-,has \ Noversteppedw o r  "outlived / 
- sometimes by a couple of daysu ( s d e t  I - 5), is death i t s e l f .  Yet 

\ 

always the re  is a r e t u r n  -- the  boundaries a r e  overstepped, but never 

transcended. Like the  siaman, Odin and O&heus t r a v e l  "between the  

worlds," When Rilke begins the  sonnet sequence with the  l i n e  "There 

rose a t r e e u  he is i n  f a c t  r a i s i n g  the  shaman's ladder:  

Sometimes i t  was symbolized i n  shamanistic r i t u a l  by a post w i t h  
s t e p s  cut  i n  it, a ladcter, o r a  s m a l l  b i rch  t r e e ,  up whl& the ' 

- 

s h b a n  climbed t o  ind ica te  his ascent t o  the heavens. 
(from Gods And Myths O f  Northern Europe, H.R. E l l i s  Davidson, 
Penguin Books, U-K. ,  1964, pg. 192.) 

That t h i s  r e t u r n  from the reB1m of the dead apd t he  ances tors  is a l -  

$ w a y s  implied becomes c l e a r  from sonnet I - 9 ,  rbhere t h e  poet speaklag * 

. \ 
through t h e  persona of Orpheus says 

j 

"Only he who h a s  raised t he  l y r e  

even among shades, 

The horse then is t h e  t r e e ,  the  l i f e  and movement of the  cen t re  -- 
the  poet is the  horseman, o r  shaman o r  Orphic voice through which t h i s  

!\ movenent or world is seen o r  heard as Figur o r  ima@an(sonnet I - 11 ). 
- - a  I 

- -  - -  a - ! 

I * - 
5 - -. 

-- - - =. 
\ 



~ d w  then do we move t h i s  imagina t ion  of a cold nor thern  landscape 

Again E l l i s  Davidson is* very he lp fu l :  

The s tudy of t h e  horse  c u l t  is  complicated by l i n k s  no t  ohly with 
C e l t i c  p r a c t i c e s ,  but  a l s o  with customs recorded i n  south e a s t e r n  
Euro e  and t h e  s t eppes  ... 

from The Char iot  O f  The Sun And Other R i t s  And Symbols Of The e- 
Northern Branze Age, H.R. E l l i s  Davidson and P e t e r  Gel l ing ,  J , M d  
Dent, London, 1969, pg* 167.) 

Now t h e  _"horse people" of_ sauth-  e a s t e r q  Europe o r  no r the rn  Greece a a r e  - - --  a 

c l e a r l y  S a t y r s  Qr Centaurs of Greek myth. Jane Harr ison says:  

The S a t y r s  . . . a r e  (what e l s e  should they,  could- thhy be?) t h e  
S a t r a a ;  and these  Sa t rae-Sa tyrs  have many traits i n  common with 
t h e  more mythological  Centaurs. 

I) # 

This  in terchange of types ,  S a t y r  and Centaur is evidence about 
which t h e r e  can be no mistake. S a t y r  and Centaur, s l i g h t l y  d ive r se  
forms o f  t he  horse-man a r e  i n  essence one.and t h e  same. Nonnus is 

1 r i g h t :  'Ithe Centaurs are of t h e  blood of t he  shaggy S a t y r d b t t  It 
remains t o  ask -- who a r e  t he  Centaurs? 

We are apt t o  t h i n k  of t h e  Centaurs -exc lus ive ly  soln&hat as the$ 
a p p e a r < o n  the  metopes of t h e  Parthenon, i , e .  as sp lendid  ho r se s  
with t h e  head and t runk  of  a man, By t h e  middle of  t h e  5 t h  C. B.C. ' 

, i n  knigh t ly  horse  l ov ing  Athens t h e  horse form had g o t  t h e  upper 
hand. In a r c h a i c  r e p r e s e n t a t i o n s  t h e  r e v e r s e  is t h e  case, The 
Centaurs are iq ar t  what they a r e  i n  r e a l i t y ,  men with men's l e g s  
and f e e t ,  bu t  they a r e  shaggy mountain men with some o f  t h e  
q u a l i t i e s  an9 h a b i t s  of  beas t s ;  s o  t o  i n d i c a t e  t h i s  i n  a horse  - 

% *  l ov ing  count ry ' they  have t h e  h indquar te rs  of a horse  awkwardly 
tacked onto t h e i r  human bodies. 
(from Prolegomena To The Study O f  Greek Rel igion,  Jane E. Harr ison,  
~ g *  379, PG* 380) PE* 381 ) . 

Although Jane  Har r i son ' s  i d e n t i f i c a t i o n  of t h e  Sa tyr& with  t h e  

Centaurs a r o s e  is  somewhat of a r a t i o n a l i z a t i o n  f o r  two reasons:  a)  I 

do no t  be l i eve  t h a t  both i n  t h e  case of the  S a t y r s  and t h e  Centaurs,  

t h e  a s s o c i a t i o n  of s p e c i f i c a l l y  t h e  horse  with t hese  Itwild menN would 



. . 
be q u i t e  as- .arbi t rary as: "the ~ t h e n i a n s  happened t o  l i k e  hof.ses,It i.e; - 

\ 

and "horsds;>%G b) even"if t heAthen ians  had wished t o  a t t a c h  an 

image of b e s t i a l i t y  40 these w i l d  men; they probably would not have 

used t h e  horse,; an. animal t h e y  held i n  high egteem, unless  the re  al- 

ready exis ted  an inescapable reason f o r  t h i s  associat ion.  Ri lke 's  

sonnet 1 - 1 1 ,  i n  &ch he ' p resmts  u s  w i t h  an image of  :horse and r i d e r  

kewaraing d i rec t ion ,  (a d i r e c t i o n  conunued i n  sonnet I - 20, where the  

only connection of the  r i d e r  t o  t h e  horde is the  d i r e c t i o n  from which , - -  

it comes, tDyillage,ll and t h e  ~ t a k e  t i e d  t o  i t s  fe t lock)  and subs tant i -  * 

f l  

ated  by Robert Graved' a&lys1s of the  oentau;~: 

Both Lapi ths  and Centaurs claimed descent from ~ x i b n ,  an oak-hero, 
and had a horse c u l t  i n  common. They were pr imi t ive  t r i b e s  i n  
Horthern Greece, of whose encient  r i v a l r y  the  IPellenes took advant- 
age by a l l y i n g  themselves first wPth one, and then with the  other. 
( f r o m  The Greek Myths, Robert Graves, Pelican, 1966, Vol. 1 ,  
PI- 3 6 1 - )  A - - -  - - - p -  

- - - - - 

How we know t h a t  Orpheus reformed the  savage chthonic r i t e s  of Dion~rsus 

(about whom Jane E. Harrison says,  .''With him are  always his ravel.  rou t  

of Sat~rs  and of Maenadsn) with t h e  l y r e ,  sacred t o  Olympian Apollo. 
? 

Jtgain t h e  horse appears, t h i s  time as t he  beas ts  which draw t h e  cha r io t  

of Helios,  Apollots aspect  as t h e  Sun, across  the  sky each day. Thus a 

these two s o  divergent d e i t i e s  between which Orpheus s t ands  share  t h i s  

image of the horse. Furthermore, the  most i m p o r t a ~ t  c u l t  sanctuary i n  
- - -- - p- - p-p - - - - - pp - - - - --- -- -- ppppp ---,- 

Greece, Delphi, where the "navel s tonen marks the  trcentre of the  worldt1 

is shared by both Bpollo and Dionysus: - 
But t h e  Olympian r e l i g i o n  never repudiated o r  r e j e c t e d  the  
t e r r e s t r i a l  but a l w a ; y s  acknowledged its sacredness. This I s  why 
t h e  most important ir6pulsee t o  v i t a l i z e  t h e  Dionysiac c u l t  i s sued  - 
from t h e  Apollo of Delphi. What I s  more, Di0nys~8,  himself, l i v e d  
i n  Delphi wlth Apollo, and i t  could even seam t h a t  he not only 



enjoyed equal  r i g h t s  with him but  was t h e  a c t u a l  l o r d  o f  t h e  
s a c r e d  p lace ,  

Apollo shared t h e  Delphic f e s t i v a l  yea r  wi th  Dionysus, I n  t h e  
win te r  months t h e  Dionysiac dithyramb was sang i n s t e a d  of  t h e  
paean. But Dionysus a l s o  r ece ived  high honors i n  Delphi i n  t imes  
o t h e r  t h a n  winter .  The pediments of  t h e  temple of Apollo p o r t r a y  
on one s i d e  Apollo wi th  Leto,  Artemis, and t h e  Muses, and on t h e  
o t h e r  s i d e  Dionysus and t h e  t h y i a d s ,  i n  s h o r t ,  t h e  r a g i n g  god. A s  
well-informed a wi tness  as P l u t a r c h  s t a t e s  t h a t  Dionysus played 
no sma l l e r  r o l e  i n  Delphi than  Apollo. One could even main ta in  
t h a t  Dionysus had been i n  Delphi e a r l i e r  t han  Apollo. A vase 
p a i n t i n g  of  about  400 B.C. shows Apollo and Dionysus i n  Delphi 
ho ld ing  ou t  t h e i r  hands t o  one another ,  Many o t h e r  examples could 
be c i t e d  f o r  t h e  c l o s e  a s s o c i a t i o n  of t h e  two gods. And f i n a l l y ,  
t h e o l o g i c a l  s p e c u l a t i o n  even i d e n t i f i e d  t h e  one with t h e  o t h e r ,  
(from Dionysus Myth And Cu l t ,  Walter Ot to ,  t r ans .  R.B. Palmer, 
Indiana  Univ. P r e s s ,  aloomington and London, 1965, pg. 203. ) 

Thus what t h i s  sonnet  does, i s  t o  draw t o g e t h e r  i n  a s i n g l e ,  c e n t r a l ,  

and accomplished image a l l  of t h e  elements r a i s e d  i n  t h e  preceding  

n i n e t e e n  poems. T h i s  image as we can s e e  by t h e  slow opening movement 

o f  t h e  poem, a r i s e s  unheralded ou t  of  memory. Ri lke  says ,  about  t h e  

occurence of  t h e  sonnet :  

And imagine, - one t h i n g  more, i n  ano the r  connect ion ... I wrote,  
made t h e  horse ,  you know, t h e  f r e e  happy white  ho r se  with t h e  -3 

hobble on h i s  f o o t ,  who once towards evening on a Volga meadow 
came bounding i n  our  d i r e c t i o n  at a g a l l o p  -- : 
I d i d  make him as - how a n  ttex-votoll f o r  Orpheus! -- what i s  time? 
-- When is p resen t?  Across s o  many y e a r s  he sprang,  wi th  h i s  
complete happiness ,  i n t o  my wide-open fee l ing .  (February 11, 
1922) 

I s n ' t  i t  l o v e l y  t h a t  t h e  white  horse  ... I "experiencedw with Lou 
on a meadow i n  Russia  i n  1899 o r  1900, bounded through my h e a r t  
again?!  That a f t e r  a l l  noth ing  is l o s t !  (Apr i l  23, 1923) 

We n o t i c e  immediately t h a t  t h i s  i s  n e i t h e r  a "p ic tu re t t  -- Ri lke  

c l e a r l y  s a y s  t h e  hor se  he "experiencedu ( i .e ,  a s  a wholeness, as a 

F i m r  o r  llimage," an  emotional and i n t e l l e c ~ c o n s t r u c t  i n  an  in -  

s t a n t  of t ime) ;  nor i s  i t  merely a "recordu -- he  tlrnadell t h e  image i n  

d e d i c a t i o n  t o  Qrpheus; nor i s  i t  merely a w p e r ~ o n a l "  memory, R i lke  is  

making t h i s  image i n  t h e  S teppes  of Russia  -- t h e  a n c i e n t  c e n t r e  of  



a l l  Indo-European cu l tu re .  A s  such t h e  horse a (OF t r e e )  which emerge@ 
- - - -- - - 

from memo* a t t h e c e n t r e o f - t h e - w o r T d  and reacGS out  i n  xhT%%&na- 

t i o n  t o  both Xggdrasil and Orpheus is i n  f a c t  t h e  o l d e s t  and largest ,  

Ur-Motif of*Memory i n  weatern c=ulture. R i lke t s  memory alad re-cognition 

of t h i s  most ancient  of images i s  & k t  allows him f i n a l l y  to dedicate  

it t o  Orpheus. These sonnets are writ-ten - t o  Orpheus, not about 

Orpheus, and the re fo re  a r e  not  bound by the  s t r S c t l y  legendary Orphic 
- - - - - - - - - A - - uu A- - 

- material .  In fact, the  t r e e ,  the  horse,  t h e  c o n s t e l l a t i o n s  and a 

myriad o the r  vis ionary images throughout the  sequence a r e  brought 

Orpheus, the  image i n  which Rllke see*  a Lflnal crrlrnination of though? 

emory. Odin, i n  the  guise  of (Irimnir, e ings  i h  his t o  the  

drunken men of t h e  h a l l :  * ' c ,  

- B o u g h t  and Memory each moining fls 

- Over the  v a s t  ear th :  ---- 
T h o u ~ h t ,  3 fee, m a y  f a i l  t o  re turn ,  

- - - - - -  - - -  - - - - - - - 

But fear more f o r  Memory. - * - - -  

(Fay of G r i m n i r  , "stanza 20. ) 



Fruehling ist riedergekommen. Die erde . 
ist wie eih Kind, das Gedichte weiss; 

vieAe, o v i e l e  ... Fuer d i e  .Reschwerde 
* < 

,I langen Lerneas bekommt s i e  den Preis.. a 

Streng war i h r  Lehrer. - Wir mochten das Weisse 

an dem Barte des a l t e n  Manns. 

Hulk, wie das O r ~ e n e , ~ d a s  fUaue heisse ,  

duer'fen wir fragen: a l e  kanns, 'eie 'kanns 1 , 

nun n i t  ,den Kindern. ~ l r  <xol l en  dich fangen, 

froehliche Erde. Dem Frohsten gelingta.  

was der Lehrer 8i8 lehrte ,  das Viele, a 

- - -- 
d was g e e u c k t  steht i n  Wurzeln und 'langen 



Spring has come again, The earth 
' ,  - 

i s  l i k e  a c h i l d  that knows poems; 
1. ' a. 

many, s o  ma* . . . E& lqbour - 
4 ,  - 

af long learning she rece ives  the prize.  

3. 
. Harsh was. her teacher. Hle loved the, ,white 
, -  

of the oLd man's beard. 

Now, we may ask the name, 

o f t h e b l n e , o f t h s g r e e n :  sheknows, sheknowsl 

E u t h ,  out  of -bondage, play 
- 6. 

with the children. Joyful earth, 
Z 

we would.catch you. The most mirthful may. 

d 

Oh, what' her teacher h a s  taught her, so- much, 
. . . 8- 

and what stands printed in root s  and long 
t 

- - -  udwdu&-&-ef&tlga, S h e  &ngs t- -- - --- - - - 



o v i e l e  -- l i t e r a l l y  "oh manyeft There is a p o s s i b i l i t y  of read- ') - - 
- ,&ng t h i & ~ h r a s e  i n  English- wtth _a-~~rt~ain_warizwza ~ r _ l ~ e n n u i Y x h i c h  -A -- 

t he  o r i g i n a l  does not intend. I n  usual English usage, the  phrase would 

be trans1a;ted as "oh so manyn o r  simply "so many." The l a t t e r  al ter1-  
G 

n a t i v e  has  been chosen t o  br ing t h i s  phrase i n t o  congruence with t h e ,  

phrase -- das Viele which is impossible t o  t r a n s l a t e  l i t e r a l l y  ("the 

muchu), and h,as therefore  been rendered ae "so much.N 

- 2) Beschxarde -- Mls drord recalls the weight and g rav i ty  of  sonnet - - 

* 

I - 4, and is usual ly  t r a n s l a t e d  as "buqden, hardship,  t rouble ,  
C 

annoyance', complaint, ai lment,  discomfort, i n f i r m i t i e s  of o ld  age, 

e tc .  It h a s  been t r a n s l a t e d  as  nlabourlt t o  . r e t a i n  the  not ion of heavy 

work, but a l s o  t o  suggest an imagd of b i r t h ,  which is implied by t h e  ' 

imagery of spring. - 

3) The word Strenrg i n  German is most o f t e n  t r a n s l a t e d  as t l s t r i c t .w  

~ o a s v e r ,  t h i s  t r a n s l a t i o n  is inadequate, s ince  what i e  needed here is 

a word thatr lsay apply t o  4 perso& ae-a teacher ,  but a l s o ,  a d  what is - 

more important, t o  a personif ied season as a teacher:  "We loved the  - 

A 

white / Q? t h e  @d. man's beard." Now t h e  word s t r e n a  does apply 
T 

t o  the  

sever i ty  of a season -- t h e  'phrase s t r e n g e r .  Winter is as common i n  

~ 6 r m a n  as "harsh winterit is i n  English. For t h e m  reasons the  word 

stxeng; is tqans la ted  as It is a l s o  q u i t e  c l e a r  t h a t  t h e  per- 

eon i f i ca t ion  of t h e  season, winter,  as a teacher ,  Is not  merely R i l k e l s  

- - 

personal invention. S a g i t t a r i u s ,  t h e  Centaur o r  Sa tyr  of November is 
-- - - - - - - - - - - *&---- -- -- ---- --- - - 

Cosmic Progr-ess, o r  the  t r u t h  t h a t  a l l  th ings  move t o  higher and 
higher  condi t ions  of physical ,  a f f e c t i o n a l ,  and i n t e l l e c t u a l  un- 

- foldment. Hence a r i s e  t h e  v i r t u e s  of progressiveness,  hopefulness, 
and fa i th .  The delusion t h a t  correspdnde is r e s t l e s s n e s s ,  o r  t h e  , 

love of novelty f a r  its own sake, w i t h  s u c h . f a u l t s  as inconstancy, 
lack of perseverence, wastefulness,  over optimism, and prodigal i ty .  



To t h i s  s ign  we may a l s o  r e l a t e  the  p r i n c i p l e  of C~srnic 
Abundance, o r  t h e  t ru t l i  t h a t  there  is p o t e n t i a l l y  more than enough 
for a l l  the  needs of humanity. This, perverted,  g ives  r i s e  t o  

p r o d i g a l i t y  , which t e n d s t r  produc e three o f  the abo 
fau l t s .  
(from The Zodiac ~ n d  The Soul, C.E.D. Carter ,  The Theosophical 
Publishing House, London, Ltd, ,  1968,'pp. 29 - 30.) 

T h i s  dual1.G of t h e  Centaur reproduces the  tens ion  of t h e  images of 

t h e  "HorseN i n  sonnet I - 20 and the  ttHorsemanll i n  6.onnet I - 11, and 

is u nil?- e r l i n e d  by . the  following statement: 

SO. t h i s  house today is viewed a s  higher and lower mental ,_the-  
a 

l o w e r  p a r t  being involved i n  matter coming from Mars and Saturn, 
and t h e  higher under J u p i t e r  f r e e  from it-, w i t h  t h e  symbolism of 
the  double t r i a n g l e  thus  shown i n  the  d iv i s ions  of the  
plane. 
(from A s t r ~ l o a y  Of The Mysteries, W*P. Rigg, The Theosophical 
Publishfng House, London, Ltd., 1959, pg. 101.). 

4 

How i n  t h e  Saxon calendar,  November . ( ~ q i t  t a r i u s )  

;.. was t h e  month of g r e a t e s t  Fest ival .  It was wBlotmon&h,n "the 
i o n t h  of Sac r i f i ce .  I t  

(from Astrology O f  The Mysteries, W,P. Rigg, The Theosophical 
a Publishing Eouse, London, Ltd, ,  1959, pg. 104,) - 

.' 
TBus in the  image of ths,Centaur S a g i t t a r i u s  (Apollo's a spec t s  a r e  the  

bow and l y r e )  we have an image of an. Orphic union of the  wild  fo l lo r -  - 
ers of Dionysos w i t h  t h e  %igher mindn of Apollo. Cheiron the  Centaur, -- 

and ~ p o l l " o , ' t a u g h t  l l s d e p i u s  the  art df heal ing,  a t  rh lch  he became s o  

good t h a t  he even began t o  br ing the  dead back t o  l i f e .  '&us t he  

uKorsernan" (Ceptaur) of sonnet I - 11, -and t h e  ttp'ale horee" (whiteness 
4 

of death and winter ,  S a g i t t a r i u s )  of sonnet 1.- X), have c3early . . . 
e .  

Hhealedtp and "taughttt1 the ea r th ,  6loorning forth- i n  spr ing  i n  thPs 
so-+* - - -- - -- - - - -  - ' - - - - ----- - 

L 
0 

CC- 

- ---- 
*< - 4:) - -S ince  w - I r w r f m  domtet -E --tt -tfrat -tirc-Hme*c tr"itrctr W- 7 -- - -: 

" idea lN with t h e  8 t rea l ,N o r  t h e  imagination of a th ing  t o  its obJect- 

ive presence, nnameless already &able and meadow div ides  them;ft and 

since t h e  e a r t h ' s  a b i l i t y  t o  br ing fo r th  n t h l n g s ~  is here  t i e d  t o  h e r  
' . 

r 



a b i l i t y  t o  name those things;  and f i n a l l y ,  s ince  t h e  las t  s tanza  of 

accomplishes an absolu te ly  interdependant r e l a t i o n  of objec t ive  and 

imaginative r e a l i t y ,  t h e  English t r a n s l a t i o n  of t h i s  sentence has  been 

constructed i n  such a way t h a t  even the  grammar makes i t  c l e a r  t h a t  

the  e a r t h l e  a b i l i t y  t o  o f f e r  the  names of the  "greenm &d the  ttbluetl 

is complet63.y dependent on he r  experience of t h e i r  nature ins ide  her- A 

s e l f ,  o r  more-accurately, her renewed p a r t i c i p a t i o n  i n  t h e i r  nature - 

- 

through t h e i r  namea: 
* 

Such emphasis on the  mot jus t e  f o r  a thing,  according t o  the  
speaker is a n  example of G~rmanic name-magic, associa ted  with the  
pr imit ive be l i e f  t h a t  knowledge o i t h e  proper name f o r d  th ing  
g ives  the  knqwer the  a b i l i t y  t o  evoke t h e  objec t ,  o r  its power. 

. Riddles also suggest the  Nordic fascinat ion '  with the  apparent re- 
lationship,between the  s t r u c t u r e  of the language and the  s t r u c t u r e  
of t h e  cosmos. For t h e  Scand2navians the  wisest  man -- he who knows 
the  most of the  s t r u c t u r e  of the  cosmos -- is a l s o  t h e  most s k i l f u l  
poet. - 

* * 

There is i n  t h e  Nordic mind a sub t l e  r e l a t i o n s h i p h a n d  a necessary 
one, betyeen a n  event and t h e  language with which i\ is described 
o r  an t ic ipa ted .  Qpestions and answers, then, seek t o  pu t , in to  
harmonious r e l a t i o n s h i p  man's thought and t h e  f a c t s  of, t he  world 
about him which he cagnot f u l l y  comprehend o r  control.  
(Prom The Elder Edda, Taylor and Auden ( t r ans . ) ,  Vintage Books, .); 

'N*Y., 1970, pp. 21 - 22.) 
1 

d i e  f r e i  h a t  means l i t e r a l 1  " t h a t  has f r e e  (freedom) ," but t h a t  5 )  7-- f 
p a r t i c u l a r  freedom is l imi ted  d time B and implies  a pre6i,ous bondage. 

a pa le  horse, which has obviously jus t  pulled up its s take  and broken 

- f r e e  of the  v i l lage .  A6 t he  notes  t o  t h a t  poem extensively de l inea te ,  
b a 

t h i s  is an image of the  ttaccomplishedll i o r l d '  ( o r  Jtyearw),  and a s  such , 



an accomplish6d image o r  th ing  i t  is dedicated t o  Orpheus, where i t ,  \, - 
'1 

according t o  s o m e t  I .- 17, wfalls-home t o  th6 ancient.It Thus sonnet- \\ 
-- -- - * -  

I - 21 is an image of the  world res tored  o r  "re-turnedn -- she has 
% 

broken out of old forms, old imaginations, which' bound her ,  and she , 

begins t o  name th ings  anew again. I n  order t o  maintain t h i s  spectrum of 

. meanings, t he  phrase has  been t r ans la ted  as tlout of bondage.". 
6 

The words g lueckl iche  (tllucl&, for tunate t f )  of. l i n e  9, and - froeh- 

lithe ( t tmlr thful ,  joyoustt) of l i n e  1 1 have beeh l&melated together- as - 
flJoyfulN (which covers both ranges of meaning), and placed between-the 

l i n e s  of t h e i r  occnrance,' i n ' l i n e  10. This w a s  done t o  avoid r e p e t i t i o n  - 

i n  a s tanza  already united by t h e  rhyme of "playlt ( l i n e  9) ~ i t h - ~ ~ m a g "  
' 

( l i n e  11), which is not present  i n  the  or ig ina l .  (See a l s o  note 7 be--- 

l o r . )  , 

Dem frohsten a e l i n g t s  -- l i t e r a l l y  "The most mir thfu l  ( joyous) - 
. ' is able ( w i l l  be .,able) ,tGaccomplish, it.!' It has been t r m s J a t e d  h s  

. L 

I _  "The most mir thful  mayff f o r  three i n t e r r e l a t e &  reasons: a)- t h e  wrd. 
U r--% 

?may" r e t a i n s  t h e  ambiguity of tense r a i sed  i n  t h e  German between '!is 

: .able  t q f1  and %ill be a b l e ' t ~ ; ~  b) t h e  word -m&ytf create's a pun on t h e .  

month of May which is not present i n  t h e  o r i g i n a l  but is necessary f o r  
c- . . 

a t h e  construct ion of an i n t e n t i o n a l  rhyme between nplay"ni ttl,,,tt 

' .  , '. while r.emainiag within the  boundaries d i c t a t e d  by t h e  movemgnt of t h e  
%. z 

- *  . 
. " poema-- ( t h e  e a r t h  is seen ae emIrging from t h e  burden of winter.  i n t o  ,: - -  :, 

r 
# 

- - 

the f u l l  bloom of spr ing  i n  the  month of hay, t he  Feast of May being , 
' 1 

- -- - - - - - - -- - - - - - - - - - - - - - -- - - - -- - - -- -- --- - - - -- - - - - - - . 

bgated); and f i n a l l y . ~ )  the  r.hyme 6f "playtt with bearing i n  

mind $he pun involved on ItMay," is intendsd t o  recapture some measure 
'. - . 

/ 
- 

- r of the  joyous energy of t h e  poem -a great deal  of which" is l o s t  i n  t h e  , 
7 .  \ .  J .  

J' ?;.i 



t r a n s l a t i o n .  

8)  ~ e d r u c k t  - s t e h t  has  been t r a n s l a t e d  l i t e r a l l y  a s  " s t ands  p r i n t e d n  

because t h e  usual  English t r a n s l a t i o n  f o r  t h i s  phrase ( f f l i e s  wr i t t en f1 )  

would c r e a t e  a  completely oppos i t e  meaning t o  t h e  one Ri lke  i n t e n d s  

here.  It is necessarx t o  mainta in  t h e  l i t e r a l  meaning f o r  two reasons:  

a) t h i s  new world t r e e  ( f l s p r i n g u )  "stands" -- i t  i s  e r e c t e d ;  and b) 

Ri lke  i s  here  p resen t ing  a s y n t h e s i s  of what is  l e a r n e d  through teach- 

ing ( i .e .  from books and s t o r i e s )  and what is  l e a r n e d  through s e e i n g  

( o u t s i d e  world),  c r e a t i n g  a r e a l i t y  i n  which t h e r e  is  no d i f f e r e n c e  

between "object ive" r e a l i t y  and "imaginat iveH r e a l i t y .  I n  t h i s  poem we 

understand what W i l l i a m s  meant by t h e  phrase "no i d e a s  b u t  i n  things." 

We a r e  i n  a  world where thought and memory, i n t e l l e c t  and emotion 

occur i n  a simultaneous i n s t a n t  of time, c r e a t i n g  a c o n s t r u c t  o r  world 

which i s  recsognized and named -- where everyth ing is  i n s t a n t l y  Figur  

o r  "imageH -- " the  e a r t h  / is  l i k e  a c h i l d  t h a t  knows poess;  / many, 

s o  many." O r  a s  Charles  Olson says of t h e  poem i n  h i s  essay P r o j e c t i v e  

Verse : - 
ONE PERCEPTION MTST IMIVEDIATZLY AND DIRECTLY LEAD TO A FURTHER 
PERCEPTION. It means e x a c t l y  what i t  says ,  is  a mat te r  o f ,  a t  all 
p o i n t s  (even, I should say, of our management of d a i l y  r e a l i t y  as 
of t h e  d a i l y  work) get on wi th  i t ,  keep moving, keep i n ,  speed, 
t h e  nerves, t h e i r  speed, t h e  pe rcep t ions ,  t h e i r s ,  t h e  a c t s ,  t h e  
s p l i t  second acts, t h e  whole bus iness ,  keep i t  moving as f a s t  a s  
yon can, c i t i z e n .  And i f  you a l s o  s e t  up as a poet ,  USE USE USE 
t h e  process  a t  a l l  p o i n t s ,  i n  any given poem always, always one 
pe rcep t ion  must must must MOVE, INSTANTER, ON ANOTHSR! 

Rflke achieves  t h i s  s y n t h e s i s  q u i t e  simply by l e t t i n g  t h e  p r i n t  

implied i n  l i n e  12 become e x p l i c i t l y  v i s i b l e  i n  t h e  e x t e r n a l  world 

( t r e e )  of l i n e s  13 and 14. 

9) Staemmen -- l i t e r a l l y  flstems." It has  been t r a n s l a t e d  as tl l imbsff 

t o  maintain t h e  p e r s o n i f i c a t i o n  of t h e  e a r t h  o r  t r e e  (i.e. i f  t h e  



- 
I teartht t  is the  " t r e e n  then what she  seas p r i n t e d  i n  t h e  t r ees  is 

- - -  - - - --- - --- -- - - -- -- - - - 

4 

pr in ted  both i n s i d e  h e r s e l f  and o u t s i d e  h e r s e l f  I n  t h e  trees, j u s t  as 

i n  t h e  first s o n n e t + t h e  t r e e  is both i n s i d e  and o u t s i d e  t h e  ear); and 

t o  ec'ho t h e  a l l i t e r a t i v e  l t l t i  sounds of Itlabour 0.f long  l ea rn ing t r  with 

"long arduous limbs," which i s  necessary because Beschwerde and 

echwieriq share  t h e  same r o o t  -- echwer. The image of "trunkff o r  

"sterntt l o s t  i n  t h i s  t r a n s l d t i o n  of haemmen is p a r t i a l l y  regained by 
a*" 

t he  word "standsH i n  l i n e  13. (Seeualso note  8 above.) 



Wir sind 

Aber den 

die  Treibenden. 

Schritt  dei- Ze$t,- 
- 

- nehmt ihn als Kleinigkeit  

Alles daa Eilende 

wird schon vorueber sein;  

denn das Verweilende 
* 

e r s t  weiht uns e in .  

Kaaben', o werft den M t t t  
* 

nicht i n  d i e  Schnelligkeit ,  

nicht in den Flugversuch. 

a l e s  ist ausgeruht: 



1. 
We are the drivers,  re l ent l e s s .  

-2 I , 
But the s t r ide  of  time, 

2. 
take a s  a t r i f l e  

3. 
i n  that which abwes. 

811 that which hastens . 

4. 
s h a l l  yet  pass before us; 

f 

5. 
the enduring 

6. 7. 
alozie initiates. 

8, 
Oh youth, cast not courage 

i n t o  haste,  nor 
9. - 

i n t o  attempted f l i g h t .  
J 

I - 
10. L 

A l l  things rest ,  ' i n  balance: I 
darkness and l i g h t ,  

IZ. 
blossom and book. 

- -  - -  - 
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4) The word vorueber means both "to go pas t ,  t o  c ross  t h e  f i e l d  of 

visiontt  an& "to pass,' tu pass away o r  be c a n c % u d e & . r c T h ~ n  w n t h e -  - 

words "pass beforett ( i .  " to  c ross  i n  f ron t  of t t  o r  " to  disLppear be- 

fore  something e l s e  disappearsn)  is intended t o  hold  these  two mean- 

ings. * 
-4 

5 

5) Both Bleibende and Verweilende may be t r a n s l a t e d  as e i t h e r  ltthe 
< 

abidingu o r  I t t he  e n d ~ r i n g . ~  I n  sonnet I - 3, Rilke says Itto s i n g  

within t r u t h p i s  a d i f f e r e n t  a ~ p i r a t i o n . ~  I n  sonnet I - 7 he presents  

u s  with an instance of one who Itsings within t r u t h t t  -- Orpheus, whom 

he names as 'tone of t h e  enduring messengersn (Einer der b le ibenden.  ' 

Boten). Thus, when Rilke uses Bleibenden i n  sonnet I - 22 here,  he Ss a - 
.b 

doubtlessly echoing t h a t  Orphic %essageJt, which runs throughout the 

sequence. Since, f o r  reason8 del ineated i n  note 3 above, Bleibenden 

has been t r ans la ted  as *I that  which 

l i n e  7 h e r e  has been translated am 
h 

over the  image from sonnet I - 7. 

abides,  the  wqrd 

*%ha enduringft i n  order  t o  br ing 

e r s t  c r e a t e s  a similar problem f o r  the  t r a n s l a t o r  h e ~ e  t o  t h e  6 )  - 
one crea ted  by the use of e i n z i g  i n  eonnet I - 19. It means l i t e r a l l y  

d 

: t f i r s t , u  but only i n  t h e  sense of 

implicat ion here is t h a t  once one 
I P 

of progress,  one may be i n i t i a t e d  

"prime movern o r  I t f i r s t  step.t t  The 

has turned one's back on the  has te  

i n t o ' a  v i s ion  o r  imagination i n  

which the  elements of t h e  world no longer catch one up and t e a r  one 

- enduring order  $errneat* d l  movement .- Sime we havepalre-- - 

es tabl i shed ,  through Rilket s use .of the word  leib bend en, 

c e n t r a l  order  is the  shape -of the  imagination as preaent 

t h a t  t h i s  

i n  Orphic ' % 

harmony, the  word Italone" has  been used t o  t r a n s l a t e  erst  i n  order  t o  



170 '* 
bring over those l i n e s  .from sonnet I - 19; "The song alone over t h e  

R i l k e t s  phrase r e i h t  uns e i n ,  which has here been t r a n s l a t e d  as 

I t i d t i a t e a , "  means l i t e r a l l y  tt&gblcates ua i n ( t o )  .It There is  no con- 

- f l i c t  of meaning here ,  s ince  an . I1 in i t ia te t t  i s  Itone 'dedicated t o  . . . I t  

, i n  some sense. R i l k e t s  use of the  phrase here serves  t o  i l l u s t r a t e  

again t h a t  t h i s  sequence of sonnets i s  wr i t t en  t o  i n i t i a t e  i n t o  a 

cowofogy not only t h e  dead g i r l  Vera, but a l s o  man, add u l t imate ly  
t 

the  world i t s e l f .  Beginning a f t e r  the  accomplished image of eonnst 

I - 0 ,  (up t o  and including which a l l  the element8 of t h e  imaginative 

construct  have been b u i l t )  the  returned o r  reborn world is questioned 

and begins t o  speak. Sonnets 22 th,rough 26 are thus  an attempt t o  

a l i g n  t h i s  reborn o r  re-turned wOrld, now i n  the  'age of f l i g h t  both 

h i s t o r i c a l l y  and imaginatively,  w i t h  those onto logica l  and abiding 

images which cons t ruc t  the  beginnipg of the sequence, sbnnets I - 1 

through I - 20. 
8) R i l k e l s  use of the  word Knaben, which i s  usual ly  t r a n s l a t e d  as 

"boy, lad ,"  o r  l ' y ~ u n g s t e r , ~ ~  has here been t r a n s l a t e d  as @tyouthu (which 

may and should be . read as p lu ra l -  here)  i n  order  t o  echo the  ItyouthIt of 
. . 

sonnet I - 3. I n  both cases ,  the  poet warns agains t  an impetuousness 

and i n f a t u a t i q n  with passing attachments, whether they be t h e  pa r t i c -  

u l a r  personal love  l y r i c  of sonnet I - 3, or t h e  l a r g e r  attempt a t  

hasty f l i g h t -  haaahonmechan lca l  m t ecbe ica l  - a b i l i t y .  1n terms o f  a 
- 

p o e t i c s  ~f the  _imagiin-oXIr -RilkeB here take=sue with - - - - - a ldnd - - of - 
- - -  

poetry,  though accomplished i n  technique, y e t  not informed by the  con- 

t e n t  of an "abidingtt o r  tlreturningll world: "blossom and bookeft 

9) The pun on ! t f l lght l t  ( t o  f l y )  and " f l ight t1  ( t o  f l e e )  i e  in ten t -  - 



i ona l  here,  and moves on the  precedent of l i n e  1, sonnet I - 15: - schon 

sonnet I - 23, Rilke is not warning about the  phenomenon, process o r  

a c t i v i t y  o f  f l i g h t  i t s e l f ,  e i t h e r  i n  the  realm of t h e  imagination o r  L 

i n  the world of th ings  (which we have seen he is attempting t o  br ing 

i n t o  alignment). Rather he is speaking of the  kind of f l - ight  which 

conquers t h e  e a r t h ,  t h e  kind of f l i g h t  t h a t  seeks t o  escape o r  t rans-  

cend the  e a r t b l K a n d  the  Pmaginatlonts turning cen t re  -- t h e  Wed of 

f l i g h t  heralded by those whose naive f a i t h  i n  t echn ica l  a b i l i t y  
, 

(sonnet I - 18) see  i n ' t h i s  new a c t i v i t y  the  p r o k s e  of %scapetl from 

the  e a r t h ' s  bondage -- t he  promise of cu t t ing  the r o o t  o r  removing - 
the  s take  t i e d  t o  t h e  horse's fe t lock ,  By 1920, t h e  d iscover ies  t h a t  . 

character ized t h e  %ew agew of t h e  twentieth century had c l e a r l y  re- 
d 

w a l e d ,  a t  l e a s t  t o  ~ i l k e ~ a t  t h e  time of t h e  wr i t ing  of Sonaet To 

Orpheus, , their  g la r ing ly  ambivalent nature. The invent ion and perfect-  
, 

. I o n  of t h e  a'irplane opened a new material  sphere of discovery -- t he  
* 

%lrs and t h e  spaces," while the  work of people l i k e  Freud had re- 
-? 

opened t h e  v a l i d i t y  of the  record of the flight of %he. imagination, 

prLmardly as it is found i n  t h e  Greek myths. It is a f t e r  a l l  t o  Freud 

t h a t  we owe t h e  debt of g r a t i t u d e  f o r  h i s  recognit ion o r  formal 
r 

a s s e r t i o n  of t h e  f a c t  t h a t  s t o r i e s  long considered f a n c i f u l  embellish- 

ments a c t u a l l y  bear a v i t a l  and real r e l a t i o n  t o  t h e  imaginative forms 

of each ind iv idua l ,  - -- Mnal ly ,  - - Eins te in  had discovered t h a t  energyeand 
- - - - - - -- - - - - - -  

concentrat ion o r  %hir lu1 of eqergy, What Rilke warns aga ins t  here ,  is 

the  hasty impulse t o  see f l i gh t  as t he  conquest of t h e  last f r o n t i e r  

of man, r a t h e r  than t o  envision i t  as a new way t o  circumnavigate t h e  
! 



ea r th ,  on a new ocean; t o ,  see  i n  t4e  d i scover ie s  of Freid a f i n a l d  

answer or solu t ion-  t o  t h e  problems n f t h a  lmagination, r a t h e r r t h a r t a -  - ---  

envision h i s  work as a new way of reading t h 6  ancient  legends; o r  t o  

see i n  t h e  d iscover ies  of Eins te in  the  p o s s i b i l i t y  ~ f ~ r n a n i p u l a t i n g  the  
I 

I cosmos, r a t h e r  than t o  envision anew the  necessary r e l a t i o n  of t h e  

v i s i b l e  t o  the  i n v i s i b l e ,  

A l l e s  ist ausgeruht. Had Rilke intended t o  say "all thing8 10) - - 
rest," he would have used t h e  phrase a l l e s  ruht. Ausruhen always 

implies  a " r e s t n  of s u f f i c i e n t  time t o  recover from whatever has  gone 

before -- hence i t  implies  a r e s t o r a t i o n  of a "balanceH of some kind, 

In terms of the  sonnet sequence, the  pas t  is being weighed aga ins t  o r  

balanced with t h e  fu tu re ;  i n  terms of. Vera, h e r  life (tll;tghtlt) with 

her death.(ndarkrresstl); i n  terms of the  poet ics ,  imagination (%ookH) 

and r e a l i t y  ("blossomlt) ; i n  terms of t h i e  sonnet, movement and r e s t .  -- 

I n  order  t o  c l a r i f y  this weighing of d u a l i t i e s ,  t b e  words "in balancet1 t 

have been added t o  the  l ine .  - 

11) The words I1fligbtt t  and " l i g h t n  rhyme here  i n ' o r d e r  t o  e s t a b l i s h  

d-' '. a r e l a t i o n  between " f l i g h t n  and t h e  wheeling p a t h  of l i g h t  which t 

c r e a t i v e  imagination follows, and.which Rilke develops extensively i n  

t b e  followiqg sonnet,  I + 23. Since th'e winding path t h a t  the  c rea t ive  

imagination follows is c l e a r l y  the  shape of "the abidingt1 o r  Itthe 
Q 

enduring," the  rhyme i n  t h i s  sonnet avoids a reading of the  word 

- -  - - 12) - 
- -  Blume h a s  been - t r ans la t ed  - -  - -- - - as - w b l o s s o ~ h e r  - - than - -  t,he - more - 

* 
- 

l i t e r a l  ttflowertl t o  maintain t h e  a l l i t e r a t i v e  balance of the  f h a l  

l i n e  of the  or ig ina l .  

s 



0 ers t  dam, wenn der Flug 

nicht nehr urn seinetwil len 

wird i n  die  Himmelsstillen 

steigen,  s i c h  selber genug, + 

urn in l i chten  Profi len,  

a18 das  Geraet, das gelang; .- 

Liebling der Winde xu spielen,  

s icher schwenkend und sehlank, - 

* 
e r s t  wenn e i n  m i n e s  Wohin 

wachsender Apparate 

Knabenstolx ueberwiegt, 

wird, ueberstuerqt von ~ e w i n n ,  

jener den Fernen Qenahte 



Oh only then, when f l i g h t  

no longer for its own sake C 

1. 
s h a l l  scale the heavens' 

s t i l l n e s s e s ,  s u f f i c i e n t  i n  i t s e l f ,  

i n  profile:' of l i g h t ,  
I 

as the beloved instrument 

of the  play of winds, 
W. 

wheeling, certa in  and s l i g h t ,  - - 
only when. a pure where-to, 

s. 
inscribed i n  glyphs of  apparent forms . 

outweighs pride of  youth, , 

6. 
shall, f e l l e d  by victory,  

F. 

7, 
he who has neared the far  distances 



. 
1 )  ~*h&ale,lt as i t  i f  ~ s e d  here,  c rea tes  a p n h i n g  range of aeqning - 

1 a 

J v # - - - - - - - - 7- ---- - 

which; while not e x p l i c i t l y  piesent, i n  Rilke s word s teigen,  is pever- 
tr 

t h e l e s s  qu i t e  apparent throughout t h i s  poem as well  as t h e  e n t i r e  
fC 

sobnet sequence. This range of meaning is crea ted  i n  spite-of the  f a c t  

t h a t  l lscaletl  is  a1 exact and l i t e r a l  t r a n s l a t i o n  of t h e  vord s t e i n e m  

a s r i t  i s  used i n  t h i s  instance.  The expressions n t o  s c a l e  a ladder ,  
' 

the  w a l l ,  the  heavensyV1 c r e a t e s  an image of a much s t eeper  and-efact-, 

i n g  a s c e i t  than the  word %limbu does. There a r e  bas ica l ly  t h r e e  

imag ti& . inherent  i n , t h e  use of % h i s  word, a l l  of which a r e  i n t e r r e l a t e d .  1 

The f i r s t  is the  l i t e r a l  meaning ltto ascend,rt which r e f e r s  not only t o  

the  s p i r a l l i n g  f l i g h t  of t h i s  sonnet, but a l s o  t o  the a-scent of the  

t r e e  i n  sonnet I - 1. The*seEond is  an image ,of measurement, wherein 
4 

one s e e s  the  "heavenst s t i l l n e ~ s e s ~ . ~  graduated i n  ascending c i r c l ea .  

b e  t h i r d  is an image of musical measure o r  musical sca les ,  which lends  

an Orphic mode t o  the  previous meanings of d i r e c t i o n  and measure. 

R i l k e 8 s  u s e  of the  word s t e i g e n  achieves the  same end here, but not 

through the  obious use of a. pun, but r a t h e r  through a more s u b t l e  echo 
\ 

of memory -- t he  word r e l a t e s  back t o  t h e  phrase D a  " s t i e @  e i n  b u m  
/ -*. 

of spqnet I - 1 ,  Carrying with i t  the  Orphic &alest t  i n i t i a t g d  by t h a t  

opening poem. Thus, w i t 3  t h i s  one word, we immediately r e a l i z e  t h a t  xe 

are concerned here w i t h  the  f l i g h t  of t h e  imagination. Certainly,  t h e  

poem a l s o  contains  the  metaphor of t he  a i rp lane ,  which is the  h i s t o r i -  
--- - 

c a l  maniTest,ation of f l i g h t  , y e t  t h e  airpTansPis riever merit-ione-b [as 

t h e  -"dogtF is not -In-the Wsputt pmm) - -  i t  remains- i n v i s i 5 I e  -as thep-- - - - -  - 

1atesLaccomplished and therefore  passing manifestat ion of R i l k e f s  
, # f 

- c e n t r a l  ontological  concern -- f l i g h t .  tfReali tylt  e x i s t s  only as a 4 

metaphor f o r  the  inv i s ib le .  J u s t  as t h e  -youthH of sonnet I - 3 is  - 



adrnopished not t o  b; sxkred by the  f a c t  t h a t  he 1s i n  love,  but r a t h e r  
-- 

- - 

advised  t o  t u r n  h i s  c r a f t  ho the ce lebra t idn  of l o v e  suf f i c i e n t  i n  ' 
.i 

I t s e l f ,  and Jus t  as t he  youth of eonnet I - 22 'is a a o n i s 4 d  not ta 

"cast couragett i n t o  at,tempts - at  f l i g h t ,  but r a t h e r  i n t o  l l f l igh t ,  

' su f f i c i en t  i n  i t s e l f , "  so  Rilke here moves ' i n t o  tqe  h#.gh-est orders  of 

the  i m a g e a t i o n  -- he i s n o t  i n t e r e s t e d  i n  a ce lebra t ion  of t h e  f ly ing  

machine, but i n  t h e  a c t i v i t y  of S l igh t ,  
- *- 

i n  l i c h t e n  P r o f i l e a  -- w i t h  t h i s  phrase the  poem draws the  2) - 
reader  immedtately' i n t o  a methodology of t he  c r e a t i v e  imagination, 

Ea"c wheeling c i r c l e  of ascent ,  each sonnet ( inso fa r  ab i t  is such a - 

. . 
'form) of t h e  sequence is seen as a *tproFile of l i g h t f r  -- as an o u t l i n e  

o r  ItessentiaX image'' o r i en  ed toward a centre.  It becomes impossible t 
t o  see i n t o  the  f a c e ' o f  the  v i s ion  -- only t h e  movement'of the  way, 

rr- 
shedding l i g h t ,  is &rehensible. 

3) With his use of t h e  word Geraet, Rilke achieves an etymological 
1 

l e a p  which i s  impossible t o  t r a n s l a t e  0- i t  must be transformed, 

Geraet, m.h,d. p r a t e ,  a.h,d, $irZiti, meaning mequipment, supply, 
. . 

household e f f e c t s ,  tools ,  advice, t o  adbise,  considerat ion '  ( r e f l e c t i o n ,  
a 

thought),If is a compound b u i l t  on a grciup of words d e a l t  with under 

R a t .  Following $2118 lead,  we f i n d : ;  a,h.d., m.h.d. rllt, Dutch raad - - -9 
C +  4 

Anglo-saxon r e d ,  Swedish - r8d belongs t o  'a group of words d e a l t  with 

ueder raten.  B$ was o r i g i n a l l y  used i n  t h e  sense of llthings necessary 
- - 

for t h e  maintenance-of life." 0u<6f th;lsdeTeloped= a i s a g e  i n  the 
L 

- - 
- 

s s n s s  of -  b6tertning t.3~ necess-ary CthiEgs)" a n d  f u r t h e r ,  

"acquisi t ion,  remedy ( redress ,  care  ( so l i c i tude ,  a t ten t ion) ."  

Thus, under r a t e n  we find: the  Germanic verb m.h.d. S t e n ,  Gothic (ka) - 
rkdan, English " to  read,"   we dish,-r&da belongs w i t h  rat t o  a group of - - - - 



words d e a l t  w i t h  under' - Redsi The verb' br igznal ly meaps- something l i k e  ' - 
i, C 

Itto s e t  somethi& s t r a f g h t  i n  the s p i r i t  - ( m f n d h  % ~ ~ ~ i & r - ( k o m e -  -- 
- -  

* %  

something o u t e t t  To t h i s  usage is connected a l s o  t h e  

( I t r iddle") ,  English " to  - -9 read t t  (Anglo-saxon r ~ d a n ,  i n  

the meaning a "to r eadu) ,  which ac tua l ly  means "to decipher or ekplain - 
r u n e d t t  F ina l ly ,  when r e  t u r n  t o  - &de: m.d.d. - rede,  ,a.h.d; red(iY?, 

'f l - r a d i a  meaning ltaccount (render account),  a d e r s t a n d i n g  w i t ,  speech - 3 
and answer, conversation, s t o r y  t e l&ing ,  speech," Based on t h e I n d o  - 

s8 

European r o o t  mean& "to adapt t o ,  comply with ( p i e l d  t o ,  submit t o ,  

accornodate) ." Thus we begin with "things 'necessary f o r  t h e  maintenance 

of l i f e , "  these  th ings  f i n a i l y  t o  be t h e  i n t e l l e c t  (tlunder- L 

,8tandingn) as i t  is  manifested i n  the  a b i l i t y  t o  read both the  world, 

and t h e  spirit, as they a r e  reqcordqd i n  runes (decipher runes as an - .  

B exeget ica l  a c t i v i t y ,  s ince  they a r e  magical s c r i p t ,  informing about 
B 

a div ine  -- Odinls -- knowledge of the  world) ,pnd f i n a l l y  t o  t e l l  

s t o r i e s  o r  render account of these things. Thus, i n  t h i s  one word, 

Rilke o f f e r s  a complete poet ic  methodolo@ -- a de l inea t ion  of the  

process of the  c r e a t i v e  imagination. The EngLish t r a n s l a t i o n  here 

of fered  necessar i ly  d iv ides  a l l  of t h i s  information i n t o  two main p a r t s  1 

which sketch i n  only very b r i e f l y  t h i s  complex of associ#tions.  The 

f i r s t  p a r t  is presented by a t r a n s l a t i o n  of t h e  word Geraet as "the 
0 .  

beloved instrument of the play of ~ inds . .~!   his is only poss ib le  through 

a recognit ion t h a t  in &I& 1 - Jt-Wlke d e f i n e s  singingt?rithin-- - - - 

t r u t h n  a 6  '!a. wind,! "a breathabout nothing-us,--fli&t i s  -here - - 
- . -- 

8 
seen as an instrument which I1adapts to t t  ~ r ' ~ c o m p l i e g  withu the  @Iplay , 

of winds," the  play of the  s p i r i t  of the  world. This image takes on a 
> 

l a r g e r  shape the  moment one r e a l i z e s  the  pun intended on ninstrarnenttl 



( i .  e, musical  ins t rument ,  l y r e ,  a e o l i a n  h a r p ) ,  a pun t h e  poem h a s  al- 

ready begun with t h e  word i n  l i n e  3, This  "instrumentlt ( lyre 

o r  ha rp )  t h u s  becomes t h e  beloved voice ,  speaking t h e  t ' c o u n s e l ~ ~  of t h e  

t r u t h  of t h e  s p i r i t .  Thus i t  i s  t o  become t h e  spokesman of t h i s  t r u t h  

of  t h e  s p i r i t  t o  which t h e  f l i g h t  of t h e  c r e a t i v e  imagina t ion  must 

a s p i r e .  -- The second p a r t  of t h i s  informat ion  is  d e a l t  with i n  n o t e  5 

below. 

4) Wheelingt1 h a s  been s e l e c t e d  from t h e  p o s s i b l e  a l t e r n a t i v e  

t r a n s l a t i o n s  of schwenkend t o  r e t a i n  t h e  shape of t h i s  s p i r a l l i n g  

f l i g h t .  

5 ) wachsender Apparate has  been t r a n s l a t e d  r a t h e r  f r e e l y  as "in- 

s c r i b e d  i n  glyphs o f  apparent  formsu t o  accommodate t h e  remainder o f  

t h e  informat ion  presented  by R i l k e t s  e a r l i e r  use  of Geraet.  The j u s t i -  

f i c a t i o n  f o r  t h i s  comes through t h e  meaning and etymology of  t h e  word 

Apparate: hence -- from t h e  L a t i n  ap?ara tus ;  "p repa ra t ion ,  equipment, 

tools . l f  These meanings i n  conjunct ion  g ive  r i s e ,  i n  t h e  beginning of - 
t h e  19th  century  t o  t h e  c u r r e n t  meanings I1Geraet," Vorr ichtung,  &- 

ruestung.  Through t h i s  b r idge ,  t h e  remainder of  t h e  i m p l i c a t i o n s  of 

Geraet  i n  l i n e  6 above may be de l inea ted .  The phrase  I t inscr ibed  i n  

glyphs of  apparent  forms" p r e s e n t s  t h e  image of '#reading,If Itthe de- 

c iphe r ing  ( e x p l i c a t i o n )  of  runes,t1 while  s imultaneously r e c a l l i n g  t h e  

l i n e s  from sonnet  I - 21: Itand what s t a n d s  p r i n t e d  i n  r o o t s  and long 

arduous l imbs: she s i n g s ,  she  sings!". The f a c t  t h a t  t h e s e  runes  o r  

g lyphs  a r e  not  l l inventedl l  by a h a s t y ,  impetttsu-s s c r i b e  but  a r e  a g i f t  

o f  t h e  gods  and a r e  thus  i m p l i c i t  i n  c r e a t i o n  is shown by R i l k e l s  use -- 
of t h e  word wachsender ( l i t e r a l l y  Itgrowingl1) which h a s  h e r e  been t r a n s -  

l a t e d  and s u b s t a n t i a t e d  by t h e  word I1apparent,lf having i t s  etymological  



I 

r O 

- 
roo t  i n  l1to appear." 

1 

by, o r '  through, a r  be ause o f ,  v ic toryn)  ' introduces a v e r i t a b l e  storm P 
of information i n t o  t h e  'hoem, generated'by . the paradox Wow is one 

- i 

f e l l e d  by victory?It. s i n &  llfl ightlm is the  c e n t r a l  % ~ t i f ~ ~  of the  J 

' poem, the  image of Icarua Ammediately suggests i t s e l f  here. ~ a e d h l u s ,  

the  most famous craftsman of the  ancient  world, never a t  a l o s s  f o r  a 

mechanical Tnvention, invented wings w i t h  wh3.ch t o  execute aphas ty  
- 

f l i g h t  from t h e  p r i son  i n t o  which king Minos of Crete had thrown t h e  

craftsman and the  craftsman's eon, 1ca&s. He fashioned two p a i r s  of 

wings made of f e a t h e r s  sewn together  and he ldpwi th  #rax. He warned h i s  
,- 

2. 

son be ibre  t h e i r  Itattempted f l ightm1 not t o  f l y  too c lose  t o  thO sun. 
-3 "3 . \ 

1carus .of  course, l e s s  i n t e r e s r e d  than h i s  f a t h e r  i n  t h e  escape f l i g h t  

, offered  hi&, and l o r e  in teres ted ' in  the  .caring f l i g h t  suf-f ic ient  i n  
< 

i t s e l f ,  l loversteps t h e  boundariesm and ascends t o  t h e  very height  of  

t h e  sun (Helios -   pol lo) i t s e l f ,  where the w a r  of h i s  wings meits 

and he falls t o  t h e  sea. * I  
As they sped away from t h e  i s l and  i n  a north LA s t e r l y  d i rec t ion ,  
f lapping t h e i r  w i n g s ,  t h e  fishermen, shepherds, and ploughmen who 

P,elican, 1966, Vol. 1,  

T h u ~  t he  g& of f l i g h t  ia bpollo, whom ifaltaf/Otto cha rac te r i zes  as: 

\ 

Die Qroesse dieseh Homerischen Apollo d ist durch Geisteshoheit  
geadelt .  Und so haben d i e  Kuenstler der  nachhomerischen Jahrhun- 

- 
- d e r t s  gerettefferi$ - in  seinsm- BfMe'-ctas 1~&&emt~~ -Sf ~~Wteste-- - 

und zugleich L ich tes te  vor Augen zu fuehren. Unvergesslich fuer  
f e b n -  d m -  ihn  si&~& gesebsn bt;--W b r  Ap&lle~t 4e& Zwstsmpeb - - 

iq Olympia. Der Khenstler h a t  den Augenblick von ueberuaelt igender 
r o s s a r t i g k e i t  festgehal ten:  mi t t en  i m  wuestesten Tumult e rschein t  

p l o e t z l i c h  der  Gdt t ,  und s e i n  ausgestreckter  A r m  b e f i e h l t  Ruhe. r" 
Hoheit l euch te t  aus seinem GesXcht, dessen weite Augen mlt der a 

,Ueberlegenheit des  blossen Anschauens gebieten; um d i e  k rae f t igen  
und varnehrnen Lippen aber sp ie l*  e i n  f e ine r ,  f a s t  schwermuetiger 
Zug h o e h e n  Wissens,= Erscheinung - des Goettl ichen i n  der  Wild- --- - - 



n i s  und Wirrnis d i e s e r  Be l t  kann n i c h t  hinreiss 'ender r o r g e s t e l l t  -- 
werden. Auch seine atlderen B i lde r  kennzeichnen i h n  durch d i e  

- - -- - _ - - - -  - - - -  - I - - --  - - 

~ r o e s s e  - d e r  Haltung und Beweaunq, durch ld ie  -- Macht des  Blfckes,  
durch das Erhe l lende  und Befreiende s e i n e s  Auft re tens .  I n  den 
Zuegen s e i n e s  Ges ich ts  verbinden s i c h  maennliche -- Kraft und Kla rhe i t  

A i n  ? ~ l a n z  d e s  Sublimen. Er ist d$e Jugend i n  i h r e r  f r i s c h e s t e n  
- -A  

Bluete  und Reinhei t .  D i e  Dichtung p r e i s t  s e i n  wallendes Ham, d a s  
schon d i e  a e l t e s t e  Lyrik  olden nennt. Die bi ldende Kurrst s t e l l t  
ihn f a p t  i m m e r  unbae r t i g  d a r  und n i c h t  s i t z e n d ,  sondern s tehend ' 

oder  schre i tend .  . . 
1 

* * * 

Mac-h Plutarchb ulrd arsderen -bedeutet  Phoibos "re in"  und t t k e i l i g ,  - 

I 

und ohne jeden Zweifel t r e f f e n  s i e  damit das Richtige.  So haben 
Aischylos und andere  Dich te r  nach ihm'den Namen vers tanden,  denn 
sie verrandten dasse lbe  Wort z u r  Charak te r i s ie rung  d e r  ~ o n n e n s t r a h -  - -- - 
len oder d e s  WasSers.,Schon dem Homer w a r  d i e s e r  Name s o  ge l aeu f ig ,  --- 

- . dass er  cten Gott n i c h t  n u r  Phoibos Apollon, sondern auch b l o s s  - 
Phoibos nennen7 konnte. 
(from Die Goe t t e r  Griechenlands, Walter Ot to ,  Verlag G. Scha l t e  - 
Bulmke, Frankfurt/Main, 1970, ( i t a l f c s  mine - K.S.), pp. 62 - 63.) 

-. 
I c a r u s t f l i g h t  ( u n l i k e  h i s  f a t h e r ' s  which is a h o r i z o n t a l  f l i g h t  of 

escape) is  a v e r t i c a l  a scen t ,  beginniqg from an i s l a n d  i n  t h e  middle 

of t h e  bea, u i a a r d s  t o  the "puren and ttholytf (Phoibos) and re-  

t u rn ing  back t o  t h e  lfpuren-ana wholyw (Phoibos) water. T h i s  image of  
9 - 

I c a r u s  becomes even more nformative i f  3% examine t h e  meaningof  t h e  - J 
wax which 1 s . t h e  substance o f  both  h i s  r i s e  and fall. Again we t u r n  - 9  

t o  Robert Graves f o r  t h e  information.  Daedalus had an appren t ice ,  

Talos, whom he k i l l e d  i n  jealousy by c a s t i n g  him down from t h e  bcro- - 
p o l i s ,  because Talos, at  12 y e a r s  old ,  - had a l r eady  surpassed -- him i n  

& . , 

craf tsmanshix, A: 

How, -Tales arasn7Ra the- aame of ~ P i i n ~ s L h a l ~ h e a d e d r o n z e  sarv&, -- - 

given h i s  by Zeus t o  guard Crete. Some say  t h a t  h e  ras$a su rv ivo r  
o f  _the-brazm rat-e- who s p r a a g r !  -&sh--;lin Xorc l i c~y  t h ,  L - 

both ~ g g & a s i l  and t h e  t r e e  from which man was fashioned a r e  ash - 
- t r e e s  -- t r a n s .  no te )  o t h e r s ,  t h a t  he was forged by Hephaestus i n  

Sa rd in i a ,  and t h a t  he had a s i n g l e  ve in  which r a n  from h i s  neck 
down t o  h i s  ank les ,  where i t  was s toppered by a bronze pip. It was 
his task t o  run  t h r i c e . d a i l y  around t h e  i s l a n d  of  Crete and throw 
rocks  a t  any f o r e i g n  sh ip ;  and 9180 t o  go t h r i c e  y e a r l y , ' a t  a more 
l e i s u r e l y  pace, through t h e  v i l l a g e s  of Cre te ,  d i sp l ay ing  Minos' 

-. 



laws i n s c r i b e d  on bsazen t a b l e t s .  When the  SardinPans t r i e d  t o  
invad-e thw i s l a n d ,  Ta los  mads hirns - 

destroyed them a l l  w i t h  h i s  bur- ce,  g r inn ing  f i e r c e l y ;  + 

hence t h e  express ion I1a Sardonic  g n the end, Medea k i l l e d  + 
Ta los  by p u l l i n g  ou t  t he  p i n  and l e t t i n g  h i s  l i f e -b lood  escape;  
though.pome say t h a t  Poeas t h e  Argonaut wounded him i n  t h e  ankle 
with a poisoned arrow. 
(from The Greek Myths, ~ d b e r t  Graves, Pe l ican ,  1966, Vol. 1 ,  , - I 

PP* 314 - 315.) 

Graves' two foo tno te s  on t h i s  passage e l u c i d a t e  its s i g n i f i c a n c e :  

Talos '  s i n g l e  vein belongs t o  t h e  mystery of e a r l y  bronze c a s t i n g  
by t h e  cire-perdue method. Mrst ,  t h e  smfth made a beeswax image 

'which he coated wi th  a l a y e r  of c l ay ,  and l a i d  i n  an  oven. - A s  soon 
as t h e  c l ay  had been wel l  baked he p ie rced  t h e  s p o t  between h e e l  
and ankle ,  so  t h a t  t h e  h o t  wax r a n  ou t  a n d - l e f t  a mould, i n t o  
which molten bronze could be poured. When he had f i l l e d  t h i s ,  and 
t h e  meta1,inside had cooled, he broke t h e  clay, l e a v i n g  a bronze 
image of  t h e  same shape as t h e  o r i g i n a l  wax one, The Cretans  
brought t h e  cire-perdue method t o  Sard in ia ,  t oge the r  with the 
Daedalus c u l t .  Since Daedalus l ea rned  h i s  c r a f t  from Athene, who - 
was known as Medea i n  Corinth,  thE s t o r y  of Talosl  dea th  may have 
been a misreading of an  i con  which showed Athene demonstrat ing t h e  
cire-perdue method. The t r a d i t i o n  t h a t  melted wax caused I c a r u s l  
death seems t o  belong, r a t h e r ,  t o  t h e  myth of  h& cous in  Taloe; - -  
because Talos the bronze man 2 c l o s e l y  connected with  h i s  nane- 
s ake , the  worker 2 bronze and t h e  reputed inven to r  of compasses. -- 

Compasses a r e  p a r t  of t h e  bronze-worker's mystery, e s s e n t i a l  f 
f o r  t h e  accu ra t e  drawing of concent r ic  c i r c l e s  when bowls, helmets,  +, 

o r  masks have t o  be b-eaten out ,  Hence Talos  was known as Circ inus ,  
" the  - c i r c u l a r , "  g t i t l e  which r e f e r e d  both to 5 course  of 
sun and t o  t h e  use  o f  t h e  compass. ... Talos  is  t h e  son of an ash - - 
- - - C - - -  

t r e e  nymphbbecause ash-charcoal  y i e l d s  a very h igh  h e a t  f o r  
/ 

smelting. Ehds myth sh,eds l i g h t  a l s o  on Prametheus' c r e a t i o n  of 
man from c l ay ;  i n  Hebrew legend Prometheuef p a r t  was played by t h e  
Archangel Michael, who worked under t h e  eye o f  Jehova. 

Poeas* shoot ing o f  Talos  r e c a l l s  P a r i s 1  shoot ing  of AchiJles,  ' 

also i n  t h e  hee l ,  and t h e  dea ths  of t h e  ~enkaurs Pholus and 
Cheiron. These myths a r e  c lo se ly  r e l a t e d ,  Pholus and.Cheiron d ied  
from ~ e r a c l e s *  poisoned arrows. Poeas was t h e  f a t h e r  of P h i l o c t e t e s  
and, when- BePacles, had Been poisoned b~ another  -Centaur, ordered-- - - - 

. him t o  k i n d l e  t h e  pyre;  as a r e s u l t ,  P h i l o c t e t e s  obta ined t h e  saxe 
arrows, o n e  ofLwhich -poi60ned him. P a r d s  Ahen b ~ r r o w ~ d -  Thessa l i an  
Apo-110's deadly arrows t o  k i l l  Achi l les ,  Cheiron 's  fos te r - son ;  and 
fkna l ly ,  when P h i l o c t e t e s  avenged Achi l les  by shoot ing  P a r i s ,  he . 
used, another  from Herac les l  quiver. 
(from Tbe Greek Myths, Robert Graves, Pel ican,  1366, Vol: 1, 

1 

pp. 317 - 318', i t a l i c s  i n e  - K.S.) 2 ,'- 

? " 
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( c e n t r e  of t h e  

body, which is 

e a r t h )  long a f t e r  h i s  death. It is h i s  l y r e ,  not h i s  , 

- - -- - - -- 

placed i n t o  heavenpamong Yet i t  is n o t  only 

Apollo, t h e  a r c h e r  and musician, who- "claims - the  image o f  Icarus .  

I c a r u s  i s  " f e l l e d  by v ic tory"  l i k e  a t r ee .  With t h i s  phrase  ~ i l k e  

c h a r a c t e r i z e s  t h e  c r e a t i v e  imagination,  d and l i f e  i t s e l f ,  with t h e  

t r a g i c  mode. A r i s t o t l e  d e f i n e s  tragedy (which h a s  i t s  o r i g i n  i n  t he  

Dionysian Dythiramb), as an i n i t a t i o n  of an a,ctLon, and says  of t h e  

c h a r a c t e r s  of a t ragedy t h a t  the cha rac t e r  e x i s t s  f o r  t h e  sake of the 

ac t ion .  As such, t h e  image of  I c a r u s  does indeed become t h e  "beloved 
+ -- 

ins t rument  of t h e  p l a y > o f  winds ( s p i r i t ) "  h e r e  -- he is one who 

s tepped  " in to  t h a t  b r e a t h  which does not  mean you / l e t  i t  d iv ide  it- 
- .= 

+ * 

s e l f  on your cheeks / behind you i t  t rembles  un i t ed  again," (sonnet  

I - 4), and he cont inues ,  aga in  and aga in  (ttfrom time t o  t imet t )  t o  - 
. < 

s t e p  i n t o  imaginat ion 's  memory aq t h e  Ur-motif o f  t h e  f l i g h t  of t h e  

?hear t  ' s o r ig in .  F i n a l l y  : 

Hero of Alexandria i n  h i s  cur ious  t r e a t i s e  on "Machines moved by 
airt1 twice  mentions Wheels as i n  r i t u a l  use. "In Egyptian sanctu- 
a r i e s  t h e r e  are Wheels o f  bronze a g a i n s t  t h e  door-posts,  and they 
are moyeable'so t h a t  t hose  who e n t e r  may s e t  them i n  motion, be- 
cause of  t h e  b e l i e f  t h a t  bronze p u r i f i e s ;  and t h e r e  w e  v e s s e l s  
f o r  pu r i fy ing  s o  t h a t  those  who e n t e r  may p u r i f y  themselves. The 
problem is how t o  a r range  s o  t h a t  when t h e  Wheel is *turned t h e  
water may flow mechanically s o  t h a t  as a f o r e s a i d  i t  may be 
sp r ink led  f o r  purifying." The problem whicl  Hero faced mechanic- 
a l l y  t h e  Orphics  solved i n  metaphor -- how t o  connect t h e  Wheel 
with p u r i f i c a t i o n .  It was not  d i f f i c u l t .  Bronze, as Hero no tes ,  
was.supposed ta be a p u r i f i e r ;  i n  another  s e c t i o n  he  s a y s  t h e  
Wheel was a c t u a l l y  c a l l e d  Hagrristerion, t h e  t h i n g  f o r  p u r i f i c a -  
t i on .  Each metal  when i t  f i r s t  - - - comes - i n t o  use  - - is regarded - -- 

- -  as - -  hav- - - - 

i n g  magical p rope r t i e s .  
(from Prolegomena, J,Ec Harr ison,  Meridian . ~ o o k s  Inc. , 1960, 

- - - - - - - - - - - - - - - - - - - - pp. 5 9 ~ -  591.) 

-- The ' reader may ' be l i eve  a t  t h i s  po in t  t h a t  t h e  t r a n s l a t o r  has  
i 

committed t h e  same s c h o l a s t i c  e r r o r  t h a t  he has c r i t i c i z e d  i n  t he  

comdentary of his predecessors  on sonnet  I - 16. This  is not  t h e  case ,  
\ 



however, f o r  th ree  reasons: a) the l i t e r a l  l e v e l  of t h e  poem ( f l i g h t ,  

,- 
pm'bably mechanical) Bas been d e & t  with extermivezy-k&-the-notw-% - - - 

t h i s  poem as well as i n  those f o r  t h e  preceding one; b)  ilk$, spent 

considerable time as sec re ta ry  t o  the  sculp tor  Rodin, an& as such 

,' would be well  acquainted w i t h  the  % y s t e r i e s  of bronze;" and ,c )  t he  

contextual  evidence of the  sequence b6am out  t h e  r a t h e r  extensive 

d ig ress ion  on bronze here. I n  sonnet I - 7'0rpheus appears l i k e  t h e  

%re out  of the  s t o n e ' s  s i lence , t t  and I n  sonnet I - 25 t h e  dancer - 

(Vera) is c a s t  i n  t h a t  lloreil (bronze). 

7) The teneion crea ted  by t h e  paradox Itneared t h e  f a r  distanoesllb 

dup3icates t h e  same movement i n  the German phrase - ded'Fernen Genahte 

and introduces the  s imultanei ty  of the  last ' l i n e .  

8 )   he' English language does not have the f a c i l i t y  f o r  the  con- 

s t r u c t i o n  of a word like e r f l i e g t .  It means approximately " to  be . in  

the  process ( t h e  act o f )  f l y i n g  toward ... ." Thus the  e n t i r e  l a s t  - 
l i n e  c r e a t e s  a s imultanei ty  wherein t h e  persona - is what d i s  aim.is, / 
merely by being i n  flight toward that a i m .  It is  ne i the r  here nor 

elsewhere i n  the  sonnets a quest ion of the  ~ o a l  as separa te  from - 
beinn & t he  w a y  toward t h a t  goal. A s  the angel of t h e  Lord says t o  

Fau6t: "Wer &wig streb'end s i ch  bemueht, den koennen rir erloesen.lt 

This  s imultanei ty  of Rilke s l a s f  l i n e  has been reproduced it the 

l i n e  %e, where h i s  lone f l i g h t  a ~ p i r e s , ~ '  within which t h e r e  e x i s t s  

a l aye r ing  of -ambiguity -- i, e. !%here t o  his flight a s p i r e s  , l t - a r  -- - - -- 
- - -  " tha t  -- which h i s  - f l i g h t  aspires ,  lt  o r  l ~ w h i l ~ f l i g h t  - -- aspireaS1'- o r  

Itto ---- be i n  the place where h i s  f l i g h t  a s p i r e d 1  e t c , ,  c rea t ing  by t h i s  - 
- .  

I 

l aye r ing  a simultane$ty of place and action. 



to c l a r i f y  the  unity  of  the  first half of the  sonnet or sentence,  
- - -- - - - - 7 - - - -- - - 

whose motion is  a radiant and weight less  ascent.  I t  was f e l t  that  

this uni f i ca t ion  was neoessary because of the  twisted convolutions 

o f  syntax,  which Rilke a l s o  shapes i n  the o f f g i n a l  by a rhyme scheme, ' 

the  need t o  keep the e n t i r e  poem within and 

the  

which are the  r e s u l t  of - 
o f  one sentence. bounds 





S h a l l  

never 

1. 2.' 
we c a s t  a s i d e  our  anc i en t  f r i endsh ip ,  t he  g r e a t  

3. 
s o l i c i t o u s  gods, because they a r e  not known 

4. 
t h e  hard drawn s t e e l  we harsh ly  r a i s e d ,  

5. c 1 

s h a l l  we seek  them, suddenly, on a<map? 
0 

6. 
These mighty, f r iends ,  who r e c e i v e  t h e  dead' - 

1 
from us ,  nowhere dg they stir at o u r  wheels, - 

6. 
Banquet and bath ,  f i t  t o  r ece ive  t h e  s t r a n g e r ,  we have 

9. 
moved a fa r , . and  t h e i r  messengers, long  s i n c e  grown too  slow 

> 
ro. 

we o u t s t r i p  ever. More a lone,  now t h a t  we a r e  dependent - 
II. 12. 13. 

wholly upon one-another, without knoiledge of  each-other, 
14. 

we t r a c e  t he  p a t h s  no longer  as b e a u t i f u l  meanders, 
7 

6. 
but  as s t r a igh tened ' r anks .  Only i n  b o i l e r s  

P 

do t h e  former firee y e t  burn and l i f t  t h e  hammers, 
W, - -  -- -- -- - pp - - 

ever  l a r g e r .  While weplose s t r e n g t h ,  l i k e  swimmers. - 



1) v e r s t o s s s n - - -  this t s  a composi*e we&- m a d e  up eF the verb- - - 
- 

e tos sen  ( t o  ttbumpw o r  ttnudgeu o r  %Ittt), and t h e  p r e f i x  s, i n d i -  
B 

cat , ing a displacement of o r  change i n  t he  o b j e c t  ac t ed  upon. The Eng- 

l i s h  phrase r h i c h  comes c l o s e s t  t o  t h e  meaning of ' t h i s  word is " t o  

c a s t  . a s ide .  I t  

2 )  - u r a l t e  has  he re  been t r a n s l a t e d  ae "ancientt8 i n  o rde r  t o  suggest  

a p re -h i s to r i c  o r  Ur r e l a t i o n ,  and t o  b r i n g  t h i s  word and  i t s -meaxing  - - 
i n t o  alignment with R i l k e l s  use of Ura l ten  i n  sonnet  I - 19, where t h e  

same a r e a  of meaning is suggested. 
-fi 

3) !the German word used here  i s  verbenden -- Itto b id ,  t o  a d v e r t i s e ,  

ko s o l i c i t . t 8  It immediately r e c a l l s  R i l k e t s  e a r l i e r  use of t h i s  word 

i n  sonnet  I - 3, where wtrue%ongtt  is  cha rac t e r i zed  no t  by a s o l i c i -  

t a t i o n  of  the  god o r  muses, but  as a condi t ion  of being wi th in  t h e  

body of  t h e  god o r  t t tuning oneself  t o  play - the  musictt (Ein Hauch um, 

. nich ts .    id Wehn i n  Gott. Ein  wind; ). With t h i s  exac t  p re sen ta t ion  of - - - - - .i.-' 
t h e  god as Spir i tu .8  sanc tus ,  we have, a t  t h i s  e a r l y  s t a g e  i n  t he  

eequence, an image o f  an a e o l i a n  h a r p  -- of  ' ' true song8* as a p a r t i c l -  

p a t i o n  i n  a l a r g e r  order. Here, in sonnet  I - 24, t h e  image is seen . ., 

from t h e  o the r  side. The gods are beings t o  which r e  have a f r i endsh ip  

-- L e e  they are both s e p a r a t e  from us ,  y e t  we somehow p a r t i c i m a t e  i n  

their a c t i v i t y .  They are never s o l i c i t o u s  by v i r t u e  o f  t h e  f a c t  t h a t  

p e  do p a r t i c i p a t e  i n  theAr na ture  simply bx be ing  p r e s e n t  irr t h e  - - - 

1 _ 
world. W e  are, however, f r e e  t-o resect t h i s  friendship o r  our p a r t i c l -  

- - - -  -- 

p a t l o n  i n  t h e i r  a c t i v i t y  and r e l y  t o t a l l y  upon ou r se lves  o r  t h e  human, 

but  inasmuch s we do so ,  our  s t r e n g t h  diminishes,  d 
4) d e r  h a r t e  / S t a h l ,  den wir s t r e n ~  erzogen: t h i s  phrase  con ta ins  -- --- 

- 
a pun on erzogen which must be reworkea i n  t h e  Engl ish  t r a n s l a t i o n .  - 



CI 

L 
a 187 

I 

The r o o t  of  t h e  word erzogen i s  ziehen,  " to  draw and as such I 

i t  c r e a t e s  a) pun on t h e  process  o f  w o r ~ n g ~ . ~ t e e l ~ b i l l e t s ~ n t o ~ ~ ~ b j e _ c t s  - 

and t o o l s  ("to draw s t e e l t f ) ,  ~ i t a r a l l y ,  erzogen'means " to  r a i s e ,  t o  

teach,  t o  i n $ t r u c t O t t  Also, " s tee l l t  is here  s een  as t ha t 'wh ich  s e v e r s  
' , 

our  f r i e n d s h i p  with t h e  gods, t h u s  t he re  is a sugges t ion  of  a swo~d.  

I n  o rde r  t o  maintain t h e s e  l e v e l s  of meaning t h e  phrase  has  been 

t r a n s l a t y l  as " the  hard drawn s t e e l  we. harsh ly  r a i s e d o l t  

5 )  German syntax  a l lows  Ri lke  t o  p l ace  t h e  verb ve r s to s sen  at the 

end of l i n e  &,,&a c l o s e  proximity t o  t h e  second verb  of t h e  compound 

sen tence  making up s t a n z a  1 ,  suchen, Since Engl ish  syn tax  demands t h a t  

a verb  follow t h e  phrase  " s h a l l  wen immediately i n  l i n e  1,  i t  i s  

necessary t o  r e p e a t  t h a t  phrase  i n  l i n e  4 immediately preceding t h e  

verb  " to  seek." i e 

s 

6 )  The German Bhrase  ---- d i e  uns d i e  Toten / nehmen is  ambivalent. 

While a f i r s t  read ing  of t h e  l i n e  produces a meaning o f  " tha t  t ake  t h e  

dead from us,'' t h e  ph ra se  may also be read  t o  mean " t h a t  t h e  dead t ake  
C 

from us.It English syn tax  does not  a l low t h e  c r e a t i o n  o f  t h i s  ambival- 

ence he re  without producing a very awkward cons t ruc t ion .  For t h i s  

reason,  t h e  word l t receivet l  ha s  been s u b s t i t u t e d  f o r  "take," and, t h e  

e n t i r e  i s s u e  haa been moved two l i n e d  f a r t h e r  on i n t o  a phrase  which 

has  been added t o  t h e  t r a n s l a t i o n ,  and i n  which t h e  word "receivew 

w e a r s .  again. (See no te  8 below.) - 
7) - an ruehren - h a s  - - come . -- ,to mean - t t to '  - touch - -  l i g h t l y f t  - - i n  common - - usage, - 

but  o r i g i n a l l y  i t  meant l1ta s e t  i n t o  c i r c u l a r  motion, t o  stir." The 
- -- - - - - -- -- - - - - - 

English word Itto stirtf has  undergone a similar broadening of  i ts mean- 

i ng ,  and-hag been used here '  fo r  t h i s  reason,  The ambivalence of t h e  

German word (which, as it  is used here  denotes  proximity t o  a fa r  /' 
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1 g r e a t e r  e x t e n t  than  a c t i v i t y )  has  been dup l i ca t ed  by t h e  r a t h e r  un- 

usua l  English phrase " to  stir a t , "  which sugges t s  not  only t h a t  t h e  

gods do not  touch our  wheels, bu t  a l s o  t h a t  they do not  "stir a t  t h e  

bidding of our  wheels." 

8) The word Gast, which d i sappea r s  i n  t h e  t r a n s l a t i o n  of Gastmaeh- 

l e r  as Banquets, has  been in t roduced i n  i ts  etymological  s ense  by t h e  - 
a d d i t i o n  of t h e  phrase  " f i t  t o  r e c e i v e  t h e  s t r ange r , "  Gast belongs t o  

a group of words o r i g i n a l l y  meaning not only l t s t ranger"  but  a l s o  

"enemy" o r  Itenemy war r io rn  (ghos t i - s ,  l a t .  h o s t i s ) ,  Not u n t i l  t h e  l a t e  

middle ages  does t h e  word begin t o  a c q u i r e  ( i n  c e r t a i n  circumstances)  

i ts  p r e s e n t  sense.  Thus, R i l k e f s  use  of  t h e  word Gastmaehler i n d i c a t e s  

a Itbanquet o r  f e a s t  f o r  a s t r ange r . "  I n  Homer, a s t r a n g e r  t o  t h e  c o u r t  

i s  always o f f e r e d  sus tenance ,  p a r t a k e s  i n  an  o f f e r i n g  t o  t h e  gods,  and 

r e c e i v e s  a ba th  which i s  both a pe r sona l  and a r i t u a l  c l e a n s i n g  of 

p o l l u t i o n  before  t h e  na tu re  of h i s  bus iness  is  en te red  i n t o .  The 

r a t i o n a l i z a t i o n  f o r  t h e  n e c e s s i t y  of t h i s  r i t u a l  of h o s p i t a l i t y ,  as 

g iven  by t h e  Homeric t e x t ,  i s  t h a t  t h e  s t r a n g e r  may & 2 &. Jane 
Harr i son  d i s t i n g u i s h e s  between t w o  t ypes  of o f f e r i n g s  i n  t h e  Greek 

world -- one t o  appease t h e  dead, t h e  o t h e r  t o  appease t h e  gods. Thus 

whi le  t h e  e x p l i c i t  r e f e r e n t  f o r  I1strangerIt i n  t h i s  l i n e  is  " the  god(s)", 

t h e  reappearance of t h e  word l l rece ive"  i n  t h i s  phrase  i s  in tended t o  

draw i n  l t the deadtt o f  l i n e  5 as a p o s s i b l e  r e f e r e n t ,  t h u s  r e c r e a t i n g  

t h e  ambivalence between Itthe dead1! and " the  godsn c r e a t e d  i n  t h e  o r i -  

g i n a l  German i n  l i n e  5. (See a l s o  no te  6 above,) 

Boten may he re  be t r a n s l a t e d  as e i t h e r  "heraldsI1 o r  umessengers." 9 )  - 
Since  f t h e r a l d s v  has  been used i n  a p e j o r a t i v e  context  i n  sonnet  I - 18, 

and tlmessengerlt has  been used i n  connect ion wi th  Orpheus i n  sonnet  



I - 7 (where Rilke 
p-- 

chosen herepto 

10). Einsamer -- t h i s  word is usual ly t r ans la t ed  as %ore ionely,"  

but s ince  i t  begins a whole s e r i e s  of woPds b u i l t  around ttone,18 (e& 

-- Einsamer, aufeinander,  einander) , it has  been t r a n s l a t e d  as "more 

alonet8 t o  emphasize the  condi t ion o r  number, r a t h e r  than t h e  f e e l i n g  

o r  emotion. ~t t h i s  point  i n  t h e  sequence, a curious r eve r sa l  is be- 

ginning t o  take place. While i n  sonnet I - 16 Esau is "se t  apa r tH  by 
* 

t he  community, here,  i n  sonnet I - 24, t h a t  community i t s e l f  made up 

of a group of disconnected un i t s ,  , i s  s e t  a p a r t  from o r  c u t  off  from 

the  world -- ("whally dependent on each-otherft). 

11 ) ' sanz  has been t r a n s l a t e d  as 8twholly88 ( r a t h e r  than 8tcompletqlyt1) ' 
* 

because Rilke is c rea t ing  an image of a human community which . i s  

attempting to overlay the m u l t i p l i c i t y  of the  world with a s i n g l e  

mul t ip l i ca t ion  of i t s e l f  and i ts extensiorfs. -- D a s  Ganze ... is a common 

German phrase meaning n the  whole ... . 18 
12) ttone-anotherH has  been hyphenated t o  emphasize the  d i s jo in ted  

na ture  of t h e  anthi.opomorphic' t r a p  Rilke presents  here. The separat ion 
iC - 

of t h e  word- intended t o  c r e a t e ~ a  play of meaning wherein t h e  reader  

sees "a. 0 ~ 8 , "  and " a n o k & e r - ~ n e , ~ ~  all of which remain separa te  and 

& t i c ,  since t he re  is no opposit ion t o  c rea te  movement. Csee a l s o  

"one-anothert8 e a r l i e r .  However, i n  t h i s  second ins tance  a doubling,of 
3 

t h e  o r i g i n a l  meaning %s intended, wherein t h e  reader  sees t h a c e a c h  
0 

t tothertt  is  i n  f a c t , t h e  "samen 2- ttone-another.n These t w g  hyphenated 

words bracket t h e  word Mknoaledge,ft which is stopped by t h e  constant 



which one e n t e r s  -- ( I ts tep from t i q e  t p . t i m e  / i n t o  t h a t  b rea th  h i c h  
0 

cbes  not  mean youH -- sonnet  I - 4). 

14) " t r aceH has  h e r e  been used t o  t r a n s l a t e  t h e  word fuehren f o r  

s e v e r a l  reasons.: a l though fuehren is now commonly t r a n s l a t e d  as " to  

l e a d y t t  i t  o r i g i n a l l y  meant " to  b r ing  i n t o  motion.tt Th i s  dmage of 

motion is an  inseparablep partL ofp Engl ish7 express ions  l i k e  -" the  comet 

t r a c e s  a pa th  i n  t h e  sky.tt Furthermore, since Rilke  is opposing two 

k inds  of  I1paths" o r  ltways,n t h e  first of which (%wanders1*) is con- ' 

gruent  t o  t h e . s t r u c t u r e  of t h e  world as i t  is revea led  i n  t h e  sonnet  

sequence, while t h e  second one is not ( I fs t ra ightened ranks t t ) ,  t h e  
- 

dup l i ca t ing  aspec t  of t h e  word tttf.acetl is  q u i t e  app rop r i a t e  here. 

-Mnal ly ,  s p e c i a l  uses of t h e  r o o t  fuehren l i k e  vorfnehren o r  auffueh- 
U 

s e n  denote not  a t l leadershipn s o  much a s - &  " p a r t i c i p a t i o n n  o r  Itpres- - 

15) - Grade -- Rilke  uses  t h i s  word as a noun here. It is a p l u r a l  

form of Grad and means l ldegreesy u n i t s H  o r  ftranks.ff However, he  is  
\ 

a l s o  c r e a t i n g  a pun on Gerade ( " s t r a i g h t H )  which is pronounced with a 

s i l e n t  Jtetl a f t e r  t h e  "GIf i n  most modern i n s t a n c e s  o f  usage. The word 

'has been t r a n s l a t e d  as "s t ra igh tened  rankst1 i n  o rde r  t o  r e c r e a t e  t h e  

- - -  +&&,dB we+ve~extend aufieefves OP *&ehumtrr-b~-krtcreasf ~ g t h e  power-wf - 7 - 

- 
our m a t e r i a l  c r e a t i o n s  (machines) is t h e  degree t o  which we l o s e  

* 
s t r e n g t h  as p a r t i c i p a n t s  i n  a world which remains l a r g e r  t han  t h e  

huhan, In order  t o  r e t a i n  t h i s  condi t ion  of s imu l t ane i ty ,  t h e  sonnet  + 

- ends wi th  an inscomplete sentence beginning with  t h e  word ttWhile.tt 
', -a 



Dixh aber  w i l l  i ch  nun, dich, d i e  i c h  kannte 
1 I 

s 

wie e ine  ~ l u m e ,  von der  i ch  ' en  Namen n icht  weiss, 

noch - e i n  Ma1 erinnern und ihnen zeigen, ~ n t w a ~ d t e ,  
* 

schoene Gespielin des unueberwindlichen Schreis.  
- - - 

Taenzerin e rs t ,  d i e  p loe tz l i ch ,  den Koerper vol l '  Zoegern, 

f i e 1  i h r  

Hah war 

als goess man ihr ~ u n g s e i n  ia Erz; 

und lauschend -. Da,  von den hohen Vermoegern . * 

Musik i n  das veraenderte Herz.' 

d i e  Krankheit. ' ~ c h o n  von den Schatten bemaechtigt , 
draengte verdunkelt d a s  Bluf, doch, wie f luech t ig  verdaecht igt ,  

trieb e s  i n  seinen sa tuer l ichen  Fruehling hervor. 

Wieder ond wfeder, von Dunkel und Sturz  unterbrochen, 

g laenzte  es i rd i sch ,  Bfs e s  nach 6chreckl;lchem Pochen 



But you now, whom I have known l i k e  a flower , . 
I .  

of which I know not  t h e  name, I w i l l  remind - once &re ,  
2. 3. 

and'show them, you whom t h e  winds have unrave l led ,  
4. 

b e a u t i f u l  playmate of t h e  untrammelled cry. 
- - - - - -  - 

A dancer first, who, t he  body f u l l  o f  l i n g e r i n g ,  suddenly 
S. 6. 

s t i l l e d ,  as if one c a s t  h e r  youthfulness  i n  bronze, 
7. 

gr ieved  and hearkened -. There, from t h e  numinous he igh t  
* ' 

music f e l l  i n t o  t h e  transformed heart. 

i l l n e s s  drew c lose .  Already wrapped i n  shadows 
Q. 

The 

welled t h e  dnkened  blood, y e t ,  as i f  only f l e e t i n g l y  c lo thed  

i n  susp ic ion ,  

i t  s h o t  f o r t h  i n  its n a t u r a l  springtinie. 

' i t  shone f o r t h ,  ea r th ly .  Un t i l ,  a f t e r  t e r r i b l e  bea t ing ,  
.CI 

i t  s tepped i n t o  t h e  p i t i l e s s  open gate. 



1 )  Wich  - ... -- w i l l  i c h  ... e r inne rn" ' c l ea r ly  means trI w i l l  remind . 
- -- - 

you, n o G p a a  a l l  previoua t r i 5 l a m  have - render5i i l t f -TI-wi11 

remember ( r e c a l l )  you." Were t h e  l a t t e r  t h e  case ,  t h e  c o n s t r u c t i o n  i n  

German would be r e f l e x i v e  -- i .e.  An d ich  w i l l  i c h  mich er innern.  This  ----- 
is anything bu t  a sen t imen ta l  poem, where t h e  persona is " reca l l edH t o  

t h e  p o e t ' s  memory a f t e rmthe ' , f ac t .  Quite on t h e  cont ra ry ,  t h e  first 
r 

s t anza  a s s e r t s  unequivocably t h a t  t h e  dead may beLreminded of t h e  

even t sLof  t h e i r -  own death ,  and- t h u s .  imp l i e s  a - belief  i n  t h e  personai s 

presence i n  a world a f t e r  h e r  death. The beauty of  t h i s  passage is . 

t h a t  nowhere does Ri lke  make a personal  s ta tement  as t o  h i s  b e l i e f  i n  

a realm of t h e  dead which is accessab le  and p re sen t  -- t h e  language 

i t s e l f ,  through i t s  own p o s s i b i l i t y  of syn tax  ( l i f e )  makes t h e  s t a t e -  . 

ment f o r  him. This  move8 t h e  i s s u e  i n t o  a .realm of  - f a c t  which is - out- 

s i d e  o f  a n d a l a r g e r  than t h e  poet  e own personal  concern i n  t h e  matter. 

It is of  t hese  f a c t s  of t h e  language ( o r  dance) and t h e i r  s ta tements  
- - 

about t h e  na ture  and s t r u c t u r e  of  t h e  vdr ld  (cosmology), i n  which 

both Ri lke  as a poe t ,  and Vera as a dancer (and pemona o f  t h e  poem) 

p a r t i c i p a t e ,  t h a t  Ri lke  wishes t o  remind t h e  persona, and show f o r t h  

t o  t h e  world ( ihnenj .  Thus t h i s  eonnet c o n s t i t u t e s ,  w i th in  t h e  c o b  

t e x t  of t h e  sonnet  sequence, a formal proof of t h e  p o e t ' s  a s s e r t i o n  

t h a t  Orphic song gives a c c e s s  to .  a realm of the 'dead and hence t o  
-w' 

immortality. This  immorta l i ty ,  however, always remains & or through 

- - - --- - 2f - -a-mentioned-above,  -Rf l ire is-me s h h o w i ~ ~ t s  -msm&-of t h e  -per- - - 

son Vera t o  t h e  people o r  r eade r sh ip  ( ihnen) ,  - but  i s  reminding t h e  ,. 
persona Vera of  t h e  events  o r  p rocess  of he r  own death ,  w i th in  which 

are t o  be found not  only t h e  elements of h e r  own immorta l i ty ,  but  a l s o  



.,a Motif f o r  t h e  immorta l i ty  of man and the world. We are reminded of 
i 

p- 2 : u & ~ l  you- y e t  i n v e n t - L t a - m o f i f h e X ~ r e  y oar s ~ n g l _ s _ l o & ~ ! ~ ~  - -- 

sere we are presented with  its motif o r  image. J u s t  as t h e  a t t endan t  

persons ( t h e  r eade r sh ip )  a r e r s e e n  as p a r t i c i p a t i n g  i n  t h e  dancer ' s  " 

dance of l i f e  i n  sonnet  I - 15, s o  he re  they a r e  i n v i t e d  t o  p a r t i c i p a e e  

i n  h e r  dance of death. Ri lke  i s  aga in  involved,  i n  t h i s  sonnet ,  with- 

t h e  Orphic process  of  Deuten o r  Deut l ich machen -- " to  show f o r t h  

t h e  assembled-people. -- 

3) That Ri lke  is n o t  speaking o f  t h e  person Vera, bu t  of-Vera  as a 

persona o r  i m a ~ e  becomes c l e a r  i n  t h i s  phrase. T h e  poet  does no t  name - 
- 

B 

he r ,  bu t  r e f e r s  t o  h e r  as Entwandte; l i t e r a l l y  "one who has turned 

away1' (Wenden), which i s  based etymologically on-  t h e  r o o t  winden, hence 

~lunwound.one.fl dgain  be r e c a l l  eonnet I - 15: Itin h e r  e x q u i s i t e  windings 

t u r n s  your proselyte."  I n  o rde r  t o  maintain t h i s  r e c u r r i n g  image of 

flwinding,ll'now p re sen t ing  i ts  oppos i te  face ,  t h e  word %nravelledfl h a s  

been used. For an explana t ion  as t o  why t h e  phra'se %horn t h e  winds - 

havets h a s  been used, s e e  no te  4 below. 

4) Unueberwindlichen i s  usua l ly  t r a n s l a t e d  as % n c ~ n q u e r a b l e , ~  but 

t h a t  misses  t h e  imag i s t i c  na tu re  of t h e  German word whidh l i t e r a l l y  

means:'tssomething which cannot be wound over (with rope e t c . ) ,  cannot f 

be t i e d  o r  tamed.ts I n  any case ,  t h e  p r e c i s e  German word f o r  %nconquer- 

I n  o rde r  t o  r e t a i n  t h a t  v i s u a l  a spec t  of winden 

t r a n s l a t i o n .  Also, both i n  R i l k e t s  use of unuebarwindlichen and h i s  use  

' of*  Entwandte, we met dea l  wi th  a on Bind ( " ~ h d ~ ~ )  whichv is sub- 

stantiat,& by h i s  phrase schoene Gespiel in ,  r e c a l l i n g  t h e  phrase  



"beloved ins t rument  o f  t h e  .. play of  windsu i n  sonnet  I - 23, and t h e  

phrase nstegi f romt ime- in to  t h e  b r e a ~ ~ w k i c ~ d o s s - x ~ t e a a - y ~ ~ ~  -of - 

, sonne t  I - 4. S ince  t h e  movement of  t h e  poem shows ' f o r th  t h e  t r ans -  
4 

formation of t h e  dancer from l i f e  t o  a n  image of l i f e  as t h e  persona 

passes  through t h e  g a t e  of death  ( t h e  " l y r e ' s  g a t e n  o r r w g a t e  of horn," 

the  g a t e  of  death  and v i s i o n  o r . s l e e p  and heam), i t  is e s s e n t i a l  t h a t  

those  e a r l i e r  poems (and t h e i r  s ta tements  about t h e  n a t u r e  of  t h e  way 

of t h e  imaginat ion)  be r e c a l l e d  at  tliis poin t ,  

5 )  . R i l k e l s  word i s  J u n ~ s e i n ,  l i t e r a l l y :  nbeing youngett Thus i t  is 

not h e r  I1youthtt which i e  c a s t  i n .  bronze, but t he  form of  h e r  bbdy as 

i t  shows f o r t h  a c e r t a i n  kind of ac t ion ,  For t h i s  reason,  "youthful- 

nesstt  ha s  been chosen as a t r a n s l a t i o n .  

6 )  The etymology of t h e  word - ,  Erz r e v e a l s  t h a t  i t  is o f  inde te rmina te  
t 

o r i g i n ,  but  probably from A s i a  Minor, and meant o r i g i n a l l y  % ~ p p e r , ~  

then'  % r o n ~ e , ~ ~  and f i n a l l y  L1ore,ll "Bronze" h a s  been used fa t h e  t r a n s -  

l a t i o n  t o  r e c a l l  t h e  cira-perdue method of bronze c a s t i n g  discussed i n  
- 

r e l a t i o n  t o  I c a r u s  i n  t he  no te s  t o  sonnet  I - 23. What w e  a r e  presented 

with is a n  image of how t h e  dancer is f i l l e d  wi th  Orphic. song which in -  

forms t h e  f i g u r e s  of  h e r  dance. Like Orpheus, whose music r e m a h s '  

Immortal, not  his body, what .is immortalized he re  i s n o t - t h e  body bu t  

t he  b o Q  as medium f o r  image, o r  t h e  f i g u r e  o f  $he dance. This  is  what 

Rilke seeks  t o  remind the  persona o f ,  and show f o r t h  t o  t h e  world -- 
n o t  t h a t  man is i m n t o ~ t a l  , but - the e x e t  extent-an+-Perm te-inrhk-B-b - - 

p&rt&eLpaes 3 . ~  trhgin&mr~al,--!Ehis does n o t  c o n t r a d i c t  t,hea&ion-thaL 

t h e  dead may be addressed by t h e  l i v i n g  -- but  only i n  a d i f f e r e n t  . - -  
form s i n c e  they now i n h a b i t  a d i f f e r e n t  realm. Nowhere is t h i s  more - 
c l e a r l y  dep ic ted  than i n  t h e  underworld epitsode of  the  w, where 



Odysseus speaks w i t h  t h e  'Ishades.lt So here, t h e  persona's b u o d ,  c lose  

shining, is an image of t h e i r  - deeds, We remember t h a t  what 1,ends a man 

or.woman heroic  s t a t u r e  a r e  t h e i r  deeds y h ~ c h  a r e ,  l i k e - A c h i l l e s  o r  

. Icarus  o r  Vera, "cas t  i n  bronze," 

7') The word Vermoegern (nopn) is b u i l t  on the  r o o t  Vermoegen mean- 

ing " a b i l i t y ,  power, capacity,  property,  fortune,.means, c a p i t a l ,  

assets ."  A ~ermoeger  is thus,  '*one who g ran t s  a b i l i t y ,  power, capacityfi  
-1 

etc.  Undoubtably Rilke is here  r e f e r r i n g  t o  the  gods, and more 

s p e c i f i c a l l y  the  Muses, The word used i n  the  t r a n s l a t i o n  is ' Inurnino~s ,~  

which Websters 2nd In te rna t iona l  def ines  as "pertaining t o  o r  char- 

a c t e r i s t i c  of a numen," which i n  t u r n  is defined as a) "The divine 

force  o r  potency ascr ibed t o  ob jec t s  o r  beings regarded w i t h  awe."; b) 

'"A god conceived as a person,"; c )  "A divine o r  pres id ing  s p i r i t ;  a 

l o c a l  ob tutelary '  deity." It is they t h a t  make i t  poss ib le  or grant  
- 

t h a t  the  dancer may be f i l l e d  with Orphic song and thus  p a r t i c i p a t e  i n  

the  immortal. A t .  t h i s  point  t h e  -reader  i s  a l s o  made t o  r e a l i z e  t h a t  

the  abandonment of the  "great,  never . so l i c i tous  (but  numinous) godsu 

e n t a i l s  simultaneously an abandonment of one's p a r t i c i p a t i o n  i n  the  

immortal. The merely human realm is defined by i ts mortali ty.  

8) Bemaechtigt, which is usual ly  t r ans la t ed  as " o ~ e r p o w e r e d , ~ ~  has  
I\ 

been t r ans la ted  as "wrapped i n n  f o r  two reasons: a) woverpoweredl~ r 
/ 

has des t royed. tha t  thing;  and b) R i l k e t s  rhyme of b e m a e c h t i ~ t  with 

oerdaecht igt  i s s i n t e n d e d  t o  make thought and a c t i o n  simultaneous. t 

- -t 
/ 



(See a l s o  note 9 below,) 

9 2  The word TiTo €he&" h i 6 e e n A a d d e a  toFtkisphFa88in orZeF 3 0 - ~ -  --- - 

- 

+. bring the  +8suspiciontt i n  t h i s  l i n e  i n t o  congruence with t h e  ttshadowstt - - - -  
of t h e  previous l i n e .  Verdacht, w i t h  its r o o t  i n  Denken, suggests  

f 

, ''darkened thought," Thus both the  body and t h e  s p i r i t  of the  dancer 

s tand under the shadow of death, I> .e 
u - 

10) One of the  meanings of t r i e b  (usual ly  past  tense  of t re iben ,  

"to d r iveH)  is  t tsproutu o r  "young shoot." The image which immediately- 
.. 

C 
suggests  i t s e l f  here is Of a f e l l e d  t r e e  which, with t h e  c;miming of + ,  

spring,  p u t s  f o r t h  shoots  of new tigrowthew In order  t o  hold t h e  , 

- 
- 

4 

acutehess of t h i s  associa t ion ,  the  word has been t r a n s l a t e d  as tlshot 

forth," The reference across  t h e  sonnet sequence is of course t o  fie 

phrase " fe l l ed  by v ic toryH in sonnet I - 23. 

11) The usual  t r a n s l a t i o n  of unterbrochen is . t l i~ te r rup ted . t*  However, 

t h e  German work is based on the  roo t  brechen which means l i t e r a l l y  

"to break." I n  order  t o  r e t a i n  t h e  o r i g i n a l  image and its recurrent  

appearance, the  phrase "broken by darkness and f a l l n  has  been placed 

between dashes i n  th& 'centre of the  sentence "Again and again . . . it 
shone f o r t h  earthly." 

12) Pochen h a s  bean t r a n s l a t e d  as "beatingn f o r  a v a r i e t y  of 
. . 

reasons, Pr imari ly ,  since we a r e  deal ing wi th  an image of blood, it 

notes  t o  sonnet I - 23 ' the  r e l a t i o n  of blood t o  molten bronze has been 

discussed at  length w i t h  references t o  such bronze heros as Achil les  

and Icarus. The term "beaten metalt* (as i n  "beaten goldu)  is a common 
-& 



enough meta l lurg ica l  term t o  include a notion of metalworking within 
0 

--the h a g e e o f  blood f rr s t a n z H o u ~ 3 ? k n a f ; l ~ ,  -the-mrd-%eatingtL call- - --- -- 

t o  mind t h e  manner of Orpheus' death a t  the  hands of the  maenads. Al l  

of  these  elements move ' together i n  the poem t o  ihform t h e  image of the  

danc'er , Vera. 

13) My t r a n s l a t i o n  of t r o s t l o s  as " p i t i l e b s f t  cannot-be subs tant i -  
b 

ated with e i t h e r  lexicographical ,  etymological pr contexotual evidence, 

but must r e l y  p u r e l y  an r r i t i c a f  opinion which- the  r e a d e r ' i s  co&let-- - 

ely f r e e  to '  agqee o r  disagree with. The problem is complicated by the  

f a c t  t h a t ,  t o  my knowledge, the re  is  no ~ e r m a n  word f o r  t ipity" -- t h e  

c l o s e s t  one comes t o  i t  is Mit leid,  but t h a t  means "sympathetic g r i e f  

( o r  suffering)." Trost  means l i t e r a l l y  wconsolation.n Now although my 

reading of t h i 8  poem is f a r  more harsh tkan most t r a n s l a t o r s  and 

c r i t i c s  seim t o  allow, i n  t h a t  I. i n d i c a t e  that Rilke wis4es t o  c u t  

away completely a l l  Itsentiment" and wpersonalitytt  from the  image, . 

leaving only its hard c o r e  o r  "what remains," I do not f e e l  t h a t  t h e  

Nopen gatet t  i n  the  f i n a l  line can be i n  any way "disconsolate," 

lfhopelesstl o r  tldesolaie.w The 'mere f a c t  of its openness sekms ' t o  

suggest not a f i n a l i t y ,  -but an entrance t o  another 'realm. I n  t h a t  

~ i l k e ,  throughout the  sonnet eequence, def ines  l i f e  i n  and by the  
- Lb 

t r a g i c  mode, and i n  t h a t  t h e  purpose of tragedy according t o  A r i s t o t l e ,  

is to , ach ieve  a c a t h g r s i s  of and fea r ,  and f i n a l l y ,  because t h e  

the  word t r o s t l o s ,  which cha rac te r i zes  the gate through which,the per- 

sona s t e p s  from l i f e  i n t o  a n  image of l i f e  ( the  l y r e ,  o r  the  sonnet 

i t s e l f  1, as 
< 

-- /- 



Du aber ,  Goet t l icher ,  du, bis z u l e t z t  noch Ertoener,  

da ihn  der  Schwarm der verschmaehten Maenaden b e f i e l ,  

has t  i h r  Geschrei uebertoent m i t  Ord-nung, du Schoener, 

a u s  den Zerstoerenden s t i e g  dein erbauendes Spiel .  

- 

b .  
h 

Keine war da, dass  s i e  Haupt d i r  und Leier  z e r s t o e r ' ,  

wie s i e  auch rangen und rakten;  und a l l e  d i e  scharfen 

Ste ine ,  d ie  s i e  nach deinem Herzen wdlr4en, 

aurden zu Sanftem an d i r  und begabt mit' Gehoer. 

Sch l i e s s l i ch  zersch'lugen s i e  dich,  ,van der Rache gehetzt ,  
- 

waehrend de in  Klam noch i n  Lochen und Felsen verweil te  

. .und i n  den Baeumen und Voegeln. Dort s i n g s t  du noch j e t z t .  

0 du ~ e r l o r e n e r  Gottl  Du unendliche Spurt 

N w  i e i l  dich re issend z u l e t z t  d i e  Feindschaft v e r t e i l t e ,  

sind w i r  d i e  Hoerenden j e t z t  und e i n  Mund der  Natnr. 



1. - 2 .  

But you, b e a u t i f u l  and godly, sounding your no te s  t o  t h e  last,  
3. 

t h e r e  where'he f e l l  i n  t h e  s w a r m  of t he  disdained maenadst charge; 
4. 

above t h e i r  c r i e s  your play resounded with  order ,  
5. 

from t h e  des t roye r s  a rose  your c o n s t r u c t s  of  song. 

s tones ,  which 

became g e n t l e  

wres t led  and raged with t h e  head.and t h e  l y r e ,  and a l l  

the sharp 

they c a s t  a t  your heart, 
r 

upon you, and g i f t e d  with hearing. 

F i n a i l y  they s h a t t e r e d  you, spur red  .by vengeance, 
0. 

while your sound still l i n g e r e d  i n  l i o n s  and c l i f f s  

and i n  t r e e s  and b i rds .  It is t h e r e  t h a t  you s t i l l  s i n g  now. 

O h  you l o s t  god! You t r a c k  without end! 

% Only because you were t o r n  byenmity-and s c a t w e d  at last,- 

Not one was 

though they 

6. 
t he re ,  could dest roy.what  was yodrs  

7. 



1 > This  poem can only be understood i f  one r e a l i z e s  t h a t  i t  is 

addressed t o  both of  Orpheust na ture  o r  r_e&ms. Only t h &  ll&t - - - 

can t h e  cu r ious  doubling bf pronouns i n  t h e  octave,.  and the  metamor- 

phos i s  of t he  "het1 t o  t h e  ltyoull i n  l i n e s  7 and 8- be expl ica ted .  These 

two n a t u r e s  a r e  of course  t h e  d iv ine  and t h e  morta l ,  and t h e i r  dual- 

i t y  is  begun by t h e  word Goe t t l i che r ,  which may mean Itone who k s  a 

d i v i n i t y t 1  - o r  'lone who is god-like." Now as an a d j e c t i v a l  pronoun,, 

Goe t t l i che r  u sua l ly  means ttgod-li)ie,H when followed by an antecedent  

(eg. p o e t t l i c h e r  - Mann). When t h e  word i s  c a p i t a l i z e d ,  t h e  antecedent  
I 

is  always implied i n  t he  ending - er .  Thus one begins t o  read  sonnet  

I - 26 as i f  t h e  f i r s t  l i n e  r e f e r r e d  t o  Qrpheus. However, once one 

r e a l i z e s  t h a t  t h e  t thev* i n  l i n e  2 is t h e  pronoun which r e f e r s  t o  

Orpheus, one must r e t u r n ,  t o  t h e  word Goe t t l i che r  and determine t h a t  

i t  must ~ e a n  nd iv ine  onen r a t h e r  than "one who is god-l ike,"  and t h a t  

t h e  d i v i n i t y  addressed is Apollo, t h e  god of t h e  l y r e .  It i s  v a l i d  a t  

t h i s  po in t  t o  ask ,  I t i f  Rilke is i n  f a c t  addressing t h e  &, then why 

does hen al low t h i s  ambiguity t o  a r i s e ? "  It is t h i s  ques t ion  t h a t  t h e  

poem answers. ("Beautifu1lt has  been moved from t h e  end of l i n e  3 t o  a 
I 

$ o s i t i o n  ad jacen t  t o  "godlyn t o  provide a c o n t h u i t y  of  syntax not  

o therwise  poss ib l e  i n  English.)  

2 )  Ertoener ,  l i k e  Goe t t l i che r  and Schoener', is  another  of those  

a d j e c t d v a l  pronouns not  p o s s i b l e  i n  English,  complicat ing t h e  syntac- 

t i c a l  problem i n  t h e  t r a n s l a t i o n .  Bas ica l ly ,  what a word l i k e  t h i s  
- - - -  - - - - - - - - - - - - -  - 

- - 

does i s  to'make t h e  persona doing t h e  a c t i o n  i n t o  t h e  a c t i o n  i t s e l f :  
- - - -- -- - - -- -- - - - -  - -- - - - -  

i , e .  it d e f i n e s  t he  persona by its a c t i v i t y ,  not  by i ts s p e c i e s  -- 
t h e  na tu re  of  a t h i n g  is cha rac t e r i zed  by a n  image of i ts a c t i o n  -- 
t h e  persona.both makes -- and is whatever i t  is doing, Thus, Er toener  is  



t r a n s l a t e d  with t h e  phrase  "sounding y o u ~ - ~ o t e s "  so t h a t  t h e  r eade r  

s e e s  i n  tiie image both "th-e - god playing - h i s  l y r e u  and t h e  "god as t h e  
- - - - - - - - - -- - - - - - - 

l y r e u  from whose v ib ran t  body sound t h e  n o t e s  of h i s  music. What this 

accomplishes 1 s - a  v i s i o n  of d i v i n i t y  which is never t ranscendenta l ,  

but  always and only apparent  wi th in  a c e r t a i n  kind of a c t i v i t y  which 

- c a r r i e s  its I t secre t  name." - 

3) The word b e f i e l  ( I t to  f a l l  upon1@) c r e a t e s  an aud i to ry  pun he re  
P 

on befeh len  ( I t to  commandt1), informed by Orphic legend. The s t o r y  - goes - 

t h a t  Orpheus was charged (accused) by the  maenads o f  r e j e c t i n g  t h e i r  
- - . - =  - r i t e s ,  and u l t i m a t e l y  dhstroyed on t h e  grounds of t h i s  charge. It 

I 

must be  made c l e a r  t h a t  t h e i r  a c t i o n  hinges  on the d i v i n e  imperat ive ,  
<" 6- 

of  Dionysos. I n  t h e  execut ion of Orpheus we wi tness  a t r a g i c  event. . . 
H i s  l i f e  and death  e a n  image of  t h e  power of Apollo and t h e  power 7 
of Dionysos meeting wi th in  t h e  persona of  a man. H i s  l imbs a r e  bur ied  

i n . t h e  ground, h i s  heat3 i s  placed i n  a cave (between t h e  upper and , 
I .  

t h e  lower world), and h i s  l y r e  is placed i n  t h e  heavens. The phrase - 
I t f e l l  i n  t h e  swarm of  t h e  disdained maenadst chargen is intended t o  

r e t a l n q t h i s  sense  of t laccusationll  and llcommandu v i a  t h e  pun on 

"charge. l1 

4) ueber toent  -- t h i s  word has  no l i t e r a l  English equiva lea t .  It 

means "toned overn o r  Itover-tonedn (~ic), i n  t h e  sense  t h a t  

. sound among many may s tand  f b r t h  as dominant." It h a s  been t r a n 6 l a t e d  

as "your p lay  resoundedu t o  cap ture  both t he  loudness of  t h e  o r i g i n a l ,  
-- 

;;$ - - - -  - - 

and t h a t  sense  of ne prominent among manyM v i a  t h e  pun of t h e  
+ - - - - - - - -  - - - = - -  - - - - 

l i t e r a l  Itsounded a g a i n o n  The word "playv has  been added t o  inc lude  

R i l k e l s  sense  of a tlplayw between t h e  d e s t r u c t i o n  of  the; maenads and 
2 

t h e  song o r  s t o r y  c r ea t ed  by tha t .  d e s t r u c t i o n  which appears  i n  h i s  use  



i 

of S p i e l  i n  l i n e  4. (See a l s o  note  5 below.) 

51 
D 

erbauendes _$piel--- l i t e ra12y  "buildine_-up_or - c - ~ n s t r u & i w  -up-- -- . -- - 

- "C - 
' p layOtt  These cons t ruc t ions  are much tbo awkward i n  Englis&. Itcon- 

. 
s t r u c t i v e u  comes c l o s e s t  i n  meaning, bu t  t h i s  word c a r r i e s  an a b s t r a c t  

moral c o n G t a t i o n  not  p re sen t  i n  t h e  German. Furthbrmore, i t  does not  

ho ld  t h e  no t ion .  t h a t  t h e  "playt! 

l e  constructed." Also, s p i e l  as 

t tmusical playt1 o r  Itsong. S i n c e  

both t t cons t ruc t s t t  and is It that  which ' 

i t  is used he re  c a r r i e s  a meaning of 

it is imperat ive  that t h e  "playtt be 

l een  h e r e  as both s u b j e c t  and o b j e c t  o f  t h e  a c t i o n ,  and s i n c e  t h e  

no t ion  o f  "playtt ha s  a l r eady  been int roduced i n  t h e  Engl ish  t r ane -  

l a t i o n  i n  l i n e  3, t h e  phrase  has been t r a n s l a t e d  as l constructs of 

song. 

dass  s i e  ... d i r  cont inues  t h e  r e l a t i o n  of "naturet t  and "act ionw . 6) - - - 
o u t l i n e d  i n  no te s  I t o  5 above. This  possess ive  cons t ruc t ion  i d e n t i -  . 

f i e s  t h e  " th ing  possessedH as "yourstt because i t  "par takes  of your'  
'f P 

nature:" i-a. i t  m a y  be yours  because i t  is llp& of y ~ u , ~ ' , o r  because 
4 I 

"you a r e  recognized i n  i t ' a s  its or iginator ."  I n  s t a n z a  1 above, we 

have seen t h a t  t h e  god i s  t h e  song and the  l y r e  -- s o  too  h e ~ e  , - I .  

Orphensl head add l y r e  a r e  n t h e  god'su because t h e  d i v i n i t y  is mani- 
. I 

f e s t  i n  them o r  revea led  through them. I n  o rde r  Co r e t a i n  t h i s  b inary 

a spec t  of t tpossess ion , f l - the  phrase das s  s i e  ... d i r  has  been t r ans -  -- - 
? . . .- l a t e d  as "could des t roy  ghat  was yours," 

- f 

2 )  - "the head - and - -- t h e  l y r e "  - is i n t e n t i o n a l l y  - - - - - - - ambiguous - - - -- -- - i t  may - - -  

r e f e r  e i t h e r  t o  t h e  godrs  head and l y r e ,  or0r-pbeusl head and lyGe, 
-- - -  - -  -- - - 2 - -  - -  - - - - A  - -  - 

o r  t h e  head and t h e  lyre as possess ions  o r  a t t r i b u t e s  

8) It is i n  t h e s e  two l i n e s  t h a t  t h e  metamorphosis 

of t h e  god. 

t a k e s  .place. 

Up t o  t h i s  p o i n t  ( l i n e  7) Orpheus and the d iv ipe  music wdich i s s u e s  



through him have been divided.  It is the /d iv ine  command of Dionysos 
' ,  

t h e  image of Orpheus w i t h  t h e  form of  h i s  song. No longe r  is  t h e r e  a 

d i v i s i o n  between t h e  ttyoutt (god) and t h e  (Orpheus) -- t h e  "hett 

has become "ycyrt a t  t h e  moment of Orpheust death. The key word, he re  
4 4 .  

i n  t h e  c e n t r e  o f  t h e  poem ( t h e  first word of l i n e  8 ) ,  i s  wurden, 

"became,t1 The reason  t h e  t ransformat ion  from t h e  morta l  t o  t h e  
* \ 
t 

immortal c s t a k e  - p lace  - here ,  - -  a a t  t h e  moment of  Orpheus' a death ,  is t h a t  - -- 

what remains a t  t h i s  po in t  is  not t h e  man, Orpheus, bu t  t h e  image of  
i. 

h i s  actiond-- song. A t  t he  moment bf Orpheust death ,  t h e  world 
-- 

( s t o a e s )  hear  h i s  " t r u e  songtt f o r - t h e  first time -- _become " g i f t e d z  

with. hearing." H i s  death  i s  t h e  measure of what i t  i e  ab'out him t h a t  

i s  immortal. We remember t h a t  Orpheus has  been imagined i n  sonnet  

I - 7 as t h e  "ore" t ha t '  is smelted from t h e  "s tones t  s i lence,"  The 
f 

i n c l u s i o n  of  t h e  word "cas t t t  i n  l i n e  7 is intended t o  r e c a l l  t h e  
p. 

bronze c a s t i n g  image of  sonnet  I - 25, where t h e  image a f  the dancer 

i s  shown both - t o  h e r s e l f  and t o  t h e  world of-which she  is and remains --- 
a p a r t ,  

- 

9 )  Although verweilen means l t to  remain," i t  c a r r i e s  a connotat ion 

of "remaining f o r  a while only1! o r  " fo r  an inde te rmina te  l e n g t h  of  
. I 

time," somewhat similar t o  t h e  English no t ion  of Itspending time ( a t ) "  

i n  t h e  s ense  of  a i l v i e i t , t t  etc.  V e n  used i n  its past t ense ,  as Rilke 
1. 

does here ,  i t  means t t to  l i n g e r , "  and no t  " to  remain," The word is in-  
- - -  - - -  --- - - - - A  - - -  

previous  sonnet  I - 25, 

10) It is not u n t i l  t h i s  l i n e  t h a t  Rilke c l e a r l y  addressee  a god. 
. I .  

Thus, t h e  god i s  only recognized ---- a f t e r  he is l o s t  -- l o s t  because he 



not because scat tered ,  he has removed himself  t o  a nameless, 

both by his absence transcendental remoteness. His d i v i n i t y  is defined 

world. ' endless ly  appearing i n  the  -- as dismembered 
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