UNC STUDIES IN THE GERMANIC LANGUAGES AND LITERATURES 21

Hermann Hesse
and His Critics

The Criticism and
Bibliography of Half a Century

Joseph Mileck



Hermann Hesse and His Critics



COLLEGE OF ARTS AND SCIENCES
Germanic and Slavic Languages and Literatures

HUNC

From 1949 to 2004, UNC Press and the UNC Department of Germanic
& Slavic Languages and Literatures published the UNC Studies
in the Germanic Languages and Literatures series. Monographs,
anthologies, and critical editions in the series covered an array of
topics including medieval and modern literature, theater, linguistics,
philology, onomastics, and the history of ideas. Through the generous
support of the National Endowment for the Humanities and the
Andrew W. Mellon Foundation, books in the series have been reissued
in new paperback and open access digital editions. For a complete list

of books visit www.uncpress.org.


http://www.uncpress.org

Hermann Hesse and His Critics
The Criticism and Bibliography of Halfa
Century

JOSEPH MILECK

UNC Studies in the Germanic Languages and Literatures

Number 21



Copyright © 1958

This work is licensed under a Creative Commons CC BY-NC-ND
license. To view a copy of the license, visit http://creativecommons.
org/licenses.

Suggested citation: Mileck, Joseph. Hermann Hesse and His Crit-
ics: The Criticism and Bibliography of Half a Century. Chapel Hill:
University of North Carolina Press, 1958. Do1: https://doi.org/
10.5149/9781469657998 Mileck

Library of Congress Cataloging-in-Publication Data

Names: Mileck, Joseph.

Title: Hermann Hesse and his critics: The criticism and bibliography
of half a century / by Joseph Mileck.

Other titles: University of North Carolina Studies in the Germanic
Languages and Literatures ; no. 21.

Description: Chapel Hill : University of North Carolina Press, [1958]
Series: University of North Carolina Studies in the Germanic
Languages and Literatures. | Includes bibliographical references.

Identifiers: LCCN A §8004150 | ISBN 978-0-8078-8021-0 (pbk: alk.
paper) | 1SBN 978-1-4696-5799-8 (ebook)

Subjects: Hesse, Hermann, 1877-1962. | Hesse, Hermann, 1877-1962 —
Bibliography.

Classification: LCC PD25 .N6 NO. 21 | DCC 012


http://creativecommons.org/licenses
https://doi.org/10.5149/9781469657998_Mileck
http://creativecommons.org/licenses
https://doi.org/10.5149/9781469657998_Mileck







UPON THE OCCASION OF HERMANN HESSE’S
EIGHTIETH BIRTHDAY,
JULY 2, 1957



WITH THE SUPPORT OF A GRANT
FROM THE
AMERICAN PHILOSOPHICAL SOCIETY



TABLE OF CONTENTS

Poge
Introduction xi
Part One: HERMANN HESSE 1
I A Bio-Bibliographical Sketch

II Hesse and his Art 14
III Hesse and his Age 34
Part Two: HESSE AND HIS CRITICS ... 57
I Books 59
II Pamphlets 104
IIT Articles in Books, in Pamphlets, and in Periodicals ... 128
Preceding 1927 128
From 1927 to 1956 133
Surveys 133
Congratulatory Articles 135
Hesse and his Age 139
Hesse and Youth 147
Hesse and Nature 150
Hesse and Music 161
Hesse and Psychology 158
Geist and Natur 166
Hesse and Religion 173
Glasperlenspiel 178
POCLTY  ooovrerecreresen s smssssrscsasssessss s s o s s s e s s 192
IV General Interest in Hesse 196
Part Three: BIBLIOGRAPHY ... s 201
I Hesse Archives in Europe 203
I1 Hesse Bibliographies 208
Bibliography 215
Works by Hesse 218
Books and Pamphlets 219

Short Stories, Articles, and Poems in Books and
Pamphlets 224

Short Stories, Articles, and Poems in Periodicals



b4 CONTENTS

Page

Articles and Poems in Newspapers 231
Reviews 233
LEtEOTS .ot msrs st s sssmsssss s s s st 238
Hesse in Textbooks for English Speaking Students ... 242
Translations of Hesse’s Works 243
Works about Hesse 2560
Books and Printed Dissertations 250
PAIPRIEES ... ssssssssssssessssssssesssessssssses sssess 252
Articles and Passages in Books and Pamphlets ... 256
Histories of Literature 262
Articles in Periodicals 265
Articles in Newspapers and Weeklies ... 286
DESSEIEALIONS ... ssns e s srsesens s st crsassns 293
Notes 298

Index 311




INTRODUCTION

This study consists of three sections. Part I deals primarily
with Hesse, Part II with his critics, and Part III provides a
classified bibliography which includes both the works by Hesse
and those about him. Part I is meant to afford a quick perspective
as far as Hesse himself is concerned: the “Bio-Bibliographical
Sketch” outlines Hesse’s life and the chronology of his writings;
in “Hesse and his Art,” his prose and poetry are briefly charac-
terized; “Hesse and his Age” presents the author’s conception
of the world of today and its reaction to him.

The large body of critical literature which has already been
written about Hesse falls into three distinct periods. The first
and least significant of these ended in 1926. The second began in
1927 but soon faltered under the Nazis, and faded away almost
completely during the Second World War. The third and most
important of the periods has not yet ended; in the wake of
Hesse’s renewed acclaim in Germany and his greater recogni-
tion abroad, more critical material has been published since 1945
than during the combined preceding periods.

To present a well-organized analysis of this literature proved
more difficult than anticipated. The strictly chronological ap-
proach which these well-defined periods first suggested, soon
bogged down in a confusing, disconnected repetition. A purely
thematic approach, on the other hand, would have dissected every
longer work beyond all recognition. I decided, therefore, to
analyze the books and printed dissertations individually and
chronologically. The pamphlets which deal exclusively with
Hesse have been put into four categories: appreciative surveys
of Hesse’s life and works, studies centered about single issues,
varied composites, and bibliographical supplements. They are
discussed individually and chronologically under these headings.
The hundreds of articles which have been published in books,
pamphlets, and periodicals in the course of fifty-five years pre-
sented new difficulties and called for a different approach. Since
by far most of the items preceding 1927 fall into the relatively
inconsequential category of reviews, it was felt that a general
survey with specific attention given only to a dozen or so of the
more significant articles, would more than suffice for this early
period. On the other hand, the more numerous and much more
noteworthy articles which have appeared in the two periods since
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1927 lent themselves best to a more thematic approach. Pertinent
background information is presented under specific headings,
and all the available relevant articles of any consequence are
scrutinized in as chronological a manner as the subject permits.
Many hitherto untouched aspects of these themes are broached,
and bibliographical aid pertinent to the suggested expansions
is appended.

No efforts were spared to make this Stand der Forschung as
encompassing as possible. What I was unable to find at Harvard,
Yale, or at the University of California at Berkeley, I generally
managed to locate in one of the various Hesse Archives in Ger-
many, or in the Royal Library in Copenhagen. Every available
item written in any language and published before 1956 was
examined. Needless to say, only the better of the hundreds of
entries in my bibliography are touched upon in Part II. All
of the seventeen books, and all but one of the forty-one pamphlets
on Hesse (Rudolf Adolph, Hermann Hesse, Schutzpatron der
Biicherfreunde [1952], 23, pp.) were available for analysis. No
major article is neglected, although four or five promising but
inaccessible items receive only passing notice. The more important
of the many minor articles are tended to very briefly, and the
multitude of trivial items which have appeared in weeklies and
newspapers are almost completely excluded.

In Part III, I discuss the six leading Hesse Archives in Ger-
many and present a detailed description of the nine Hesse bibliog-
raphies already in print. The bibliography which follows com-
prises two major sections, and each of these falls into a number
of different categories. “Works by Hesse” includes: books and
pamphlets; short stories and articles in books and pamphlets;
short stories and articles in periodicals; articles in newspapers;
reviews; letters; textbooks for English speaking students; trans-
lations of his works. Since most private reprints are of no
particular use to scholars, I felt that all but the most significant
of these might best be omitted, and I also chose to omit the books
edited by Hesse, rather than duplicate the extensive list in
Kliemann/Silomon (Hermann Hesse. Eine bibliographische
Studie [1947], pp. 35-41). Otherwise I have tried to be as ex-
haustive as possible.

“Works about Hesse” includes: books and printed disserta-
tions; pamphlets; articles and pertinent passages in books and
pamphlets ; histories of literature; articles in periodicals; articles
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in newspapers and weeklies; dissertations not in print. Ideally,
every item touching upon Hesse should have been included in
this list. Practically, however, this could not be done. In certain
of the categories selection was absolutely necessary, and in other
instances, items had to be omitted for want of adequate biblio-
graphical information. Many Japanese references had to be dis-
carded for this reason. Books and histories of literature which
make only casual reference to Hesse have not been included. Of
the one hundred and twenty-six periodical articles listed by
Ernst Metelmann (“Hermann Hesse,” Die Schone Literatur, 28
[1927], 806-310), only forty-six proved to be worth listing
again, and to these I have managed to add only eleven other
significant early items. On the other hand, the periodical
articles from 1927 to 1957 represent as complete a list as I have
been able to compile. Of the innumerable articles in weeklies
and newspapers, I have listed mainly what appeared to be the
better items of the past three decades; except for fifteen im-
portant entries, I have not included the seventy-six early news-
paper items listed by Metelmann.

Approximately two-thirds of the items under “Works by
Hesse” and three-quarters of those under “Works about Hesse,”
do not appear in any of the bibliographies which have already
been published. The entries range from 1899 to the middle of
1957.

Periodically during the past five years, I have received letters
from fellow students of Hesse asking for information about
certain themes and requesting bibliographical data for others.
These inquiries have done much to persuade me that there is a
very definite need for a study such as this, which presents the
pertinent facts of Hesse’s life and art and which makes possible
a rapid orientation in the criticism centered about his works.
It is hoped that the purposeless duplication of studies, which is
far too common in this criticism, will now be curbed, and that
the general studies, which have been so prevalent up to now,
will soon be supplemented by more investigations of specific
themes. i

Because the Gesammelte Dichtungen of 1952 were too incom-
plete, and since the more inclusive Gesammelte Schriften of 1957
were not yet available, I chose to use earlier editions of Hesse’s
works for my references. Page indications refer to the following
editions:
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Hermann Lauscher (Miinchen, 1920).

Franz von Asstisi (Berlin, 1904).

Nachbarn, 1st ed. (Berlin, 1908).

Gertrud, (Berlin, 1927).

Schin ist die Jugend (Berlin, 1916).

Demian (Berlin, 1919).

Blick ins Chaos (Bern, 1920).

Kurgast (Berlin, 1925).

Bilderbuch (Berlin, 1926).

Niirnberger Reise (Berlin, 1927).

Steppenwolf (Berlin, 19381).

Krisis (Berlin, 1928).

Betrachtungen (Berlin, 1928).

Eine Bibliothek der Weltliteratur (Zfirich, 1946).
Narziss und Goldmund (Berlin, 1931).

Weg nach Innen (Berlin, 1931).

Fabulierbuch (Ziirich, 1947).

Gedenkblitter (Ziirich, 1947).

Gedichte (Ziirich, 1947).

Glasperlenspiel (Ziirich, 1943).

Traumfihrte (Ziirich, 1945).

Der Pfirsichbaum und eandere Erzihlungen (Ziirich, 1945).
Krieg und Frieden (Berlin, 1949).

Dank an Goethe (Ziirich, 1946).

Briefe (Berlin, 1951).

Spiite Prosa (Berlin, 1951).

Hermann Hesse/ Romain Rolland. Briefe (Ziirich, 1954).
Beschworungen (Berlin, 1955).



Part One
HERMANN HESSE






I

A BIO-BIBLIOGRAPHICAL SKETCH

Hermann Hesse was born in Calw, Wiirttemberg, July 2,
18717. That this little Swabian town on the Nagold at the edge of
the Black Forest should have become his birth-place, was sheer
chance. His father, Johannes Hesse (1847-1916), was born a
Russian citizen in Weissenstein, Estonia, where his grandfather,
Hermann Hesse (1802-1896), had established a flourishing
medical practice after leaving his native Dorpat. His great-grand-
father was an enterprising businessman from Liibeck. Hesse’s
mother, Marie Gundert (1842-1902), was born in Talatscheri,
India, the daughter of the Pietist missionary and Indologist,
Hermann Gundert (1814-1893), whose family had its roots in
Stuttgart. To this North and South German family stock, Hesse’s
maternal grandmother, Julie Dubois (1809-1885), added a French
Swiss element and his paternal grandmother, Jeanette Agnese
Lass, a Slavic.

This ancestry was as spirited and versatile as it was diversi-
fied. Hermann Hesse, Kreisarzt, Staatsherr, and beloved pa-
triarch of pioneer Weissenstein, was a jovial Pietist who was
still fond of skating at fifty and continued to climb trees and
tend his garden at eighty. Johannes Hesse, although a more
sensgitive and retiring person than his father, dedicated himself
to the practical service of Christ at the age of eighteen, and,
following his ordination, served four years as a missionary in
Malabar, India (1869-1873). Brought back to Europe by ill
health, he settled in Calw to assist Hermann Gundert, then di-
rector of the Calwer Verlagsverein. From 1881 to 1886 Johannes
edited the Missionsmagazin in Basel, and taught at the Missions-
haus. Returning to Calw, he continued to assist his father-in-
law until he assumed the latter’s position in 1893. Fervent though
he was and severe in his demands upon himself and upon others,
Johannes was not the highly emotional and narrow-minded
Pietist one might expect. A cultivated literary taste and in.
tellectual curiosity had taken him far afield. His thought and his
religion evidenced the broadening and tempering effect of Latin
literature, Greek philosophies, and oriental religions.

Hermann Gundert was perhaps the most colorful of Hesse’s
immediate forbears. After more than twenty years as a pioneer
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missionary in Malabar (1836-1859), he returned to Europe, as-
signed by the Basler Misston to assist the director of the Calwer
Verlagsverein. He assumed the directorship in 1862 and continued
in this capacity until his death in 1893. Like Johannes Hesse,
Gundert was no ordinary Pietist missionary. Not only was he
completely at home in English, German, French, and Italian,
but just as capable of preaching in Hindostani, Malajalam, and
Sanskrit. He was almost as fluent in two or three other Indian
dialects, and had some competence in at least ten other lan-
guages. A scholar at heart, Gundert’s world in Calw soon became
one of books. Much of his time was devoted to Indological studies,
to a Malajalam translation of the Bible; and for thirty years he
worked intermittently on his Malajalam lexicon. His home was
long a meeting place for scholars, theologians, and exotic visitors
from the Orient.

Marie Gundert Hesse was just as exceptional as her husband.
She was born in Malabar and educated in Switzerland and Ger-
many. Until 1870, her life was a continual shuttling between
Europe and India. Although she was the mother of nine children,
of whom six were to survive her, Marie found time not only to
help her father and her husband in the Calwer Verlagsverein,
but also, in the course of endless prayer meetings and countless
daily tasks, to master four or five languages, to write verse, and
to compose biographies of Bishop Hannington and David Living-
stone. It could only be a matter of time before an artist would
emerge from such an ancestry.

The heart of Calw, with its narrow cobblestone streets, its
closely set houses with their pointed gables and little gardens,
is still very much what it must have been in Hesse’s childhood.
Except for a modest plaque, the house in which Hesse was born
stands inconspicuous in the market place opposite the old city
hall. The large fountain continues to fascinate urchins, and the
old stone bridge with its curious little chapel still spans the
Nagold in which Hesse once delighted to swim and fish. In
Bischofstrasse across the river, the once imposing Haus des
Calwer Verlagsvereins is now a textile shop. It was to this house
that Hermann Gundert brought his family in the early Sixties,
and in which he remained until his death. It was into this house
that the Hesse family moved in 1886, after five years in Basel,
and where, but for a brief period in Ledergasse (1889-1898), it
remained until shortly after Marie’s death in 1902. Down the
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street a little way, the Perrot machine shop, in which Hesse
toiled from June, 1894, to the autumn of 1895, is still in operation.
A little stone fountain commemorates his apprenticeship.

Calw and its inhabitants left an indelible impression upon
Hesse’s memory. It is the Gerbersau of his early stories. It was
here, in Perrot’s machine shop, that Hans Giebenrath found his
last refuge (Unterm Rad), here that ludicrous little Andreas
Ohngelt politely stammered his way through life (Die Verlo-
bung). In Gerbersau Walter Kémpff reluctantly tended his shop,
got religion, then hanged himself. Here the Kelleresque Son-
nenbrilder loafed and played their malicious pranks (In der alten
Sonne), dapper Ladidel fell prey to temptation, and the scamp
Emil Kolb pursued his wanton ways. It was to Gerbersau that
Knulp returned to die.

A hypersensitive, imaginative, lively, and extremely head-
strong child, Hesse was to prove a problem and a constant source
of despair both at home and at school. As early as 1881, Marie
Hesse sensed that her son’s would be no ordinary future: “Bete
du [Johannes] mit mir fiir Herminnle, und bete fiir mich, dass
ich Kraft bekomme, ihn zu erziehen. Es ist mir, als wére schon
die Kérperkraft nicht ausreichend; der Bursche hat ein Leben,
eine Riesenstiirke, einen michtigen Willen, und wirklich auch
eine Art ganz erstaunlichen Verstand fiir seine vier Jahre. Wo
will’s hinaus? Es zehrt mir ordentlich am Leben, dieses innere
Kimpfen gegen seinen hohen Tyrannengeist, sein leidenschaft-
liches Stiirmen und Dringen . . . Gott muss diesen stolzen
Sinn in Arbeit nehmen, dann wird was Edles und Prichtiges
draus, aber ich schaudere beim Gedanken, was bei falscher oder
schwacher Erziehung aus diesem passionierten Menschen werden
kdénnte” (Marie Hesse [1934], p. 208). By 1883, Johannes Hesse
was seriously wondering whether it might not be better to put
his intractable, precocious child into the care of others: “So
demiitigend es fiir uns wire, ich besinne mich doch ernstlich, ob
wir ihn nicht in eine Anstalt oder in ein fremdes Haus geben
sollten. Wir sind zu nervos, zu schwach fiir ihn, das ganze
Hauswesen nicht genug diszipliniert und regelmissig. Gaben
hat er scheint’s zu allem : er beobachtet den Mond und die Wolken,
phantasiert lang auf dem Harmonium, malt mit Bleistift oder
Feder ganz wunderbare Zeichnungen, singt wenn er will ganz
ordentlich, und an Reimen fehlt es ihm nie” (Marie Hesse, p.
281).
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By 1886, however, when his family returned to Calw, Hesse
had become quite manageable. Although school held little at-
traction for him, and his teachers even less, he was able with
almost no effort to stand at the top of his class. It began to ap-
pear likely that he would follow in the footsteps of his father
and grandfather. In order that he might qualify for free school-
ing in Maulbronn, Hesse became a citizen of Wiirttemberg in
1890. He then attended Rector Bauer’s Lateinschule in Géppingen
(February, 1890, to the summer of 1891) in preparation for the
notorious Landexamen, which he successfully passed in July,
1891. Hesse’s sojourn in Maulbronn was unexpectedly brief and
most unhappy. Determined to become a writer and not a theolo-
gian, he neglected his studies, resisted his teachers, and finally
took French leave on March 7, 1892. Two months later he was
withdrawn from Maulbronn by his parents and sent for a cure to
Bad Boll. The exorcism of the celebrated Christoph Blumhardt
proved futile. The patient stubbornly refused to have his will
broken. After an attempt to commit suicide on June 20, Hesse
was placed in the care of Pastor Schall in Stetten, then of Pastor
Pfisterer in Basel. By the end of summer, he finally seemed ready
to attend the Gymnasium in Cannstatt.

Hesse managed to survive the first year, but hardly had the
second begun before he again became delinquent, sold his books
to buy a pistol, and was promptly expelled. His subsequent ap-
prenticeship in a bookshop in Esslingen terminated abruptly only
three days after it had begun. Returning to Calw, Hesse helped
his father in the Verlagsverein for about six months, then de-
cided to learn a trade before emigrating to Brazil. However,
after sixteen months of manual labor in Perrot’s machine shop,
he left in October, 1895, to begin a relatively uneventful ap-
prenticeship of four years in the Heckenhauer bookshop in
Tiibingen.

Although Hesse composed poetry almost before he was able
to wield a pencil, these years in Tiibingen mark the actual begin-
ning of his career. It was during this period that he wrote his
first collection of verse, Romantische Lieder (1899), and the
romantic prose episodes of FEine Stunde hinter Mitternacht
(1899).

In the summer of 1899, when he had just finished his ap-
prenticeship in Tiibingen and was about to agsume a new position
in Basel, Hesse spent two weeks in little Kirchheim unter der



A Bi10-BIBLIOGRAPHICAL SKETCH 7

Teck. Here, in the Gasthof zur Krone, he and his intimate friend,
Ludwig Finckh, comprised the nucleus of a brilliant circle of
romantic spirits who paid court to the innkeeper’s two charming
nieces. Although Hesse’s love for the younger niece, Julia Hell-
mann, proved to be ephemeral, this brief encounter was not with-
out lasting consequences. It was this episode which found poetic
expression in “Lulu‘ of Hermann Lauscher.!

Hesse’s five years in Basel were busy ones. During the first
two, he wrote all the Hinterlassene Schriften und Gedichte von
Hermann Lauscher (1901) except “Meine Kindheit” which was
written in 1896. Gedichte, poems composed from 1899 to 1902,
was published in 1902. By 1903, Hesse was able to leave the book
business and to devote all his time to his own work. Peter
Camenzind (1904) was an immediate success. Hesse became a
celebrity almost overnight. That same year, he received the
Wiener Bauernfeldpreis, the first of many literary awards.

In September, 1904, Hesse married Maria Bernoulli, nine years
his elder, the daughter of an old and prominent family of Basel.
Soon afterwards, he and his bride left for the village of Gai-
enhofen on the German side of the Untersee. The humble, half
timbered Bauernhaus which had been built during the Thirty
Years’ War and which now became their home, still stands in
its cluster of old thatch-roofed cottages opposite a little red chapel.
But for a modest sign, nothing suggests that peasants have not al-
ways lived there. Now, just as fifty years ago, animals are sta-
bled in one half of the house’s lower level, and chickens continue
to scurry about the yard. The interior, too, has suffered little
change. The rude staircase which once led to Hesse’s study is as
perilous as it ever was, and the study’s raised threshold, over
which young Stefan Zweig once bounded to greet his host, only
to be struck down by the low door frame, continues its threat.

Hesse spent three boisterously happy years in this Bauernhaus
before he decided to build his home more in keeping with his
means and his calling, and more adequate for his growing family.2
His second house, replete with plumbing which never func-
tioned quite properly and with an elegant but temperamental
tile stove, still stands on its knoll overlooking the lake. Time,
however, has reduced to a shoddy boarding house what once was
Gaienhofen’s only villa. No placard recalls its celebrated builder,
who had intended to spend the rest of his days there.

Hesse had hoped to establish himself in Gaienhofen, and to
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become a responsible and respected member of society. This
hope was never realized. Except for the first few years, his
marriage did not alleviate his loneliness, nor could his idyllic
retreat long contain his inherent restlessness. By 1912, Gaienho-
fen had lost all its meaning.

Despite their strong undercurrent of discord, these years from
1904 to 1912 were most prolific. A study of Boccaccio, as well as
one of St. Francis of Assissi were published in 1904. With Un-
term Rad (1906), Hesse paid his respects to the tendentious
school-novel fashionable at the turn of the century, and with
Gertrud (1910), he published his second Kiinstlerroman. Three
volumes of Novellen were published in rapid succession, Diesseits
(1907), Nachbarn (1908), Umwege (1912) ; and a third volume
of poetry, Unterwegs, appeared in 1911. Although not published
until 1913, Aus Indien, memoirs of Hesse’s trip to the Orient in
the second half of 1911, belongs to this period, also Schin ist die
Jugend, which did not appear until 1916, and Haus zum Frieden
(1947), which dates back to 1910. The novel Berthold (1944)
was left a fragment in 1908, and the first part of Knulp (1915)
was published in 1908. Five of the nine episodes of Am Weg
(1915), more than half of the items of Bilderbuch (1926), and
all but three of the twenty-three tales of Fabulierbuch (1935)
were written from 1904 to 1912. Hesse also found time to help
edit the periodical Mirz (1907-1912), and to contribute to it, as
well as to the Neue Rundschau, Simplicissimus, Die Rheinlande,
and other journals, a steady stream of reviews, articles, and
short stories.

Eventually Hesse found it unendurable to continue his es-
tablished mode of existence in Gaienhofen. Recognizing the im-
possibility of his efforts to be both a Phantasiemensch and a
Biirger, he fled to the East in the summer of 1911. In Ceylon,
Malaya, and Sumatra, he sought in vain the perspective and the
respite of distance. In 1912, about four or five months after his
return to Europe, he left Gaienhofen with his family and moved
into the home of his recently deceased friend, the Swiss painter,
Albert Welti. It was in this spacious and elegant country home
dating back to the seventeenth century, and still to be seen on
Melchenbiihlweg near Schloss Wittigkofen on the outskirts of
Bern, that Hesse remained until the spring of 1919. These were
grim years. Hesse’s youngest son was seriously ill for more than
a year. The war brought with it endless mental agony and even
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privation. An outspoken pacifist, Hesse eventually fell into
serious disrepute. The death of his father proved a severe shock.
His wife became deranged and began to spend most of her time
in asylums. And Hesse himself was compelled to seek relief in
psychoanalysis.®

Although Hesse was harassed incessantly, his prolificacy con-
tinued undiminished in Bern. His third Kiinstlerroman, Ross-
halde (1914), foreshadowed the approaching impasse of his
marriage, and Demian (1919), for which he received the Fon-
tanepreis,* marked a turning point in his life. In 1915, Unterwegs
was supplemented, and in 1916, Mustk des Einsamen, a new
volume of verse, was published. Knulp and Am Weg appeared in
1915, Der Zyklon in 1916, the stray items of Kleiner Gartern and
the Mdrchen in 1919. Although not published until 1920, Heim-
kehr, the first act of Hesse’s only drama, his prose fragment,
Das Haus der Triume, and Im Pressel’schen Gartenhaus were
all written in Bern, as were all but two of the twelve items of
Sinclairs Notizbuch (1923), and almost half of those in Betrach-
tungen (1928). Kinderseele and Zarathustras Wiederkehr were
both finished in January, 1919. And during these same years,
Hesse managed to help edit the Deutsche Internierten-Zeitung
(July 1916 to December 1917), assisted in the preparation of its
Sunday supplement, the Sonntagsboten fiir die deutschen Kriegs-
gefangenen, and continued to contribute reviews and shorter
articles to many newspapers and periodicals.

Hesse left Bern in the spring of 1919 and wandered south-
ward, “ein abgebrannter Literat,” in quest of the solitude neces-
sary to help reéstablish his bankrupt life. His wife remained in an
asylum, and his three sons were placed in the care of close
friends. After a few weeks in Sorengo, he found the retreat he
sought in the remote village of Montagnola. Here, in Casa
Camuzzi, an ornate baroque edifice, he began painfully to take
stock of himself, and to devote himself assiduously to his art.
For almost four poverty stricken years Hesse lived like a her-
mit, and even thereafter, except for regular winter visits to
Ziirich, and for intermittent cures in Baden, he rarely left his
new abode for any length of time. A brief interruption in this
pattern of life, his marriage in December, 1923, to Ruth Wenger,
daughter of the Swiss writer Lisa Wenger, was dissolved after a
few months.

Casa Camuzzi, Hesse’s home from May, 1919, to August, 1981,
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has changed very little in the passing years. The four-room
second-floor apartment in which he lived continues to be rented
out by the Camuzzi family, and still contains some of Hesse’s
old furniture. Its lofty, turreted balcony still commands a sweep-
ing view of nearby San Salvatore, the valley and Lake Lugano
below, and of Mount Generoso in the distance.

In the Weg nach Innen, which is characteristic of this period,
Hesse’s art received a fresh impetus and assumed a new direction.
The most productive years of his life ensued. The summer of
1919 was one of frenzied activity. Klein und Wagner, Klingsors
letzter Sommer, and Blick ins Chaos followed one another in
quick succession, and, as a diversion, he painted hundreds of
water colors. Siddhartha, part one of which had been written in
the closing months of 1919, was finally finished and published in
1922. Kurgast, recalling Hesse's two visits to Baden in 1923,
appeared the following year, and Niirnberger Reise, the tart
memoirs of a lecture tour through southern Germany in the
autumn of 1925, was published in 1927. Steppenwolf, the most
startling and controversial of Hesse’s novels, appeared that
same year. This was followed in 1930 by Narziss und Goldmund,
the novel posterity may consider his best; and in 1932 (though
completed in 1981) the fantasy, Morgenlandfahrt, appeared. A
steady stream of verse accompanied this prose: Gedichte des
Malers (1920), Ausgewdihlte Gedichte (1921), Italien (1923),
Verse im Krankenbett (1927), the notorious Krisis (1928), and
Trost der Nacht (1929). In addition, there were numerous very
personal prose episodes and literary studies: Wanderung (1920),
eleven of the many items in Bilderbuch (1926), a considerable
portion of the Betrachtungen (1928), two-thirds of the Traum-
fahrte (1945), and Eine Bibliothek der Weltliteratur (1929),
a very intimate perusal of world literature. Zum Geddchinis
unseres Vaters (1930), Diesseits (1930), and Weg nach Innen
(1931) were merely new collections of old material. In the midst
of all this productivity Hesse managed to edit some twenty new
books and to serve as co-editor of Vivos Voco (October 1919 to
December 1921). He also contributed reviews regularly not only
to this periodical (until 1923), but to the Neue Rundschau, the
Berliner Tageblatt, the Frankfurter Zeitung, and the Neue
Ziricher Zeitung.

Thanks to the generosity of his close friend and patron, Hans
C. Bodmer, Hesse was able to quit his Casa Camuzzi retreat in
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the summer of 1931, once more to have a home and a garden he
could call his own. To Casa Bodmer, new-built, situated on a
wooded hill within sight of Casa Camuzzi, Hesse brought his
third and present wife, Ninon Auslinder, in November of that
same year.

With the rise of Hitler’s régime, Hesse’s popularity in Ger-
many again began to wane. During the First World War he had
been branded a Gesinnungslump and Vaterlandsfeind. Now he be-
came a Judenfreund and a Volksverriter. He was tolerated for a
long while largely because he refrained from any public pro-
nouncement of his antipathy toward the Third Reich. Finally,
however, in 1943, his name was added to the official blacklist.
Since 1945, Hesse has again become one of the most widely
read and respected authors in Germany.

After the intense activity which began with Klein wund
Wagner and ended with Morgenlandfahrt, Hesse seemed almost
to have exhausted his creative imagination. His later years have
been marked more by effort than by spontaneity, more by per-
sistence than by passion, and more by recollection than by new
horizons. More than a decade was necesary to write the enigmatic
and monumental Glasperlenspiel (1943), the only novel of this
period. The major volume of verse published since 1931 is Die
Gedichte (1942), Hesse’s collected poems, which have been supple-
mented several times in more recent years. Vom Baum des
Lebens (1934), Neue Gedichte (1937), Der Bliitenzweig (1945),
and Jugendgedichte (1950) are only minor collections of selected
poems. The idyl, Stunden im Garten (1936), and the poetic
episode, Der lahme Knabe (1937), both written in Greek hexame-
ters, are the only verse publications which belong entirely to this
period. These were published again as Zwei Idyllen in 1952.

Most of the many new collections of short stories, brief re-
collections, and articles are only re-publications of old material.
Hesse’s earliest works are represented in Mahnung (1933),
Kleine Welt (1933), Friihe Prosa (1948), Gerbersau (1949),
and Die Verlobung und andere Erzihlungen (1951). Wege zu
Hermann Hesse (1947), Aus vielen Jahren (1949), Alle Biicher
dieser Welt (1950), Lektiire fiir Minuten (1949),Glick (1952),
and Hermann Hesse. Eine Auswahl (1953), all afford sparse
cross-sections of Hesse’s lifetime work. The six volumes of
Gesammelte Dichtungen (1952) represent the best, although still
very incomplete publication of Hesse’s collected works. Haus
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zum Frieden. Aufzetchnungen eines Herrn im Sanatorium (1947)
was actually written in 1910, and the story Freunde (1949)
was finished in 1909. Only eleven of the articles in Krieg und
Frieden, published in 1946 and supplemented in 1949, belong
to the Thirties and Forties. Two of the four items of Dank an
Goethe (1946) were first published in the Twenties, and Feuer-
werk (1946) was written in 1930. Fabulierbuch (1935) returns
to the earliest period of Hesse’s career. Most of the Kleine Be-
trachtungen (1941) were written almost as early. Ten of the
seventeen recollections of Gedenkblitier (1937; supplemented
in 1947), two of the five tales in Der Pfirsichbaum und andere
Erzihlungen (1945), and both landscape studies of Berg und
See (1948), and Erinnerung an André Gide (1951) belong to the
years since 1931. Spite Prosa (1951) and Beschwoérungen (1955),
diary-like miscellanies written from 1944 to 1950 and from 1947
to 1955 respectively, represent the major activity of Hesse’s
most recent years.

Recently, Hesse has also begun to publish some of his volu-
minous correspondence. Briefe (1951) includes a broad and
fascinating selection of his letters from 1927 to 1950. Eine Hand-
voll Briefe, published the same year, is merely a briefer choice
from this same period. And Hermann Hesse/Romain Rolland.
Briefe (1954) presents a revealing interchange between these two
kindred spirits from 1915 to 1940.

Hesse'’s fringe activities of the past twenty-five years reveal
this same tapering-off. He continued to contribute reviews to the
Neue Rundschaw until 1936. His brief series of literary studies
in Bonniers Litterdra Magasin terminated that same year (1935-
1936). However, occasional articles and reviews have continued
to appear in the Neue Ziiricher Zeitung, and, since 1944, new
poems and articles have been published quite regularly in the
Neue Schweizer Rundschau. He has edited only about fifteen new
books since 1931, and since 1945 this activity has ceased almost
entirely.

Hesse’s career has not been without its rewards. In 1936,
Ziirich honored him with the Gottfried-Keller-Preis. Frankfurt
awarded him the Goethepreis in 1946, and that same year he
received the Nobel Prize. In 1947, the University of Bern granted
him an Ehrendoktor, and Calw made him its most illustrious
Ehrenbiirger. Braunschweig selected him for its Wilhelm-Raabe-



A Bi10-BIBLIOGRAPHICAL SKETCH 13

Prets in 1950, and in 1955, Hesse accepted his latest award,
the Friedenspreis des Deutschen Buchhandels.

Despite this widespread and growing acclaim, Hesse has
continued his humble way of life in remote Montagnola, still
devoted to his art and patiently tending to his garden. When 1
paid him a brief visit in the summer of 1954, I found an elderly
person, slight of figure, erect in his bearing, and slow but sure in
his movements. A light summer suit and an open collar gave him
a boyish appearance. The frank gaze of his blue eyes, the firm
grasp of his hand, his slow smile, and the seft Swabian quality
of his German, immediately put me at ease. As we talked, I was
constantly reminded of Knecht’s benign old Musikmeister.



II

HESSE AND HIS ART
I

A review of Hesse’s prose and poetry reveals three distinct
periods. Each represents a different stage in the course of the
author’s struggle with himself and with life as a whole, and
each reflects a correspondingly different phase in his style.

The first of these three periods, the two decades preceding
Demian (finished in 1917), is one of uncertainty and vague
presentiment. These are the early years of a sensitive outsider
who cannot cope directly with his particular problem of existence.
He resorts instead to fantasy and withdraws into the realm of
beauty, there to indulge in the extremes of late nineteenth-century
aestheticism. The first prose of these years (E'ine Stunde hinter
Mitternacht, 1899, Hermann Lauscher, 1901)! is enveloped in a
perfumed melancholy. It is characterized by exclamatory re-
marks and rhetorical questions, by sensuous adjectives and ad-
verbs in languid cadence. The form is loose, a random succession
of vignettes and dramatic monologues held together primarily
by their common spirit of decadent romanticism. Eine Stunde
hinter Mitternacht is notable for its affected heroic pose, its
pathos, profuse colors, and its muted sounds. Hermann Lauscher,
a Hoffmannesque fusion of fantasy and reality, is both cynical
and morbidly intimate. This is the work of a talented beginner
whose world of experience is still too limited, and whose imagina-
tion is entranced by the facile flow of beautiful language. In
the absence of discipline and restraint, the whole is sacrificed to
the part, and what was meant to be art fails to become more
than picturesque patter. It was not long before Hesse himself
termed this mode of writing the Theaterspielerei of Nerven-
kiinstler, and discounted it as:

. « « krank, unverstindlich und todeselend . .. alles klang wie
ein spukhaft idiotisches Gewinsel, dessen Sinn nur besonderen
Eingeweihten zuginglich war. Es tonte darin von Tempeln,
Einsamkeiten, wiisten Meeren, Zypressenhainen, welche stets von
einem zagen Jiingling unter schwerem Seufzen besucht wurden.
Man begriff wohl, dass es symbolisch gemeint war, aber damit
wenig gewonnen (“Karl Eugen Eiselein,” Nachbarn, 1st. ed.
[Berlin, 1908], p. 90).
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Beginning with Hesse’s determination to escape the isolation
of the introverted aesthete, and with his consequent efforts in
marriage to find a place for himself in the bourgeois world, this
initial, emotionally intense romanticism yields abruptly to a
hardier, more entertaining realism. Peter Camenzind (1904),
Gertrud (1910), and to a lesser degree, Rosshalde (1914) con-
tinue the tradition of Keller’s Der Griine Heinrich. The many
Gerbersau Novellen? (and even the more tragic school-novel,
Unterm Rad, 1906), with their humorous and pleasantly ironic
treatment of small-town life, are closely akin to the Seldwyla
tales. The dream world of Eine Stunde hinter Mitternacht and
Hermann Lauscher is succeeded by a more invigorating rustic
reality. Hesse’s characters become more human and less shadowy ;
inertia and desperation yield to movement and humor. His prose
now achieves a more narrative style, and his language becomes
more forceful, clearer, and crisper.

Of this first period from 1895 to 1916, the most representative
poetic form is a three-quatrain poem, folksong-like in the
simplicity and in the lyrical quality of its expression, e.g.:

Es nachtet schon, die Strasse ruht,
Seitab treibt mit verschlafenen Schligen

Der Strom mit seiner trigen Flut
Der stummen Finsternis entgegen.

Er rauscht in seinem tiefen Bett

So wegverdrossen, rauh und schwer,
Als ob er Lust zu ruhen hitt’,

Und ich bin wohl so miid wie er.

Das ist durch Nacht und fremdes Land
Ein traurig Miteinanderziehen,
Ein Wandern stumm und unverwandt
Zu zwei’n, und keiner weiss wohin.
(“Nachtgang,” Die Gedichte [Ziirich, 1947] p. 133)

Decided preference is given to iambic tetrameter, and of diverse
rhyme schemes, the alternate prevails. Imagery is as unsophisti-
cated as form, syntax, and vocabulary. In the tradition of
Romanticism, Hesse uses nature as a mirror for his moods and
as a setting for his reflections. Late summer with its gentle, tired
breezes, its wilted gardens, and slowly wandering clouds, is
nearly spent. Autumn spreads its pall over mountain, valley, and
forest. Lonely roads lead to remote and unfamiliar villages. A
spirit of fatigue and melancholy pervades the atmosphere, and
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the prevailing silence is broken only by the murmur of a little
stream, the sobs of a child, or the faint thud of falling fruit.

The nature-setting is usually presented in the first, sometimes
in the first and second stanzas of a poem. Tersely sketched and
faint, these descriptions are much less pictorial than evocative.
The nostalgic, gloomy mood evoked is heightened by the use of
faint and shadowy colors (hell, bleich, blass, silbern, weiss,
triib, grau, dunkel, blau, schwarz) languid adjectives (allein,
traurig, trig, schwer, miide, leise, fern, spit, fremd, schwiil),
emotionally suggestive verbs (wandern, erinnern, leiden, trauern,
weinen, ruhen, neigen, klagen, schlafen, triumen), and allusions
to Jugend, Heimweh, Sehnsucht, Einsamkeit, Schmerz, Welken,
Ruhe, Tod, Nacht, and Grab. The prevalence of long vowels in
theseo adjectives, verbs, and nouns, Hesse’s preference for verbs of
description rather than of action, and his very frequent use of the
verb to be, tend to retard the flow of the verse and to leave its
rhythm slow and solemn, its tone modulated in accord with the
mood of the setting.

Before the second stanza has concluded, Hesse himself ap-
pears upon the scene as a weary wanderer, a wistful observer,
or a lonely dreamer. His element is the twilight and the night
(“Nachtgang,” p. 133). He moves across the dim landscape like
the leaves before the wind (“Das treibende Blatt,” p. 69). Few
are the people he encounters and dark their dwellings (“Auf
einer Nachtwanderung,” p. 142). His friends are outcasts like
himself (“Einsame Nacht,” p. 122). Like theirs, his wandering
is an endless quest for Heimat (‘“Abends auf der Briicke,” p.
145). To the innocence and harmony of childhcod, there is no re-
iurn (“Wende,” p. 83) ; and with love (“Der schwarze Ritter,”
p. 72) and close friendship denied him, life becomes little more
than memory (“Schalflosigkeit,” p. 203) and faint hope (“Uber
die Felder,” p. 62). It is in this state of agitation that Hesse ac-
knowledges the ultimate loneliness of the individual (“Im Nebel,”
p. 151), and that he becomes painfully aware of flux (“Kind im
Friihling,” p. 161). He begins to feel that life has now almost
passed him by (“Wie kommt es,” p. 60), and his thoughts linger
over death. Perhaps only death can afford the Heimat denied by
life (‘““Abends auf der Briicke,” p. 145).

Such are the reflective notes upon which the poems character-
istic of the years preceding 1917 end. Unfortunately, the transi-
tion from description to reflection is often unexpectedly abrupt,
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and the reflection itself is not always of a very poetic nature.
Hesse frequently permits himself a too commonplace analogy
with a concluding remark that may verge upon banality
(“Sommerwanderung,” p. 174). In most of these instances it
would have been to greater advantage, poetically, simply to have
omitted the last stanza. As it is, there are only a half-dozen or
so purely descriptive two-quatrain poems (e.g., ‘“August,” p.
56). These are among the finest of this early period, and the
only poems in which Hesse does not immediately allude to
himself.

Obviously, not all Hesse’s earlier poetry falls within the gen-
eral pattern just outlined. His very first poems (Romantische
Lieder, 1899) lie only on its fringes. While the characteristic
three-quatrain poem, iambic tetrameter and alternate rhyme are
well represented, longer poems, many with irregular stanzas,
mixed meters, and more complicated and irregular rhyme
schemes are somewhat more common (“Grand Valse,” pp.
12-13). The world of this poetry is no less removed from the
beaten path than is its form. Neither knows much restraint. Not
autumnal nature, sleepy hamlets and the weary wanderer are
depicted, but a very romantic retreat of stormy seas and battle-
fields, of temples and castles, of suffering kings and pale queens.
This poetry of brilliant colors (rotes Schloss, goldener Apfel,
griiner Hungerblick, purpure Kiisse, blaue Bdume) and of exotic
blooms (Oleanderbliite, Hyazinth, Syringen, Astern, Feuernelken,
Reseden, Akazien) abounds with exclamation marks and restive
dashes. It is most reminiscent of the art of Eine Stunde hinter
Mitternacht. To this melodramatic fantasy a heimatloses Konigs-
kind retires from a world in which he finds himself an unhappy
outsider (‘“Konigskind,” p. 35). Yet, despite all the pomp and
ceremony of this earliest poetry, Hesse can only lament. It cannot
be otherwise, for art is to him “Das Land der Heimatlosen,/
Das sonnenrote Reich der Kunst” (“Sarasate,” p. 22). Although
still young, he already appears exhausted in spirit (“Schauspiel,”
p. 14). Already he considers his life to be barren (‘““Gestidndnis,”
p. 18). Childhood has become a hypnotic memory and death a
sentimental obsession (“Eine andre Welt,” p. 46). It almost
seems that Hesse had never, even as a youth, experienced a single
surge of joy, which was not immediately dampened by dour re-
flection.

Hesse’s occasional verse, the poems which owe their inspiration
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to Italy, those recalling his trip to the East (1911), and those
which allude to the First World War, conforms even less to the
characteristic three-quatrain pattern than the Romantische
Lieder. Of the three dozen or so Italian poems, most of which
were written from 1899 to 1902, the larger portion comprises
longer poems, either with quite extended, irregular stanzas or
with no stanza division at all. Iambic pentameter and rhymed
couplets prevail. In these poems are recorded the highlights of
the author’s frequent trips to his favorite southern refuge. In
a sauntering, conversational tone, unexpectedly playful upon
occasion (“Venezianische Gondelgespriche,” pp. 93-94), Hesse
recalls the narrow streets and gables of Padua, the churches and
ruins of Ravenna, the lacemakers of Burano, the harbor of
Livorno, a storm in Spezia, Florence and her Lorenzo Medici,
Chioggia’s dead past, and a love affair amidst the beauties of
Venice. He delights in the childlike nature, the carefree revelry
of the Italians, and is reminded of his own happier childhood
years, only to be made doubly aware of the problematic lot which
has now become his. Only for brief moments can Italy quiet his
yearning and alleviate his inner torment (“Piazzetta,” p. 108).
The Heimat Hesse seeks is no more to be found in the south
than in the north (‘““Alpenpass,” p. 224).

The East does not afford that sanctuary either (“Kein Trost,”
p. 195). While Hesse basks, or at least tries to bask, in the con-
genial atmosphere of Italy, he stands in awe of Asia with its
turmoil of peoples, its stifling climate, and its primeval wilder-
ness. In a casual diary-like manner, and principally in free verse
(eight of fourteen poems), he traces the course of his trip from
the coast of Africa and the oppressive desert terrain of the Red
Sea to Ceylon, Singapore, Sumatra, and Colombo. He recounts
such incidents as the pleasant relief in Ceylon after an endless
ocean voyage; the monotonous throbbing of the ship’s engines,
sleepless nights; an ageless jungle river and the mournful even-
ing chant of the frightened natives; a sedate oriental feast, a
beautiful Chinese singer, and a twilight arrival in Colombo. As
usual, however, the outside world and description are incidental to
the inner world. The new background was but another change of
setting for the continued drama of Hesse’s Ich.

Like Goethe, a century before him, Hesse would not succumb
to martial fervor. In 1914, as again in 1939, the fate of the
German nation meant much to him, but the lot of humanity and
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a poet’s supranational responsibility meant more. For the poet
publicly to implore or to protest could only be futile. For him to
acclaim, to foster the spread of misunderstanding and of hatred,
was conveniently and unforgivably to capitulate to circumstances.
He chose to remove himself from the fray, nurture his humane
ideals, and patiently allow the maelstrom to exhaust itself. Ex-
cept for a handful of articles and about two dozen poems, Hesse
has never done otherwise. Although they deal with the war,
these poems are not entirely out of keeping with the author’s
attitude. Most of the seventeen poems written during the First
World War (fifteen in the autumn and spring of 1914-15) are
expressions of anxiety rather than of protest. Thoughts linger
with a friend in battle (“Denken an den Freund bei Nacht,”
P. 243). The tortures of war (‘“Herbsttag,” p. 246) and even
death are experienced empathically (“Tod im Felde,” p. 248).
He recalls a fallen comrade (“Einem im Felde gefallenen Freun-
de,” p. 251). Some poems merely allude to the war (“Friihlings-
mittag,” p. 253) and others are ardent hopes for peace (“Friede,”
p. 245). Only once does anger break through the prevailing sub-
dued and serious tone (“Am Ende eines Urlaubs,” p. 264) ; and
while five poems reflect a peculiarly enigmatic attitude toward
the war, an ambiguity of mild abhorrence and hesitant acclaim
(“Das Erlebnis,” p. 243, “Bhagavad Gita,” p. 245, “Herbstabend,”
p. 246, “Der Dichter,” p. 248, “Kindern,” p. 249), only two ex-
hibit some of the patriotic bravado of the traditional Kriegslied.?

Although the half-dozen or more poems which recall the
Second World War continue in this very personal vein, their
thoughts and mood are far less contained. Older and more
irritable, Hesse cynically deplores this repeated folly (“Der alte
Mann,” p. 411), disparages modern civilization (“Miissige
Gedanken,” p. 416), and is quite prepared to quit this life (“Leb
wohl, Frau Welt,” p. 425). Yet, notwithstanding this general
disillusionment (“Oktober 1944,” p. 427), Hesse never lost hig
faith in the wonders of reason and love, and never ceased to hope
(*“Dem Frieden entgegen,” p. 431).

In terms of form, this small group of Kriegslieder is charac-
terized by variety rather than by any one dominant pattern.
Longer poems with irregular stanzas, others with six, five, or
even two-line stanzas, and some with no stanza division at all,
are intermingled with free verse and with poems consisting of
four or five quatrains. Alternate rhyme is most prevalent, though
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couplets and mixed rhyme schemes are very common. While
the iamb, with no marked preference for trimeter, tetrameter or
pentameter, prevails in the poems of 1914-18, the trochaic
tetrameter becomes the dominant meter of the poems of the
Second World War.

It is significant to notice that in each of the four instances of
deviation from the characteristic form (the early, romantic
poemg, the Italian poems, those of the Orient, and the war
poems), there is a corresponding deviation of substance, which in
turn reflects a brief divergence in the course of Hesse’s life.

II

It was in this vein of poetic realism and plaintive lyricism
that Hesse continued until his crisis of 1916-17. The decade to
follow, the second of the three periods, marked the most dramatic
and most critical years of his life. The war, and the tragic events
in his family had brought with them an overwhelming accumula-
tion of tensions. Hesse was now compelled to realize that in his
desire to make existence less painful he had been avoiding a close
look at the true nature of his inner discord, and had blinded him-
self to the morally and spiritually impoverished world around
him. Like Veraguth (Rosshalde), Hesse left the comfortable
fold of the bourgeois world, which had never afforded him the
security, the “Stiick Welt und Wirklichkeit” (“Geleitwort,” Eine
Stunde hinter Mitternacht [1941], p. 11) he had hoped it might,
and accepted the more difficult existence of an outsider. In a
desperate and determined attempt to find himself, he began
systematically to diagnose his inner conflict, and to go his long-
shunned Weg nach Innen. Only now did he finally come to grips
with the intrinsic problems of human existence.

In Montagnola escape became quest, and in quest Hesse’s inner
problems resolved themselves into the basic malaise humain, into
the tension between Geist and Natur. For years he had vacillated
between these poles, acclaiming first one, then the other, then
neither. Always he hoped for a harmonious accord, though well
aware that for him this was impossible. In Demian (1919) he ac-
claimed the principle of Geist, with its Selbsterkenntnis and
Selbstverwirklichung, and a Nietzschean emphasis upon the
Figensinn of the superior being. This was to culminate in the
Amor fati, Wille zum Leiden und Einsamkeit of Zarathustras
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Wiederkehr (1919). But Geist as a guiding principle of life
could only mean greater individuation and more painful isola-
tion; and as yet, Hesse lacked the firm conviction and the inner
fortitude necessary to endure such consequences. The immediate
reaction was as extreme as the initial impulse. The assertive
Nietzschean activism yielded suddenly to a Schopenhauer-like
passivity, a restless quest to a quietistic acceptance, and self-
realization to a yearning for self-obliteration. Natur with its
Erleben was as demanding and as impossible for Klein (Klein
und Wagner, 1920) as was Geist, and respite was to be found
only in the nirvana of a will-less Sichfallenlassen.

Hesse, however, was as ill-prepared to accept Klein’s resolu-
tion as he had been to follow the path of Demian. Envisaging
more possibilities and giving precedence neither to Getst nor to
Natur, he proceeded with Klingsor (Klingsors letzter Sommer,
1920) to revel in the intoxication of both. Acknowledging the
reality, the goodness and the necessity of both realms of ex-
perience, in Siddhartha (1922) he advanced yet another stage.
Whereas Klingsor fails to emerge from his revelry, Siddhartha,
exhausting and transcending both das zufdllige Ich der Gedanken
and das zufdllige Ich der Sinne, achieves a Seelenzustand which
knows only unity, affirmation, and humble service. Kurgast
(1924), however, was a reminder that resolutions are more
easily visualized than experienced. In a sober tone of acceptance,
Hesse realized that despite all efforts to the contrary, his ex-
istence would probably continue as a restless tension, a constant
vacillation between life’s opposing poles. It is the most acute
stage of this continued tension that is recorded in Steppenwolf
(1927). In his own words, Hesse had reached another of those
“Etappen des Lebens, wo der Geist seiner selbst miide wird, sich
selbst entthront und der Natur, dem Chaos, dem Animalischen
das Feld rdumt” (“Nachwort,” Krisis, p. 81). With his recupera-
tion from this embittered and desperate state of mental ex-
haustion, this trying period of quest and indecision ended. A
tired and wiser man, fully aware of the value and the necessity
of humor, Hesse was at last prepared to accept Geist, that part of
human nature so repeatedly deemed the very bane of existence
during the difficult years immediately following Demian,* as
his guiding principle.

The new, more vigorous approach to life of this second period,
brought with it a new, more vigorous stage in Hesse’s creative
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activity. The years from Demian to Steppenwolf were recklessly
prolific. An abrupt change in both the substance and the style of
his prose extended Hesse’s literary horizons far beyond their pre-
vious conventional range. The course of this new, more dramatic
phase of his writing became very unpredicatable, since it was
characterized by spasmodic transition rather than by gradual
progression.

With Demian, the once rather innocent Unterhaltungs-
schriftsteller (Traumfihrte, p. 108) suddenly became a discon-
certing, problematic seeker whose complex expressionistic art all
but defies satisfactory interpretation. The simplicity of language
and clarity of thought which had become characteristic of Hesse’s
writings were now obscured in an atmosphere of Freudian
symbolism. Hesse became so engrossed in his psychological self
that his work tended more to suggest the effort of an analytic
talent than that of a creative artist. Demian and the novella
Klein und Wagner would almost prompt one to think of clinical
reports. On the other hand, although obviously still under the
influence of Demian and its symbolism, Hesse, in Klingsors
letzter Sommer, returns to a decadent romanticism which sug-
gests Eine Stunde hinter Mitternacht. The atmosphere is again
scented, the scene removed and feverish; and although more
vibrant and cohesive, the whole once more becomas a maze of
melodramatic vignettes.

The unpredictable course of Hesse’s art during this period is
even more evident in the sudden transition from Klingsors letzter
Sommer to Siddhartha. Intoxication and random spontaneity
changes to contemplation and severe artistry. Siddhartha is clas-
gical in the symmetry of its form, in the stylized pattern of its ex-
pression, and in the lofty simplicity of its language. This is fol-
lowed by an equally abrupt transition to the diary-like intimacy,
the capricious, comic realism, and the acrid leitmotif technique of
Kurgast. Even more startling are the extremes of Steppenwolf.
Here Hesse’s Weg zu sich selber hin reaches a climax in a fascinat-
ing confusion of symbol and irony, fantasy and realism.

While mood and sentiment had found ready expression in fixed
stanzas, metrical patterns and rhyme schemes, intellectual ex-
perience and emotional distress were not to be contained by any
traditional poetic restraints. The folksong-like poem, which was
characteristic of the years preceding 1916, now yields to a
restive prose verse, and dramatic situation replaces lyrical de-
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scription. Accordingly, of the roughly one hundred and twenty-
five poems written in the course of the subsequent decade, more
than one-third are free verse, e.g.:

Kinder sind wir, rasch macht die Sonne uns miid,

Die uns doch Ziel und heilige Zukunft ist,

Und aufs neue an jedem Abend

Fallen wir klein in der Mutter Schoss,

Lallen Namen der Kindheit,

Tasten den Weg zu den Quellen zuriick.

Auch der einsame Sucher,

Der den Flug zur Sonne sich vorgesetzt,

Taumelt, auch er, um die Mitternacht

Riickwirts seiner fernen Herkunft entgegen.

Und der Schlifer, wenn ihn ein Angsttraum weckt,
Ahnt im Dunkeln mit irrer Seele

Zogernde Wahrheit:;

Jeder Lauf, ob zur Sonne oder zur Nacht,

Fiihrt zum Tode, fithrt zu neuer Geburt,

Deren Schmerzen die Seele scheut.

Aber alle gehen den Weg,

Alle sterben, alle werden geboren,

Denn die ewige Mutter

Gibt sie ewig dem Tag zuriick (“Die Nacht,” pp. 266-267)

In general, this new form tends to be at least twice as long as
the old with its three quatrains. Stanza division, when retained,
is very irregular. Rhyme is continued, although quite without
pattern. The syntax becomes more involved, and the vocabulary
less evocative, more sober, and eventually quite common (T'rieb,
Chaos, Fleisch, Luderleben, Maschinen, Geld, Fabriken; gierig,
dreckig, neidisch, verflucht, verriickt, lasterhaft, teuflisch; hassen,
lecken, briillen, krepieren, saufen, stinken, speien). Background
imagery reveals just as decided a change. Nature is no longer a
picturesque setting for a brief afterthought, but a casual re-
ference point for more prolonged reflection (“Auch die Blumen,”
p. 270). In accord with this shift of emphasis from description
and feeling to a more dramatic thought process, allusions to nature
are now apt to be metaphorical or symbolical. As leaf upon leaf
falls from Hesse’s tree of life (“Vergidnglichkeit,” p. 284), he
longs to experience all aspects of being; to die the death of a
tree, a mountain, of sand and of grass; to be reborn a flower,
a fish (“Alle Tode,” p. 289). The moon and night, with its dreams
of a lost childhood-Heimat, are associated with the sympathetic
mother-principle. They become symbols of Natur (“Herbstabend
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1918,” p. 281). Day represents the stern father-principle, and
the sun is Geist (“Die Nacht,” p. 266).

During the first period of his career, Hesse was rarely given
to metaphysical speculation. The painful facts of life (lone-
liness, flux, death) impressed themselves upon his soul, but little
effort was made to delve into the nature of being and into the
ultimate causes of suffering. He began to reflect seriously upon
this problem in 1917. In the ensuing free verse, the malaise
humain is attributed to the dichotomy of human existence and
to the inherent flux of being. Immediately, Hesse acknowledges
and accepts both the benign mother-principle (Natur), and the
severe father-principle (Geist). Man essays the challenging,
conscious heights of the latter, only to return to the enticing,
oblivious repose of the former like a fatigued child to its mother
(“Die Nacht,” p. 266). During moments of greater despondency,
however, when the natural inclination to seek refuge from the
pain of awareness overwhelms Hesse, all woes are ascribed by
him to the father-principle of law, perception, and individuation,
and it is caustically repudiated (“Riickkehr,” p. 278).

Just as distressing for Hesse as this suspension between life’s
two forces, is the incessant becoming of life (“Die Nacht,” p.
266). To him existence is a painful experiencing of endless
deaths and rebirths. While this flux is not to be stayed, the pain
may be alleviated by a philosophical acceptance of the nature of
things (“Auch die Blumen,” p. 270), or by the realization that
it is necessary to experience life in all its flux if one wishes to
bring its poles closer together into a more bearable, harmonious
interplay (““Alle Tode,” p. 289). However, yet another and more
enticing resolution presents itself. Indulging in the Sankhya
system of Hindu philosophy, Hesse envisages a new Heimat, the
soul-nirvana transcending both the realms of Geist and Natur,
and all life’s flux (“Media in Vita,” p. 311). One had only to retire
to one’s innermost self. But Hesse was no Oriental.

A thoughtful, serious mood is evident even in Hesse’s less
philosophical free verse. Several poems are prayers and hopes in
despair (‘‘Gebet,” p. 310) ; some are pleas and fantasies in fear
and pain (‘“Krankheit,” p. 309) ; others are scathing outbursts of
anger (“Die Maschinenschlacht,” p. 816), or serious thoughts of
love (“Traum von dir,” p. 314). A few are as conversational and
diary-like as the free verse recording Hesse’s trip to the Orient
(“Heimkehr,” p. 305). It can not be mere coincidence that most
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of the free verse written before 1916 (some thirty poems) is
just as reflective in nature and as serious in mood (“Im Grase
liegend,” p. 216). Even then, intellectual experience and strong
emotions chafed at the restraints of form.

In this relatively contained manner, Hesse continued for a
number of years to ponder the lot of humanity and to reflect upon
his personal problems. In his ascetic retreat at Casa Camuzzi, he
seemed successfully to have reéstablished himself in life. How-
ever, it was only a matter of time before these very circumstances
were to occasion a new crisis, before the metaphysical issues of
the Geist and Natur dichotomy were to become a critical psycho-
logical fact. By 1926, seclusion had become stifling and sublima-
tion was beginning to fail. Geist was dethroned. Natur, too long
repressed, engulfed Hesse in a vengeful sensuality for almost an
entire year. It is to this frantic interval that the poems of Krisis
bear witness.

This unique collection consists mainly of free verse, embarras-
sing in its uninhibited intimacy. It is obviously the outburst of
an imagination inflamed by frustration and obsessed by feelings
of inadequacy and fear. Hesse flounders about feverishly in a
mad vortex of dance halls, bars, and sex. He envies, and would
be, a naive Naturkind. He would play hot jazz and dance the
shimmy (“Neid,” Krisis, p. 28). He would be a rakish young
man about town (“Bei der Toilette,” p. 40), and experience sen-
sual life in satiation (“Schweinerei,” p. 58). Possessed by these
impossible desires and tormented by his conscience (‘““Ahnungen,”
p. 67), Hesse becomes sardonic and despondent. The stench of life
is unbearable (‘“Weinerlich,” p. 64). He spares the smug
bourgecis world no invective (‘“Missgliickter Aberd,” p. 15).
His self-disdain and self-disparagement know no bounds. In this
bitter frame of mind, Hesse’s ultimate recourse is cynical laughter
(“Sterbelied des Dichters,” p. 10) ; and his only hope for release
is death (“Fieber,” p. 53). However, the storm abates; he re-
gains his equilibrium ; Geist again prevails. And now, reconciling
himself to this fitful vacillation between life’s two poles, to being
alternately saint and sinner, and convinced that even the most
dissolute ordeals of Natur are also God’s design, Hesse is pre-
pared to experience and to exhaust whatever destiny may yet
hold in store (“An den indischen Dichter Bhartrihari,” p. 76).

Krists is not a collection of pleasant verse, nor is it poetically
of much significance. The subject matter is crude, the language
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common, the emotions turbulent, and the thoughts undistilled.
It tries the very limits of poetry. However, much more vital to
Hesse than either poetic propriety, or his reception by the public,
was hope of his own rehabilitation through self-knowledge and
sincerity. Krisis was primarily meant to be therapeutic in
function. As such, it fulfills what Hesse himself has maintained to
be the first and most important function of all poetry:

Ein Gedicht ist in seinem Entstehen etwas ganz Eindeutiges. Es
ist eine Entladung, ein Ruf, ein Schrei, ein Seufzer, eine Gebirde,
mit welcher die Seele sich einer Wallung zu erwehren oder sich
ihrer bewusst zu werden sucht. In dieser ersten, urspriing-
lichsten, wichtigsten Funktion ist iiberhaupt kein Gedicht beurteil-
bar. Es spricht ja zunichst lediglich zum Dichter selbst . . .”
(“Schlechte Gedichte,” Betrachtungen, p. 97).

At this time of personal crisis, Hesse could not continue to write
the schone Gedichte expected by his public; he would not reduce
his poetry to palatable bonbons.

The period from 1916 to 1926 is not entirely one of severe
mental-emotional agitation and free verse. Moments of relative
equanimity, with their more conventional verse form, occur. At
such times, Hesse reverts to the romantic wanderer whose ele-
ment is the night, the open road, and unfamiliar places (“Gang
am Abend,” p. 268), who continues to be disturbed by the flux
of life (‘“Regenzeit,” p. 274), and who is still very much concerned
with death (“Bruder Tod,” p. 279). But Heimat, or release from
himself and his painful lot, is no longer Hesse’s prime concern.
Only occasionally does he now yearn for the innocence and
harmony of childhood (“Verlorenheit,” p. 270) or for the oblivion
of death (“Bruder Tod,” p. 279), and never for the solace of be-
longing to the group. Indifferent to consequences, Hesse will
henceforth seek “mein eigen Gliick, mein eigen Weh” (‘“Konzert,”
p. 272) rather than continue as a discontented observer, vainly
longing for “ein volles Gliick” (“Gestéindnis,” p. 18) not meant
for him.

Hesse has become aware of a greater significance for the
individual within the framework of reality. He no longer con-
siders man as an unrelated unit in the scheme of things, but as an
integral part of the whole, a part, even, of its very creative force.
Not only is das Ewige, das Wesen (‘“Bekenntnis,” p. 273) in-
herent in his being, but the world itself is his creation (“Die
Welt unser Traum,” p. 280). Hesse’s sole concern now is to heed
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himself and to live his own life (“Gang im Spétherbst,” p. 288) ;
and love alone will help him to find his place in reality and ex-
perience its oneness (“Néichtlicher Weg,” p. 303).

The occasional poem written during the second period may
recall the background imagery (“Gang am Abend,” p. 268), the
simplicity of expression, and the lyricism of some of Hesse’s
earlier verse. However, more often than not, there is a definite
change in form, as one would expect from his continued emphasis
upon reflection. Mood had formerly found expression in three
quatrains; thought now usually requires four. Hesse continues
to use alternate rhyme but often replaces the iamb with a more
emphatic and forceful trochee and shows a slight preference
for pentameter rather than tetrameter (“Regenzeit,” p. 274).
Finally, just as in the free verse of these years, a prose quality
detracts from the lyrical nature of the poetry (‘“Bekenntnis,” p.
273), and nature is used as a mere reference point or dispensed
with entirely (“Bruder Tod,” p. 279).

III

The excruciating catharsis of Steppenwolf and Krisis brought
to an end Hesse’s period of distress and quest. He had come to
terms with himself; he was now to come to terms with life at
large. Quitting his hermitage, he remarried, and, in a more
philosophical spirit, allowed the third and last phase of his life
to take its more even course.

Hesse now approached the turning point beyond which Werden
becomes Entwerden. The self is slowly transcended and unity is
ultimately experienced:

. so bedarf es fiir das Erlebnis, das ich meine, doch eben des
hohen Alters, es bedarf einer unendlichen Summe von Gesehenem,
Erfahrenem, Gedachtem, Empfundenem, Erlittenem, es bedarf einer
gewissen Verdiinnung der Lebenstriebe, einer gewissen Hinfillig-
keit und Todesnihe, um in einer kleinen Offenbarung der Natur
den Gott, den Geist, das Geheimnis wahrzunehmen, den Zusam-
menfall der Gegensitze, das grosse Eine” (“Aprilbrief,” Neue
Ziiricher Ztg., April 29, 1952).

In quiet retirement and ever closer communion with nature,
struggle with himself and with the circumstances of life grad-
ually subsides. Emotions are subdued, and thought yields to
contemplation. The schizophrenic Steppenwolf, with his somber
seriousness and his desperate gospel of humor, becomes a serene
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Glasperlenspieler who knows the value of playful observation
(“Entgegenkommen,” p. 381) and for whom acceptance is that of
faith and love. It is only now that Hesse at last finds the peace of
sincere Selbstbejahung and Lebensbejahung.

A corresponding change can be detected in Hesse’s prose of
these latter years. While the Geist and Natur dichotomy continues
to be the vital issue in his world of thought, it is no longer the
acutely personal problem it once was. It is in the milder, the
more detached manner of recollection, rather than in further
quest, that the question is reconsidered in Narziss und Goldmund
(1930). Both poles of life are again acknowledged and affirmed
by Hesse, but his previous attitude of resignation to a life drawn
from one extreme to the other, is supplanted by a new, more
determined adjustment to life. Despite distractions, the in-
dividual must obey the prevailing impulse of his being. He must
take that path which the predominant aspect of his nature im-
pels him to choose. Neither the Naturkind nor the Geistesmensch
can change his basic nature. Each must be prepared to suffer the
lot of his kind, and for either to attempt, in curiosity or despera-
tion, to do otherwise, is to foster a perpetual Steppenwolf-like
dissension. Determined as he was to suffer this inner discord no
longer, Hesse’s future road was obvious to him; it could only be
that of all Morgenlandfahrer (1932), the way of Geist.

Glasperlenspiel (1943) represents the final stage on this road.
Geist, formerly stressed primarily in terms of the individual and
of self-expression, is now finally viewed in terms of humanity
and of self-justification. Cultivated for its own sake in a Castalia-
like isolation from reality, Geist must remain sterile. Only when
it becomes a vital factor in human existence, mellowed by a
spirit of love, service, and sacrifice (as exemplified in Knecht’s
way of life), can Geist serve its true purpose.

In keeping with this new adjustment to life and more dis-
passionate attitude toward what he regards as its basic problem,
Hesse’s once explosive inspiration became more disciplined and
his creative activity less impulsive and also less prolific. His
writing reflects the slower and more orderly tempo of his life.
It is now less dramatic in its tensions and much more narrative
in its new, expansive nature. The atmosphere is less charged,
the language is less constrained, the vocabulary is marked more
than ever by poetic simplicity, while syntax becomes more play-
fully involved and symbolism even more prevalent and pro-



HESSE AND HIS ART 29

foundly enigmatic. In all three of the remaining tales, a romantic
spirit again prevails. But, purged of its decadence, it is now
mature, mellow, wider in its scope, and deeper in its thought.
Hesse is now less conscious of himself, and more conscious of
his art. Narziss und Goldmund, while very modern in its psycho-
logical depth, belongs to German Romanticism’s best tradition of
story-telling, that of Franz Sternbalds Wanderungen and Ahnung
und Gegenwart. Morgenlandfahrt, reverting briefly to the
episodic-tale form most characteristic of the second period, is a
playful fantasia which could have been written by Novalis and
would have been acclaimed by Tieck. Glasperlenspiel immediately
recalls Goethe’s Wilhelm Meister, both in substance and in its
structure and baroque proportions. A life-time’s variety of artis-
tic expression is culminated in this variegated work of art. It is
romantic in its loose composition, in its fragmentary nature, in
the naiveté of its idyllic setting, and in its efforts to give
symbolic expression to the otherwise inexpressible. It is romantie
in its dream, the glass-bead game with its idea of universal
harmony.

While Hesse’s prose passes through the three phases just
outlined, the center about which his creative activity revolves
remains constant. This center is the individual, opposed to
rociety, its mores, and its institutions. The individual is, of
course, Hesse himself. He recalls, nostalgically, the simpler years
of childhood. He reéxperiences youth with its excruciating years
of awakening. He portrays modern man, the intellectual and
the artist in particular, within the framework of a declining cul-
ture. He shows the predicament of human nature in a disjointed
age. For his subject he provides an ever-changing setting. The
Occident yields to the Orient, commonplace reality to the magic
realm of nowhere; and the Middle Ages and the distant future
are as immediate and vital as the present. This fluid, diversified,
and yet continuous whole represents the Odyssey of Hesse’s
wandelndes Ich. It is in this, its intimately egocentric nature, that
his art bears the stamp of its age, an age of cultural decline, of
spiritual and moral distress, and of extreme loneliness.

Like many of his fellow individualists, idealists, and humani-
tarians, Hesse was unwilling and unable to live in accord with
the soulless mass civilization which seemed to be emerging from
the decline. Between the age and its most sensitive spirits, there
developed an antipathy which was to change the course of art.
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The inner and outer tensions and the loneliness which are nor-
mally a part of the artist’s lot became acute. Normal introversion
became impassioned introspection, and art began to lose that
balance between the Ich and the world which it needs in order
to reach its highest fulfillment. To such an extent was Hesse him-
self caught up in this trend, that Bekennen and Aufrichtigkeit,
not beauty, became the motivating factors in his creative activity.
His art became confessional in form and therapeutic in function,?
his contribution to what he himself has termed the Ubergangs-
literatur of an Ubergangsperiode (Die Nirnberger Reise, [1927],
p. 77).

While time alone will ultimately confirm or disprove Hesse’s
severe, though perhaps ironic, criticism of his own art, the
inordinately egocentric nature of this art is an immediate and in-
escapable fact. Like a hall of mirrors, the author’s works never
cease to reflect his own image. His pre-1917 heroes are made
of soft stuff. They are predominantly aesthetes who live only in
dreams, hopes, and anticipation, and who shrink before realiza-
tion. Self-preoccupied, temperamental artists, they are paralyzed
by chronic indecision and indulge in romantic morbidity. They are
outsiders consumed by their own loneliness, misfits to whom the
ars vivend: and the ars amandi are foreign, timid souls who ask
too little of life, expect too much of it, and, hence, live in perpetual
frustration and disillusionment. Such is the nature and fate of
the sentimental cynic Lauscher, of the would-be Naturkind
Camenzind, of the timorous composer Kuhn (Gertrud), even
of the more resolute painter Veraguth (Rosshalde), and of the
more stoical wanderer Knulp. Such, too, was Hesse.

While Hesse’s figure looms behind the person and fate of each
of his pre-Demian heroes, in the decade to follow, author and
hero gradually merge in a poetic, autobiographical fusion.
Wayward Klein, frenzied Klingsor, and, in particular, the
rheumatic Kurgast and the desperate Steppenawolf are almost
flesh of Hesse’s person and spirit of his being. Now, like Hesse,
in serious quest of self-knowledge and of self-actualization, these
new heroes shed their lethargy and take fate by the forelock. The
outside world has more than ever become a mere setting for the
prolonged drama of Hesse’s Ich.

It is only in Siddharthe and in his last novels, Narziss und
Goldmund and Glasperlenspiel, that Hesse seems to have managed
to extricate himself sufficiently from this engrossment with his
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own immediate, personal problems to enable him to mold his art
with that care necessary to insure it, beyond all doubt, against the
wear of time and to give it some of the more universal implica-
tions inherent in all truly great art.

A new way of life and a different attitude toward its problems
again brought with them corresponding changes in the generai
nature of Hesse’s poetry. Turbulent intellectual-emotional ex-
perience had found its most ready expression in dramatic free
verse.t Quiet contemplation was to find its most characteristic
poetic form in reflective-narrative verse. These longer poems
average about thirty lines,? although they occasionally extend to
more than a hundred. They generally consist of long, irregular
stanzas or dispense with stanza division entirely, and are usually
in iambic pentameter, with mixed rhyme patterns, e.g.:

Wie jede Bliite welkt und jede Jugend

Dem Alter weicht, bliiht jede Lebensstufe,
Bliiht jede Weisheit auch und jede Tugend
Zu ihrer Zeit und darf nicht ewig dauern.
Es muss das Herz bei jedem Lebensrufe
Bereit zum Abschied sein und Neubeginne,
Um sich in Tapferkeit und ohne Trauern

In andre, neue Bindungen zu geben.

Und jedem Anfang wohnt ein Zauber inne,
Der uns beschiitzt und der uns hilft, zu leben.

Wir wollen heiter Raum um Raum durchschreiten,
An keinem wie an einer Heimat hingen,

Der Weltgeist will nicht fesseln uns und engen,
Er will uns Stuf’ um Stufe heben, weiten.
Kaum sind wir heimisch einem Lebenskreise
Und traulich eingewohnt, so droht Erschlaffen;
Nur wer bereit zu Aufbruch ist und Reise,

Mag lihmender GewShnung sich entraffen.

Es wird vielleicht auch noch die Todesstunde

Uns neuen Riumen jung entgegen senden,

Des Lebens Ruf an uns wird niemals enden . ..

Wohlan denn, Herz, nimm Abschied und gesunde!
(“Stufen,” p. 419.)

Nature, although represented in sharper outline and greater
detail than before (“Durchblick ins Seetal,” p. 403) now appears
less frequently. Dispassionate reflection with its more complex
syntax, deliberate vocabulary, and halting rhythm, becomes more
common (“Buchstaben,” p. 382). At the height of Hesse’s detach-
ment, his thoughts soar to visions of the world’s creation and of
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the decline of the spirit which had found its ultimate expression
in the Gothic cathedral and in the music of Bach. His poetry then
becomes almost transfigured : lofty narrative in studied simplicity
(“Orgelspiel,” p. 395), or a play of symbols in a slow impelling
sweep of sound and suggestion (“Zu ciner Toccata ven Bach,” p.
383).

The more conventional quatrains of the last period follow this
same trend. Except for the characteristic change from iambie
tetrameter to the slower rhythm of iambic pentameter, the
three-quatrain poem and the alternate rhyme of the first period
again prevail. Autumn, wilted gardens, empty fields, winds, and
rain continue to fascinate Hesse; but the once melancholy
wanderer, to whom nature had been little more than a mirror
for mood, is now an impassive observer, has himself become but
& mirror (“Gedenken an den Sommer Klingsors,” p. 352) ; and
vague landscapes and silhouettes gradually give way to the more
detailed descriptions of particular moments and situations
(“Augenblick vor dem Gewitter,” p. 371). Just as detached ob-
servation reaches a climax in dispassionate, purely descriptive,
lyrical poetry, so does Hesse’s detached review of life’s basic
problems culminate in dispassionate, purely reflective lyrical
poetry (“Klage,” p. 880); and as his thoughts again rise to
visions, only symbol remains to give them expression (“Das
Glasperlenspiel,” p. 391).

Following K7risis, Hesse’s continued preoccupation with the
flux of being and the dichotomy of existence reverted to its earlier
metaphysical plane. Man is again a child of nature whose destiny
is the realm of Getst (“Besinnung,” p. 8376), a discordant com-
posite (“Doch heimlich diirsten wir,” p. 381) prey to life’s
relentless flux (“Klage,” p. 380). However, Hesse no longer felt
that he must try, through philosophical speculation, to make
these circumstances of life more tolerable. The acceptance of
life for which he had so long and vainly sought, he now found
in religious experience, namely, faith in the ultimate meaning-
fulness of life. This faith now made possible that love which can
bring order into chaos, alleviate anxiety and loneliness, reconcile
Geist and Natur (“Nachtgedanken,” p. 408), and through which
life’s flux can be acclaimed (‘“‘Stufen,” 419).

In memory and dream, Hesse had long clung to the Heimat
which he had lost with his childhood. He had hoped to find this
Heimat again in the worship of beauty and of nature, and long
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anticipated it in death, and had sought it in philosophical
speculation. At the end of his quest, he found, not the oblivious
harmony so long pursued, but the conscious harmony of man’s
second stage of innocence and grace.l® Life itself had become his
refuge.

In Hesse’s first period, as we have seen, evasive groping
characterized his adjustment to life, and vague presentiment
distinguished his insight into his inner discord. His creative mood
was languid and sentimental. The prose of these years was
traditional, even imitative, with a distinctly lyrical quality. His
most characteristic poetic expression was a lyrical, unsophisti-
cated three-quatrain poem in which, against an evocative, au-
tumnal background, he reflected briefly upon loneliness, flux and
death. The second period, 1916 to 1926, was one of self-imposed
isolation. Through exhaustive self-analysis, Hesse resolved his
inner discords and came to terms with himself. He now worked in
a tense and serious mood. His prose became more original, modern,
and decidedly dramatic. His intellectual experience and violent
emotional distress found their most ready expression in dramatic
free verse where syntax was more complex, vocabulary less
romantically evocative, and nature but a reference point for
prolonged reflection. In his last period, quiet years of final ad-
justment, Hesse learned to accept and to affirm both himself
and life. He became less concerned with himself and more con-
cerned with humanity and with the individual’s obligations to
humanity. His creative mood became sober and tranquil. In its
new expansiveness and measured tread, his prose assumed a
truly epic quality. And in the more dispassionate detachment of
these years, his verse took on a longer, reflective-narrative form,
language was freed of all sentimental and dramatic dross, and he
achieved a classical lucidity. One of Hesse’s greatest consistencies
was the life-long, immediate correspondence between his per-
sonal and his artistic development.



III

HESSE AND HIS AGE

Den ewigen Bildern treu, standhaft im Schauen
Stehst du zu Tat und Opferdienst bereit.

Doch fehlt in einer ehrfurchtlosen Zeit

Dir Amt und Kanzel, Wiirde und Vertrauen.

Dir muss geniigen, auf verlorenem Posten,
Der Welt zum Spott, nur deines Rufs bewusst,
Auf Glanz verzichtend und auf Tageslust,
Zu hiiten jene Schitze, die nicht rosten.

Der Spott der Mérkte mag dich kaum gefihrden,
Solang dir nur die heilige Stimme tont;

Wenn sie in Zweifeln stirbt, stehst du verhéhnt
Vom eigenen Herzen als ein Narr auf Erden.

Doch ist es besser, kiinftiger Vollendung
Leidvoll zu dienen, Opfer ohne Tat,
Als gross und Konig werden durch Verrat
Am Sinne deines Leids: an deiner Sendung.
(“Der Dichter und seine Zeit,” Gedichte [1947], p. 352)

Hesse’s general attitude toward his age, namely his judgment
of modern Western civilization, his conception of the predomi-
nantly bourgeois society of our era, his digression as a humani-
tarian into the field of politics, and his crusade as a pacifist
against the folly of warfare, reminds one of Schiller’s familiar
admonition: ‘“Lebe mit deinem Jahrhundert, aber sei nicht sein
Geschopf, leiste deinen Zeitgenossen aber, was sie bediirfen, nicht
was sie loben.”? This doctrine might be termed the guiding
principle of Hesse’s persistent denial of our modern cultureless
civilization, of his castigation of its bourgeois nucleus, and of
his adamant adherence to his own ideals and way of life. That
such an attitude would court the disapproval of his age, and
that he might be repudiated and ignored by his fellow men, could
not deter Hesse from his determination to give uncompromising
expression to his convictions.

Unser Verhalten gegen alle wirklichen Werte des Menschen ist
von einer Barbarei und Roheit, wie sie die Welt seit Jahrhunder-
ten nicht mehr gesehen hat. Dies zeigt sich in unserm Ver-
halten zur Religion, in unserm Verhalten zur Kunst, in unserer
Kunst selbst. Denn die beliebte Meinung, dass die Kunst des
modernen Europa auf einer ungeheuer hohen Stufe stehe, ist
ebenso ein Irrtum der Bildungsphilister wie die Meinung vom
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Vorhandensein einer hochstehenden und Respekt verdienenden
Kultur unserer Zeit (“Weihnacht,” 1917, Krieg und Frieden
[1949], pp. 41-42).

This fervor and absolute conviction characterize Hesse’s con-
ception of our modern world. For him, just as for the romanticist
who lives only in the glorious past and the ideal future, the
present appears spiritually and culturally hopeless. Our era is one
of moral depravity and intellectual mediocrity, of surface glitter,
smug comiort, sham conventionality, and foolish optimism. It is
a materialistic age where science has become a religion and the
ultimate criterion of value is function. Man has lost his soul in
this world of money, machines, and distrust. He has exchanged
his spiritual peace for physical comfort. Like a will-less automa-
ton, he is swept along by the scientific forces which he has set
loose. He has become a mere “Frommer des Fortschritts”
(Bilderbuch, p. 224), a worshipper of the slide rule. With his
imagination stinted and his feelings stifled, he no longer ap-
preciates beauty, nor is he capable of artistic creation. All vital
rapport with God and with nature has been lost, reason has
supplanted faith, and society has forgotten that “jedes Menschen
Geschichte ist wichtig, ewig, gottlich. . . .In jedem ist der Geist
Gestalt geworden . . .” (Demian [1919], p. 10). Hesse would
attribute these deplorable circumstances of Western civilization
to two prevailing aberrations: “dem Grossenwahn der Technik
und dem Grossenwahn des Nationalismus” (Krieg und Frieden
[1949], p. 211).

In this best of &ll worlds, the anaemic European represents
our finest specimen. Our age has left its unmistakable imprint
upon his soul: “Seine Augen sind biass und schwichlich, sein
Gesicht blickt bose und iraurig, kein heller Klang geht von ihm
aus: Gewiss, es ist nicht richtig mit ihm—" (Krieg und Frieden,
p. 65). However, to Hesse’s even greater chagrin, the most
prevalent and most acclaimed type of modern humanity is the
bourgeois. A stalwart and stodgy nonentity, he is governed in all
his ideals and pursuits solely by the impulse of self-preservation.
He fears individuation, and deliberately sacrifices the precarious
but precious intensities of life for comfort and security: “statt
Gottbesessenheit erntet er Gewissensruhe, statt Lust Behagen,
statt Freiheit Bequemlichkeit, statt todlcher Glut eine angenehme
Temperatur” (“Tractat vom Steppenwdf,” Steppenwolf [1931],
p. 16). The middle-class core of our civiization has always been
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the butt of Hesse’s ire. The bourgeois represents all that is
negative. He is the characterless Philistine who epitomizes
mediocrity, cowardice, compromise, irresponsibility, and ser-
vility. He is the strapping, insensitive physical specimen who
exudes health and wealth but lacks all culture. He has a sound
appetite but no taste, a great deal of confidence but no ideals.
He possesses a surfeit of zeal and diligence but has no lofty as-
pirations or worthy goals. It is to him that the world belongs,
while the sensitive worshipers of beauty (Hermann Lauscher),
the children of nature (Knulp, Peter Camenzind), and the
earnest seekers after truth and the meaning of life (Demian,
Harry Haller, Josef Knecht) are outcasts and lonely wanderers.
At times, Hesse is so exasperated by this bourgeois fellow that
he would contest his very reality. More frequently, however,
his pique is vented in witty characterizations which are tinged
with a Keller-like irony and faint malice. Nevertheless, Hesse’s
attitude toward the bourgeois is no less ambiguous than Thomas
Mann’s. He is attracted almost as much as he is repelled. In
his berating there is much self-criticism, and his animosity is
not without envy.

Our world is as unsatisfactory for the protagonists of
Hesse’s stories as it was for himself. Restless Peter Camenzind,
robust in body but hypersensitive in spirit, tcsses about on the
sea of life like a ship without a rudder. Modern society is
shallow and hypocritical. Its pursuits are fraxtic and futile, and
its intellectuals and artists have become irresponsible dilettantes.
A stranger in this cultural vacuum, Camenzind turns for sus-
tenance to a gospel of nature and love, only to withdraw soon
thereafter to the complete seclusion of his mountain birthplace.
Like Camenzind, Kuhn (Gertrud) and Veraguth (Rosshalde)
exist only on the fringes of modern society. They, too, are be-
wildered and disillusioned Zaungdste who grope about helplessly
with only their souls to guide them in a soulless world. Knulp,
the vagabond wanderer, is the romantic Taugenichts who refuses
to sell himself to constraining bourgeois society; and Sineclair
(Demian) is determined to free himself from its traditional re-
ligious and moral shackles. Klein is a traitor to the bourgeois
cause; and mad Klingsor, completely emancipated, lives as he
wills in a fantastic world of his own creation. The world of the
Kindermenschen holds orly a brief attraction for protean Sidd-
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hartha, and the testy Kurgast sits at its edges, scoffing at its
idols.

In his delineation of Harry Haller’s fate, we see Hesse’s most
acrid indictment of the modern era. Western civilization with its
“yerlogenen und gemeinen blechernen Jahrmarktglanz” (Step-
penwolf, p. 42) is a sham world where music has become a
“Schweinerei” (p. 60) and where existence is possible only for
“Politiker, Schieber, Kellner und Lebensménner” (p. 192).
Modern culture is nothing but a cemetery of lifeless values and
ideals: “Ein Friedhof war unsre Kulturwelt, hier waren Jesus
Christus und Sokrates, hier waren Mozart und Haydn, waren
Dante und Goethe bloss nur erblindete Namen auf rostenden
Blechtafeln, umstanden von verlegenen und verlogenen Trauern-
den, die viel dafiir gegeben hitten, wenn sie an die Blechtafeln
noch hitten glauben konnen, die ihnen einst heilig gewesen
waren. . .” (pp. 81-82).

Like Knulp, Goldmund cannot long tolerate the stifling atmos-
phere of the bourgeois world, and his biting appraisal of the
Sesshaften echces Haller’s sentiment at its worst: “Alle waren
sie vergniigt oder beschiaftigt, hatten es wichtig, hatten es eilig,
schrien, lachten ind riilpsten einander an, machten Lirm, mach-
ten Witze, zeter'en wegen zwei Pfennigen, und allen war es
wohl, sie waren :lle in Ordnung und hochlich mit sich und der
Welt zufrieden. Schweine waren sie, ach, viel schlimmer und
wiister als Schweine” (Narziss und Goldmund [1931], p. 287).
The fantastic flight through time and space of H. H. and his
fellow Morgenlandiahrer, and the withdrawal of the Glasper-
lenspieler into their ideal Castalia, are only more subtle, but no
less resolute rejections of our bourgeois age.

Glasperlenspiel represents Hesse’s final, most detailed, and
most mature scrutiny of our period. Looking back from a dis-
tant future, he notes that our civilization had run its course and
was fast approaching cultural bankruptcy. The bourgeois age
had long made a fetish of individualism, had long basked self-
satisfied in its mediocrity, and was still given to materialism and
utilitarianism; but it could no longer find comfort in its concept
of progress. Its old-time optimism, despite continued prosperity,
began to yield to disillusionment and pessimism. An Unter-
gangsstimmung beset the age, and a desperate futility was re-
flected in all its pursuits. Most characteristic of the cultural
climate was the ceaseless flow of inlerior newspapers, maga-
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zines, and pamphlets, featuring the most sensational trivia and
catering to an escapist reading public. Not journalists alone,
but scholars and writers prostituted themselves to the ever-de-
clining intellectual niveau. Writing anecdotes and publishing
letters became their favorite pastime. Their intellectual prowess
was wasted on such efforts as Nietzsche und die Frauenmode um
1870 and Die Rolle des Schosshundes im Leben grosser Kurti-
sanen (Glasperlenspiel [1943], Vol. 1, 29). Incompetence and
inefficiency were prevalent on all sides. While chemists and
musicians propounded political theories, poets and actors devoted
their interests to the merits of bachelorhood and tha causes of
financial crises. Institutions of learning had become mere means
to questionable ends: “auf raschen und leichten Gelderwerb, auf
Ruhm und Ehrungen in der Offentlichkeit, auf das Lob der
Zeitungen, auf Ehen mit den Toéchtern der Bankiers und Fabri-
kanten, auf Verwéhnung und Luxus im materiellea Leben” (Vol.
1, 51). Religion and morality had fallen by the wayside. Mean-
while, the intelligentsia and the masses alike, with fear of death
and pain lurking in their hearts, sought a childish oblivion in
intricate card games, complicated cross-word pazzles, and fran-
tic music. Cultural twilight was rapidly approaching. It was
an era of general bewilderment, growing cynicism, and des-
perate escapism: “Es waren heftige und wilde Zeiten, chaotische
und babylonische Zeiten, in welchen Volker und Parteien, Alt
und Jung, Rot and Weiss einander nicht mehr verstanden’ (Vol.
2, 121).

With the passing of years, Hesse was gradually compelled to
realize that his early idea of a return to rature, to simplicity,
and to the way of love and service exempliied by St. Francis of
Assisi, was hardly a practical answer to the world’s ills. Our
culture was mortally sick. Remedial measures could only pro-
long its agony; they could never afford a cure. Death and re-
birth were necessary and impending. After much warfare and
anarchy our civilization would go the way of all civilizations,
and from its ashes would rise a new and better tomorrow, a
second Middle Ages, the dge d’or envisaged by Novalis: “Wenn
nicht mehr Zahlen und Figuren/Sind Schliissel aller Kreaturen.””?
It is such a world to which the Morgenlandfahrer aspire and
which is ultimately realized in Castalia.

No great perspicacity is required to perceive the exaggerated
severity of Hesse’s attitude toward modern Western civilization
and its bourgeois nucleus Intensely disturbed by the crassness
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and the inhumanity of our age, and determined to discredit its
golden calves, the machine and the practical sciences, Hesse
simply would not, or could not contain his criticism. In his in-
temperate reaction to the existing tendency to equate immediate
usefulness with ultimate value, he frequently gives expression
to an attitude which is perhaps equally untenable: “Je unniitzer
eine Kunst, je weniger sie irgendwelchen Notdiirften dient, je
mehr sie den Charakter des Luxus, des Miissiggangs, der Kin-
derei an sich tragt, desto lieber ist sie mir” (Feuerwerk, p. 10).
The innumerable generalizations which he permits himself are
hardly more valid—*“Wissenschaft hat noch niemand gliicklich
gemacht” (Diirerbund Flugschrift [1905], p. 7)—and are fre-
quently more melodramatic than analytical :
Hinter der Zivilization her ist die Erde voll Schlackenbergen und
Abfallhaufen . . . folgen ihnen Heere von Bergwerksarbeitern
mit blassen Gesichtern und Hungerléhnen, es folgen ihnen Krank-
heiten und Verdédung; und dass die Menschheit Dampfmaschinen
und Turbinen hat, dafiir zahlt sie mit unendlichen Zerstérungen
im Bilde des Menschen, dafiir zahlt sie mit Ziigen im Gesicht des
Arbeiters, mit Ziigen im Gesicht des Unternehmers, mit Verkriim-
mungen der Seele, mit Streiken und Kriegen, mit lauter schlimmen
und abscheulichen Dingen. Wiahrend dagegen dafiir, dass der
Mensch die Violine erfunden und dafiir, dass jemand die Arien
im Figaro geschrieben hat, keinerlei Preis bezahlt werden muss
(Feuerwerk, p. 9).

Hesse’s unconditional denial of modern science and his pun-
gent arraignment of the bourgeois stratum of our civilization,
like Nietzsche’s repudiation of Christianity and disparagement
of the Herdenmensch, cannot bear an examination as to detail.
Neither writer, however, was intent upon a minute diagnosis,
factual in all its particulars. The world was obviously out of
joint. Bold poses and grand gestures might set it right, whereas
point-by-point criticism would surely fall upon deaf ears. At
any rate, exaggeration does not invalidate the cause, but only
serves to emphasize it.

While his attitude toward the bourgeoisie and its civilization
did little to endear Hesse to his German Philistines, his role in
the First World War managed eventually to arouse the open hos-
tility of his less humane and less international minded com-
patriots. At the outset of hostilities, while he was still a citizen
of Germany although a resident of Switzerland, Hesse reported
for service to the German consulate in Bern. Rejected because
of his age, ill health, and family, he decided to help alleviate the
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wretched lot of the German prisoners of war in France. From
July, 1916, to December, 1917, the very months during which
his own physical and mental health was in jeopardy, he managed
to serve as co-editor of the Deutsche Internierten-Zeitung, and
even to collaborate in the preparation of its Sunday supplement,
Sonntagsboten fiir die deutschen Kriegsgefangenen. From 1918
to 1919, with Richard Woltereck, Hesse spent much of his time
editing the Biicherei fiir deutsche Kriefsgefangene (Vols. 1-22).
Had his participation in the war been limited to these activities,
he would certainly not have become suspect in Germany.
During the first year and a half of the war, Hesse’s own
literary work, though slightly more suspicious, gave the Germans
just as little cause for offense. His few poems dealing with the
war are, mainly, very personal expressions of anxiety, empathic
experiences, and prayers for peace. Some manifest a peculiar
ambiguity of mild acclaim and disclaim. Although war is gen-
erally disparaged, in no instance is Germany itself taken to task,
and upon two occasions, the sentiment of the traditional German
Kriegslied becomes unmistakable? In “O Freunde, nicht diese
Tone!” (Neue Ziiricher Zeitung, Nov. 3, 1914), the first of the
nine so-called political essays written during the war years,
Hesse again disparages warfare and espouses the ideal of peace
on earth and good will among men. His main argument, how-
ever, is directed less against war itself than against those intel-
lectuals and artists who have chosen to enter the fray in protest,
and those who, yielding to expediency, are bent upon extending
misunderstanding and hatred into the realms of thought and of
art. Inasmuch as the more humane and international minded
faction of society could hardly expect its supplications to end the
war, it might be wiser for its members to think about the future
betterment of international relations. And this, in Hesse’s
opinion, was very much contingent upon the strict neutrality of
those who hoped to see this betterment come about. Neverthe-
less, Hesse is very careful to assure the Germans: “Ich bin
Deutscher, und meine Sympathien und Wiinsche gehéren Deutsch-
land . . . Ich bin der letzte, der in dieser Zeit sein Vaterland
verleugnen mochte . . .” (Krieg und Frieden [1949], pp. 18-16).
Those Germans who had nevertheless begun to suspect his loyalty
to their cause must have been pleasantly surprised by his un-
usually warm review of Max Scheler’s nationalistic Der Genius
des Krieges und der deutsche Krieg (Leipzig, 1915),* and Hesse's
quarrel with the pacifist movement (“Die Pazifisten,” Die Zeit
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[Wien], Nov. 7, 1915) could only make him even more pleasing
in the eyes of his countrymen.

Goethe seems to have been Hesse’s chief inspiration for the
ideal of humane neutrality to which he aspired during the earlier
months of the war. His defense of Goethe against those ultra-
patriotic Germans who were inclined to look askance at the
poet’s withdrawal during the Wars of Liberation and disapprove
of his refusal to indulge in invective and patriotic song, is no
less a vindication of himself:

Goethe war nie ein schlechter Patriot . . . Aber iiber die Freude am
Deutschtum, das er kannte und liebte wie nur einer, ging ihm die
Freude am Menschentum. Er war ein Biirger und Patriot in der
internationalen Welt des Gedankens, der inneren Freiheit, des
intellektuellen Gewissens, und er stand in den Augenblicken seines
besten Denkens so hoch, dass ihm die Geschicke der Vélker nicht
mehr in ihrer Einzelwichtigkeit, sondern nur noch als unter-
geordnete Bewegungen des Ganzen erschienen (“O Freunde, nicht
diese Tone!” Krieg und Frieden, pp. 17-18).

However, where Goethe’s attitude was resolute and consistent,
Hesse’s was weak and wavering, and in this uncertainty, be-
came strangely ambiguous. He could not maintain his neutral-
ity, nor would he renounce his supranational ideals. With this
in mind, the appropriateness of Romain Rolland’s warm tribute
to Hesse in April, 1915, becomes rather questionable: “Mais de
tous les poétes allemands, celui qui a écrit les paroles les plus
sereines, les plus hautes, le seul qui ait conservé dans cette guerre
démoniaque unre attitude vraiment goethéenne, est . . . Hermann
Hesse.”> While undoubtedly valid today, this analogy was de-
cidedly premature at the time.

Hesse’s subsequent year and a half of silence was a period of
reconsideration, and the beginning of his Erwachen. Only now
did he begin seriously to take stock of himself and the world
situation. Of the eight remaining essays written during the
war, four belong to the latter half of 1917 and the others to the
first seven or eight months of 1918. Whereas Hesse had once
been able flippantly to proclaim, “Da man jetzt einmal am
Schiessen ist, soll geschossen werden-" (“O Freunde, nicht diese
Téne!” p. 16), he now has but one passionate desire, the imme-
diate and unqualified termination of the purposeless slaughter
(“An einen Staatsminister,” Aug., 1917). Once willing to ac-
knowledge an ideological justification for the war, Hesse now
recants. Indefinite continuation of hostilities can only bring
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economic ruin to all participating nations and hasten the advent
of a morally and intellectually bankrupt political-military state,
where the individual, stripped of all human dignity, cannot live
without his Ezistenzbewilligung nor die without his Sterbekarte
(“Wenn der Krieg noch zwei Jahre dauert,” late 1917). In
1914, Hesse had simply been exceedingly troubled by the hypoc-
risy of the fair-weather friends of internationalism, and very
disturbed by the prevalent boycotting of foreign art. By 1917,
he was prepared not only to remind the German intelligentsia of
its shameful neglect of its own humanizing art (“An einen
Staatsminister”) and to confront it with the more serious hypoc-
risy of its sentimental lip service to Christianity (“Weihnacht,”
Dec., 1917), but also to condemn statesmen and generals alike
for their “gelogene idealistische Phrasen” (“Soll Friede wer-
den?” Dec., 1917, p. 49). Well-meaning intellectuals once be-
rated for their vain intercession—“Als ob ein Kiinstler oder
Literat, und sei er der beste und berithmteste, in den Dingen des
Krieges irgend etwas zu sagen hitte.” (“O Freunde, nicht diese
Tone!” p. 15)—are now exhorted to action: “Riihren wir uns
also! Bekunden wir doch unsere Friedensbereitschaft auf jede
Weise!” (“Soll Friede werden?”’ p. 49).

Hesse’s last four wartime essays are much more contained,
less acrid in tone, and far less aggressive in nature. Looking
into the future, he sees dark things to come. In the completely
militarized state of 1925, the relatively cultured and humane
Vorkriegsmensch will have become a relic of the past, and all
those who are no longer of any use to the cause will simply be
liquidated (“Wenn der Krieg noch finf Jahre dauert,” Aug.,
1918). Looking into the more distant future, he envisages the
final, foolishly heroic days of warfare, God’s ultimate disgust,
a second Deluge, and the beginning of a new age in which the
tragically comic European with his destructive intellect will no
longer be a threat, but will serve only as a warning from the dim
past (“Der Européer,” Jan., 1918). In his “Traum am Feier-
abend” (March, 1918), Hesse merely indulges in pleasant reverie,
and “Krieg und Frieden” (Summer, 1918) represents an exegesis
of the Sixth Commandment.

In the immediate postwar period, Hesse continued this mod-
erate berating and exhorting. In “Weltgeschichte” (Nov., 1918),
he cautions against the traditional tendency to overestimate the
significance of the external world of newspapers, politics, and
wars, and to remain oblivious to the greater reality of the inner
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world, and against the irresponsible shifting of allegiance from
old to new political ideologies without the necessary, prior and
corresponding inner changes. In “Das Reich” (Dec., 1918), he
reminds Germany of the cultural heritage she thoughtlessly for-
sook for machines, material wealth, political power, and for ulti-
mate war, and advises her to begin her regeneration by a sincere
self-analysis and self-acceptance. It is upon this theme of ac-
ceptance that Hesse continues to dwell in “Der Weg der Liebe”
(Dec., 1918). Germans are admonished to put aside all their
self-righteous indignation, their hatred, end their smoldering
thoughts of revenge, to cease their theatrical worship of heroism,
and to counter their adversity with love and a religious ac-
ceptance of fate; for only in this manner is the trust and good
will of the rest of the world to be regained. And while, in its
necessary reassessment of values, the nation as a whole will have
to learn about the powers of love, the individual will have to
begin, paradoxically, to recognize the importance of much mis-
understood self-love (“Eigensinn,” 1919).

This gradual shift of attention from the international and
national plane to the level of the individual, and from the outer
to the inner world, culminates in ‘“Zarathustras Wiederkehr”
(1919), Hesse’s most impassioned and direct appeal to German
youth. Published anonymously, for fear that it might otherwise
be ignored, and put in a Nietzschean guise to make it immediate-
ly attractive, this manifesto represented a bold and unequivocal
challenge. Youth is enjoined to discontinue all traditional es-
capist activities, to cease its childish wailing and gnashing of
teeth, its concern for, and identification with its Fatherland,
and its promotion of Weltverbesserung. Each person should
henceforth concentrate solely upon himself, learn to know and
to accept himself, and thereby to know and to accept his fate.
For each is his own fate. Each person must learn to suffer, and
thereby to live, for to live is to suffer. Only in loneliness can
one expect to find one’s own fate, live one’s own life, and die
one’s own death. A nation of children is exhorted to become a
nation of men.

After “Zarathustras Wiederkehr,” Hesse’s renewed appeal
to Germany’s youth to go its Weg nach Innen (“Brief an einen
jungen Deutschen,” 1919) is quite anti-climactic, as, too, is his
continued censure of our Western world’s persistent disregard
for the Sixth Commandment (“Du sollst nicht toten,” 1919),
and his reiteration of “Lernet euer Leben zu leben! Lernet euer
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Schicksal erkennen!” (“Chinesische Betrachtung,” 1921). Ex-
cept for the faintest of allusions to politics and war in “Welt-
krise und Biicher” (1937), and in “Blatt aus dem Notizbuch”
(1940), Hesse now lapsed into silence and did not begin again
to address himself publicly to Germany until after the Second
World War.

Until 1914, Hesse was decidedly less conscious of the political
and social world about him than of art and the immediate cir-
cumstances of his own existence. Although he had helped to
found the periodical, Mdrz (Leipzig), in 1907, together with
Ludwig Thoma, Albert Langen, and Kurt Aram, and had con-
tinued as a co-editor until 1912, he had devoted himself exclu-
sively to literary matters and had never actively associated him-
self with the periodical’s vigorous crusade against the despotism
of Wilhelm II, the militarism of the Empire, and the reactionary
Junkertum of Prussia. His long association with the politically
very active Simplicisstmus was just as unpolemic in nature.®
Like many other German intellectuals of the day, Hesse had
preferred to leave politics to the politicians and the world to
itself. It required the ‘“sogenannte grosse Zeit” (Traumfihrte,
p. 103) to startle him from his retreat, to make him acutely con-
scious of the plight of our Western world, and to persuade him
finally to examine the political field. His subsequent expostula-
tions were not those of a zealous reformer of political and social
institutions, but those of a contrite humanitarian. They were
moral appeals to the individual. This emphasis upon the indi-
vidual reflects Hesse’s incipient determination to deal with
causes and not to linger over symptoms, and gives evidence of
his growing faith in the intrinsic goodness of man. It was this
determination and faith which conditioned his approach to war
and politics, which persuaded him against Weltverbesserung,
and which permitted him to advocate both Selbstverbesserung
and Eigensinn. Hesse championed a spiritual reform, and the
individual was his starting point. All else would follow of its
own accord. To the sceptics who were prone to ridicule such an
approach to the world’s ills, Hesse could only reply: “Wer will,
kann auch dariiber lachen und es ‘Verinnerlichungsrummel’ heis-
sen. Wer es erlebt, dem wird der Feind zum Bruder, der Tod
zur Geburt, die Schmach zur Ehre, Ungliick zu Schicksal”
(“Krieg und Frieden,” p. 77).

Hesse’s convictions fell upon deaf ears and his remonstrations
only managed to arouse animosity. In many quarters his words
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were dismissed forthwith as Humanititsduseleti, the idle chatter
of a naive idealist. Professors reprimanded him, fellow artists
repudiated him, newspapers denounced him, and bookdealers
complacently informed him “dass ein Autor von so verwerflichen
Gesinnungen fiir sie nicht mehr existiere” (Traumfihrte, p.
106). Even Hesse’s supposed friends, revelling in their new-
found patriotism, turned their backs upon him, proclaiming
“dass sie eine Schlange an ihrem Busen gendhrt hitten, und
dass dieser Busen kiinftig nur noch fiir Kaiser und Reich, nicht
aber mehr fiir mich Entarteten [Hesse] schlage” (Traumfihrte,
p. 106). That Hesse chided Germany as severely as he did only
because he loved her dearly, expected nobler things of her, and
had great faith in her future, did little to mitigate this wave of
resentful indignation. He was obviously a traitor to the cause,
and as such, was unceremoniously relegated to the black list of
undesirables, the “Vaterlandsfeinde, Defaitisten und Mies-
macher” (“Weltgeschichte,” p. 81).

Undismayed by this invective, and with his faith in Germany
reaffirmed by German youth’s wild acceptance of Demian (1919),
Hesse persisted doggedly in his campaign for a more humane
future. The periodical, Vivos Voco (Leipzig), established in
October, 1919, by himself and Richard Woltereck, was to herald
and to help prepare the way for this better tomorrow. Although
Hesse again limited himself to literary discussions, refraining
from active participation in political and social matters, Vivos
Voco, unlike Mdrz, did reflect ideals and aims very akin to his
ewn., Its appeal to youth was undoubtedly more effusive than
his own, and the reforms it promoted were more concrete (e.g.
educational reforms). However, its bywords (Internationalis-
mus, das Menschliche, Klassenversohnung, Volkerversohnung,
angewaondter Pazifismus) certainly represented Hesse’s own
aspirations; and he himself was just as anxious to help be-
wildered postwar youth to divorce itself from the materialistic
tradition of its fathers, to prevent it from falling prey to a re-
surgent nationalism and a spreading Communism, and to assist
it in its quest for higher spiritual values and more worthy in-
tellectual and physical pursuits. Unfortunately, energy and time
were expended to littfle avail, and anticipations soon proved
most untimely. Idealistic youth movements degenerated rapidly
into radical, political rabble. Perceiving the dangers inherent
in this trend, which was to culminate in the Hitler Jugend,
Hesse terminated his editorship of Vivos Voco in December,
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1921. This was to be his last organized attempt to help reform
society.

Until the First World War, Hesse’s reputation was untar-
nished. His work pleased both young and old. The Gerbersau
Novellen were enough like the Seldwyla tales to attract the older
generation which was still immersed in the Keller tradition.
The more romantic natures found a kindred spirit in his melan-
choly lyrics and a second Taugenichts in his errant Knulp. Youth
saw itself and its trials warmly mirrored in Unterm Rad and
Peter Camenzind. After 1914, however, the ebb and flow of
Hesse’s fortunes became quite erratic. Hardly had official Ger-
many branded him a traitor when Demian raised him to an un-
precedented eminence. He was enthusiastically received by post-
war youth as their spokesman.” Hesse’s own generation, how-
ever, was far less prone to forgive and forget, and while youth
extolled him, older die-hard nationalists continued to feel the
sting of his wartime essays and to nurture their enmity. Nor
was youth’s espousal of his views more than an interlude; only
a few years were to elapse before other ideals began to fire its
imagination, and in the course of the Twenties, Hesse’s popu-
larity waned rapidly and steadily.

Even while Klabund and others were still praising Demian,?
Hesse had already become a common target for abuse. His in-
ternationalism and pacifism had already become anathema to the
rapidly increasing number of university students who were fall-
ing prey to a resurgent activistic nationalism. In the more re-
actionary academic circles his art was already being discounted,
and he himself was again being branded a traitor to his German
heritage. The decline, by 1921, of Zarathustra’s challenging
ideals and the rise of the very escapist heroics against which
Hesse had so earnestly cautioned are clearly evidenced in the
following extract taken from one of the many similar letters
sent to Hesse by indignant students:

Thre Kunst ist ein neurasthenisch-wolliistiges Wiihlen in Schén-
heit, ist lockende Sirene iiber dampfenden deutschen Gribern, die
sich noch nicht geschlossen haben. Wir hassen diese Dichter, und
mogen sie zehnmal reife Kunst bieten, die aus Méannern Weiber
machen wollen, die uns verflachen und infernationalisieren und
pazifisieren wollen. Wir sind Deutsche und wollen es ewig
bleiben! Wir sind Jiinger eines Schiller und Fichte und Kant
und Beethoven und Richard Wagner, dessen schmetternde Inbrunst
wir in alle Ewigkeiten liecben werden. Wir haben ein Reeht zu
fordern, dass unsre deutschen Dichter (sind sie verwelscht, dann
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mogen sie uns gestohlen bleiben!) unser schlummerndes Volk
aufriitteln, dass sie es wieder fithren zu den heiligen Gérten des
deutschen Idealismus, des deutschen Glaubens und der deutschen
Treue! . . . Sie [Hesse] sind tot fiir uns, wir lachen iiber Sie
(“Hassbriefe,” Vivos Voco, 2 [July 1921], 235-236).

Hesse did not hesitate to remind these students that this
blatant national conceit was the traditional refuge of the
“Durchschnittsgebildeten,” and that it was this very “deutscher
Geist” which had fostered the wars of 1870 and 1914. Perceived
historically, theirs was but the ‘“bequeme unselbststindige,
streng autoritative und vor jedem kollektiven Ideal sich vernei-
gende Biirgerglaube, gegen den Goethe so oft gekimpft und
protestiert hat, an dem Hélderlin gebrochen ist, den Jean-Paul
ironisiert und Nietzsche so wiitend denunziert und an den
Pranger gestellt hat” (Vivos Voco, p. 238). This irresponsible
swaggering spirit was only the bravado of cowards, ‘“der Geist,
der Angst vor sich selber hat und jede Verlockung von der ge-
wohnten Fahne weg gleich als satanisch empfindet, der aber
diese innere Feigheit hinter lirmendem Sibelrasseln verbirgt”
(p. 238).

Hesse’s rebuke only managed to draw more invective. Sidd-
hartha, termed “ein klassisch geformtes Gedicht”® in more recent
years, was flippantly dismissed by these same young nationalists
as “blass, geschwitzig, sehr eitel, mit einem Wort sehr schlecht,”
and Hesse himself was again subjected to familiar indignities:
“Aber wenn er ein Dichter und nicht ein Asthet, nicht nur ein
armer Literat wire, so miisste irgend etwas von dem Schrei der
Zeit, dem Stohnen seines Volkes in ihm nachklingen, irgend ein
Zug von Grosse, Tiefe, von letztem menschlichem Mitgefiihl sicht-
bar werden.”’1°

By 1926, this antipathy had even begun to infect the cultural
circles of Hesse’s native Wiirttemberg. Invited to take part in
the annual celebration of the Schwdibischer Schillerverein in
Stuttgart, he found the wisdom of the committee’s choice ser-
iously questioned by the local press, and himself termed a weak
undesirable. By 1928, Germany as a whole was already very
much inclined to repudiate him a second time. The publication
of Betrachtungen with its collection of wartime essays managed
only to stir bitter memories and to invite more calumny: “aber
er hat ihr (der neuen Gottheit) nicht mit befreitem Herzen in
Freude gedient, sondern er hat es mit gedriicktem Herzen, fana-
tisch und in Finsternis getan, mit dem iiberanstrengten Willen
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des Unbefriedigten, mit den krankhaften Ubertreibungen des
sich verdammt Fiihlenden. In dieser Verfassung schrieb der
unselige Mann eine Menge von anti-deutschen Streitschriften,
Pamphlete voll Bosheit und auch Rohheit, die zum Gliick langst
vergessen sind.”!! Few cared to oppose this sentiment.

Very much disturbed by this growing animosity, and pain-
fully disillusioned by the postwar political developments in Ger-
many, Hesse became progressively more inclined to divorce him-
self from all that was German.!? His faith in the Germans had
obviously been misplaced. They had refused to acknowledge
their war guilt, had suffered little remorse, and had experienced
no moral regeneration. They had botched the revolution of
1918, and their political life had continued its corrupt and in-
fantile course. The rift between Hesse and Germany was be-
yond repair long before 1933, For Hesse, Germany had become
“eine verlogene Republik, an der wir keineswegs weiter herum-
zuflicken brauchen” (Briefe, p. 91) and for Germany, Hesse had
remained “ein Besudler des deutschen Namens.”1?

Except for his allusion to politics and war in “Chinesische
Betrachtung” (1921), and for his renewed attack upon Ger-
many’s intellectuals in Steppenwolf—an acrid disparagement of
their inane ivory-tower pursuits, of their indiscriminating pa-
triotism, their social irresponsibility, poltical immaturity, child-
ish anti-Semitism, and hatred of Communists—Hesse ceased in
the Twenties to dwell publicly upon current events. In the Thir-
ties, but for his brief altercation with Will Vesper, his silence
became complete.

In 1932, the editorial board of the newly established Swedish
periodical, Bonniers Litterdra Magasin, invited Will Vesper to
become a regular contributor of Literaturbriefe dealing with
contemporary German literature. The board was quite unaware
that Vesper was a rabid adherent of the new ideology sweeping
through Germany and that he represented the vanguard of Nazi
literary critics. Vesper, however, was given no opportunity to
carry his polemics abroad, for his very first article was declined,
and his contract promptly terminated. Arthur Eloesser suc-
ceeded Vesper, and was, in turn, replaced by Hesse in the early
part of 1935. Hardly had Hesse assumed this position before
he incurred the wrath of Vesper. Insisting vehemently that a
grossly distorted picture of modern German literature was being
fostered abroad, that good Aryan writers were being belittled
or totally neglected while such infamous Jews as Franz Kafka,
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Alfred Polgar, Ernst Bloch, and Stefan Zweig were being ex-
tolled, Vesper unhesitatingly branded Hesse a rank Jew-lover
whose probity was to be questioned and whose treachery was to
be denounced:

Er [Hesse] beschimpft die ganze neue deutsche Dichtung und
verdichtigt die deutschen Dichter, auch die Dichter, die lange vor
der Wende Deutsch schrieben und schufen, der Konjunkturmache,
Mehr noch, er verschweigt sie alle, die jungen wie die alten.
Er tut als habe Deutschland, das neue Deutschland, keine Dichter,
als wire das neue deutsche Schrifttum nur von Konjunktur-
schmierern geschrieben. Er verridt die deutsche Dichtung der
Gegenwart an die Feinde Deutschlands und an das Judentum. Hier
gieht man, wohin einer sinkt, wenn er sich daran gewshnt hat,
an den Tischen der Juden zu sitzen und ihr Brot zu essen. Der
deutsche Dichter Hermann Hesse iibernimmt die volksverriterische
Rolle der jiidischen Kritik von gestern. Den Juden und Kultur-
bolschewiken zuliebe hilft er im Auslande falsche, sein Vaterland
schidigende Vorstellungen verbreiten (Neue Literatur 36 [1935],
686).

Hesse refused to grace these absurd allegations and this taste-
less slander with more than a token protest. That he might
himself be interested in helping the cause of German letters
abroad was dismissed by Vesper as absurd. That he had not
lived in Germany for twenty-three years, and that he had be-
come a Swiss citizen in 1923, was brushed aside as of no import.
Born a German, he would remain a German. His new allegiance
was nothing less than “eine Fahnenflucht,” and his literary crit-
icism betrayed “ein Verrdter an unserem Volkstum” (Neue
Literatur 37 [1936], 239-240). Furthermore, this aberration
exemplified the maleficent influence of Jewry: “Hermann Hesse
ist als Schriftsteller in tiefe Abhingigkeit von der Psychoanalyse
des Wiener Juden Freud geraten . . . Das sollte einmal 6ffentlich
gesagt werden, dass Hesse ein Schulbeispiel dafiir ist, wie der
Jude die deutsche Volksseele zu vergiften vermag” (p. 242).

Hesse’s resolute silence throughout the Nazi régime was not
that of indifference to current events, but that of resignation.
Germany had not heeded him in the confusion and despair of
defeat. That she should now, in the intoxication of a new
ideology and in the anticipation of new power, be more recep-
tive, was most unlikely. What better could Hesse do than de-
vote himself solely to his art and hope that this political mael-
strom would soon exhaust itself? It was only this withdrawal
that persuaded Goebbels’ Reichskulturkammer not to enforce
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an immediate boycott. Hesse’s books and articles were published
freely until 1938, when they were tacitly banned. Publishing
houses immediately ceased to print them and bookdealers to dis-
play them. Hesse’s works became unavailable long before he
actually was put on the Schwarze Liste in 1943.

Literary critics conformed to the desires of the Kulturkam-
mer just as readily as publishers and bookdealers, and gradually
ceased to be aware of Hesse. By 1937 their silent treatment
was complete. Only a handful of literary historians continued
to perpetuate his memory. Hans Naumann is very casual in his
reference to Hesse (Die deutsche Dichtung der Gegenwart
[1933], pp. 219-220) ; Guido K. Brand’s is a good noncommittal
description (Werden und Wandlung [1933], pp. 335-337) ; Jo-
hannes Mumbauer presents an excellent, detailed survey (Die
deutsche Dichtung der neuesten Zeit [1936], pp. 573-587) ; while
Johannes Beer (Deutsche Dichtung seit hundert Jahren [1937],
pp. 197-198) and Walter Linden (Geschichte der deutschen Li-
teratur [1942], pp. 421-422) are grudgingly brief. Although
Franz Koch is annoyed by Hesse’s extreme individualism
(“seinem Volkstum entfremdet’”), he does concede that he is
a writer of merit (Geschichte deutscher Dichtung [1937], p.
281) ; Josef Nadler’s short appraisal is not unfavorable (Litera-
turgeschichte des deutschen Volkes [1938], Vol. 3, 696-697) ;
Christian Jenssen reluctantly acknowledges that Hesse has had
considerable influence upon German youth (Deutsche Dichtung
der Gegenwart [1936], pp. 62-63) ; and even anti-Semitic Adolf
Bartels, who had long suspected Hesse’s ancestry,'* is surpris-
ingly civil (Geschichte der deutschen Literatur [1943], p. 601).
While neither Franz Lennartz (Die Dichter unserer Zeit [1941],
pp. 173-176) nor Willi Duwe (Deutsche Dichtung des zwangzig-
sten Jahrhunderts [1936], pp. 275-280) deign to make mention
of Thomas Mann, their treatment of Hesse is both informative
and just. Such thorough Nazis as Theodor Langenmaier
(Deutsches Schrifttum wunserer Zeit [1935], Helmut Langen-
bucher (Volkhafte Dichtung der Zeit [1987], Hermann Gerst-
ner and Karl Schworm (Deutsche Dichtung unserer Zeit [1939]
venture to ignore Hesse completely.

With the termination of the Second World War, history began
to repeat itself in an uncanny manner. Twice denied, Hesse
now found himself abruptly reacclaimed. Suddenly books which
had been banned could not be published in numbers adequate to
meet the demand. Critics who had long ignored him seemed
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frantically eager to atone for their neglect. Academies eagerly
extended their invitations. Intellectuals who had branded him
an alien and dangerous element in German society now looked
forward to his participation in Germany’s regeneration. Ger-
man youth seemed again to have found in him a spiritual guide.
With the Goethepreis of 1946, Hesse’s acceptance received its
official recognition. Bitter experience, however, had left him far
more skeptical than he had been in the years immediately fol-
lowing 1918. The renewed plaudits of his former countrymen
were accepted with considerable reservation. Nor did the sud-
den flood of lettters which swept into Montagnola help to dispel
his suspicions. With rare exception, German prisoners of war
complained about their fate. Some requested impossible aid,
and others had already begun to harbor thoughts of revenge.
Many former acquaintances now brazenly affirmed their un-
broken friendship and good will. Some explained that they had
joined the Nazi party merely to help temper its methods. Others,
carefully avoiding any mention of the Nazi interlude, dwelt
only upon their own hardships and the blunders of the occupa-
tional forces. Most would have denounced Hitler long ago but
for compelling circumstances, and none had actually ever been
a Nazi or even a real sympathizer. And die-hard nationalists
began again to write their Schmdihbriefe.

There was very little reason to believe that Germany would
now be any more inclined to bear its cross than it had been after
the First World War. Nevertheless, Hesse felt impelled to break
his silence, once more to admonish and to exhort. With little
faith in the efficacy of his pleas, and with less spirit than thirty
years before, he again reminds the Germans that defeat can be
a new beginning, an opportune moment for a moral regenera-
tion (“Schluss des Rigi-Tagebuches,” August, 1945, Krieg und
Frieden), again pleads for patient acceptance of life and the
brotherhood of man (“Ansprache in der ersten Stunde des Jahres
1946’), and again cautions against the two scourges of our age:
“der Grossenwahn der Technik und der Grossenwahn des Na-
tionalismus” (“Danksagung und moralisierende Betrachtung,”
1946, p. 211). The silence which greeted Hesse’s Krieg und
Frieden did little to allay his fears.

Nor has German youth of more recent years been inclined to
have any greater patience with Hesse than the Activist youth of
the Twenties. Glasperlenspiel’s Castalia is just as removed from
the social and political reality of postwar Germany as Siddhar-



52 HERMANN HESSE

the’s world had been, and Hesse has again been rejected by those
seeking ready answers to life’s immediate problems. Like Jorn
Oven in 1923, H. G. Thurm is convinced in 1947 that Hesse has
become too alien to the German world to be of any consequence
whatsoever in the so-called “Neuformung des deutschen geistigen
Menschen” ;15 and Wolfgang von Schéfer, typical of those ob-
viously in quest of a new, practical Fiihrer with a dynamic pro-
gram, repudiates him in a manner no less blatantly derisive than
any of the Hassbriefe of the Twenties.1® Critics such as Thurm
and von Schofer have failed to realize that Hesse’s concern has
never been the “Neuformung des deutschen geistigen Menschen,”
but the more basic humanizing of the individual, and that he has
never proposed a rectifying ideology for the many, but a moral
challenge for the few. His critics need only have recalled Zara-
thustra’s words: “Von mir, ihr Freunde, kénnt ihr nicht lernen,
wie man Vilker regiert und Niederlagen wieder gutmacht. Ich
weiss euch nicht zu lehren, wie man Herden befehligt und wie
man Hungernde beschwichtigt. Das sind nicht Zarathustras
Kiinste. Das sind nicht Zarathustras Sorgen” (Krieg und Frie-
den, p. 111). Hesse has never desired or purported to be ein
Fiihrer; the very concept is contrary to his demands upon, and
his fundamental faith in the individual. Rather than continue
to censure Hesse for not being what he cannot be, and for not
affording what he cannot afford, German youth might better
begin to accept and to judge him for what he actually is: “ein
Ahnender und Mitleidender, ein Alterer Bruder . . . Ich bin ein
Leidender unter der Not unserer Zeit, nicht aber ein Fiihrer aus
ihr heraus . ..” (Briefe, pp. 80-89).

Unlike his long-time friend Romain Rolland, who was a mili-
tant humanitarian ever ready to organize his fellow liberal spirits
against war, social injustices, and political corruption, Hesse
has always carefully avoided the public arena with its collective
programs and causes. It is not that the world no longer needs
or is capable of improvement, but that the reform of society is
contingent upon the more fundamental reform of the individual,
who, in turn, should neither be led nor taught, but is best en-
couraged by example. For an artist or intellectual to allow him-
self to be harnessed to any cause, just though it might be, is only
to sanction a gross misuse of his talents and office, and to avail
little beyond the incurring of disrepute. Except for embittered
Harry Haller’s brief disparagement of the German intellectual’s
pitiful réle in his country’s political history, Hesse has never
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deviated from this conviction. Artists and intellectuals are not
meant to govern or to reform, but to be the conscience of their
age, to treasure lofty ideals, and to foster a love of knowledge
and of truth: “Wir sind Fachleute des Untersuchens, Zerlegens
und Messens, wir sind die Erhalter und bestindigen Nachpriifer
aller Alphabete, Einmaleinse und Methoden, wir sind die Eich-
meister der geistigen Masse und Gewichte . . . unsere erste und
wichtigste Funktion aber, deren wegen das Volk unser bedarf
und uns erhilt, ist jene der Sauberhaltung aller Wissensquellen”
(Glasperlenspiel, Vol. 2, 127).

It was for these reasons, and at the constant risk of being
dismissed as a dreamy-eyed, irresponsible aesthete, that Hesse
never joined the organized ranks of the pacifists during the First
World War, that he was hesitant in accepting Romain Rolland’s
invitation to take part in the International Conference of liberal
intellectuals in Lugano, in 1922, that he carefully refrained from
becoming involved with political Germany in the Thirties, and
that he has refused to lend his name to any of the organizations
which have appealed to him since 1945. Hesse’s answer to Max
Brod’s request in 1948, that he raise his voice on behalf of the
new Jewish state threatened by the Arabs, should be taken to
heart by his Activist critics:

Nein, so schén und edel Ihre Absicht ist, ich kann Ihre Auffas-
sung nicht teilen. Ich halte im Gegenteil jede geistige Scheinak-
tion, jedes Mahnen, Bitten, Predigen oder gar Drohen der Intel-
lektuellen den Herren der Erde gegeniiber fiir falsch, fir eine
weitere Schidigung und Herabwiirdigung des Geistes, fiir etwas,
was unbedingt und in jedem Fall unterbleiben sollte. . . . Die
Minister und anderen Politikmacher griinden fhre kurzfristige
Macht nicht auf Herz und Kopf, sondern auf die Masse derer,
deren Exponenten sie sind. Sie operieren mit dem, womit wir
nicht operieren konnen noch diirfen, mit der Zahl, mit der Quantitit,
und wir miissen ihnen dieses Feld iiberlassen. . .ich habe versucht
als Dichter und Literat meinen Lesern immer wieder die Mahnung
an die heiligen Grundgebote der Menschlichkeit zuzurufen, niemals
aber habe ich selbst versucht, die Politik zu beeinflussen, wie es
in den Hunderten von Aufrufen, Protesten und Mahnungen der
Intellektuellen immer und immer wieder feierlich, aber nutzlos
und zum Schaden des Ansehens der Humanitdt geschah und
geschieht.17

That Hesse has persistently resisted embroilment in political
and social causes certainly does not mean that he has never
troubled to keep in touch with current events, or to acquaint
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himself with the major political ideologies of his age, and to
arrive at fixed notions of his own. Though feeble, his opposition
to Wilkelminismus does represent an attitude. He hailed and
expected much of the German revolution of 1918 (Briefe, p. 57),
had faith in the Weimar Republic until it became obvious that
the Germans themselves were determined to sabotage it (Briefe,
p. 238), and repudiated, in no uncertain terms, the infamy which
followed.

Hesse’s letters reveal just as unequivocal an attitude toward
our current World Powers and their conflicting ideologies.
America is a paradoxical colossus. It is an exponent of democ-
racy, yet not averse to supporting the Spanish dictatorship
(Briefe, p. 326). It is the stronghold of capitalism, yet is itself
“eine gut erzogene Kollektivwelt” (Briefe, p. 359). For Hesse,
just as for most Europeans, America suggests youth, vigor,
technical skill, naiveté, and a cultural vacuum. He anticipated
the so-called Americanization of Europe as early as 1912—*“Die
Amerikaner sind ein Volk, von dem wir spéter gefressen werden
sollen, und so ist es gut, den Feind vorher kennen zu lernen.
Dazu kann dies Buch dienlich sein; es zeigt den Amerikaner in
seiner schlechthin imponierenden Smartheit ebenso wie in
seiner geistig-kulturellen Inferioritit” (Der Biicherwurm, 2
[1912], 250)—and he continues to deplore it.

While Hesse’s repudiation of German Fascism was sharp and
absolute, he has carefully qualified his rejection of Russian Com-
munism. Stalin’s methods were undoubtedly comparable in
their cruelty to Hitler’s, but his policies were at least nobly
motivated. In contrast to base and reactionary Fascism, Com-
munism looks to the future, to a more just distribution of world-
ly goods, and to a more harmoniously integrated society (Briefe,
pp. 327, 397). That Communism has resolved itself into an
inane and inhumane dictatorship of the proletariat is a deplor-
able deviation; nevertheless, it does represent an attempt which
had to be made and which will probably have to be repeated any
number of times before Communism will finally begin to realize
its aspirations (Briefe, p. 327).

Neither America nor Russia has inspired much faith or con-
fidence in Hesse. Both have shown themselves to be far too
militant, too impatient, unimaginative, and uncreative (Briefe,
p. 398). Neither seems yet to have realized that power politics
and stock-piled atom bombs can only prepare the way for an-
other and more devastating holocaust (Briefe, p. 393). Indeed,
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Gandhi was a greater blessing to the world than all the Ameri-
can Presidents of the twentieth century combined with all the
leaders of Communism from Marx to Stalin (Briefe, p. 398).

Although the Western world in decline has been Hesse’s most
persistent background theme, it was not until the years imme-
diately following the First World War that he began to dwell
intently upon this phenomenon. In those years, under the in-
fluence particularly of Dostoyevsky’s The Brothers Karamazov,
he evolved a loose-knit morphology of history akin in its broader
implications to that of Oswald Spengler.1®# Reflecting both Dos-
toyevsky’s novel and the disastrous trend of modern European
history, Hesse concludes that Untergang is an imminent fact and
an organic inevitability. Every culture, just as every social
structure, rests upon a particular moral-religious myth which
accepts certain of man’s primal urges while others are curbed.
Out of any cultural context, these Urkrifte are beyond the di-
chotomy of good and evil; none can ever be extirpated nor for-
ever suppressed or sublimated. Periodically, whenever an age
begins to lose faith in the myth about which its culture has
crystallized, all the drives long denied and pent-up begin again
to assert themselves, absolutes fall by the wayside, and another
civilization has almost spent itself (Blick ins Chaos, pp. 10-12).

Hesse was not only convinced that Europe was fast approach-
ing this stage of cultural dissolution, but that this impending
Untergang was mirrored in Dostoyevsky’s novels. The Kara-
mazovs are the children of tomorrow’s anarchy. They are hys-
terical, unfathomable creatures, irresponsible egoists, dangerous
criminals, potential saints, sensitive dreamers, childlike innocents,
and uncouth drunkards. Their Asiatic ideal is tomorrow’s
“Abkehr von jeder festgelegten Ethik und Moral zugunsten
eines Allesverstehens, Allesgeltenlassens, einer neuen, gefihr-
lichen, grausigen Heiligkeit” (Blick ins Chaos, p. 2). However,
this relapse into chaos is actually a return to Asia, to mother, to
the beginning of things. As such, it not only marks the death of
one culture, but anticipates the birth of another, whereupon the
cultural cycle begins anew.

That Hesse was directly or even indirectly influenced by
Spengler is exceedingly doubtful. Spengler’s philosophy of his-
tory did impress him very favorably, but “Die Briider Kara-«
masoff oder der Untergang Europas” and “Gedanken zu Dosto-
jewskis Idiot” (summer 1919) were written before his first read-
ing of Untergang des Abendlandes (end of 1919), and many of
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Hesse’s own notions of cultural decline actually predate the pub-
lication of Spengler’s work (1918). Much is already evident in
Demion (written 1917). Ambivalent Abraxas is none other
than the Demiurge of the Karamazovs, “der Gott, der zugleich
Teufel ist” (Blick ins Chaos, p. 5). Like the Karamazovs,
Demian and his kindred souls live beyond the pale of good and
evil. And Hesse’s future theory of decline is clearly anticipated
in Demian’s concluding premonition: “Die Welt will sich er-
neuern. Es riecht nach Tod. Nichts Neues kommt ohne Tod.”
This trend of thought continues in Klein und Wagner and Klings-
ors letzter Sommer, the immediate stepping stones to Blick ins
Chaos. Klein’s Sichfallenlassen is nothing else than the Alles-
geltenlassen of the Karamazovs, and the God he envisages in his
dying moments is again an anarchic Demiurge. Klingsor revels in
the intoxication of his conviction that the end is at hand: “Ich
glaube nur an Eines: an den Untergang . .. Wir stehen im Unter-
gang, wir alle, wir miissen sterben, wir miissen wieder geboren
werden, die grosse Wende ist fiir uns gekommen. . .. Bei uns im
alten Europa ist alles das gestorben, was bei uns gut und unser
eigen war; unsre schone Vernunft ist Irrsinn geworden, unser
Geld ist Papier, unsre Maschinen kénnen bloss noch schiessen
und explodieren, unsre Kunst ist Selbstmord” (Weg rach Innen,
p.401). Klein and Klingsor are Untergangsmenschen, the Kara-
mazovs of Western civilization in decline and the raw material
of a culture yet to come.

Since Steppenwolf, Hesse’s attitude toward the decline of the
West seems to have experienced considerable modification. In
Glasperlenspiel he is no longer impatiently eager to leave our
spent Christian-bourgeois age behind him, nor inclined to be-
lieve that the subsequent cultural vacuum may only be of brief
duration, and that the reévaluation of values may take place in
the souls of one generation. Knecht is not a Karamazov, nor is
he the man of tomorrow who will eventually emerge from our
Untergang; and the world which surrounds Castalia in 2200 is
still our tottering, Western, Christian civilization. Hesse is
now decidedly less interested in the culture to come and its pre-
cursors than in the salvage of our own. Castalia is a repository
of all that is best in our culture, and its inhabitants are the guar-
dians and disseminators of this tradition.



Part Two
HESSE AND HIS CRITICS






I

BOOKS
Hugo Ball

Hermann Hesse, sein Leben und sein Werk (1927, 243 pp.)
was undertaken at the request of Hesse’s publisher, S. Fischer.
It was written in the course of a few weeks and published upon
the occasion of Hesse’s fiftieth birthday. Ball was not intent
upon writing a systematically-presented scholarly work. Having
learned to know and to appreciate Hesse, he simply wanted to
share his experience with others.

Ball follows Hegsse leisurely from childbood to his fiftieth
birthday. He describes the little boy listening eagerly to his
mother’s stories, the distraught student fleeing from Maulbronn,
the apprentice mechanic in Calw, and the young bookdealer in
Tiibingen. Hesse’s marriage and his futile attempt to establish
himself on the Bodensee are related in considerable detail. The
difficult war years on the outskirts of Bern are touched upon,
and Hesse’s psychecanalytical treatment, the break-up of his
family, and his eventual retirement to Montagnola are discussed
quite candidly.

Fully aware, however, that Hesse was deeply rooted in a
strong family tradition, and that his sensitive nature was very
susceptible to the influence of environment, Ball does not re-
strict himself to just these biographical facts. Swabia, Estonia,
and India, the world of his forebears, and Calw and Basel, the
world of his childhood, are constantly in the background. A
multitude of stray but interesting details concerning various
members of the Gundert and Hesse families are appropriately
introduced. Mention is made of Grandfather Gundert’s scholarly
work and of his library, where young Hesse steeped himself
in the German authors of the eighteenth century. Grandfather
Hesse and life in Russian Weissenstein are described. Hesse's
difficulties in Maulbronn recall Uncle Paul Gundert’s escapades
in that same institution. Life in the Hesse home in Calw is
pictured in considerable detail, and the literary activities of both
father and mother are remarked upon. The Pietism of Swabia
and the particular form this Pietism assumed in the Hesse
household are discussed at length.! Even the Swabian school
system is carefully examined. Mention is also made of the various
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circles in which Hesse moved at different times, and of his
closest friends: the Laroches and the Wackernagels in Basel,
Ludwig Finckh in Gaienhofen, the psychoanalyst Dr. Lang, the
painter Louis Moilliet, and many others.

Ball’s treatment of Hesse’s art is just as informal as his
presentation of the facts of Hesse’s life. At the appropriate time,
each major work is loosely woven into the fabric of the biography.
The genesis is remarked upon, the contents are recalled, and
attention is generally drawn to the major autobiographical as-
pects. At no time, however, does Ball venture a critical analysis
of the subject matter, and his treatment of form remains on the
plane of generalities (aestheticism, realism, romanticism).

Despite the haste with which Ball’s book was written, the
number of factual errors is negligible. Referring to the futile
attempt of Blumhardt Sokn to drive the devil out of young
Hesse, Ball implies that Johann Christoph Blumhardt, the de-
ceased father, was also present. Ball also states that Hesse began
to edit the periodical, Mdrz, in 1905 with Ludwig Thoma and
Conrad Haussmann; actually this was not until 1907, and with
Thoma, Albert Langen, and Kurt Aram. Furthermore, Hesse’s
grandmother on his father’s side was not Adele von Berg but
Jeanette Agnes Lass (see Ludwig Fiackh, Schwdbische Vettern
[1948], p. 6). More regrettable than these slips is Ball’s failure
to give adequate references for his many quotations. Haste was
perhaps also responsible for Ball’s occasional lapse into a con-
fusingly random association of thoughts.

Since 1927, three different supplemented editions of Ball's
biography have been published. In 1933 it was brought up to
date by Anni Rebenwurzel’s concluding chapter, “Vom Steppen-
wolf zur Morgenlandfahrt,” pp. 237-258. It was enlarged again
in 1947 by Anni (Rebenwurzel) Carlsson’s “Hermann Hesses
Glasperlenspiel in seinen Wesensgesetzen” (an essay which had
appeared in Trivium, 4 [1946]). The edition of 1933 was supple-
mented a second time in 1947 by the addition of Otto Basler’s
“Der Weg zum Glasperlenspiel,” pp. 272-340. Ball’s text was
left unaltered in every instance, and with the exception of the
publication of 1947 supplemented by Anni Carlsson alone, all
the editions are copiously supplied with family portraits.

The appendages of both Basler and Carlsson (“Vom Steppen-
wolf zur Morgenlandfahrt”) pattern themselves rather closely
after Ball in their mode of presentation, lacking only the latter’s
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tone of intimacy. In both instances description prevails over in-
terpretation and evaluation. Carlsson extends the biography
from Steppenwolf through Narziss und Goldmund to Morgen-
landfahrt, and Basler focusses attention upon the period 1932-
1945. The latter’s survey, particularly, is very cursory. Of much
greater value and interest than his listing of Hesse’s publications
during these years and his stray remarks about them, are the
few rays of light he sheds upon Hesse’s life during the Nazi
period, a phase about which little is as yet known.

Although Ball’s book leaves much to be desired, it is still
the only real biography of Hesse and therefore continues to be
an indispensable reference work.2

Heinrich Geffert

In view of Hesse’s great interest in youth’s problems of
physical and mental development and the attendant family,
social, and educational conflicts, it is not unusual that one of the
earliest, major, scholarly works about him (Heinrich Geffert,
Das Bildungsideal im Werk Hermann Hesses [1927], 107 pp.)
should concern itself with his Bildungsideal.

In his efforts to determine the nature and significance of
Hesse’s educational ideal, Geffert first dwells upon those factors
in the author’s life which would help to condition this ideal.
He draws attention to Hesse’s mystical attachment to nature,
to his repudiation of today’s practical bourgeois civilization, and
to his hostile attitude toward intellectualism. He mentions Hesse’s
unorthodox moral and religious views, his emphasis upon the
soul, fantasy, and contemplation, rather than upon the mind,
reason, and activity. He points out Hesse’s attachment to child-
hood, his acclaim of the childlike nature, and finally his firm
belief in the inherent unity of both the inner world of Geist and
Natur and the outer world of material reality and flux.

In his second chapter Geffert undertakes to show how Hesse’s
Bildungsideal, with its emphasis upon the whole and harmonious
development of the individual, finds expression in Hermann
Lauscher, Peter Camenzind, Unterm Rad, Freunde, Weltverbes-
serer, Gertrud, Rosshalde, Knulp, Demian, and Siddhartha. While
the first chapter is informative and suggestive, the second is hard-
ly more than a detailed, pedestrian recall of the lives of Hesse’s
heroes, a recounting in which Geffert loses sight of the ideal it-



62 HEsSSE AND His CRITICS

self. Geffert’s casual association of Hesse with the nineteenth-
century Romanticists is a purposeless digressive.

In his brief concluding chapter, Geffert does manage to show
quite convincingly that Hesse’s educational ideal was typical of
the times, that he was only voicing the prevalent pedagogical
trends, which endeavored to free the individual from the mass
complex of an overly rational machine age. He notes, too, that
Hesse’s appeal for a return to nature was quite in accord with
the growing popularity of such writers as Whitman, Emerson,
and Thoreau. Nor was Unterm Rad and its diatribe against exist-
ing educational institutions an exception; while Demian, with its
Weg nach Innen, reflected the widespread interest in Freud
which followed the First World War. Geffert remarks, quite
correctly, that while German youth of the early Twenties, in its
quest for a new meaning of life and a new adjustment to it, had
made a motto of Hesse’s “das Leben jedes Menschen ist ein Weg
zu sich selber hin” (Demian), it could not accept the implied
isolation and passivity of the individual. Geffert might have
added that this same generation was soon to forget its motto in
a new enthusiasm, and that within a few years, Hesse was to be
listed among those writers of whom was written: “Wir hassen
diese Dichter . . . die aus Miannern Weiber machen wollen, die
uns verflachen und internationalisieren und pazifisieren wollen”
(“Hassbriefe,” Vivos Voco, 2 [July 1921], 235-236).

Geffert’s is an informative study which breaks ground and
offers a promising approach. Hesse’s Bildungsideal itself, how-
ever, remains ill-defined, and its philosophical and religious im-
plications as well as its social significance receive only token con-
sideration.

Clarence Boersma

It was not until twenty years later that Hesse’s Bildungsideal
was again to receive detailed consideration, and then by a student
apparently quite unaware of Geffert’s earlier work. Although, un-
der the circumstances, much repetition was inevitable, Clarence
Boersma (“The Educational Ideal in the Major Works of Her-
mann Hesse” [Diss.,, University of Michigan, 1948], 308 pp.;
available on microfilm) presents a much clearer picture of Hesse’s
educational ideal than Geffert; and with more recent material
upon which to draw, he provides a fuller and more up-to-date
study.
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Like his predecessor, Boersma is convinced that to understand
Hesse’s Bildungstdeal, his Weltanschauung must first be under-
stood, and that to throw more light upon both, attention ought to
be drawn to relevant biographical details and to the major in-
fluences in the author’s thought. With this in mind, Boersma pro-
ceeds to present a sketch of Hesse’s lite, to comb his writings for
all direct and indirect criticism of contemporary educational in-
stitutions, to discuss his Bildungsideal in terms of his Weltan-
schauung, to consider its nature and its attainment, and finally
to draw brief attention to the significance in Hesse’s life of the
Orient, of Goethe, Nietzsche, Jakob Burckhardt, Dostoyevsky,
and Novalis.

In Hesse’s criticism of education, Boersma notes a gradual
evolution from the subjective, literary propagandist of Unterm
Rad, to the more profound, objective prophet of Glasperlenspiel,
who shows greater concern for humanity itself. He notes, too,
that although Hesse has always championed the natural right
of children and has never ceased to denounce intellectualism,
his immediate object of criticism has repeatedly shifted. Hesse
turns from the school itself (Unterm Rad), to the home, church,
and school (Demian), then to the modern intellectual’s lack of
harmonious and balanced growth (Steppenwolf), and, finally,
to the whole Western world of today in its disorganized diversity
and its concern for trite details and fragmentary, unrelated
knowledge (Glasperlenspiel).

It is in this, our atomized ‘“‘feuilletonistisches Zeitalter,” that
Hesse’s heroes, themselves children of the age, strive incessantly
to attain to a Weltanschauung which knows of a cosmic unity
behind all diversity. While creative fantasy or music affords
Sinclair, Haller, and Goldmund brief glimpses of the primal one-
ness of reality (Mutter Eva), Siddhartha and the Magister
Musicae realize the ideal through meditation and humor. It is
upon the attainment of this faith in the inherent unity and har-
mony of the world, that Hesse’s Bildungsideal, the development
of a harmonious, unified inner world, is contingent. Realization
of this Bildungsideal requires an uncompromising individualism
which is prepared, in its pursuit of self-knowledge and in its
implicit obedience to the inner voice, to break through the bar-
riers of the conventional world and to suffer the consequent
agonies of isolation and loneliness. The individual will then
eventually emerge in a Vollendung which has transcended the
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painful principium individuationis besetting modern man, and
which confirms life and knows only unity and harmony.

Boersma manages very ably to reduce Hesse’s Bildungsideal
to its essentials. His treatment of the theme is laudable in its
scope and generally sound in its conclusions. Unfortunately, his
repeated chronological examination of Hesse’s works in the
course of the various chapters results in a tedious amount of
distracting repetition. Frequently too, forgetting his subject,
Boersma lingers far too long over extraneous plot material. Of
greater import than these lapses is the occasional unguarded
statement which does not bear close examination, e.g., Boersma’s
remark that the theme of service does not become prominent
until late in Hesse’s career, On the contrary, the theme begins in
Peter Camenzind and Franz von Assisi and remains an almost
constant refrain thereafter. Other casual remarks reflect question-
able interpretations, e.g, the association of Demian and his
mother with the “russische Menschen” of Dostoyevsky. Boersma
recognizes that power is foreign to the aim of the Karamazovs,
but is this true of Demian and his Herrenmensch principle? It
is quite apparent that Sinclair outgrows the principles of middle-
class society, but does he, as Boersma would maintzin (p. 281),
develop in the direction of the Karamazov ideal? Is the relativity
of the Demian ideal of the same fiber as that of the Russian ideal?
Does the latter not mark a return to the beginning of things
(the Sichfallenlassen of Klein), characterized by a Schopenhauer-
like passivity, mysticism, and nihilism; while the former, in its
intellectual activism strives for greater individual responsibility,
for a superior morality with its onus directly upon the individual
himself (“ein Orden des Gedankens und der Personlichkeit,”
Demian [1919], p. 102) ? Like many other students of Hesse,
Boersma fails to perceive the significance of Hesse’s swing from
Nietzsche to Schopenhauer,

One might argue, too, that though the facts of Hesse’s life
are unquestionably pertinent to such a study, Boersma’s forty-
four pages of biographical details are disproportionately nu-
merous, and that his concluding chapter, a haphazard compilation
of the so-called major influences in Hesse’s life with no effort
made to show their bearing upon the theme, remains little more
than an irrelevant appendage. A final and more regrettable short-
coming of Boersma’s otherwise very respectable dissertation, is
its noncommittal approach, the absence of evaluation. In his
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extremely short conclusion, he can do no more than regret the
extreme lack of faith in the sciences which is reflected in Hesse’s
educational ideal. This ideal itself is not brought into relation-
ship with the world of today, nor does Boersma consider whether
it might be practical or whether it is only the idle fancy of a
dreamer; and no effort is made to weigh the merits of Hesse’s cult
of the Ich with its doctrine of E'igensinn and its belief in the
inherent goodness of man. Since these and related questions are
left unanswered, the full significance of Hesse’s Bildungsideal is
not brought out.

Only eight other scholars have concerned themselves specific-
aily with this Bildungsproblem. In the winter of 1947-48, Pro-
fessor J. Boyer of the University of Toulouse read a paper en-
titled “Le Probléme de ’éducation dans l'oeuvre de Hermann
Hesse,” a work which was unfortunately never published. After
considering the course of Hesse’s own education in considerable
detail, P. Hedinger-Henrici (“Hermann Hesse als Erzieher,”
Schweizerisches Evangelisches Schulblatt, 83 [1948], 329-334)
regrets his endeavor to bring good and evil together in a higher
unity, condemns his heathen acclaim of Abraxas, and finally re-
jects Hesse as an educator in a Christian community. Edith
Braemer’s rejection of Castalia as a pedagogical province is just
as unequivocal (“Kastalien als pddagogische Provinz,” Die Neue
Schule, 3 [1948], 251-253). A world of abstractions where only
a partial development of the individual receives emphasis and
where little concern is shown for society, Castalia, when compared
with Goethe’s province, can only be considered an inconsequential
“Verfallserscheinung, ein Riickschritt.” On the other hand, al-
though she regrets the absence of God in Castalia, and in the
absence of women perceives an impractical utopian educational
ideal, Amalie Bonitz is convinced that the virtues of Hesse’s
Bildungsideal exceed its weaknesses and dangers (“Der Erzie-
hungsgedanke in Hermann Hesses Glasperlenspiel,” Schola, 3
[1948], 803-815).

G. C. Cast (“Hermann Hesse als Erizieher,” Monatshefte,
43 [1951], 207-220) notes astutely that Hesse’s Erziehungsideal,
with its inherent individualism,. has in fact two aims: while the
individual and the development of all his potentialities (brief
references are made to Peter Camenzind, Unterm Rad, and to
Demian) is of most immediate concern, the ultimate purpose is
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service rendered to humanity and to Geist (evidenced in Hesse’s
late works, in Narziss und Goldmund, Morgenlandfahrt, and
particularly in Glasperlenspiel, to which Cast gives his most
detailed attention). Like Boersma, of whose work he seems to
have been unaware, Cast is very conscious of the rdle played by
family tradition and home in the development of Hesse’s attitude
towards the problem of education and in the molding of his
Erziehungsideal.

Proceeding one step beyond Cast, Friederich Lieser (“Die
Frage der Menschenbildung bei Hermann Hesse,” Bildung und
Erziehung, 8 [1955], 625-641) ventures to weigh the practicality
of Hesse’s educational ideal. Hesse’s fervent acclaim of the in-
dividual, his gospel of self-knowledge and self-realization before
all else, and his ultimate aspiration to the pious wisdom of a
Siddhartha are most laudable; but actually they constitute an
ideal which is feasible only for the exceptional person. Lieser’s
reservations are obviously those of the professional educator,
whose concern is primarily for the many and not for the few, and
who is convinced that youth as a whole fares best in common
striving for a common cause.

Hermann Lorenzen’s “Kastalien—eine moderne piadagogische
Provinz im Glasperlenspiel Hermann Hesses” (Pddagogische
Rundschou, 9 [1954-55], 264-268) is probably an excerpt from
his pamphlet. And Gisela Wagner’s “Kastalien und die Schulen
auf dem Lande” (Pddagogische Provinz, 10, No. 2 [1956], 57-
64) was not available for examination.

Hans R. Schmid

From the very beginning, Hesse’s works have given clear and
ample evidence of a highly problematic personality. He has,
himself, upon numerous occasions and almost always with a
slight touch of defiance, acknowledged himself to be “ein Neuro-
tiker und Psychopath” (e.g., Kurgast) ; and his own psychoana-
Iytical treatment (1916-17) has been common knowledge since
Ball’s biography. Hesse admits quite candidly that his art is
primarily autobiographical (Betrachtungen, p. 174), confessional
in form, and therapeutic in function (“Aus einem Tagebuch. . .”
Corona, 3[1932], 197). That his art is pregnant with Freudian
symbols, and that it mirrors well-categorized psychic complexes,
is obvious even to the layman’s eye. Nor have literary historians
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failed to allude to the strong psychoanalytical tendency in Hesse's
writings. However, most of the major works about Hesse have
very carefully avoided any approach which might introduce
psychoanalysis. Hans R. Schmid (Hermann Hesse [1928], 218
pp.), Hugo Mauerhofer (Die Introversion, mit spezieller Beriick-
sichtigung des Hermann Hesse [1929], 61 pp.), and Ingeborg
Heiting (Der Muttergedanke als Zeitausdruck in neuerer Litera-
tur [1938], pp. 31-41) are the exceptions.® Heiting’s references to
Hesse are inconsequential in their brevity and superficialty,
Mauerhofen’s short work is well documented and demanding
in its depth of analysis, though somewhat taxing in its technical
jargon. Schmid’s study, the widest in scope of the three, is re-
freshing in its bold approach (whether one is inclined to approve
or not), challenging in its arguments, and like Mauerhofer’s,
rather provocative in its bias and its unreserved conclusions.

Schmid’s book reflects a general interest in the intimate
nature of twentieth-century German literature, and an intense,
specific interest in the problem of the artist and society, a prob-
lem, once ethical, which has become acutely psychological. Modern
literature is viewed in terms of a reawakened Romanticism which
has become decadent, and it is this decadence that Schmid wishes
to analyze. The decadent personality is to be studied in its mode
of thought, its emotional experience, its psychic complexes, its
way of life, and its Weltanschauung. Selecting Hesse as his
subject, Schmid proceeds to analyze the latter’s works according
to theme, interpreting their salient characteristics in terms of
psychic experience. The thematic arrangement is of such a nature
that the analysis is at the same time a chronological one. Except
for two instances in which his discussion is of a very general
nature (‘“Kiinstlertum und Dekadenz”; “Das Mutterproblem’),
each chapter presents a specific problem which is thrashed out in
a detailed study of one or two pertinent works, concluding with
references, by way of elaboration and confirmation, to various
other writings. In contrast to Ball’'s study, Schmid’s presents
biographical details only in corroboration of views based upon
Hesse’s art.

In the introductory chapter, modern art, including Hesse’s,
is briefly characterized as confessional and therapeutic, as com-
pensatory in nature, and as the work of autopsychographic
talent (“Kiinstlertum und Dekadenz’” treats this theme in greater
detail). Attention is then drawn to the predominantly romantic
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traits in Hesse’s personality and to his attitude towards life: an
extreme individualism for which the world exists only in terms
of the ego; the inherent dualism of his nature; his greater con-
cern for the past than for the present, for anticipation than for
realization ; his life of memory and longing, full of contradictions
and suffering; and his painful individuation with its yearning
for self-obliteration. There is a concluding biographical sketch
based largely on Ball’s book and Hesse’s own ‘‘Kurzgefasster
Lebenslauf” (Traumfihrte).

In the ensuing chapters, assuming that the personality of the
artist, in all its complexities and most intimate experience, finds
expression in his art, Schmid seeks out the ascendant features of
Hesse’s writings and then undertakes a psychoanalytical inter-
pretation of these. An examination of the first three publications
(Eine Stunde hinter Mitternacht, Romantische Lieder, Hermann
Lauscher) suffices to disclose the general nature and the problems
of Hesse’s work as a whole. It is an intimate art reflecting an
intensely emotional world, shrouded in melancholy, heavy with
loneliness, permeated by a longing for beauty and for love, limp
with fatigue and torn by doubt and self-torment. It is an art
centered about a sentimental, introspective outsider suffering in
the lonelines of his extreme individuation, and though but a mere
youth, already looking back with nostalgia to his lost childhood,
and yearning for a vague type of love that desires no fulfillment.
In the remaining chapters, these characteristics of Hesse’s art are
studied in greater detail and in the light of subsequent works.
Peter Camenzind is analyzed in terms of the outsider and his
nature worship, and Unterm Rad, in terms of Jugendsehnsucht.
In Hesse’s conception of childhood, Schmid perceives more
longing and retrospective conjecture, conditioned by later circum-
stances in life, than actual memory. In Hesse’s picture of nature,
there is less reality than projection of the self; and in his praise
of childhood and nature, Schmid detects both a desire to com-
pensate for an isolated existence and an escape motive fostered
by an obsession of inadequacy in the face of life. Both preoccupa-
tions reflect a desire to return to the womb, where the dichotomy
and discord of life are yet unknown. Gertrud and Rosshalde are
viewed in terms of Einsamkeit, of the island existence to which
so0 many modern artists and intellectuals feel themselves con-
demned. This isolation is attributed to an extreme individualism
combining within it elements of social inadequacy and narcissism
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and incapable of any lasting intimacy with fellow humans. The
work of artists plagued in this manner is largely an effort to seek
recompense for a bankrupt existence. Demian is seen in terms of
cathartic self-exposure, the tale of a neurotic bent upon ridding
himself of his complexes, the climax and end of Hesse’s Mutter-
problem. The longing for childhood and the worship of nature,
which characterize Hesse’s writings before Demian, are for
Schmid manifestations of a severe mother complex. This complex
is also reflected in the strength of Hesse’s heroines and in the con-
trasting effeminacy of his heroes, whose quests are for mothers
and not mates. Following Demian, Hesse and his heroes are no
longer beset by this mother complex; his libido has now become
attached to the feminine counterpart within himself.

Adding sadism, fear, and guilt (all very evident in each of
Hesse’s many tales recalling childhood) to his enumeration of
psychological traits, Schmid scrutinizes all of these tendencies
in his chapter entitled “Psychoanalyse.” Relying upon the au-
thority of Freud, Jung, and Adler, he attributes all of these
disturbances to a strong Oedipus complex. Hesse’s abnormal
preoccupation with nature and with childhood are considered
manifestations of a mother fixation which is rooted in an Oedipus
complex and is commonly accompanied by an obsession of guilt.
Sadism and autoerotic tendencies attending an Oedipus complex,
as in the author’s case, frequently resolve themselves into a
sentimental auto-sadism and self-sympathy. Hesse’s anxiety
neurosis, in turn, can be considered a by-product of an attempt to
sublimate his Oedipus ccniplex.

Schmid obviously allows himself to be swept away by his en-
thusiasm for a theory, yet his conclusions are reasonably well-
substantiated by Hesse’s art. The period of Demian was, in fact,
one of purgation for Hesse. Having resolved or ameliorated his
inner discord (for Schmid, an Oedipus complex) he does cease
to cling passionately to nature and childhood; and Klingsors
letzter Sommer reflects the last traces of severe anxiety neurosis.
The mother-figure in Hesse’s works ceases to be of exclusive con-
cern, gradually becomes little more than a principle, and the
father-figure finally comes into its own.

While the literary critic is very apt to sin in the naiveté of
his psychological insight and in his irresponsible use of highly
technical terminology, medical men well-versed in psychoanalysis,
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venturing into the study of literature, generally reflect a dearth
of aesthetic understanding and appreciation. Schmid’s study re-
flects neither the extreme sins nor the highest virtues of either
group. As a student of literature, he does not forget that in the
final analysis he is concerned with works of art and not merely
with clinical reports; he does, therefore, make an effort to see
a relationship between Hesse’s psychic life and the form and
substance of his art. However, in his disparaging evaluation of
Hesse’s art, Schmid has not only allowed his antipathy toward
what he terms a decadent personality to mar his judgment, but
has erroneously applied the criteria of good classical literature to
art which is decidedly romantic. As a student of psychoanalysis,
Schmid presents excellent interpretations of the enigmatic
symbols and dreams prevalent in Hesse’s writings and particular-
ly so in Demian. However, while he refuses to accept the divine
mystery of art and its inspiration, his own attempts to diagnose
this inspiration, to determine the psychic factors involved, go
little beyond an amateurish application of general theories.

Schmid concludes his monograph by focussing his attention
upon Hesse’s ethical system, with which he himself is so much at
variance that he can hardly restrain himself from scoffing. He
perceives only an extreme individualism which recognizes no
responsibility to society and which is incapable of any genuine
feeling for or communion with fellow humans. This individualism
is a confusion of skepticism, mysticism, and deliberate escape
into illusions. In its flight into a relativity which ends in ethical
nihilism, it sacrifices not only morality, but the very principle of
truth.

In view of the sentiment of Hesse’s writings since Steppen-
wolf—the Eigensinn of the Demian period slowly supplanted by
a social consciousness culminating in the Liebe and Dienst of
Glasperlenspiel; the gradual disappearance of the somewhat
anarchistic relativity of Klingsor and Blick ins Chaos; and the
Steppenwolf’s acrid skepticism transformed into the Heiterkeit
and the Bejahung of Josef Knecht—Schmid might today amelio-
rate his severe appraisal. On the other hand, he might be tempted
to discount the altruism and more humanitarian spirit of Hesse’s
later works as psychological necessities rather than ethical con-
victions.
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Hugo Mauerhofer

While it is principally the psychology of the modern decadent
artist that interests H. R. Schmid, it is the problem of introver-
sion and art that attracts Mauerhofer (Die Introversion, mit
spezieller Beriicksichtigung des Dichters Hermann Hesse [1929],
61 pp.). In each instance, however, it is the psychology of the
artist and not his art which is given prime attention.

It is only after he has expounded at length upon introversion,
drawing heavily upon Freud, Kretschmer, and Bleuler, and quot-
ing liberally from Jung, that Mauerhofer proceeds to determine
the significance of this psychological phenomenon in the life
and the art of Hesse. A psychography of Hesse (based upon
Ball’s book and Hesse’s own writings, and drawing attention to
personality characteristics, to narcissistic and neurotic tend-
encies, to conflicts in the home, in school, and in society, and to
the psychoautographical nature of Hesse’s art) marks him as a
decided introvert, an asocial, narcissistic personality, who is
preoccupied with the inner rather than the outer world, and
who seeks isolation as a protection against unpleasant experience
and the overpowering influence of reality about him. Such a
person is at home in abstract thought, is capable of great emo-
tional restraint, yet is periodically prone to depression and self-
castigation. His Weltanschouung is characterized by an aes-
thetic intellectualism, solipsism, and resignation.

Having pedantically ascertained Hesse’s introversion, Mauer-
hofer examines his art in terms of this introversion and arrives
at two innocent observations and one questionable conclusion.
That Hesse’s art teems with characteristics commonly associated
with introversion, is almost too obvious to be remarked upon,
let alone to be lingered over. That Hesse’s style experiences a
gradual change (ever diminishing action, growing introspection,
2 progressively heightened subjectivity with the ultimate ex-
clusion of everything not within the orb of the Ich) which ac-
cords with the gradual intensification of his introversion, is
hardly to be refuted. However, the thesis which Mauerhofer is
bent upon establishing, that introversion is unequivocally the
causative factor in Hesse’s art (“Die Introversion war sowohl
Ursacher seines schmerzlichen Lebenskampfes als auch seines
Werkes. . .” p. 43), is indeed a doubtful contention.

To maintain that introversion and art stand in a cause and
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effect relationship is hardly more tenable than Max Nordau’s
notorious association of disease and art (Die Entartung, 1892).
Introversion is, more plausibly, only one of the many necessary
conditions of creative work. In its extremes, like any other
psychic tendency which has become predominant, it may act as
another impulse which can condition art in both its substance and
form, but can surely not cause it. The artist in Hesse, or any
other writer, is not to be sought in one particularly strong psychic
tendency, or in a school of complexes. Rather, he is to be sought
in a complexity of conditions which wculd include, among others,
a sensitive awareness, a capacity for deep emotional and in-
tellectual experience, a creative imagination, and a cultured and
disciplined mind.

Mauerhofer’s study makes some contribution to a psychological
understanding of Hesse, but in its oversimplification of the prob-
lem of art and its creation it can contribute very little to an
understanding of the process by which art comes into being.

Ernst A. F. Liitzkendorf

Hesse’s kinship with German Romanticism has been obvious
to most of his critics from the very outset. It was inevitable that
this relationship would become a popular subject for doctoral
dissertations. Liitzkendorf’s was the first of these (“Hermann
Hesse als religioser Mensch in seinen Beziehungen zur Romantik
und zum Osten,” Leipzig, 1931). Heta Baater’s followed a year
later (“Der Romantiker Hermann Hesse,” Miinster, 1932). Al-
most two decades passed before Franz Baumer took up the theme
(“Das magische Denken in der Dichtung Hermann Hesses,”
Miinchen, 1951). Five more dissertations were completed in
rapid succession : Kurt Weibel, “Hermann Hesse und die deutsche
Romantik,” Bern, 1954; Hans Horst Lehner, “Nachwirkungen
der deutschen Romantik auf die Prosadichtung Hermann Hesses,”
Wiirzburg, 1954; Loyal N. Gould, “Romantic Elements in the
Characters of Hermann Hesse,” University of North Carolina,
1955 ; Gerhard Mauer, “Hermann Hesse und die deutsche Roman-
tik,” Tiibingen, 1955; Th. J. Ziolkowski, “Hermann Hesse und
Novalis,” Yale, 1956. Otto Langlo’s “Hesse und die Romantik”
(Kiel) is still in progress. Of these nine studies, only Liitzken-
dorf’s, a portion of Baaten’s, and Weibel’s have appeared in
print.
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Before turning to Hesse himself, Liitzkendorf (1932, 95 pp.)
dwells at length upon Germany’s budding awarenes of the Orient;
he considers the temperament of the Romantic School, focussing
particular attention upon those of its members who fostered its
Drang nach Osten (Friedrich Schlegel, Gorres, and Novalis) ;
and finally seeks out those aspects of the East which most at-
tracted the West (cradle of mankind, birthplace of religion and
poetry, home of the myth, the fairy tale, and of mystery). With
this background constantly in mind, Liitzkendorf then shows
how Hesse was reared in a pietistic tradition similar to that
of Novalis, was educated in the same Swabian institutions where
Morike and Holderlin had suffered before him, was temperamen-
tally akin to Wackenroder and Eichendorff, and, like them, was
more concerned with the metaphyiscal than the physical world.
He draws attention to Hesse’s preoccupation with his predeces-
sors, to his avid reading of their works, and to his many casual
references to Novalis, Holderlin, Jean Paul, Eichendorff, Bren-
tano, and to Hoffmann. He mentions Hesse’s essays about these
authors, and the writings by them which Hesse has edited.
Liitzkendorf now shows briefly how this interest and kinship is
reflected in Hesse’s own art: the fragmentary Kiinstlerroman,
the attraction of the Nowelle and the Mirchen, lyrical prose,
melodious verse, attachment to nature, and melancholy atmos-
phere. Concluding this portion of his dissertation, Liitzkendorf is
very careful to caution against any inference that Hesse is an
epigonus, a Spdtromantiker, as Ball would term him. He would
prefer to consider him just as original a Romanticist as either
Novalis or Eichendorff. That they should have so much in common
(extreme introspection, constant yearning, enervating doubt,
playful irony, a similar conception of, and attitude toward
woman, a passion for oblivious release from the dichotomous Ich,
with its preoccupation with death and the mother symbol, and its
attachment to childhood and to nature), is to be attributed to a
common temperament, mode of thought, and attitude to reality,
rather than to influence and imitation.

In the concluding chapter of his study, Liitzkendorf first out-
ines the intimate contact with India experienced by Hesse’s
parents and grandparents on his mother’s side, then proposes
that it was not this family background nor Hesse’s trip to the
East in 1911 which eventually led him to his true understanding
and appreciation of the Orient, but an inner crisis, occasioned to
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a great extent by the First World War and by the hopeless
disillusionment of the immediate postwar years. Like many other
intellectuals of the time, Hesse found himself in a spiritual vacu-
um and turned to the East for renewed hope. A religious rebirth
ensued, marked by an Oriental affirmation of life and its suffer-
ing, and bringing with it a warm appreciation of the spirit of
Dostoyevsky’s Russia, and an acceptance of the decline of the
West, with a faith in a cultural and spiritual rebirth to follow.

Liitzkendorf’s is a systematic, well-documented, and convinc-
ing analysis of two very difficult themes (Hesse himself speaks
highly of the dissertation, Briefe [1951], p. 364). Only the
second of these is open to serious criticism. No clear distinction
is made between Hesse’s attitude towards India and China.
Liitzkendorf fails to note his gradual antipathy for the “indische-
asketische Weisheit,” and his growing acclaim of the more bal-
anced, the more mature wisdom of China’s philosophers (E'ine
Bibliothek der Weltliteratur [1946], pp. 61-62). Furthermore,
to speak of Demian, Zarathustras Wiederkehr, Klein uwnd Wagner,
Blick ins Chaos, and Siddharthe in one breath, and to associate
them as a group with Hesse’s religious rebirth, seems to be a
decided oversimplification of the different trends of Hesse’s
thinking and inclinations during this critical period. Are not
Demian and Zarathustras Wiederkehr born of a different spirit
than the other mentioned works, of a Nietzschean spirit with its
passionate desire for self-knowledge and self-realization? Does
this Nietzschean activism not subsequently yield to a Schopen-
hauer-like, Oriental quietism with its quest for nirvana, charac-
terized by the Sichfallenlassen of Klein und Wagner, and the
Allesgeltenlassen of Blick ins Chaos? Might one nct look upon
the Demian-Zarathustra period as a brief and vain effort by Hesse
to preserve himself from the pessimistic feeling prevalent among
the intellectuals of the day, that a cultural chaos from the East
would soon sweep away Western civilization? And does Blick ins
Chaos not reflect an acceptance of the encroaching chaos and an
adjustment to it? Liitzkendorf seems to have been completely un-
aware of these implications.

Walter Pliimacher

In the hope that it might lead to a deeper insight into the
factors which determine style, and consequently to a better under-
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standing and fairer evaluation of a work of art, it became common
in both literary and art circles soon after the first decade of the
twentieth century to resort to concepts embracing opposites
(e.g., Heinrich Wo6lfflin, Kunstgeschichtliche Girundbegriffe,
1915; Fritz Strich, Deutsche Klassik und Romantik, 1928). It is
the validity of this new approach to literature which Walter
Pliimacher is most determined to establish in his dissertation
(Versuch einer metaphysischen Grundlegung literaturwissen-
schaftlicher Grundbegriffe aus Kants Antinomienlehre mit einer
Anwendung auf das Kunstwerk Hermann Hesses [1936], 81 pp.).
His actual study of Hesse is little more than an appended
illustration.

Approaching his problem historically, Pliimacher traces the
polar concept in art back to Schiller’s naiv und sentimental, an
association which Nietzsche acknowledged in his apollinisch und
dionysisch, which Wolfflin saw in terms of Klassik und Barock,
and Strich in Klassik und Romantik, or Vollendung und Unend-
lichkeit. These formulations are then examined and compared,
and finally established as only varied nomenclature for identical
phenomena. Kant is now drawn into the argument to provide
the necessary metaphysical basis for these so-called Grundbe-
griffe; and with Kant, Plimacher bogs down in a confused and
confusing metaphysics of art. Painfully winding his way through
Kant’s conception of genius and art, and delving into his belief
in the antinomy inherent in pure reason, he concludes that it was
Kant’s unexpressed conviction that reason was the source of all
art, and by so surmising he manages, questionably, to link the
polar concepts with Kant and to find the desired metaphysical
confirmation for a new approach to literature.

Of much more immediate interest to the student of Hesse than
the theory underlying this approach to literature, is its applica-
tion in Pliimacher’s concluding thirty pages. Examining the
Gehalt of Hesse’s prose works briefly and chronologically,
Pliimacher arrives at one basic and ever recurring theme, the
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