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The Floral Symbol in the Poetry of Heinrich Heine

Aleksandra ChepelyK

Abstract: The article is devoted the plant symbolics wHigitame the inalienable constituent of the
original creation of Heinrich Heine. The distin&itraits of the artist’s lyric poetry are floralages,
which are able to reflect the psychology of the honsoul in the correlation with the spiritual
substance — the divine nature. The immersion ohiitdi Heine in the world of the plants was
conducived to the activation of the special ematiand psychological loading with the purpose of
the comprehension of the internal experience of It subject, represented in the sensory
perceptible figurative, sound and visual landscapes
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The radical change in the formation of Europeamkinig, that determined the
representation of the image of the world as a varid dynamic organism that can
be known only by intuition and fancy was still imRanticism in contrast to versus
rationalistic and empirical philosophy of Enlighteent. Based on the new concept
of the world and of human being, the transition nfroEnlightenment to
Romanticism led to the revaluation of the ideolagiand aesthetic principles. In
the 1820th years, when the conceptual basis of mbmart appeared for the first
time in French and German literature, his adherelefined it as “Parnassian
atheism” and “the doctrine of literary freedom”.

The dominating idea of the romantic attitude wae ttberation of literary

standards, the idea of “nationality”, the rebelioof the individualism, the

perception of the nature through imaginative anet@nal contrasts, the interest
in the old legends, the folklore and the appe#héonational antiquities. The lyrical
spirit of Romanticism denied its existence in thiese frameworks of the
rationalistic aesthetics of Enlightenment, becdilise romantic artist needed the
air, the space, the magic of the last, the witdhavh the distant horizons, the
majestic scenery of the history and the natureh{Bg 1976, p. 74).

The romantic poetry, presented by Heinrich Heinepwvas born in Germany,
where originated the river Danube, brought the iofethe “inner individual”, who
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revolted against the world and the public and gowvent norms. The originality of
the system of the artistic images, motives, spititg/thm and melodic of the
German romanticist absorbed the powerful lyricidrthe poet's sensitive soul.

Romanticist considered the art to be the most gonsate variety of the perception
and drew the truth of life from the book of natys&gcing the poetry as a form of
self-expression, that shouldn’t take into consitierathe traditional models and is
programmed to open the human soul, the mysteriegshef space and the
contradictions in the society.

The creativity of Heinrich Heine is marked by the&liuence of the romantic
poetics, the most important component of which wees lyrical mood and the
melodiousness of the phrases that created theidiodivimage of the spiritual
being on the way to the beauty and dream. The mgngith the nature changes
into the behest in the poetry of German romanticibtains such frankness of the
emotional experience that gives the true poetigifation:

Each herb exhaled balsamic air

Soft winds breathed gently everywhere

And all things laughed, and all things gleamed

Kindly on me their splendour beamed (Heine, 1888,7)

The motion of the poetic thought, the search fer ithagination, the passions of
the lyrical feelings were the basis of the pantieisorld - view in the works of
Henry Heine, suggested by the beauty of the natfulfee native country.

The important role in understanding the world-vieimhe German romanticist is
the attention to the floral symbols, representihg original projection of the
human world on the world of plants. This phenomenancording to A.

Veselovskiy, is connected with animism, with faih the human being in the
spirituality of the nature. In accordance with hiitngave the grounds to confirm
the primary relationship between the human beirdy@ants (Veselovskiy, 1989,
p. 60).

The images of the flowers had the symbolic and iS@gtive meaning that
reflected the national specificity of the literauand represented the most
significant features of the ethnics. Therefore, ititerest in the floral symbolism
created the unique image in the poetic imaginatibthe artists, which was the
result of the interaction of the human being witiiune — source of the creative
inspiration, the peace and the harmony. The flowdrish have become the object
of the worship and the amulets in the familiar @atendar rituals, witnessed the
profound wisdom and philosophy of every nation ilh iés complex and
contradictory unity.
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The publication of the main researches (O. KnipgloyvD. Deitch, A. Dmitriev, S.
Hizhdeu, G. Stadnikov) of the works of Heinrich hkeicleared up more general
biographical and career way of the poet, than geific literary analysis of his
works relating to the figurative system, the pagtibie composition, the style and
the genre features.

That's why the purpose of this article is the ratieh the floral symbolism, which
creates the metaphorical universe, filled with sghalof the human existence and
nature. Obtaining the purpose envisages to invastifunctioning of the plants’
symbols in the poetry of Heinrich Heine and to edvts realization in the author's
interpretation. The methods of the research isdasethe main principles of the
philological analysis of the text. The determinadks foresee the use of elements
of comparative and hermeneutic analysis as a gengmpretation of literary
texts.

Heinrich Heine fascinated the beauty of the natwbich gave him the soul
equipoise and caused the poetic inspiration. Thabawation of the diverse
memoirs and impression indicate the intertextudinmess of the poetic associations
of the German poet.

The individual experiences of German romanticisbedied in the symbols of the
flowers that gave rise to the birth of the new orfédfed with different content
figurative modifications. It is primarily about tleeganic unity of the light ethereal
source (sun), the soul of the plants and the aassthe personification of the
creative bloom of the vitalistic flowering of thature’s forces (“A dream of horror
and mystery”):

And there the birds were caroling;

Blithe songs of love | heard them sing;

The glowing sun shed golden showers;

Of light on the gay-coloured flowers (Heine, 188197).

Under the sigh of harmonious co-creation the fibddvers convey to unearthly
beauty of the meadows, holts, forests, leas frorakawed spirit of the poet (‘I
wander among the flowers”):

| wander among the flowers

and blossom myself along with them;

| wander as if in a dream

and sway with every step (Heine, 1881, p. 102).

The romantic underlying idea of the floral systefmHginrich Heine represented
clearly the semantic aureole, which suggested inegtssociations by means of
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flowers, whose mysterious symbols created thesstypialette. The fixation of the
feelings in the images of the flowers — “myrtletose”, “white flower”, “lily”,
“violets”, “lotus”, “water lily”, “red, purple, pat, yellow roses”, “chamomile”,
“hyacinth”, “parcissus”, “magnolias”, “wild gladiak”, “chrysanthemums”,
“asters”, “tulips”, “forget — me — nots”, “daisiestontributed to the creation of
vision-peace, in which the individual found outsttie human world, deeping into
his experiences (“In the forest it blooms and gseéaimost virginally full of
desire; /yet the sun laughs down: /young Springcevee!” (“Spring song”) ),
inconstant feelings (“Flowers are fragrant in theeréng - light;/the nightingale
sings, /I search for a heart, as beautiful as nithat moves as beautifully” (“I love
a flower”) ) and dream (‘I used to dream of passwifd and free,/Of lovely
tresses, myrtle, mignonette/Of lips so sweet anddsv@o bitter yet,/Of doleful
song in doleful melody” (“l used to dream of passiald and free”) ).

The structure of the world of Heinrich Heine buih the binary oppositions that
outlined two spheres of his experience, based erctimplexity and diversity of
human being and nature. The beauty of the enviratfte German romanticist
became an expression of the acquisition of his eaul, which sank into the
dynamics of the life, which was love, hope, faitiddhe irrational and fatal force
at the same time that brought the suffering andiézeh.

There was a combination of the harmony being withgolysemantic signs of the
internal motion of the human soul in the lyricalik®“l love a flower”, “Why are
the roses so pale”, “Thou art so like a flower'Hdinrich Heine. The mood of the
fatal melancholy, that gripped the heart of théchlrhero, assured the presence of
two worlds in the aesthetic system of the Germamartticist: the humdrum reality,
filled with the suffering (“Why does the sun shig@wvn on the meadow, /so coldly
and morosely? /Why is the earth so gray/and desdilke a grave?”), confronted
the dreamed harmonious world where the love andhélaeity were winning (Upon
wings of songs...):

Upon wings of song,

my dearest one, I'll transport you

to the Ganges plains,

Where | know the most lovely spot (Heine, 188110).

In the poetry the German romanticist reproduced itiierent to his individual
outlook the flowers with various shades of the ooland peculiar odour that
corresponded to the definite mood, exceptionallysomant with the human soul of
the poetic word’s artist.

The most widespread flower is a rose in the worfkkl@nrich Heine. Singing of
the dreamed floral symbol indicated the searchhefunreal world, the love and
harmony in the figurative parallel “soul — flower”.

332



Vol. 3, No. 2/2013

In the system of the artist’s poetic scenery theeris revealed as a symbol of the
earthly passions, feelings (“I love only that whishsmall, /Fine, pure, — the one,
the one...” (“The rose, the lily, the dove, the synfream (“Secretly the roses
recite/Their fragrant fairy tales” (“Upon wings sbngs...”)), hopeless love (“Why
are the roses so pale? /Oh speak, my love, why2\VHy are the roses so pale...”)
), girlish beauty (“My loved one is so mild and rfaler likeness haunts me
everywhere;/The rose - cheeks and the violet-eye§'Arid thus, as | wasted so
many a day...”)), painful state, which is based oa thotives of the solitude,
discouragement, boredom and disillusion (“Why amyself so ill an dull?/My
lovely darling speak, /Oh speak, my heart's mosoves love, /Why have you
abandoned me?...” (“Why are the roses so pale...Thg elegiac sadness in the
works of Heinrich Heine, associated with the flegtiess of the flourishing of the
nature, of the exposure of the human being, washasiped by the symbolic
semantics of the image of the faded roses (“Withtleyand roses, lovely and
pretty...”):

Now they lie mute and death-like,

now they stare coldly, pale as mist,

but the old glow will revive them afresh,

when the spirit of love someday floats above théaing, 1881, p. 45).

There were red, white and yellow roses in the warksleinrich Heine, which, on
one hand, symbolized the beauty, joy, love andhendther — suffering of the
lonely poet («What do yellow roses mean):

What do yellow roses mean?

Love that battles with vexation,

Vexation that dampens love,

To love and become angry thereby (Heine, 188114).1

The important element in the depiction of the roséhe poetry of the German
romanticist was the sense of the organic unityhefdartist with the nature, longing
of the deep mystery life that reproduced in thaeggrof the shades of feelings to
the loved, devoided of the specific individual tsai

The motif of the love of the “girl — rose” and “goeenightingale”, developed in the
amorous poetry of the Orient, became the deteriman&ature in the poetic works
“Spring Songs”, “And if they knew it, the bloomgegtlittle ones”, “I love a flower”
of Heinrich Heine (“And if they knew it, the bloonte little ones...”):

And if they knew it, the nightingales,
how | am so sad and sick,
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they would merrily unleash
refreshing song (Heine, 1881, p. 116).

The feelings of the love as the world's creativevero poetized through the
metaphorical song of the nightingale, devoted ® ritse, which symbolized the
soul. In the appropriate context the singing oftilrd was not only the awakening
of the nature in the spring, but also a happysgioive (“The nightingale sings, and
| understand the sweet song...” (“l love a flower;)the solemn praise to loved
(“The blue - starred eyes of springtime;/Peep ftbengrass around...”) (“The blue
starred eyes of springtime...”), the parting (“Niglgale, | already hear/how you
sing, blissfully sad,/long, sobbing tones,/and ysang is pure love!”) (*Spring
song”) and the suffering of the love (“All of therannot know it,/only one knows
my pain, /she herself has indeed torn,/torn up egrit)) (“And if they knew it, the
blooms, the little ones...”) ).

Heinrich Heine tried to go from the impressionigiperience the romantic space
in which the lyrical hero opened in dreams. In goetic works of the German

romanticist the human being became the integra pfathe nature, where the

creator, full of the spiritual grandeur and simijiccould feel the subtle nuances
of the emotions and moods (“Sweet chimes are sfilfthg my soul...”):

Go forward till you reach the house,

where the violets bloom;

And if you see a rose,

give her my greetings (Heine, 1881, p. 120).

The important feature in the works of Heinrich Hejplayed the elements of the
landscape: the nature was not just depicted, it feisby the poet, merged,

contrasted with feelings, mood, state of his sedpressed the melancholy, the
boredom, the thoughts (“I want to plunge my soul”):

The song shall quiver and tremble,

like the kiss from her mouth,

that she once gave me

in a wonderfully sweet hour (Heine, 1881, p. 120).

The creativity, as an emotional explosion, couldlhie lyrical hero of the
sadness, the despair and deaden the personalnubamziety:

Sweet chimes are softly

filling my soul;

Ring, little springtime-song
334
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Ring out: far and wide (Heine, 1881, p. 126).

The aspiration for the merging with the nature gédneefeeling of the true harmony
and happiness (“Go forward till you reach the holsbere the violets bloom/And
if you see a rose,/give her my greetings” (“Swegines are softly filling my
soul”) ). The metaphorical world, excited by thehtingale’s singing, “sweet”
and, at the same time, “full of poison”, in the poemagination of the German
romanticist made possible the personification efsbng of the lyrical hero by the
reviving fragrant violets. The image song, typio&his poetry created the general
connotative plan of its uncontrolled energy, whisas commensurate with the
nature. The appropriate song sonority, which captiet the imagination, achieved
through the gentle singing nightingale.

The soul of the lyrical hero becoming similar intitg to certain lyrical “clean”,
“gentle” and “sonorous” sounds, replenished witte tHife - giving heady
odorousness” of the flowers, the mystical and fsticavorld of the nature, where
the imagination gave birth to the strange, wondéaitasy (“Lord Olaf 111"):

| bless the sun, | bless the moon,

And stars, the heavens that throng;

The merry birds, | bless them too,

That fill the air with song (Heine, 1881, p. 126).

The nature as spiritual absolute reflects the imvatd of Heinrich Heine, inspired
the spirit of the music (“I bless the sea, | bldesland, /And all the flowers | bless,
/The violets most - my wife's dear eyes/They mébectienderness “) (Heine, 1881,
p. 132) and instant impression from the harmonimlwoation with aesthetic-
centric being (“All the flowers gaze”):

All the flowers gaze

up to the brilliant sun;

All the streams run

to the gleaming sea (Heine, 1881, p. 46).

The emblems of the rose associated with the lgy th compared with lotus in the
symbolic tradition of the Orient. According to thacient mythology the lily was
popular in Europe and in France; it was the embténthe kings, an essential
element of the flags, arms. In the arm of St. LdXisit was with daisies. Three
lilies are depicted on his flags during the crusad&ey meant the compassion, the
justice, the mercy, three virtues of the reignhaf tkindest King” (Tressider, 1999,
p. 128).
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The lily, which appeared as the polysemantic sysiliolvarious nations became
faintly visible in the imagination of the romansts in the impressionable shades
of the emotional and semantic range, extendedigioeative image - vision of the
artists corresponding to their ideological and et system. The motive of the
emotional harmony of the intimate feeling and bgaitthe nature is revealed in
the poetry “I want to plunge my soul”, «The rode tily, the dove, the sun” in the
image - symbol of the lily.

In the fantastic blossom of the odoriferous lilygueen of night” — poets felt the
sweet, sensual, heady fragrance that, accordiniget@ncient legend, symbolized
the love and the female beauty (“I want to plunge saul/into the chalice of the
lily; /the lily shall resoundingly exhale/a song afy beloved...”) in the
combination with the impulses of the lyrical herdeshe desired, ideal, spiritual
world.

The emotional associative of the lyrical expressieflected in the blooming
magical properties of the libythat helped to understand the experiences of the
moments of the love of the artist, the nostalgiefghrough his specific world and
gloom from the long separation with sweetheart €T$ong shall quiver and
tremble, /like the kiss from her mouth, /that shnee gave me/in a wonderfully
sweet hour!”(“l want to plunge my soul...”)), defgd something unuttered in the
souls of the heroes of the poems.

In the poetry of Heinrich Heine it is often appehtke image of the “water lily”,
which bore the hint on the contrasts of the humanl ¢“The slender water
lily/Gazed dreaming up out of the lake/The moonetgd her from above/With
bright love plaints” (*The slender water lily”)) drthe nuances of the mysterious
coded language of the impassive feelings in theginable world (* Shyly she
lowers her little head/Down to the waters agaiiihete she sees at her feet/That
poor pale fellow” (“The slender water lily”) ).

For the descriptive of the identity of the poetmhe lotus” of Heinrich Heine there
is the typical image of the lotus in the sign fumet inspired by the idea of
oblivion and bliss of the soul:

The lotus blossom now opens

Her chalice so tiny and pink;

Instead of his life-giving pollen,

He offers her poems to drink (Heine, 1881, p. 133).

This flower of the German romanticist is a valuaklenbol, where plays an
important role the different planned threadingfed meaning, that gives the artist
an opportunity to adopt such associations whichlgdveaothe, lull the imagination.
The unusual flower, which fascinated the artisfleots the sacred, mysterious
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relationship of the great female soul and its @veagenius (“She sends forth
fragrance, and weeps and trembles, /With love awd's torment” (“The lotus
flower”)). The tumult of the sweet odour of theiler in the human nervous
system evokes unconsciously the sleepy visionsghibie soul consolation for the
poet (“The lotus flower”):

The moon, who is her lover,

Awakens her with his light,

And for him she smilingly unveils

Her innocent flower - face (Heine, 1881, p. 134).

The transcendental unity of the creative spirithaf artist with God is transmitted
through the image of the garden — a place of theat happiness and the God's
grace (“And there, amid this flowery land, /I sawnarble fountain stand...” (“A
dream of horror and mystery”)). “And the only cootien, according to B. Benthy,
silence and solemnity suddenly comes the silen¢hdrsoul suddenly — as in the
sacred holt of Bocklin — when nothing disturbsrittano dissonance does not reach
its alone church” (Benthy, 1976, p. 114):

There we will lie down,
... and drink of love and peace
And dream our sacred dream (Heine, 1881, p. 136).

The relief from the pain and the suffering is they ko the joy, the happiness, the
self-forgetfulness, because in this state the drioul feels pure, sacred and
blessed, transforming into “God's city” and “GardeihGod” (“Upon wings of
song”):

There is a garden of red blooms,

and in the solemn moonlight,

the lotus flowers await

Their devoted little sister.

The violets giggle and cuddle,

stare up at the stars above. (Heine, 1881, p. 114)

According to the mythological tradition, the gardeirt is the “image of the ideal
world, the cosmic order and harmony — lost andsemiered again paradise”
(Tressyder, 1999, p. 319). The garden in the wbtddature, interpreted by D.
Tressyder, “is not only a visible blessing of thedGbut also the ability of the
individual to achieve the spiritual harmony, forgmess and bliss” (Tressyder,
1999, p. 319).
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Widely using in their works the image of the gard#mt was associated with
paradise, Heinrich Heine relied on the centuriesld literary tradition. The
romantic admiration this symbol by the artists belpo accumulate the suggestion
in the artistic texts and reflect the spiritualtstaf the individual, the world of the
feelings, dreams and desires. According to E. @assihe garden represents
“theatre of the poet's soul”, where there is “theesce of the poetry”, its “power of
God” — Lady Poetry” (Cassirer, 1995, p. 185).

The image of the garden, which represented thenpiuof the peace, the harmony
and the beauty, embodied the aspirations of thialyhero of the German
romanticist to lose contact with the commonplaceldyavercoming the internal
soul dissonance of the opposite couple of “thedioee of the spirit — the shackles
of the bourgeois kingdom”.

The mythological model of the garden in the poéifie blue starred eyes of
springtime” of Heinrich Heine correlated with theemories of the artist and his
dreams (“The blue - starred eyes of springtimepHeam the grass around,/They
are the gentle violets/Which to a wreath | boundwhich reproduces the poetic
vision of the spiritual solace and consolation fbe “new fly”. Creating the
gardens as the own world of the nature, the Gemmuanticist tried to distinguish
the subject of the suffering (“On a shining summmarning/l go about in the
garden...” (“On a shining summer morning..."”)) (ki 1881, p. 154), the sudden
destruction of the dreams (“The flowers are whisgeand speaking, /I however
wander silently” (“On a shining summer morning”jj€ine, 1881, p. 156) through
the created visually the picture of the beauty (‘dOshining summer morning”):

The flowers are whispering and speaking,
and look sympathetically at me:
“Do not be angry with our sister,
you sad, pale man”. (Heine, 1881, p. 156)

The spatial continuum of the garden “as heaveniysidem” — Vertograd passes
the incomparable prayerful music of the cosmosatarg the strange state of the
soul, which is perceived as the search for thehtriMterging with the world of
Divine wisdom, which appears on the game of thegimation of the artist, creates
the incomparable smell of the flowers, reminding bouquet of the intoxicating
pleasures of the earthly being (jasmine, vanilld @olet). This way in the “upper
world” embodies the desire to dissociate from thedl fuss, the maximum
concentration of the spirit.

The diverse world of the plants in the artistic ®tousness of the romanticist
affrmed the idea of the cognition of the Beauty its mysterious
incomprehensibility through the creative inspiratithe spiritual approach to the
divine being.
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