
Expressionistic Elements in Walter Bauer's Early Works 

by 

Michael Paul Whe lan 
B. A., University of Victor ia, 1991 

A Thesis Submitted in Partial Fulfillment of the 
Req uirements fo r the Deg ree of 

MASTER OF ARTS 

in the Department of Germanic Studies 

We accept this t hesis as conforming 
quired standar d 

(Department of Ge r ma nic 

Dr . Angelika F . Arend , Departmental Member (Department 
• .. II • I t "" 

~ I • Outside Membe r (Department 
• - aa I ,. 

Dr . Peter L . 
Classics) 

Smith , External Examine r (Department of 

All rights 
in whole or 

© Michael Paul Whelan , 1997 

Unive rsity of Victoria 

reserved . This thesis may not be reproduced 
in part , by photocopy or other means , without 

the permission of the author. 



p;,;;;6~3 
;4'19:~ 96•5- : C -

. ' - - . - . 



Supervisor: Dr. Walter E. Riedel 

' 
ABSTRACT 

ii 

The German-Canadian writer Walter Bauer (1904-1976, 

immigrated to Canada in 1952) began his literary career 

nearly a decade after the literary movement Expressionism 

had lost its currency, yet his early works of poetry and 

prose are often reminiscent of the ardent temperament of 

the Expressionists, of some of the distinguishing themes 

and motifs of the movement, and, occasionally, of the ex­

cited literary style of Expressionism. This thesis examines 

three of Bauer's early works, Kamerad en. zu euch spreche 

ich (1929), Stimme aus dem Leunawerk (1930), and Die notwen­

dige Reise (1932), for marked expressionistic elements 

of temperament, theme and style. The chief findings are 

as follows: running through Kameraden, zu euch spreche 

ich and imbued with expressionistic pathos are the Expres­

sionist theme of the inhumanity of the modern urban and 

industrial world and the Expressionist watchword of brother­

hood with the downtrodden; distinguishing Stimme aus dem 

Leunawerk is a revolutionary undertone, evident not only 

in symbolic images of a proletarian socialist rising, but 

also heard in Bauer's avatar of the working class--"Hiob," 

or the proletarian Job--who speaks with an expressionistic 

voice from the heart and for a revolution of the spirit; 

and, finally, standing out in Die notwendige Reise is the 
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theme of the journey of inner transformation which can 

be compared with the progressive transformation of the 

protagonis t toward becoming " de r neue Me nsch " in the typical 

Expressionist station drama , such as Ernst Toller ' s Die 

Wandlung (1919) , insofar as the journey is a search for 

a new spiritual reality and for authentically human and 

morally sensitive community . These early works by Bauer 

cannot be called Expressionist , yet the many and notable 

expressionistic elements in them do indicate the important 

infl uence of Expressionism on Bauer ' s literary beginnings . 
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Introduction 

Although the German-Canadian writer Walter Bauer was 

born a generation later than the Expressionists and began 

his literary career nearly a decade after Expressionism 

had lost its currency, he grew up admiring the Expression­

ists and their works and came into intellectual maturity 

with inspiration fostered by Expressionist art and litera-

Cure and its outlook. His early works, written in the 

late 1920s and up to 1933, often bring to mind the ardent 

temperament of the Expressionists, especially the familiar 

despair and outrage of many Expressionists over the then 

current state of civilization, their soaring idealism and 

the sense of mission of the artist to change profoundly 

the inner self and to change radically the world for the 

better. As well, Bauer's early works are in many places 

distinctly reminiscent of certain Expressionist literary 

themes and, occasionally, even of the excited literary 

style of the movement. However, Bauer has never been con-

sidered an Expressionist, and his early works, which exhibit 

the most evidence of any influence of Expressionism, cannot 

be described as wholly Expressionist. Nonetheless, the 

numerous . . t. 1 express1.on1.s 1.c elements of temperament, theme, 

and style evident in his early works are marked enough 
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to warrant being examined specially. 

In what follows, the noteworthy expressionistic ele­

ments in three of Bauer's early works will be examined; 

these works are: Kameraden, zu euch spreche ich (1929), 

Stimme aus dem Leunawerk (1930), and Die notwendige Reise 

(1932). The anxious pathos, the revolutionary attitude, 

and the calls for moral renewal, for example, are typically 

Expressionist and are found in all three works. Certain 

themes that came to distinguish Expressionism are to be 

found also in these three works: the inhumanity of modern 

industrial and urban life, fraternal sympathy with the 

downtrodden, restoring the values of the heart to the world, 

active altruism at large, and the two themes for which 

Expressionism is chiefly remembered, the humanizing inner 

transformation embodied by ''der neue Mensch," and the vision 

of a newer world where true community, unity beyond national 

borders and individual authenticity would be realized. 

Lastly, some expressionistic elements of style in the three 

works by Bauer will be examined, the most outstanding being 

the structure of the story Die notwendige Reise which resem­

bles that of the typical Expressionist station drama; but 

also the expressionistic tone of stridency, found particu­

larly in Stimme aus dem Leunawerk, and the language of 

emotionally-charged words, clipped and concentrated utter­

ances, extravagant and disquieting images. 

The expressionistic elements to be discussed belong, 
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it must be kept in mind, to Bauer's early years as a writer; 

the three books named above were all written when Bauer 

was still in his twenties, trying to establish himself 

as a writer, experimenting with styles, and following the 

example of those authors he admired. Afterwards, Bauer 

quit the mildly militant and highly visionary tone that 

marks these earliest works. He went on to develop his 

own voice and became later in life somewhat conciliatory. 

Nevertheless, the expressionistic pathos and the appeal 

to humanity that stand out in the early works remained 

throughout his life's work a dominant feature. The most 

telling remark on the influence of Expressionism on Walter 

Bauer is his own, made in the later years of his life in 

a letter to a friend in which he tells of some lectures 

on literary Expressionism he gave at the University of 

Toronto: 

doch iiber den Expressioni~mus sprach ich 
oder versuchte zu sprechen als uber die Epoche 
meiner eigenen Jug end; denn die Stucke von Georg 
Kaiser, Hasenclever und Ernst Toller, den ich 
spater dann auch kannte und sehr gern hatte, 
batten mich ernahrt und mich gefiihrt, vielleicht 
auch verfiihrt, denn ihre utopischen Hoffnungen, 
so wenig und wiederum verstandlicherweise so 
wenig mit der Wirklichkeit verbunden und von 
ihr berichtigt und gedampft, waren auch die mei­
nen. Ich bedauere nicht, daB sie es war en; ich 
bin froh, daB ich als junger Mensch von ihnen 
entflammt war, auch wenn diese ikarischen Traume 
dann zersplitterten. Ich bin froh, mich an die 
Bilder von Marc, Kirchner, Heckel, Schmitt-Rott­
luff als Ereignisse meiner Jugend zu erinnern. 
Vielleicht drang etwas davon in das ein, was 
ich saite. Wie groBartig die fichtung vor allem 
des fruhen Expressionismus war. 
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Chapter 1 

Walter Bauer's Life and Work 

Walter Bauer was born into a turbulent century, and 

like the Expressionists he became preoccupied for life 

to an amazing extent with the century's troubles. The 

great catastrophes and social issues figured predominantly 

not only in Bauer's writing but also in shaping the course 

of his life and his general outlook. Born November 4, 

1904 in the Saxon town of Merseburg an der Saale in eastern 

central Germany, he lived through the First World War as 

a boy, watching his three older brothers march off to the 

fronts. In his first four books, three of which are to 

be discussed in this 

short story, Geburt 

thesis, and 

1 des Poet en, 

in the autobiographical 

which he wrote late in 

his life, the war years of 1914-1918 contrast invidiously 

with the simple world of Bauer's childhood before the war. 

The war, which disrupted the entire framework of values 

and preconceptions for not only Bauer but the Western world, 

stands as a watershed in Bauer I s life, opening his eyes 

to suffering in the world and opening his mind to an atti­

tude of suspicion from which he never quite recovered. 

Thereafter Bauer dedicated himself to speaking out for 

those who suffer here and now, for human dignity, for social 
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fairness, and for responsible freedom for all. 

Bauer's sympathies always lay squarely with the working 

class into which he was born, even though his profession 

as a teacher and writer brought him as a young man into 

the middle class. 2 He was born the fifth child of a team-

ster and a washerwoman. Both his parents had been raised 

on farms and were driven reluctantly to the city to search 

for work. As unskilled workers they joined the great num­

bers of other Germans who left the self-sufficiency of 

rural life for the growing industrial centers of the late 

nineteenth and early twentieth centuries, taking whatever 

wage-paying jobs could be found and living in modest tene-

ment houses. The plight of these workers and the despair 

that inevitably followed the proletarianization of once 

proud farmers formed a decisive part of Bauer's otherwise 

happy childhood, shaping his destiny as an advocate for 

humanism. In "Auskunft iiber mich," a profile Bauer wrote 

about himself in 1948, he stated: 

Damit ist der Schicksalsgrund angedeutet, auf 
dem ich groB geworden bin, es war der proleta­
rische. Damit ist auch gesagt, daB die ersten 
Gedichte nichts anderes sein konnten als Versuche, 
von dieser Welt zu sprechen, von der Kindheit 
in Mietshausern, von der Arbeit, von der Fabrik. 
Sie konnten nichts anderes enthalten als gestam­
mel te, ausbrechende Forderung, Anklage, Emporung. 
Jene Gedichte standen in den 1933 verbotenen 
Banden "Kameraden, zu Euch spreche ich" und "Stim­
me aus dem Leunawerk". Mein erst er Roman "Ein 
Mann zog in die Stadt" war von diesem Daseinsgrund 
bestimmt, im Grunde, meine ich, auch alle anderen 
Arbeiten, und was mir, wenn ich an kiinftige Ver­
suche denke, vorschwebt, sind Romane, in denen 
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ich Schicksalsdarstellungen von Menschen, von 
Einzelnen und Gruppen, geben mochte, die 3seit 
je die Last der Welt auf ihren Rucken trugen. 

A sympathetic teacher fostered young Walter Bauer's 

intellectual development, enabling him in 1918 to attend 

teacher training college and thus climb out of the poverty 

of his upbringing. His youthful idealism was ignited by 

the contemporary literature with which he first became 

acquainted at the age of 15, above all, with Expressionist 

literature, as Hartmut Froeschle explains in his essay, 

"Walter Bauer: Sein dichterisches 
l, 

Werk."' Froeschle men-

tions, for instance, the humanistic plea Der Mensch ist 

.!lJ!.!:. by the anti-war Expressionist writer Leonhard Frank 

as having made a penetrating impression on Bauer at that 

age. The young pupil at teacher-training college was im-

pressed also, according to Froeschle, by the political 

speeches and Expressionist plays of Fritz von Unruh, who, 

after serving in World War I, became a pacifist and advocate 

of universal love as a remedy to war; as well as by the 

novels of the critic of contemporary society, advocate 

of pan-European civilization, and one-time Expressionist, 

Otto Flake; by the Expressionist plays of Georg Kaiser; 

and by the Expressionist plays and poetry of Ernst Toller, 

in particular his Schwalbenbuch. Other formative influences 

on Bauer, according to Froeschle, were Erwin Piscator, 

the theatrical director and producer who founded "proletar­

ian theatre"; the French novelist, playwright, biographer, 
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and socialist pacifist, Romain Rolland; the Belgian painter 

and illustrator Franz Masareel, who rendered expressionistic 

images to portray social evils, human tragedies, and to 

advance his humanitarian views; and Alfons Paquet, whose 

stories, essays, travel books, and Expressionist plays 

bear witness to his social and political convictions. 

Another formative influence on the young Bauer, mentioned 

by Froeschle, was the defender of the traditions of European 

humanism and champion of Expressionism, Stefan Zweig. 

As with the other authors who exerted an influence on Bauer, 

Zweig encouraged devotion to one's art, a will to action 

and a strong sense of moral responsibility while avoiding 

adherence to a rigid political creed. The poet, for Zweig, 

ought to be the "spiritual leader of his age." 5 About 

these authors and artists who exercised an inspirational 

influence on him, Bauer remarked: 

was sich in mir regte, 
Sie waren die Sprecher 

Bestatiger dessen, was 

Sie antworteten auf etwas, 
ohne ein Wort zu find en. 
meiner Empfindungen, die 
ich verworren em pf and. 
Sie fuhrten mich uber die 

Sie 1t;efrei ten mich. 
Grenzen. 

After finishing teacher's college Bauer took work 

as a packer in a factory, among other jobs, for a short 

time in order to earn enough money to travel. In 1925 

he set out with a friend on the most memorable journey 

of his life, wandering on foot through Germany, Austria, 

and Italy, living as a wanderer and working odd jobs. 
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He called this journey a "notwendige Reise,"
7 

a "necessary 

journey," which became for him a description of his life 

· d h b . 8 
as a writer an a uman eing. This proletarian grand 

tour provided the material for two books: Die notwendige 

Reise, Bauer I s fourth book which will be discussed later, 

.. 9 
and Wanderer im Suden (1938). 

Returning to Merseburg as an unemployed teacher, Bauer 

studied Germanistics for a few semesters at Halle
10 

with 

the money from a grant awarded to 

of his travels. 11 Thus began 

him for published accounts 

his literary career. To 

a local Merseburg newspaper Bauer contributed reports 

on community happenings, such as church events or book 

reviews, while he worked for a time as a private teacher 

12 
for the family of a senior manager of a company. 

13 
At the age of 22 he wrote his first poems, and in 1928, 

shortly after he turned 24, some poems of his were published 

for the first time in the Zwickau newspaper Sachsisches 

Volksblatt. It was a fortuitous opportunity for the aspir-

ing writer that his poems caught the attention of the jour­

nalist, writer, and editor of that newspaper, Walther Vic­

tor, who took it upon himself to help Bauer start on a 

literary 14 career. In the following year, 1929, Bauer's 

first book appeared, the collection of poems Kameraden, 

zu euch spreche ich. In 1930 a second collection of poems 

was published in the book Stimme aus dem Leunawerk. 

The two books were met with an instant and enthusiastic 
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reception in literary circles, and in short time they estab­

lished a reputation for the unknown writer as a fresh, 

able, and living voice for those who suffer and cannot 

speak for themselves. Well-known writers praised the works, 

including Kurt Tucholsky, Hermann Hesse, Ernst Wiechert, 

the Expressionist Ernst Toller, the one-time Expressionist 

Franz Werfel, and the champion of the Expressionist move-

ment, Stefan Z 
. 15 

weig, who described ~K~a~m~e~r,,__,,a~d~e~n!.1..1 -~z~u'-~e~u~c,=.h 

spreche ich as "die menschlichste Arbeit der Lyrik, die 

ich in Deutschland kenne. 
1116 From these literary figures 

Bauer received much encouragement; Ernst Wiechert and es­

pecially Stefan Zweig promoted Bauer's works ambitiously. 

Max Tau, the German writer and chief editor of the Bruno 

Cassirer Verlag in Berlin, showed himself to be influential 

in advancing Bauer's literary ambitions, and, like Stefan 

Zweig, he became a sympathetic confidant.
17 

In 1929 Bauer 

received a teaching position in the public schools, and 

in 1930 he married •
18 Looking back on this time Bauer 

wrote: "Was fur eine Zeit damals--wie glorios--als wir 

anfingen. ,,19 

However, Bauer's first published poems and stories 

do not at all reflect the personal elation he may have 

felt at that time in his life, On the contrary, they de-

scribe and give voice to the misery of those who felt dis­

possessed of the world's comforts and of life's fullness; 

to their despair, sorrow, and loneliness which, in the 
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words of Ludwig Pesch describing Bauer's poetry in his 

1963 review of Bauer's Klopfzeichen, emanates from the 

"isolated realm of individual existence," longing to be 

at home in the world and to find its natural place in the 

d f B . 20 
great or er o eing. This tone became a prevalent char-

acteristic of Bauer's poetry for the rest of his life, 

at times gloomier and at other times in his half century 

of writing more hopeful. 

In those years in Merseburg there were images enough 

of misery to rouse Bauer's poetic imagination. During 

the First World War the mainly agricultural make-up of 

the area around Bauer's Merseburg homeland was changed 

permanently by the building of the Leunawerk ammonia plant 

outside of the city. The abundance of coal in the area 

attracted industry, and in short time the Leunawerk became 

the centre of one of Germany's largest concentrations of 

industry. Farmland and farms were ripped up to mine the 

coal to power the Leunawerk. An army of former farmers 

and other labourers filed into the plant in round-the-clock 

shifts to work the machinery and, spent, filed out to return 

to their modest dwellings. Such images became the thematic 

material for Bauer's poems. Bauer lived among the workers, 

taught their children in the classroom, felt a fraternal 

sympathy for them, as expressed in the title of his first 

book, "Comrades, I Speak to You," and took it as his calling 

to speak for them, as expressed in the title of his second 
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book, "A Voice from the Leunawerk." 

Bauer's first publications already gave witness to 

his socialist persuasion, 21 particularly in the opinion 

of the National Socialists, who banned his published works 

after coming to power on the grounds that they had pro-

Communist content. Bauer's name was added to "die Liste 

des schidlichen und unerwiinschten Schrifttums,"
22 

and he 

was classified as "erzieherisch unzuverlissig" and posted 

to a school for backward children ("Hilfsschule"). 
23 

By 

the time the Nazis came to power, Bauer's fourth book had 

appeared, the story Die notwendige Reise, in which the 

young author makes an impassioned plea against war and 

militarism and for European community and world fraternity. 

He avoided confrontation with the authorities, following 

instead the path of "innere Immigration" taken by many 

dissenting writers who did not emigrate from Nazi Germany. 

Although restrained, he steadfastly held to his beliefs. 

Right after the Nazi takeover in 1933 Bauer wrote in a 

letter to the chief editor, Max Tau, of his publisher at 

that time one of his most candid statements of his outlook: 

die Ereignisse, die in ihrer Summe die 
!lraue!!hafteste Knechtung des Geistes darstellen, 
uberturmen sich so rasend schnell, daB wir die 
Griinde vergessen haben, heute, die uns gestern 
zwangen, traurig zu sein und die Sache der Mensch­
heit verloren zu geben. Nicht die Parteien nur 
haben verloren, obgleich sie es in furchtbarer 
Weise erfuhren--wir alle wurden geschlagen, wir 
Gutherzigen, wir Versohnlichen, wir alle, die 
jemals das Wort "Menschheit" ausgesprochen haben, 
wir, denen das Vaterland nur eine Etappe auf 
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der groBen StraBe der Menschheit bedeutet.
24 

During the Nazi years Walter Bauer continued to write, 

but he became quite withdrawn. 25 His next novel, Das Herz 

der Ertle (1933), and his collection of stories, Die Horde 

Moris (1935), were deemed pro-Communistic and prompted 

the authorities to ban all Bauer's published works and 

to monitor the manuscripts he submitted for publication. 

In 1937 the ban was partially lifted.
26 Despite these 

difficulties, Bauer published an impressive number of 

diverse works up to the end of the Second World War, in­

cluding novels, biographies, essays, callee tions of poetry 

and short stories, books for children, diaries, travel 

accounts, and reviews. A total of 52 of his contributions 

appeared in the magazine Das innere Reich, of which 15 

were essays and 35 were reviews. 
27 Bauer's name appeared 

also during these years in the magazine Die Kolonne. As 

one of the "Kolonne group" of writers, he contributed poetry 

in the so-called "Naturmythologismus'' style. Poems in 

this style contrasted idyllic non-human nature with abject 

human nature, much in the same vein as the political skepti­

cism and nostalgia of Ernst Wiechert.
28 

Yet Bauer "attempted to keep burning a tiny flame 

of the human spirit throughout those dark and terrible 

years, 11 in the words of Henry Beissel in his introduction 

to Bauer's The Price of Morning. 29 The tiny flame of the 

human spirit was found by Bauer to shine in the decisive 
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moments in the lives of famous writers, artists and human­

ists, and he portrayed these figures as human beings in 

fateful times of crisis in a number of essays that, based 

on fact and fiction, depict the courage of the heart, free 

from national or social bounds. Among his many essays 

to appear in the next two decades are those on Goethe, 

Holderlin, Elise Lensing, Georg Forster, Livingstone, Nan­

sen, Pestalozzi, Michelangelo, Flaubert, Giorgione, Rem-

30 brand t, and van Gogh. These biographical essays reflect 

the perspective of the historical biographies of Stefan 

Zweig, depicting "Sternstunden der Menschheit," as the 

title of Zweig's 1928 book proclaims, in which the indomi­

table human spirit, standing on the foundation of the cul­

tural past, prevailed against daunting adversity and found 

a meaningful 
31 present. Bauer saw his mission to be in 

those years to write books that bear witness, "daB kein 

Volk ohne die anderen lebt; daB Europa groBer sei als das 

Deutsche; daB das Menschliche und das Geistige keine Grenzen 

kennen"; and, as already expressed fervidly in Die notwen­

dige Reise, he still felt himself to be "ein Freund all er 

Volker, ein Sohn der Erde."
32 

Bauer's own "Schickssalstunde" came in 1940 when he 

was inducted into the army to serve the regime he disliked. 

Given his reputation, to not serve meant execution. Follow­

ing in the footsteps of his teamster father, Bauer served 

as a truck driver in France, Russia, Al bani a, Greece, and 
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finally Italy where he was promoted from corporal to lieu­

tenant and placed on the staff on account of his knowledge 

of Italian. During his years as a soldier he continued 

to write poetry and he kept diaries; the diaries written 

in Russia, Italy, and France were eventually published, 

of which the 

was a popular 

first, Tagebuchblatter aus Frankreich (1941), 

33 success. These years until 1946, including 

one year. as a British prisoner of war in Italy, fatefully 

tested the courage of Bauer's own heart. The war provided 

for him a "Weckstimme des Lebens, 1134 according to Hans­

Martin Plellke in his lecture "Walter Bauer: Vortrag iiber 

Leben und Werk"; it also "deeply and permanently scarred 

Bauer's psyche," according to Henry Beissel in his intro­

duction to Bauer's The Price of Morning.
35 

In his essay on Bauer's poetic work, mentioned above, 

Hartmut Froeschle says that Bauer ceased to believe any 

more in ''der neue Mensch" of early Expressionism after 

1945, but he did see the end of the Second World War as 

a chance to advance the vision of an anti-bourgeois social-

ist 
36 future. Unlike some left-leaning writers, though, 

he did not embrace the Soviet model. He also did not 

return after the war to his wife and home in Halle in east­

ern Germany.37 Nor did he return to his profession as 

a teacher, deciding instead to practice writing as a full-

time occupation.
38 After his release from internment he 

wished to make a fresh beginning for himself as well as 
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for Germany and Europe--to embark on another "notwendige 

Reise." Bauer went first to Munich and later to Stuttgart. 

He remained in close contact in those years with Ernst 

Wiechert, and he married Wiechert's stepdaughter. 39 

The first half decade following the end of World War 

II saw Walter Bauer become one of West Germany's more suc­

cessful authors, and these years were also some of the 

most productive of Bauer's literary career. In the first 

ten years after the war he published twenty-six books, 

including volumes of poetry, one novel, volumes of short 

stories, journals, 

children's stories. 40 

plays, 

He was 

monographs, biographies, and 

the editor of three volumes, 41 

and he published some 20 radio plays which were heard not 

only in the German-speaking countries but elsewhere in 

Europe as 42 well. His biography of the Norwegian arctic 

explorer, scientist, statesman, and humanitarian, Fridtjof 

Nansen (Die langen Reisen, 1956), was awarded the Albert­

Schweitzer Prize for Literature. 43 

In contrast to Bauer's early works is the inclination 

in Bauer's post-war works toward searching analysis of 

the post-war reality. Two examples of this are the callee-

tion of stories Das Lied der Freiheit (1948) and the novel 

Besser zu zweit als allein (1950), 44 although these works, 

too, are not without pathos, in particular, the suffering 

of privation, disillusionment, and frustration endured 

by the individual who must live in a flawed social order. 
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In those post-war years, according to Henry Beissel in 

his introduction to Bauer's A Different Sun, Bauer held 

on to a vision of the transformation of Europe into a com­

munity of peoples where human decency and dignity would 

prevail, where freedom and soc1al fairness would be assured, 

where the shame of the past would be squarely faced and 

would serve to inspire the building of "a human world, .,
45 

Bauer saw his task to be that of ''Hilfe geben. , nicht 

mehr verzweifelt zu sein. MuB doch der Dichter den anderen 

den Schritt in die Hoffnung voraus sein.
1146 

Such a transformation did not come as Bauer had 

hoped. Europe not only remained divided into nations, 

it became divided into two hostile blocks. In the one 

the brutality of Communism became apparent; in the other 

the acquisitiveness and the greed for success and security 

of pre-war times returned. Worst of all for Bauer, the 

past had not been reckoned with. The Europe Bauer loved 

was recidivist and had become intolerable for him. He 

decided to embark on yet another "necessary journey," to 

emigrate to Canada. He wrote about his decision in a letter 

to a friend: 

Ich wollte nicht vor Scham, Ekel, Zorn und Resi­
gnation ersticken. Ich wollte dem Tisch entflie­
hen, an dem die Wasser immer diinner, immer vergif­
teter wurden. Das Morgenrot, das wir erhofften, 
ist nich t gekommen. -~estaura tion und4 7Reaktion 
sind im Begriff, die Platze einzunehmen. 

According to Giinter Hess in his article "The German 
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Immigrant Writer Walter Bauer," one of the "deeper reasons" 

behind Bauer I s decision to emigrate was the hope that he 

could save the broken marriage to his second wife, Jutta, 

Ernst Wiechert's stepdaughter, who, incidentally, suggested 

emigrating 

marriage. 

48 to Canada. The fresh start did not save the 

Bauer came to Toronto alone, with little money 

and prospect for establishing himself. He lived in solitude 

in rooming houses and took jobs as a labourer in a chocolate 

factory, as a dishwasher, a packer, whatever could be 

49 found. He learned English, then in 1954 began to study 

Modern Languages and Literature (German, French, Italian) 

at the University of Toronto where in 1958 he finished 

a Master's degree. From then until he retired in 1976, 

Bauer worked at the University of Toronto, first as an 

Instructor, then Lecturer, Assistant Professor, and finally 

as Associate Professor for German language and literature.
50 

During the years in Canada Bauer continued to write, 

publishing about one book a year for the last 24 years 

of his life, which were spent in 
51 Toronto. He continued 

to write mainly in German and to write the same sorts of 

books: volumes of poetry, collections of short stories, 

children I s books, and his popular biographies. His popu-

larity in general, however, began to wane in Germany because 

he slowly grew estranged from the land and its people. 

At the same time Bauer never made himself at home in the 

English language and therefore failed to find an audience 
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to replace the one he was losing in 52 Germany. This is 

not to say that he did not try to write about Canada. 

Among the many works that are specifically Canadian in 

content are the Canadian diary Ein Jahr: Tagebuchblatter 

aus Kanada, a volume of short stories called Fremd in Toron­

to, the biography of Grey Owl entitled Der weiBe Indianer 

and the biography of Sieur de la Salle entitled Folge dem 

Pfeil, the collection of poetry entitled Nachtwachen des 

Tellerwaschers, and three volumes of poetry which were 

translated into English: A Slight Trace of Ash, A Different 

Sun, and The Price of Morning.
53 

Walter Bauer died of cancer on December 23, 1976, 

only months after his retirement, leaving behind some 75 

book titles. 54 His oeuvre resists being brought into any 

particular category; he sought his own way, though always 

acknowledging the influence on his writing of those writers 

and genres which he admired. Among those writers and genres 

which he admired most, apart from certain poets such as 

Walt Whitman and Bertolt Brecht whose lifeworks resist 

being grouped with any one literary movement or style, 

Bauer speaks most respectfully of the Expressionists and 

f E 
. . 55 

o xpressionism. He admired the political-social commit-

ment of the Expressionist poet, "who proved"--Bauer wrote 

in English in his 1965 article "German Poetry Today"--"by 

his own life as well as by his writing, that poems are 

also documents of compassion, of human responsibility.
1156 
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Chapter 2 

Expressionism 

Expressionism, or what was called Modernism in the 

English-speaking world, was the culmination of a Modernist 

revolution in the arts, in Europe primarily, which began 

toward the end of the nineteenth century in reaction to 

the approaches of Naturalism and Realism of the period, 

although the achievements of Naturalism and Realism provided 

some of the foundation for Modernism. As such an anti-

realist movement, Modernism, or what especially in the 

German-speaking countries was called Expressionism, de­

scribes the height of a visionary approach to art and lit­

erature which was current from about 1910 to 1925. The 

Modernist revolution was set in motion by Symbolism and 

Impressionism 1 ; but the artistic development of what came 

to be known as the modern in German literature and art 

was, in Walter Bauer's words in his 1965 article "German 

Poetry Today," "the glorious intellectual and poetic revolu­

tion which began about 1910 and to which Germany contributed 

splendidly her Expressionist poetry and painting."
2 

As the culmination of a revolutionary development 

in the arts, Expressionism as a movement did not come sud­

denly into existence; rather, poets and p_ainters who were 
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groping for a new approach began to make works that later 

b 11 d E 
. . 3 

came to e ca e xpress1.on1.st. The first Expressionist 

poets in Germany launched what Bauer described in his 1965 

article as "the great epoch of modern German poetry" in 

its first phase from about 1910 to the outbreak 
of the First World War, when a band of young 
poets, Georg Heym, Ernst Stadler, Franz Werfel, 
Alfred Lichtenstein, Jakob van Hoddis, Georg 
Trakl depicted in their verses the decay of the 
complaceat bourgeois world and demanded spiritual 
renewal. 

Expressionism was thus modern in the aesthetical sense 

of the word in that the Expressionist artists, including 

literary figures, saw themselves as the "avant-garde" in 

revolt against the social, political, and cultural order--as 

a "spirit at war," in the words of the historian Mordris 

Eksteins. 5 This self-image was quite modern: that the 

artist is as much an ardent reformer of human affairs as 

a seeker, creator, and critic of beauty and truth in the 

earlier' customary view. 

This sense of mission of the artist is the feature 

of Expressionism that most appealed to Walter Bauer. For 

him "avant-garde" poetry, he stated in his article "German 

Poetry Today,'' "always meant political-social commitment,"
6 

and the modern in poetry is marked by• "personal synthesis 

of sorrow, scepticism and provocation." 7 In a word, Expres­

sionism was for Bauer, as it was said by Patrick Bridg­

water in his Twentieth-Century German Verse for the Expres-
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sionists, II a political credo as much as an aesthetic. 118 

It is elements of this rebellious, reformatory aspect of 

the Expressionist movement that are most recognizable in 

Bauer's early works. In Germany the Expressionist political 

credo grew out of the radical opposition to the Wilhel­

mine age, still more to the spirit of the era, that is, 

to the spirit of nineteenth-century bourgeois civilization. 

With 

same 

this an ti-bourgeois 

. d 9 min. 

outlook, also, Bauer was of the 

Partly because of the tendentious temperament behind 

Expressionism, the movement encompassed an extraordinary 

diversity of individual styles which makes defining the 

movement by any single artistic style difficult; instead 

of defining the movement by style, it is usually character-

ized by the fervid spirit of the artists. Inflamed with 

ethical and utopian zeal alongside unbridled iconoclasm, 

the first Expressionists set out in the first decade of 

the twentieth century to jettison all that they had been 

taught to believe, and to remake the world. Beyond being 

a means for expressing ecstatic and apocalyptic visions, 

the Expressionist approach to literature became itself 

a means of shocking the middle class. "The early Expres-

sionists, 11 explains Walter Bauer in his "German Poetry 

Today," ''had shaped the artistic means: the dynamic, illogi-

10 
cal syntax, the disjointed and split-up language.'' These 

stylistic characteristics were a conscious attack on the 
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decorum of bourgeois language, "A-logical bombs undermine 

traditional sentence structure, the bourgeois architecture 

of language," stated Johannes R. Becher, one of the most 

important Expressionist poets and later president of the 

"Kul turbund" in the German Democratic Republic. 11 Esta b­

lished stylistic conventions and traditional ideals of 

beauty and competence were disregarded in the attempt to 

loosen literary expression from old ideas and set forms. 

This loosening--or revitalizing--of the language is perhaps 

the most enduring contribution of Expressionism to twenti­

eth-century literature, 

Taken broadly, Expressionist poetry became a concen­

trated succession of concrete images with all the inessen-

tials--articles, prepositions, conjunctions--removed in 

order to intensify the emotive effect. Grammatical subjects 

and nouns were avoided in favour of dynamic verbs, often 

combined with prepositions or ad verbs to form neologisms. 

Poetic rhythms were compressed and irregular, The result 

was a tense, staccato effect, rich in colours and dreamlike 

fragments, Drama also disintegrated into a strange dream-

like series of vaporizing scenes and irrational figures 

who often speak in sentence fragments with distorted syntax. 

The figures in drama are presented as types or caricatures 

who find themselves in bizarre settings of abstract forms 

and symbolic colours, There is a fondness for outcries 

and stuttering repetition of words, Like poetry, a play 
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had to express an inner vision, to transform external 

reality, hence "Expressionism, 1112 and therefore consisted 

of "pictures" in loose connection rather than acts in a 

unified action. Narrative prose replaced the logically 

developed plot with stream of consciousness or parable 

with its contrived plots and characters. These forms lent 

themselves to arousing the emotional intensity and conveying 

the ethical commitment that the Expressionists desired 

to achieve. Echoing this modern temperament, Walter Bauer 

speaks with admiration in his 1965 article "German Poetry 

Today" of the poet Hans Magnus Enzensberger whose works 

are the voice of "an enraged moralist who tore off the 

mask of 13 complacency," and of the poet Bertolt Brecht 

who was for him a "fighter for humanity and against injus­

tice which he felt like a crack in his sou1. 1114 

The technique of Expressionist art and literature 

was as ruthlessly practiced as its ethos. Bourgeois re-

straint, prudence, and practical sense were jettisoned 

along with all the philosophical goods of the bourgeoisie. 

The representation of nature in Expressionist art is often 

distorted, for example, not only to express an inner vision 

but also to defy the belief in objective reality and the 

notion that art is an imitation of nature. In literature 

the bizarre distortion of reality, often with grotesque, 

apocalyptic images, was favoured over the realistic depic­

tion of events in logical sequence, and an ecstatic, emo-
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tionally intense style, often with rebellious verses, took 

the place of the conventional approach of the era with 

its preference for familiar sentiments and muted emotion. 

Expressionism was a "Biirgerschreck, 1115 intended to shock 

contemporaries into transcending their selves for the sake 

of realizing a new humanity. 

Characteristic of many Expressionist literary works 

is passion aroused to an unrestrained, primal and speechless 

"Schrei" of ecstasy. Jethro Bithell describes it particu-

larly well in his book Modern German Literature: 1880-1950: 

the Expressionists live their life with 
a fiery heart full to overflowing; and their 
expression of this life is 'ein geballter Schrei', 
a clenched cry of ecstasy, a spate of ideas too 
fierce and young for dignity, so rushing and 
rapid that they would be profaned by beauty and 
form--there can be no calm and patient shaping 
in the white heat of ecstasy. In short, the 
idea is to give the palpable essence of things, 
their qualities shar~ty intensified, not their 
appearance in reality. 

The objective of the Expressionists was to arouse 

the same ecstatic emotions in others as in themselves. 

If others could be stirred to feel the same expansive love 

for all humanity and the same feeling of totality of life 

and belonging in the world, so their reasoning went, then 

a vibrant new age could be realized. Modern life, they 

believed, had impaired the natural capacity for feeling 

such love, totality, and belonging. For the Expressionists, 

the modern world demanded the creation of new values that 
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would generate a new human consciousness, a new sense of 

human community; and it would be the task of the artist 

to create them. 17 

The language and the images of Expressionism convey 

the urgency of the message that the world is out of joint, 

doomed to destruction, but also on the threshold of a pos-

sible millennium of prosperity and peace. As can be imag-

ined, such idealism and almost preternatural self-assurance 

sprang from a young, restless, and self-confident genera-

tion. Most of the Expressionists were born between 1875 

and 1895 18 and born into bourgeois or intellectual fami-

lies. 19 These facts determined their common outlook and 

thereby the Expressionist approach, according to Kurt Pin­

thus in his well-known anthology of 1919 of Expressionist 

lyric poetry, 
.. 20 

Menschhei tsdammerung, the title of which 

captures in a word the Janus-faced character of Expression­

ism which brackets the old with the bad and the new with 

the good--another quite modern view. Symbolically this 

restive and anxious, Januslike temperament took form fre­

quently in the literary motif of the father-son conflict 

and "der neue Mensch." 

The motif of the father-son conflict embodied the 

clash between the traditional and the modern, such as in 

Reinhard Sorge's 1912 play Der Bettler 21 ; it bodied forth 

the rebellious, iconoclastic face of Expressionism, looking 

back at the past, whereas the motif of "der neue Mensch" 
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bodied forth the utopian face of Expressionism, looking 

forward to a better future. "Der neue Mensch" stood for 

the singularly important theme in Expressionism of moral 

transformation of the individual. The image of "der neue 

Mensch" is that of an enlightened person who is inspired 

by a vision of a rehumanized world and who acts as a leader 

to bring it a bout. Such an exceptional person possesses 

a confident grasp of the common, earthly essence of human 

nature and has a great love for all humanity; these special 

qualities, along with the sense of harmony and the happiness 

that proceed from them, qualify "der neue Mensch" to lead 

the moral revolution. "Der neue Mensch" recognizes the 

evils and weaknesses of the contemporary world, and, guided 

by a vision of life's higher significance, sets about, 

peacefully yet decisively, to replace traditional values 

with a new, soundly-based morality. As explained by Roy 

Allen in his German Expressionist Poetry: "The new morality 

is born in the new man: he is an intellectually unfettered, 

a self-sufficient and self-consistent man ••• 1122 

The stage lent itself especially well to presenting 

the motif of "der neue Mensch," owing to the predilection 

of Expressionist dramatists for parable and the rhetorical. 

A vivid depiction of the transformation into "der neue 

Mensch" is to be found in Ernst Toller I s Die Wand lung, 23 

which in its ethical and aesthetic exuberance also stands 

as an excellent example of the full bloom of Expressionism: 
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the culmination of the Modernist revolution in the arts 

and itself a call for spiritual revolution at large. After 

the play's appearance in 1919 Expressionism quickly lost 

its currency and passed into what Walter Bauer calls the 

second phase: the Expressionists of the twenties, he ob­

served in his 1965 article "German Poetry Today, 11 were 

"mannerists, 11 using Expressionist techniques for politic al 

aims. 24 Apart from being vitiated by imitators and propa-

gandists, Expressionism faded away in the twenties in part 

because many of its followers turned to other styles--to 

those that were a reaction to it or those that were an 

outgrowth of it--and in part because the visionary rapture 

simply could not be sustained as an enduring natural state. 

Bertolt Brecht, who was a follower of Expressionism in 

his early years as a writer, commented in this regard on 

Expressionist drama: 

Der Expressionismus, der die Ausdrucksmi ttel 
des Theaters sehr bereicherte und eine bisher 
unausgenuizie istheiische Ausbeuie brachie, zeigie 
sich ganz auBerstande, die 2~elt als Objekt mensch­
licher Praxis zu erkliren •. 

Bertolt Brecht turned from Expressionism to "Functional 

Poetry" in the twenties in order to carry on the concern 

for ethical conduct in the modern world while avoiding 

the hectic ideology and, in the words of Patrick Bridgwater 

in his Twentieth-Century German Verse, ''the egocentric, 

apocalyptic, and 'cosmic' tendencies of Expressionism prop-



28 

er. 
,.26 Functional Poetry, which was both an outgrowth 

of Expressionism and a reaction to its excesses, employed 

plain, even colloquial language and a simple, sober style, 

yet, in the manner of Expressionism, concerned itself with 

making known the struggle of the downtrodden for survival 

in a disorganized world and with professing compassion 

for humanity. The important thing in this poetry was to 

see things as they are, to show their significance in real 

life (hence "Functional Poetry"), and to avoid the "pathetic 

fallacy" which shows things in their significance in art. 

Walter Bauer's early poetry, taken as a whole, comes 

more closely to Functional Poetry than to any other style, 

yet, as a poet from the working class, he was a beneficiary 

of Expressionism I s encouragement of "proletarian poetry. 11 

In order to give expression to the new mood of modern life, 

including the loneliness and isolation of urban and indus­

trial society, the Expressionists encouraged for the first 

time the unwashed view of the working-class existence from 

the ranks of the working class itself. Working-men poets, 

such as Max Barthel, Karl Brager, Gerri t Engelke, Jacob 

Kneip, and Heinrich Lersch, presented proletarian life 

as it actually was lived 

houses.
27 The k" wor ing-men 

in the factories 

poets dealt with 

and 

the 

tenement 

problems 

of being a hireling in a mechanized civilization and feeling 

adrift in mass society, the outcome of Germany's rapid 

change from an agricultural to an urban, industrial nation. 
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In retrospect Expressionism becomes less iconoclastic 

and revolutionary than the movement seemed in its time, 

The Expressionists' idealistic faith in human potential 

and progress upheld the humanist tradition, 28 and their 

belief in the sacredness of the individual and in all­

embracing love preserved Christian beliefs, particularly 

the conception of righteousness and compassion as guiding 

principles in ethical conduct. The Expressionists failed 

to remake the world into that which they had envisioned, 

yet they gave new directions to art and literature. The 

fervent, visionary calls of the Expressionists for a new 

unity and a renewed humanity in an increasingly mechanized, 

seemingly venal world were echoed in the more modest yet 

equally urgent calls in Walter Bauer's early works for 

sympathy with the suffering and the unfortunate and for 

common decency at large, For Bauer, too, these virtues 

were of supreme importance, and he was proud to have dedi­

cated himself to upholding them all his life.
29 

In a letter 

from 1969 to a friend he wrote: 

Die Sympathie habe ich nie verloren, auch wenn 
ich, was politische und wirtschaftliche Formen 
betrifft, zuriickhal tender geworden bin, und ich 
wiirde George Orwell zustimmen, wenn er schon 
in den dreiBiger Jahren und nach dem spanischen 
Biirgerkriege, an dem er teilnahm, schrieb, wie 
ihn die Unfahigkeit der modernen intelligentsia 
erschrecke, zu seh!;n, daJl jed!; Ge~lschaft auf 
common decency gegrundet sein muBte, 
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Chapter 3 

''Comrades, I Speak to You'' 
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zu euch spreche ich 1 was Walter Bauer's 

first book, a collection of poems, published in 1929 when 

Bauer was 24 years old. Today, six and a half decades 

later, the title sounds effusive, if not a little seditious, 

and to be sure it does declare the young man's intent to 

agitate for political and social change; however, it is 

not an address to either leftist revolutionaries or to 

anarchists, but rather a call to like-minded contemporaries 

and to the downtrodden workers for whom he felt fraternal 

sympathy. 11 Kameraden II meant to Bauer those whose hapless 

worldly fate he had shared and those who follow the same 

path as he in endeavouring to bring about courageous human-

ism. Writing about the title in 1964, Bauer's publisher, 

Ernst Tessloff, commented: 

Heute wiirde Bauer einen neuen Gedichtband zuriick­
hal tender 11 Nachrich ten an Freunde II nennen, aber 
im Grunde lauft es auf das gleiche hinaus. 
Freunde, vertraut oder unbekannt, sind Kamerad en 
und Gefahrten im gleichen lan!J1wierigen, erschop­
f enden und glorreichen Versuch. 

The "Ver such" in Bauer's first book meant, according 

to Tessloff, the same striving toward, in Bauer's own 
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words, the "Vermenschlichung der Welt" 3 that all of his 

life's work set forth, To humanize the world meant for 

Bauer, much as it did in general for the Expressionists, 

to employ literature and art for the purpose of reforming 

oneself and the world, It also meant having a moral concern 

for the poet's ''Kameraden,'' sharing their fate and speaking 

on their behalf for social reform. In pursuing this pur­

pose, however, the poems in Bauer's first collection do 

not, as might be expected, simply guide or enjoin readers 

to transform society for the sake of recovering humanity, 

nor do they build a chorus of strident protest against 

inhumanity or of plaintive appeal for a more humane world; 

they attain their humanizing purpose instead by mainly 

presenting poetic pictures of proletarian life as Bauer 

had lived it as a child in the tenement houses and as he 

had known it to be in the Leunawerk ammonia plant near 

his childhood home, The poems describe the trivial day-to-

day existence of factory workers and their children, and 

their longing to escape from this modern predicament, 

The descriptions are factual yet at the same time an indict-

ment of the sufferings of the poor. The poems are distin-

guished 

of the 

by ever-present pathos: in describing the world 

factory worker which he knew, Bauer infuses into 

his works intense personal feelings about the world and 

society, Beyond being a testimony of love and pain, though, 

the poems seek to penetrate through the factual description 
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of the reality of objects, situations and life to their 

inner meaning and to illuminate it, This, then, is the 

purpose of Bauer's poetry: to put his "Kameraden" in touch 

with what they forget at their peril, namely, their human­

ity. 

The poems in Kameraden 1 zu euch spreche ich are grouped 

together under three headings: "Das Kind,'' "Das Werk," 

and ''Das Leben," Under the heading "Das Kind" are descrip­

tions of the life of working-class children which remind 

the reader of the innocence and longings and dreams of 

childhood. The poems in ''Das Werk" describe deadening 

factory work through the eyes of workers whose childhood 

dreams and hopes have been dashed by the harshness of the 

modern industrial working place, yet who still long for 

freedom from the yoke of that work, for economic justice 

and fraternity at large. The poems in "Das Leben" show 

a broader view of the lives of the workers and their fami­

lies, their life in the tenement houses and in the dirty 

trains while travelling to and from work, or, as soldiers, 

in the trenches and the troop trains, their hopes for a 

better future, and to a much greater extent, their misery, 

despair and resentment as the downtrodden in a heartless 

world, 

The poems are rich in vivid images of the world of 

the proletariat. At the same time, Bauer rises up here 

and there in his mostly melancholy poems and shakes his 
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fist at the world. He decries the inhumanity of the world 

he finds himself in, the alienation from oneself and one 

another in that world, and most of all the senseless suf-

fering. Expressionistic words are found throughout the 

collection which, as a whole, communicates in noticeable 

parallel to the Expressionist sensibility an inner vision 

of a reformed world and a spiritual reality; words such 

as "Schicksal" (88), "sich vom Leben entfernen" (85, 89), 

"sich vom Leben entauBern" (86), "Opfer" (60, 99), "Gerech­

tigkeit" (59, 74), ''Herzt;ne finden" (48), "Menschgeworden-

sein" (109), "briiderlichste Liebe" (58, 69), 11 briiderliche 

Verbundenheit" (73), "Wir!" (69), among others, These 

words recall the four rubrics in Kurt Pintus's 1919 anthol­

ogy Menschheitsdammerung under which he arranged the "sym-

phony" of Expressionist poetry: ''Sturz und Schrei, 11 ''Erwek­

kung des Herzens," "Aufruf und Emp;rung," and "Liebe den 
• 4 

Menschen, 11 

Pinthus understood Expressionist poetry to have meaning 

beyond the political, 

daB sie mit gliihendem Finger, mit weekender Stimme 
immer wieder auf den Menschen selbst wies, daB 
sie die verlorengegangene Bildung der Menschen 
untereinander, miteinander, das Verkniipftsein 
des einzelnen mit dem Unendlichen - zur Verwirk­
lichung anf 3uernd in der Sphare des Geistes 
wiederschuf, 

This is the Expressionist notion of the ethical--almost 

religious--importance of placing the individual human being 
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back in the centre of the world, where love of all for 

all would be restored. In Kameraden this sentiment is 

expressed well in the poem "Nicht Trauer! Aufschwungl" 

in which the familiar impersonal aspect of a throng of 

workers is one day greeted with an ecstatic outburst of 

humanistic feeling: 

. . . . . . . . . . . . . . . . . . . 
und unter hundertachtzigtausend 
singe ich die Not weg 
und mich wunderbar dem Himmel zu, 
innig und meiner Stimme lauschend, 
mit ziellos verstromender Begeisterung 
umarm ich alle, die ich nicht kenne 
und die ich liebe. (Kameraden, 50) 

The poem "Verzweiflung, Untergang" in Kameraden conveys 

the same sentiment in the form of a desperate plea for 

awakening our humanity: 

. . . . . . . . . . . . . . . . . 
Uber unsere Stadtschluchten 
ist der Himmel wie im Dschungel, 
horch, die Welt schreit wie Tiere, 

wie Tiere 
jagen wir uns, denn 
wir lieben uns nicht. (Kameraden, 117) 

In likening the city to a jungle and its dwellers to ani­

mals, Bauer's poem also calls up the Expressionist view 

of urban and industrial society. "Most Expressionists," 

writes Roy Allen in his book German Expressionist Poetry, 

"primarily associated the city with the evils of modern 

life: coldness and insensibility, spiritual barrenness, 
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hardship and drudgery, corruption, the apparent venality 

of all things. n6 
Franz Werfel, for instance, curses out-

right the evil of the city in his Expressionist poem "Fremde 

sind wir auf der Ertle Alle": "Mogen Stadte aufwarts sich 

gestalten, / Niniveh, ein Gottestrotz von Steinen ! " As 

in Bauer's poem mentioned here, Werfel concludes the poem 

by decrying the way moderns have become estranged from 

one another: "Fremde sind wir auf der Erde Alle, / Und 

es stirbt, womit wir uns verbinden.•• 7 

This view of the modern mechanized world and its defor-

mation of the individual is illustrated best in the poem 

"Ballade vom taglichen Leben" (106-110)--one of the most 

memorable human portraits in Kameraden. The poem tells 

of a young couple who dwell in a close-packed and dreary 

tenement house, who despite their situation love each other: 

Als sie nun zusammenschliefen und sie lauschte, 
ob driiben jemand atmete, ob das die Wirtin sein 

konne, 
dachte sie daran, daB jetzt nicht mehr alles 

so war, 
wie es immer gewesen war, aber schlimm war das 

wohl nicht, 
auch liebte sie den, der neben ihr lag. 

(Kameraden, 107) 

The young woman becomes pregnant, what Bauer describes 

with the expressionistically tinted words: "In diesen ersten 

Tagen ihres Menschgewordenseins 

a child is not to her a joy: " 

• " (109). But to have 

das durfte nicht wach-

sen, / das sollte nicht " (109). In desperation she 
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kills herself by jumping out of the third-storey window 

of her apartment, taking "das Unbegehrte, Geliebte" (110) 

with her. These last words are all that is said to imply 

the nature of the tragedy of her predicament. What is 

suggested in some detail in the poem is the despair of 

the couple's life in poverty, in particular the crowded 

and abject conditions in the tenement house. For example: 

Er brachte sie die kalte Treppe hinunter, 
und der Schlaflaut vieler zur Miete wohnender 
Menschen kroch um sie und hetzte sie stumm und 

verlegen hin, 
als waren sie noch immer nackt. (Kameraden, 

107) 

The poem can be compared with Alfred Wolfenstein's Expres­

sionist poem ''Stadter" which also describes the misery 

of life in the tenement houses: 

Unsere Wande sind so dunn wie Haut, 
daB ein jeder teilnimmt, wenn ich weine, 
Flustern dringt hinuber wie Gegrohle: 

Und wie stumm in abgeschloBener Hohle 
Unberiihrt und ungeschaut .. 8 
Steht doch jeder fern und fuhlt: alleine. 

Incidentally, Bauer's first published novel, Ein Mann zog 

in die Stadt, focuses throughout in this vein on working­

class life in a tenement house. 9 

The theme of the inhumanity of the industrial world 

takes on numerous images in Kameraden. In the poem "Welt-

bild" (45-46), for instance, workers wake up with a full 
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heart, but by the end of the working day their hearts are 

again dead. In "Lebenslauf im Werk" (47) the worker does 

not fully live but instead goes to and from work every 

day "wie ein Mensch," the routine being eventually broken 

when brought out of the factory one day dead. The worker 

comes to long for death in "Fabrikarbeiter" (58-60), for 

death brings release from the machine. In this poem the 

dying worker's "Herz briiderlichster Liebe" toward his "Kame­

raden" (57) contrasts with the painful hammer blows of 

the factory which has brought about his death.. Abhorrence 

of the modern urban and industrial society reaches full 

bloom in the poem "Im Ertrinken" (102) where the poet finds 

peace only in undisturbed nature because in human society 

he feels himself enclosed in a cage, and not even human 

kindness can free him. 

The notion of the inhumanity of mechanical civilization 

leads Bauer, in an expressionistic vein, to the associ­

ated notion of the factory worker as a sacrifice to the 

progress of mechanical civilization. The poem "Fabrik­

arbeiter," mentioned above, ends with the worker, who 

speaks in verse form to his comrades from his deathbed, 

declaring himself to be a sacrifice, not only as a victim 

of the factory but also as a martyr for "Gerechtigkeit" 

(59). The poem "Schlaflied fiir Arbeiterkinder in der Welt" 

(75-77) also dramatizes the image of the worker as martyr 

and victim. The poet tells the children of the world to 
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sleep well, for he and the other workers of the night shift 

go soon to their sacrificial deaths in the grip of the 

machine so that they, the children, might have a better 

life. A factory chimney becomes poetically a sacrificial 

tower: II der Opferturm brennt ewig, und der Rauch 

/ ist von dem Blute, das fur euren Schlaf gegeben wird, 

/ ewig, / bis ihr frei seid" (77). The poem is one of 

the less admirable in the collection, falling into puerile 

pathos; nonetheless, it is a good example of the expres­

sionistic sentiments of the senselessness of innocent human 

suffering in the modern world and the hope for freedom 

and a new beginning to come. The notion of senseless sacri­

fice is portrayed in the poem "Lebenslauf" (81) in which 

the worker "W. B." contemplates the indifference of the 

world to his death in an accident at the factory, a death 

which for him is certain to happen. The horrible death 

of a soldier in World War I is the subject of the poem 

"Ich rufe dich an, mein Mensch!" (97-99) which reminds 

the reader of the meaning of the sacrifices for war: "Dies 

- war mein Bruder, einmal fur dich gefallen / Dies 

das unendlich dargebrachte Opfer, das du nicht verstehst" 

(99). 

Of all the poems in the collection which speak to 

the theme of sacrifice--"Opfer"--the one most reminiscent 

of Expressionism is certainly ''Kreuzigung im Werk" (61-62). 

The poem draws a symbolic parallel between the crucifixion 



39 

of Jesus and the daily crucifixion of each factory worker-­

crucifixion of the workers meant in the sense of both ex-

treme suffering and undeserved sacrifice. Squarely in 

the manner of Expressionism, the poem expresses an intense 

feeling through an exaggerated distortion of reality and 

thereby hurls appeals at the conscience of mankind: 

Kreuzigung im Werk 

Wie sie einmal deinen Sohn 
ans Kreuz schlugen und lieBen ihn allein, 
under schrie, 
werden wir jeden Tag an unser Kreuz geschlagen, 
und wir leben davon. 
Fiir eine Monatskarte zu sechs Mark zwanzig 
fahren wir schneller nach Golgatha, 
und die Maschine schreit wie das Volk, das um 

Auch sehen wir die Biume nicht, weil 
wir sehr miide sind und geschwicht wie er 
von der Anstrengung vielen Leidens. 
Wir sind schon dem Kalvarienberge niher, 

ihn stand. 

und wenn wir, vorzeigend den rotlichen Ausweis, 
eintreten in die StraBe D, die zum RichtP.latz 

fuhrt, 
werden schon in den Werkstitten, Kellern, 
auf den Geriisten die Kreuze errichtet. 
Uns schlagen sie nicht Nigel ein, 
wir steigen allein hinauf, jeder zu seiner Stunde, 
um unsre blauen Anziige feilschen sie nicht 

wie um sein Tuch. 
Niemand reicht uns den Essigschwamm, zu kiihlen, 
auch haben wir nicht lang geschrien, 
wir verlernten Durst, verschwiegen ihn, niemand 

learn. 

Warum geschah's nicht, 

und Nacht herunterwarfst? 
Und doch hinger 
nur allein am Kreuz, 

daB du den Vorhang der 
Welt in Stiicke rissest 

wir sind dreiBigtausend, 
die langsam aufhoren zu leben, 
und rufen lingst nicht ''Eli" mehr. 
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Niemand ist, wie auch keiner trauert, 
der uns abnimmt und zartlich ist mit Salben mit 

nur die Kuhlturme 
dem Toten, 

geben den Stirnen Abwasser­
Regen. 

Wir steigen, wenn uns der Atem mud wird, 
selbst herab und gehen 
alle nach Hause, ein Stuck weg von Golgatha, 

weil wir atmen mussen, 
daB wir morgen wieder aufsteigen 
und abends uns herabnehmen, auferstehn, 
weil wir davon leben, Vater des Gestorbenen. 

(Kameraden, 61-62) 

The poem is, of course, much less an artistic work 

than it is an address to an ethical dilemma of the poet I s 

times, namely, the sacrifice of one I s humanity to material 

progress in an impersonal and brutal machine age. The 

poem's image of the crucified workers brings to mind Georg 

Kaiser's Expressionist play Von morgens bis mitternachts, 10 

a "Stationendrama" in which the protagonist sets out on 

a frenzied but vain one-day quest to find genuine humanity 

in a big, modern city, in the end only to become a sacrifice 

to the venality and indifference of the iron age of commer-

cialism he finds himself in. The final scene depicts the 

protagonist falling in the pose of Christ crucified onto 

a tawdry lighted cross in a Salvation Army hall and being 

electrocuted by a short circuit. In neither Kaiser's drama 

nor Bauer's poem is there a resurrection following the 

crucifixion, nor does the symbolic crucifixion serve a 

higher end; resigned and alone, the latter-day Christ­

figure simply surrenders his humanity to a pointless fate. 
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Apart from the image of crucifixion and the depiction 

of futile and guiltless suffering, Kaiser's play and Bauer's 

poem have in common the Expressionist technique of merging 

the particular case with the general: the fate of an indi­

vidual worker or city dweller merges with that of all such 

workers or moderns. In Kaiser's play the protagonist is 

cast in typical Expressionist fashion as a type, called 

"The Cashier" because of his occupation, and his predicament 

stands for that of all moderns. In similar fashion Bauer's 

poem is narrated by "we," the workers, presumably those 

who work at the Leunawerk factory; but despite the mention­

ing of details of their specific existence, the narrators 

remain unknown, so that their predicament and their fate 

stand for those of the labouring poor everywhere. This 

Expressionist technique elevates the story of a particular 

fate to the power of a parable. It also allows the story 

to convey the ethos--of primary importance to the Expres­

sionists--of understanding and sharing the suffering of 

others, That Bauer's poem "Kreuzigung im Werk" exhibits 

such expressionistic ethos of all-embracing human compassion 

was noticed by Bruno Leon in his article on Bauer's works, 

"Der Ruf gilt dir, Kamerad!'': 

Wie bitter muB Walter Bauer urns Herz gewesen 
sein, als er diese Zeilen schrieb. Hier steht 
nicht der einzelne Mensch im Mittelpunkt, sondern 
die Masse, und in dieser Masse steht "Hiob," 
namenlos, und diese11 Rio b, dies er Namenlose ist 
Walter Bauer selbst. 
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Bruno Leon draws attention to an important feature 

of this poem--that of the suffering Job, or "Hiob"--and 

that he does so is not likely fortuitous, for Bauer's early 

works frequently employ the theme of Job, either implicitly, 

as in this poem, or explicitly, as in numerous prose 

sketches in Stimme aus dem Leunawerk (to be discussed lat­

er). Job symbolizes for Bauer the sad existence of the 

present-day proletarian. At the same time the image symbol­

izes for the reader hope, for in the Biblical story happi­

ness is eventually restored to Job. In "Kreuzigung im 

Werk" the implicit image of Job brings together the four 

Expressionist elements already noted: those of the theme 

of guiltless sacrifice, the technique of the parable, the 

deep-going pathos, and the ethos of human sympathy. The 

Biblical story of Job, too, is a parable of good and evil 

in the world, the story of an innocent and just man suffer-

ing because he lives in a wicked world. As in Bauer's 

poem, the story of Job does not address the question of 

why the righteous suffer but rather stresses with poignant 

pathos that the suffering is unjust and therefore deserves 

our sympathy. A readiness to show sympathy with the weak 

and unfortunate of the world is the first step toward ac­

cepting responsibility in the world, which is exactly the 

sort of moral regeneration called for by the Expression­

ists and embodied by many of them in the literary image 
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of "der neue Mensch." The Expressionist Heinrich Vogeler, 

for instance, called for "active love, 11 by which he meant 

"the practicing of a deep concern for the well-being of 

one I s fellow man through concerted action. 1112 The famous 

Expressionist poet Georg Trakl also believed in moral regen­

eration and "proclaimed brotherly sympathy with other human 

b . 11 d d ff · 1113 
eings equa y con emne to su ering •••• 

Brotherly sympathy with specifically the soldiers 

on the front lines in the First World War is another compel­

ling image of guiltless suffering in the collection, and 

is the theme of seven expressionistically coloured poems 

out of more than a dozen about the War in the book: "Aufsatz 

eines Kindes" (24), "Dies ist die Uhr meines Vaters" (37), 

"Transportzug" ( 85), "Ziige, en tgegenrollend dem Tod" ( 88), 

"Meine gestorbenen Freunde" (94), "Ich rufe dich an, mein 

Mensch!" (97), and "Die Stimme, welcher ich zu Hilfe eile" 

(111). All of these poems put into words a courageous 

and ardent sympathy that rises above distinctions of nation­

ality or rank, of being an ally or an enemy; the point 

made by them is that each suffering or dead soldier, regard­

less of his uniform, is above all else a "Mensch," which 

makes him also a brother. What makes the poems interesting 

with reference to Expressionist ethos is the motif itself, 

which is the provenance of Expressionist literature. The 

Expressionists often used the motif, not only because it 

was a horrible reminder of the chaos of the world and ex-



44 

pressed their moral outrage, but also because many of their 

generation had served during the First World War and become 

possessed by the powerful feelings upon which the motif 

rests. Bauer, however, was too young to belong to the 

war generation. He revives the motif in his own way, 

though, by depicting it through the perspective of an inno­

cent youth living during the war or of a young man living 

after the war. 

In the poem 11 Aufsatz eines Kindes 11 (23-25), for exam­

ple, a thirteen-year-old youth must write an essay for 

school on the subject of a great victory in the ongoing 

war, while at that moment, unknown to him, not soldiers, 

the poem stresses, but human beings are dying on the battle­

fields and in the ships, the trains and the ambulances 

everywhere: II in dieser Stunde / lag in einer Acker-

furche ein Mensch, / ein Franzose, ein Deutscher, ein Eng­

lander, ein Russe, / ein Mensch aller Welt und schrie 

II (24). The Expressionist Ernst Toller declared the 

same sentiment through a similar image in the climax to 

his au to b i o gr a p h y , -=E'-"i'-'n'-'e=--'J"-u=g-=e'-'n'-'d"--'l.~· n,.,_--"'-D.,:ec,u,_,t""s"'c=h-=lc:a,_,n=d. 
1 4 

To 11 er 

describes how one day while serving on the front lines 

in the War he happened to dig up the remains of a soldier 

and realized for the first time, as in a revelation, that 

the dead man was not a soldier nor a foe nor anything else 

but a human being: 



Ein toter Mensch. 
Nicht: ein toter Franzose. 
Nicht: ein toter Deutscher. 
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Ein toter Mensch. (Toller, Eine Jugend in 
Deutschland, p. 52) 

The poem "Zuge, entgegenrollend dem Tod" (88-93) is 

the narrative of a young man who tells in verse form how 

he is reminded every time he hears a train of the troop 

trains he heard when he was younger. He recalls in reverie 

the fate of the soldiers who once rode on the troop trains 

--Germans, Russians, French, Americans, English, soldiers 

from the colonies in Africa--all riding with resignation 

to their doom. Besides being all sacrifices to something 

"nicht genau bekannt" (92), they have one other thing in 

common: they are all "Menschen'': "Transportzuge: Regimenter 

Bruder, / Divisionen Bruder, / hunderttausende Menschen" 

(92). This theme is developed further in the next poem, 

"Meine gestorbenen Freunde" (94-96), in which the narrator 

encounters in reverie three fallen soldiers--a French sol-

dier, a Canadian soldier, and a Russian soldier. They 

are recognized as certain persons, but equally as impor-

tantly as "Menschen": "die Stimme eines Menschen Rene 

Blanchard" (94), "die Beruhrung auf meinem Schei tel der 

Hand eines Menschen George Andrews" (94), and "der leise 

Schritt 

(95). 

eines siebzehnjihrigen Menschen Kolja Stenkin" 

The narrator regrets that they, his fallen friends, 

have died because of his weakness (95). In their memory 
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he resolves, in an expressionistic appeal to humanity for 

a new world, "zu sprechen und zu lieben alle, die zu lieben 

ihr nicht Zeit hattet, / die Ertle zu lieben und der Gabe 

zu denken, / die ihr mir gebracht habt schweigend in stummen 

Gehorsam" (96). The following poem in the collection, 

"Ich rufe dich an, mein Mensch" (97-99), recalls the horri­

ble death of ''der Mensch Otto St;ssel'' (98) on the battle­

field in an image reminiscent of the climax scene in Erich 

Maria Remarque's 1929 novel Im Westen nichts 15 Neues. 

Unlike Remarque's book, though, Bauer waxes expressionistic, 

concluding with the reminder that Otto St;ssel is his 

brother--everyone's brother--and that his sacrifice carries 

on without end. 

The notion of brotherhood with all soldiers of the 

world, and by extension with all human beings, is stated 

explicitly in the poem "Die Stimme, welcher ich zu Hilfe 

eile" (111-114). Rather than amusing himself with the 

others in the cafe, the narrator of the poem, "W. B II . ' 

spends the evening alone, going in his mind to the aid 

of the injured soldier, "mein Bruder" (112), "der Alpenjiger 

Fran;ois Sauratel, ein Franzose" (113). "W. B." finds 

Fran;ois by following his heart which lights the way like 

a lantern (112), a gesture which would have been quite 

admirable to the Expressionist writers who typically ap­

pealed, in the words of the literary historian J. G. Robert­

son in his A History of German Literature, ''to the supremacy 



47 

of the spirit in man" and who called for "a new emphasis 

on the freedom of the individual to live his life in the 

light of his innermost convictions. 1116 

In Bauer, moreover, the view of human brotherhood 

rests on the same belief as the Expressionist watchword 

17 
brotherhood, which holds that the individual, who is 

free to follow the innermost convictions, or, in Bauer's 

words, the lantern of the heart, will discover a universal 

human brotherhood. 18 
For the many Expressionists who held 

a vision of a newer world and "der neue Mensch," world 

brotherhood seemed within the grasp of their generation, 

if only the world could be shown its humanity--or "heart" 

--which was the task to which they set themselves in their 

art. An emphatic appeal to the heart, to brotherhood, 

and the new age is all contained, for example, in the poem 

"Die Thronerhebung des Herzens" by the Expressionist Karl 

Otten: 

Schlage dein Herz auf, Bruder: 
Das Buch der Morgenrote, Bruder 
Der neuen Zeit, Bruder 
Den Mantel der Furcht, Bruder 

19 Das Auge der Erkenntnis, Bruder! 

Another example of the theme of human brotherhood 

is the poem. "Briider" by the Expressionist "working-man" 

poet Heinrich Lersch. He wrote it during the First World 

War in which he served on the front lines. The poem is 

also an example of the Expressionist motif of finding sym-
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pathy with suffering or fallen soldiers in the War, whoever 

they may be. Most significant of all, however, is that 

Lersch, like Bauer, follows the lead of his unerring heart 

to his new-found brother: 

Bruder 

Es lag schon lang ein Toter vor unserm Drahtverhau, 
die Sonne auf ihn gliihte, ihn kuhlte Wind und Tau. 

!ch sah ihm alle Tage in sein Gesicht hinein, 
und immer fiihlt' ich 1 s fester: Er muB mein Bruder sein. 

!ch sah in allen Stunden, wie er so vor mir lag, 
und horte seine Stimme aus frohem Friedenstag. 

Oft in der Nacht ein Weinen, das aus dem Schlaf mich trieb, 
mein Bruder, lieber Bruder--hast du mich nicht mehr lieb? 

Bis ich, trotz aller Kugeln, zur Nacht mich ihm genaht 
und ihn geholt.--Begraben:--Ein fremder Kamerad. 

Es irrten meine Augen.--Mein Herz, du irrst d~5h nicht; 
es hat ein jeder Toter des Bruders Angesicht. 

For Lersch, every stranger can be seen as "ein fremder 

Kamerad," a brother, in the same sense that Bauer uses 

the word in the title, Kameraden 1 zu euch spreche ich; 

they are both calling for a new humanity. This call runs 

through Kameraden and is what the work most has in common 

with Expressionism. Bauer believed, in common with the 

Expressionists, taken as a movement, that all-embracing 

compassion humanizes and that it would overcome the suf­

fering and discord in the world. 
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Chapter 4 

"A Voice from the Leuna Chemical Works" 

Stimme aus dem Leunawerk, 1 Walter Bauer's second book, 

was published a year after Kameraden 1 zu euch spreche ich 

in 1930. In addition to poems that speak to and for the 

working class, as in Kameraden, Stimme contains prose 

sketches which accompany the poems thematically and augment 

them in the poet I s striving to bring illumination to the 

reality behind the trivial as well as weighty day-'-to-day 

experience of working-class life. The book is distinguished 

by its tone of stridency, which is more in accord with 

the fervid spirit of Expressionist literature of a decade 

earlier, as described, for instance, by C. P. Magill in 

his German Literature, 2 than it is with the sober and jour­

nalistic tone of the then popular literary styles in Germany 

of "Functional Poetry" ("Gebrauchslyrik") and "New Objectiv­

ity" (''Neue Sachlichkeit''). 3 Bauer apparently intended 

to shake his poetic fist more vigorously at the iniquities 

of the world in Stimme, for he states on the first page 

in the poem "Wort durch Radio," in obvious reference to 

Kameraden4: "Meine Stimme hat es aufgegeben, von dem zarten, 

kleinen Menschen W. B. zu sprechen" (7). In the following 

line, though, he makes it clear that his voice in Stimme 
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will carry on the appeal to the heart, as we have seen 

it did in an expressionistic manner in Kameraden, and not 

appeal to the spleen: "sie spricht mit unaufdringlicher 

Innigkeit / von deinem proletarischen Bruder" (7). 

The tone of stridency in Stimme kindles agitation 

in favour of the militant workers' movement in Weimar Ger-

many, although Bauer holds himself back from agitating 

overtly for violent uprising. The huge Leuna Chemical 

Works near Bauer's childhood home of Merseburg, already 

"notorious for labour unrest," 5 provided Bauer with inspira-

tion and a focus for his writings. It also provided him 

with an approving audience for his first two books, which 

made him known in short time in the labour movement as 

the "Leuna poet. 116 Those were the years, in Bauer's words, 

of the ''heroische Epoche der Arbeiterklasse" and its liter­

ary offspring, "Arbeiterdichtung," about which Bauer goes 

on to say in recollection in a personal letter: "es waren, 

wie ich nie ableugnen werde, glorreiche Jahre fur mich, 

einen jungen Schriftsteller, der seine Arbei t im Einklang 

mit ihr [Arbeiterdichtung] wuBte." 7 

The proletarian literature, "Arbeiterdichtung,'' with 

which Bauer avowedly chimed in and to which his early works 

have been seen by many critics as a contribution, 8 received 

its initial impetus from the social revolt of Naturalism; 9 

however, as the literary critic Albert Bettex points out 

in his article "Modern Literature (1885 to the present)'': 
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"It was expressionism that worked on the 
mood 
the 

of the age to release for the first time 
poetic impulse of the working class. 

it is only now, with figures such as Max 
Barthel, Heinrich Lersch. • and Gerrit Engelke, 
that one meet9i. 0real poets from the ranks of the 
working class. 

The "Arbeiterdichter" Karl Br;ger, Gerrit Engelke, 

Jakob Kneip and Heinrich Lersch were in fact considered 

members of what the critic Harry T. Moore calls the "work-

ers' wing of the Expressionist movement." 11 What they, 

along with many other so-called working-men poets of the 

Weimar era, and Walter Bauer had most in common with the 

Expressionists was an extravagant yet earnest moral idealism 

and a serious concern with social reform which 

pressed in literary works remembered for their 

they ex-

12 pathos. 

To stir sympathy with society's step-child, the industrial 

working class, was the primary purpose of "Arbeiterdich-

tung, 1113 as it plainly was of Bauer's Stimme as well. 

For example: 

Der Lehrling 

"Du hast Angst, mein Junge, 
Angst var dem weiten Raum, 
var den Gebissen der Motoren, 
wovor noch 
und daB du nun den blauen Anzug tragst, 
den du nie mehr ablegen wirst, 
nach ein paar Jahren einen neuen, 
-- aber nicht ablegen --
wirst den Geruch nun nicht mehr las sein, 
der die Lunge verpestet. 
Lege ruhig deine Angst beiseite, 
fasse nur den Hebel an, das Tier gehorcht. 
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und denke dran: entweder 
wirst du vom Gebi8 zerrissen, 
und wir holen dich aus dem Riemen, 
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oder du wirst neben mir marschieren, 
Kamerad, kleiner, proletarischer Bruder." 

(Stimme, 45, quotation marks in the original) 

With respect to Expressionist pathos, the disturbing vision 

of proletarian fate in this poem can be compared with that 

in the last lines of the poem "Fabrikstra8e Tags" (1911) 

by the Expressionist Paul Zech: ''Trigst du Purpur oder 

Bii8erhemd--: / immer druckt mit riesigem Gewicht / Gottes 

Bannfluch: uhrenlose Schicht."
14 

As to be expected, the proletarian literature of that 

era, again in common with Stimme, had in general a tenden­

tious tone and typically gravitated toward the Left, par-

· 1 1 d · 1 · 
15 

ticu ar y towar socia ism. Expressionism, which played 

the dry nurse to "Arbeiterdichtung," was itself marked 

by a rebellious spirit and a reformatory intent, and, ac­

cording to Twentieth Century German Literature, "was, on 

the whole, a left-wing revolutionary manifestation."
16 

Some of the working-men poets, such as Max Barthel and 

Karl Broger, wrote anti-war and revolutionary 
17 poetry, 

although many more of them, such as Heinrich Lersch in 

18 his Deutschland, expressed in their tendentious poems 

the humanitarian rather than the revolutionary aspects 

of . 1 · 19 socia ism. Taking these socialistically inclined 

labour poets altogether, the critic Jethro Bithell in his 
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Modern German Literature lists the dominant themes in their 

work as: 

(1) Life in workshop and factory; (2) the problem 
of machinery and the revolt against the reduction 
by capitalism of man to a machine; (3) the rela­
tions of the working man to society ("die arbei­
terliche Lebensgestaltung''). But the handling 
of these themes is not as a rule personal: the 
poet speaks for his fellow-workingmen; and the 
political party has the relation to his poetry 
that the university has to the work of academi­
cally trained writ2Us; it gives the lines of 
approach and attack. 

All this holds true on the whole for Bauer's Stimme. What, 

however, distinguishes the tendentious verse in Stimme 

from "Arbeiterdichtung" in general, as pointed out in So­

zialgeschichte der deutschen Literatur von 1918 bis zur 

21 
Gegenwart, is that it lays stress on the plight of the 

individual worker and the misery of the worker's life rather 

than on viewing the proletariat as a mass and their misery 

as a condition of their class. 

Here is an example of such tendentious poetry from 

Stimme: 

Das Vaterland 

Dampf! aufsteigend aus den Sirenen, helle Wolke, 
die aus Kuhlturmen uns uberregnet, 
Maschinengewolk --
du hast eine Heimat, weiBt: wohin, 
du steigst nach oben, 
der Weltraum ist dein wolkiges Vaterland! 
Du fluchtest dich in die Buchten der Wolken, 
zu den Kiisten atmospharischer Meere, 
fort von der schmutzigen Ertle, vom unreinen Ur­

sprung. 
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Wo sind wir in unserm Vaterland? 
Wo ist der Baum, der alle satt macht 
die Maschine weiB nichts davon, knirscht nur: 

Profit. 
Rad und Maschine wissen nichts vom Baum, von 

Sattigung. 
Ist das Werk Vaterland? 
Das Mietshaus, die baumlose StraBe --
Wo sind die fruchtreichen, gliicklichen Herbste? 
Du bist gestorben unter dem Torbogen des Werkes, 
die Gebirge im Silo haben dich begraben -­
Vaterland, du vergehst wie der Schaum auf den 

Abwassern, 
wie der Schaum auf den Lippen des Abgestiirzten. 

(Stimme, 52) 

This poem touches on all three of the dominant themes 

in Bithell's list. It depicts life in the factory as ab-

horrent and ending with horrible death. It accuses capital­

ism ("Profit") and the "Rad und Maschine" of destroying 

nature, home and the worker. It handles the theme of "the 

relations of the working man to society" by asking the 

workers the rhetorical question: "Wo sind wir in unserm 

Vaterland?" Furthermore, the handling of these themes 

is not personal; Bauer speaks for the workers. 

The poem is also one of the most expressionistic with 

respect to style and tone in Stimme. 22 In structure there 

stands out the distinctive characteristic of Expressionist 

poetry of the staccato utterance of. emotionally charged 

words and disquieting images--"Dampf ! aufsteigend aus den 

Sirenen," for instance. The language is concentrated and 

pithy, the sentences are choppy, the lines of the poem 

are irregular. The images are strong, dynamic, and extrava-
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gant; for example, "zu den Kiisten atmospharischer Meere." 

Another common feature of Expressionist poetry, the neolo­

gism, is found in this poem as well: "Maschinengewolk." 

The intense language, splintered syntax and disquieting 

images can be compared with those of an Expressionist poem 

by Paul Zech about the operator of what could be called 

the infernal (milling) machine: 

Fraser 

Gebietend blecken weiBe Hartstahl-Zahne 
aus dem Gewirr der Rader. Miihlen gehn profund, 
sie schiitten auf den Ziegelgrund 
die Wolkenbriiche krauser Kupferspane. 

Die Gletscherkiihle riesenhafter Birnen 
beglanzt Fleischnackte, die von 01 umtropft 
die Kamme riihren; wahrend automatenhaft gestopft 
die Scheren das Gestange diinn zerzwirnen. 

Ein Fausteballen hin und wieder und ein Fluch, 
Werkmeisterpfiffe, widerlicher Brandgeruch 
an Muskeln jah empor geleckt: zu toten! 

Und es geschieht, daB sich die bartigen Gesichter 
roten, 

daB Augen wie geschliffene Glaser ste~~ 
und scharf, gespannt nach innen sehn. 

In tone also, Bauer's poem is rhetorical and icono­

clastic in the manner of Expressionism; it casts doubt 

on familiar notions of the fatherland, economic advance 

and material progress. In all, the same can be said of 

Bauer's mood in "Das Vaterland" that Ernst Rose in his 

A History of German Literature said of the Expressionists 

and their literature: ''To the young generation the new 
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style meant the only honest and direct expression of its 

experience of modern life as disrupted and disjointed, 

as meaningless and futile, with hope to be found only in 

a world completely different.••
24 

Finding a world completely different in the troubled 

Weimar era and the "dirty thirties" led many left-leaning 

writers like Bauer to draw nearer to the radicals and the 

revolutionaries, 25 as it had already led a group of Expres­

sionist writers during the vexatious Wilhelmenian era and 

the horrifying First World War to wax enthusiastic about 

the extreme Left which promised a rupture with everyday 

l .f 26 
l. e • The poetry of these writers often contains at 

the same time unrestricted condemnations of modernity and 

the hope for a historical caesura--a revolution of the 

spirit or a Marxist revolution--which will bring about 

a new age of blissful humanity. Millenarianism and apoca­

lyptic visions, two recurring features of Expressionist 

27 poetry, appear in Stimme most explicitly in the poem 

"Kindheit," particularly in the last stanza: 

Kindheit war wie ein Schorf, 
drunter die Wunde quillt, jetzt ist sie sichtbar. 
Wer wird sie schlieBen? 
Wehe dem bitteren Tage, 
wenn der Sturm der Jahrtausendklage 
wie ein Strom, wie aller Vulkane Lava 
sich wird ergieBen! (Stimme, 38) 

In its emotionally charged tone and its shocking vision 

the poem is reminiscent--only with a proletarian slant--of 
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Georg Heym's famous Expressionist poem of 1911, "Der Krieg," 

which begins with: 

Aufgestanden ist er, welcher lange schlief, 
Aufgestanden unten aus Gewolben tief. 
In der Dimmerung sEeht er, groB und unbekannt, 

28 Und den Mond zerdruckt er in der schwarzen Hand. 

and which is full of images of imminent cosmic cataclysm, 

such as in the lines: "Aus dem Dunkel springt der Nichte 

schwarze Welt, / Von Vulkanen furchtbar ist ihr Rand er­

hell t"; and of apocalypse as in the lines: "Eine groBe 

Stadt versank in gelbem Rauch, / Warf sich lautlos in des 

Abgrunds Bauch." 

References to a forthcoming and sweeping revolution 

of the proletariat in Stimme are numerous (38, 61, 67, 

69-70, 77, 81, 89, 97, 103-04, 113, 117) and in many cases 

mirror images in revolutionary Expressionist verse. The 

symbolic colour red, for instance, appears first in the 

"Ihhb d" h .. " poem c a e von ir ge ort ••• (ellipsis in the origi-

nal) in which the poet addresses himself to a "verzagter 

Genosse": "Ich will es schreiben an die Winde der Mauern, 

I / rot soll es anleuchten ." (91). Even more 

engaging is the red flag in the prose sketch "Ich danke 

vielen'' in which the speaker thanks all those who have 

guided his life and concludes with the emphatic statement: 

--jetzt gehe ich von euch, vorwirts, denn 
ich babe die Fahne erblickt im langen Zuge, die 
Fahne der Befreiung, die Fahne der Wel tkamerad-
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all er Gestorbenen, Abgestiirzten, 
der Arbeit. (Stimme, 117) 
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ist das Blut 
all er Opfer 

Bauer's words here are not revolutionary cant but rather 

a revolutionary attitude, and in this regard his reference 

to a red flag can be compared to the revolutionary attitude 

of those Expressionists, some activists, who called for 

political and social change. The same may be said about 

Bauer's words that the critic Roy Allen said in his German 

Expressionist Poetry about some of Oskar Kanehl's verse 

as being a typical example of most Expressionist political 

verse during the later phase: 

[TJ hat the revolution is guided by, and directed 
toward the realization of, socialist or communist 
principles is alluded to only in the color of 
the flag which the revolutionaries are carrying. 
Similarly, Becher's only clear reference to a 
tangible political goal in the revolution called 
for in "Ewig im Aufruhr," comes in the same kind 
of image at the close of his poem: "Fahnen hissen 
sich / H~ig in Rot" ("Flags are raised / Sacred 
in red"). 

Another provocative political image is that of the 

East which came to stand for the Russian Revolution of 

1917 and the Soviet Union as the promised land for commu­

nists, socialists and fellow travellers at that time in 

history. An excellent example is to be found in Johannes 

R. Becher' s Expressionist work GruJ3 des deutschen Dichters 

an die russische foderative Sowjetrepublik in which an 

encomium begins with: 11 im Osten wichst das Licht. 1130 Bauer 
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comes to the point directly in the poem "UnfaBbare Stunde" 

which tells of the silent thrill of the workers when in 

the evenings in their rooms they tune in a broadcast from 

Moscow on their radios. The image of the East as the prom-

ised land comes out clearly in the last stanza: 

0 Welt! UnfaBbare Stunde -­
sieh hier: 
ein Mensch ist aufgespannt wie der Empfanger, 
ganz Ohr, ganz Herz, 
und wartet auf gute Nachricht aus dem Unendlichen. 
Und eine Stimme sagt ganz klar, langsam: 
Moskau -- (Stimme, 68) 

With respect to the symbol of the East in Expressionist 

verse, Bauer I s rapturous lines here can be compared with 

those by the Expressionist Walter Hasenclever in his poem 

"Der Gefangene'': ''Der siiBen Gegenwart entriickter Sinn / 

Erhebt sich ostlich zu der Lichtstadt hin, / Die riesenhaft 

in singender Gestalt I Am korperlosen Ather dir 
31 

erschallt" ; or with those by the Expressionist Ernst 

Toller, written in the prison cell where he was incarcerated 

(1919-24) for taking part in the failed Bavarian revolution: 

Die Schwalben sind zuriickgekehrt. 
Sie bleiben! Sie bleiben! 

Nach Osten bl~zkt meine Zelle. 
Nach Osten! 

It is not only the symbolic image of the East in the 

excerpt above from Bauer's "UnfaBbare Stunde" that is remi­

niscent of the Expressionist lines compared with it, but 
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also, as with the symbolic colour red, the rapturous tone 

("O Welt!", "ganz Ohr, ganz Herz," 68) and the extravagant 

language ("UnfaBbare Stunde," "Nachricht aus dem Unend­

lichen," 68) which echo what the Expressionist writer Her­

warth Walden perceived in Expressionism as "an essentially 

revolutionary attitude towards life and art, u 33 and what 

Twentieth Century German Literature describes as an affinity 

of the Expressionists to subjectivity, their ''tendency 

of spiritualizing reality" and their "intuitive approach 

to existence." 34 These qualities distinguish Bauer's early 

tendentious poems 35 as well as the political poems of many 

of the leftist Expressionists from the ordinary political 

propaganda of the times. An illustration of this distinc-

tion is Franz Werfel's Expressionist poem "Revolutions­

Aufruf" which was meant in the words of J. B. Metzler's 

Deutsche Literaturgeschichte as an "Aufstand der Seele. "
36 

It ends with the lines: "Wachs end erkenne das Vermaledeit ! 

/ Brullend verbrenne im Wasser und Feuer-Leid! / Renne 

renne renne gegen die alte, die elende Zeit!"
37 

Yet another provocative political image in Stimme 

is that of the hammer. The last poem in Stimme, "Hande 

werden sich erheben," tells of the suffering and pain in­

flicted by the factory on human hands and ends with the 

lines: "Hande, abgerissen und verstiimmel t und zerstuckt, 

/ werden Hammer schwingen, bis es gluckt, / bis die Zucht-

hauswand zusammensturzt" (125). Even more symbolic is 
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the image of the hammer in the poem "Gib mir ein Wort" 

(85). This poem begins as an address to Heaven. The poet 

beseeches God to give him an encouraging word, to tell 

him that He exists. Hearing no response, the poem ends 

with the following lines: 

So erlost du mich nicht mehr? Gott -­
Sprich ein Wort! -- So waren wir allein? 

• Nichts -- nichts --

nur in mir eine leise Stimme: 
nimm den Hammer und er lose dich selbst. (Stimme, 

85) 

That the hammer in this poem is the Communist emblem 

and a symbol of a proletarian revolutionary stance can 

not b . d 38 e ignore • However, what is interesting about the 

symbol of the hammer is that it poetically smites God with 

resentful and bitterly angry reproach for His indifference 

towards the plight of those persons who are helpless, suf­

fering or persecuted. In this respect, Bauer I s reproach 

has the tenor not of outspoken Marxism, 39 but of the ambiva­

lence typical of many Expressionists toward God. Eva Kolin­

sky discusses this ambivalence in her book Engagierter 

Expressionismus with the following words: 

Die Zwiespaltigkeit, daB Gott erwahnt und ange­
rufen wird, ohne als Heilsgott noch Glauben zu 
finden, erlautert [Ernst August) Wicke thesenhaft: 
"Der Gott des Christentums, der als ein person­
licher Gott vorgestellt wurde, der die Menschen­
liebe forderte, ist fur die Expressionisten tot. 
Aber sein Name ist als hochster Inbegriff geblie­
ben. Gott ist nun nicht mehr eine auBermensch-
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menschliche, die man in 4Jer Liebe 
zu Mensch erst erschafft." 
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eine inner­
van Mensch 

Whether or not the Christian God was actually dead 

for Bauer in Stimme, as Wicke argues He was for the Expres-

sionists, is 41 difficult to say. According to Hans-Martin 

PleBke in his article "Gott hat viele gute \forte fur die 

Seinen": "Voller Beklommenheit treibt Walter Bauer in diesen 

Jahren in einem Chaos der Gefiihle und Gedanken dahin. 1142 

Certainly Bauer was seeking after God in his first two 

books of poetry, for the prelude to his first book Kamer­

raden, zu euch spreche ich, the poem "Gib mir das Wort!", 

is an appeal to Heaven for God--if He exists--to give him 

the voice to speak for the industrial drudges who are too 

tired to speak for themselves: "fiir die gib mir das Wort, 

/ gib, wenn du nur lebst, wenn / du nur einmal lebendig 

bist, /gibes mir" (Kameraden, p. 7). In Stimme there 

are two other works in addition to "Gib mir ein Wort" that 

depict a rejection of God: the prose sketches "Auferstehung 

des Anstreichers Engelmann" (28-31) and "Ich danke vielen" 

(116-117); both miniatures describe the disappointment 

that deeply wounds a young person who expected a deceased 

loved one to be raised by God from the dead as Jesus had 

been. More than a puerile complaint, these works reveal 

a personal search for order and meaning in a bewildering 

world and a seemingly indifferent universe, a search 
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for God in a very real sense, Just such a search harks 

back to much Expressionist verse, such as in Ernst Stadler's 

poem "Zwiegesprich" which begins with the words: ''Mein 

Gott, ich suche dich. Sieh mich vor deiner Schwelle knien, 

/ Und EinlaB betteln. Sieh, ich bin verirrt, mich reiBen 

tausend Wege fort ins Blinde. " 43 ; and in the first stanza 

of Else Lasker-Schiiler's poem ''An Gott'': 

Du wehrst den guten und den bosen Sternen nicht; 
All ihre Launen stromen. 
In meiner Stirne schmerzt die Furche, 
Die tiefe Krone mit dem diisteren Licht. 
Und meine Welt ist still 
Du wehrtest meine~ 4Laune nicht. 
Gott, wo hist du? 

A world without God and therefore without divine order 

and meaning, which seemed apparent especially after the 

First World War to many Expressionists 45 and their contempo­

raries46 and perhaps also to Walter Bauer, led naturally 

during those years of a vague attitude of wistful and anx­

ious expectancy to the hope for a newer world, perhaps 

for some in the form of 47 God's return to the world, but 

more typically for the Expressionists in the form of a 

revolution of the spirit which would establish new order 

and meaning. In bringing this about, a change in the 

heart--the seeking after God--became as important to some 

Expressionists as worldly change became to others. Both 

of these longings are typical of Expressionist literature, 

and, as the examples cited above show, they imbue many 
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of Bauer's poems in Stimme as well. Taking the Expres-

sionists as earnest seekers, J. G. Robertson in his A His­

tory of German Literature says: 

These writers opposed the materialism of the 
age with an appeal to the supremacy of the spirit 
in man. One group of writers called for 
political and social reform, a transformation 
of society, another group concerned itself with 
the problems of God and man--the "seekers after 
God"; common t,?8 both is the vision of a new world 
and a new man. 

Although not as highly visionary as the Expressionists, 

Bauer, too, in his early years sought a world completely 

different and had something of what J. G. Robertson calls 

a "vision of a new world and a new man. 1149 In keeping 

with his appeal to the heart rather than the spleen in 

working for social reform and the realization of moral 

ideals, Bauer tempers, as Johannes Maczewski points out 

in his article on Bauer's poetry, his anti-bourgeois social­

ist agitation with a Christian social ethic. 5O Thus, over 

against the politically strident poetry and prose, such 

as that cited above, which put forward Marxist emblems 

and principles, there is also in Stimme the familiar Chris­

tian ethic of humility, righteousness in conduct, rectitude 

in conscience, and the absolute moral demand based on the 

principle of universal brotherhood to help one's fellow 

human beings. An example of this is the poem "Horst du 

etwas?" which has a pressing appeal to Christian compassion 
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and common humanity while at the same time sounding over­

tones of proletarian solidarity and ready militancy: 

Du sagst: ruhig ist die Welt 
der Krieg ist vorbei, der 

hinweg ist er --
die Stadte branden vom Leben, 

wieder geworden, 
A tem der Toten, der 

uns anwehte, 

die Zellen der kleinen Dorfer sind in die Stille 
gelegt -­

du sagst: 
die friedliche Vereinigung Europas wird kommen--

. 
Aber horst du die Schlage, mit denen sie qualen 
einen Gefangenen in Ungarn, Rumanien, 
dort unten, in Europa? 

Jeder Schlag treffe dein Gesicht! 
Jeder Schlag reiBe dein Herz auf! VergiB es nicht. 
Horst du das? Hammere es dir ein. VergiB es nie. 
Auch dich, wenn wir versagen, peitschen sie! 

(Stimme, 88) 

An example without equal in Stimme of the professing 

of Christian compassion and of the humanist sentiment that 

came to be a hallmark of Bauer's works is the poem "Wenn 

sie jubeln, gehe ich mit dir ••• " (ellipsis in the origi-

nal): 

Wenn sie jubeln uber die Triumphfahrt der Bremen 
und dem Donner lauschen der zwolf Motoren von 

Do X, 
wenn sie auf Kongressen Beschlusse fassen 
uber Minderheitsfragen und Abrustungen --
wenn sie den Traber Elvira bewundern im Rennen 
und das Tennisspiel von Helen Wills und Cachet, 
wenn sie --

ich aber 
will dich aufsuchen in den Bergwerken, mein 

Bruder, 
und berichten, wie du leidest und lebst, mein 

Bruder, 
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ohne zu beachten, daB es schon klinge und Reim 
werde . . . 

Ich sehe: du hist blaB und abgezehrt, der SchweiB 
klebt 

wie Licht an deinem Herzen -­
Ich sehe: du keuchst vorbei mit 

Forderwagen, 
antwortest nicht meinem Wort, 

dem schweren 

gehst schweigend 
hin. 

Ich sehe: der Rand der blauen Kaffeeflasche, 
die du an trockne Lippen hebst, ist rissig --

Ich weiB, man hat dir unaussprechliches Leid 
bereitet, 

hier, wo das Wasser in die Siimpfe fillt, 
starrt das WeiBe deiner Augen mich aus der Nacht 

an 
wie sterbendes Licht. 
0 Leben, wie du dich klammerst 

0 Gram und vergehendes Herz. 

Wisse: 

an diesen miiden 
Bruder. 

wenn sie jubeln iiber den Sieg des blauen Bandes 
und fiillen die Kais, 
will ich mit dir gehen, 
dorthin, wo du mit nacktem Leib arbeitest, 
um den Turbinenhammer einzusetzen. 
Und will in der Pause mich neben dich werfen 
und fiihlen, wie das Wasser aus der Nacht 
auf die Haut tropft ••• (Stimme, 79, all 

ellipses are in the original) 

With respect to Expressionist verse, the sentiments 

of compassion and humanity in Bauer's poem--with its prole­

tarian view--can be compared with those in the following 

poem by the Expressionist Wilhelm Klemm, printed in the 

section "Liebe den Menschen" in Kurt Pinthus's Expressionist 

anthology Menschheitsdimmerung (1920): 

Der Bettler 

Sein Hut war miirber Schwamm. Sein Bart 
Sinterte iiber die graue Brust, 



Sein StelzfuB trat sich am Ende breit, 
Durch die Fetzen des Kleides irrten die Sterne. 

Dornen und Schnecken trug er im Haar, 
Seine Augen entzundeten sich, sein herbes 
Zerspaltenes Antlitz blutete still, 
Metallen surrten die Fliegen um ihn. 

In seinen Knochen nagten die Winter, 
Ewigkeit garte durch sein Gedarm, 
Faulig krankte sein Blut, in seiner 
Seele versteinten Erinnerungswalder. 
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Wer hat dich als Kind gewiegt? Wer hat dich 
geliebt? 

Komm Alter, ich will dich hegen. Der aber offnet 
Stumm seiner Hande bittende Abgrunde, Sl 
Schwarz und leer wie der Tod, groB wie das Leid. 

Apart from the kind of sentiment expressed in both 

Bauer's poem and Klemm's poem, it is also the poet's inten­

tion itself to express a genuine and humanizing sentiment 

that is interesting with reference to Expressionism. It 

is moreover typically Expressionist according to J. G. 

Robertson in his A History of German Literature: 

The Expressionist' s aim is not to reproduce the 
impressions made by the external world, but to 
create a new conception of the universe which 
has significance and meaning. This led inevitably 
to new standards: art was to be judged not by 
its formal beauty, but by its "expressiveness", 
by its power to express the inner meaning of 
objects, situations and life. It is a 
subjective art in which intense feeling found 
expression in an exaggerated and often ecs5~tic 
language, in short, explosive phrases •••• 

In Stimme there are several instances in which Bauer 

reminds his readers that it is not the beauty of the work 

that matters but rather the honesty of what is expressed. 
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In the poem above, "Wenn sie jubeln, gehe ich mi t dir 

II . ' for example, are the lines: "und berichten, wie du 

leidest und lebst, mein Bruder, / ohne zu beach ten, daB 

es schon klinge und Reim werde II (79) • For another 

example, consider the poem "Wort ohne Ende" which contains 

the lines: "Dies ist ein Wort vom groBen Werk, / das Men-

schen friBt wie Tiere Gras, / / Es ist ein Schrei 

und kein Gedicht, / Gedichte gel ten lang nicht mehr" (78). 

However, in the prose sketch "Auf dem Bahnsteig" the speaker 

muses: "Aber ich will nicht sagen, daB die Dichter uns 

nichts mehr sagen konnten" (61). 

What the poets do have to say to us is answered by 

Bauer at the end of Stimme in the poem "An die kommenden 

Dichter, 11 an address to the coming poets in which Bauer 

states his conviction that the furtherance of humanism 

is more important than aesthetic considerations or consis­

tency in poetry; poems must come from the heart and speak 

out for the silent masses: 

Eure Gedichte sollen nicht 
von der Glatte der Form 

Eure Gesange sollen zeugen 

so sehr zeugen 
und der Schonheit des 

Reimes --

von der Leidenschaft des Herzens, 
von eurem Willen zur Veranderung der Ertle, eurer 

Ergriffenheit. . . . . . . . . . . 
Ihr! Horrohre, gestellt in das Unendliche, 
sprecht aus die Bewegungen der Zeit, singt Aufruf 

und Tat! 
Junge Genossen Dichter! (Stimme, 123-24) 
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Bauer's conviction in this poem bears resemblance to that 

of Johannes R, Becher in his Expressionist poetry; Becher 

believed that his sufferings and longings were identical 

to those of the proletarian masses, so that his poetry 

would speak to and for them and would sound out as a ''Fan­

faren-Ruf" as well as serve as a "brausende Parole'' toward 

their inner change and outer liberation, 53 Furthermore, 

Bauer's poem "An die kommenden Dichter'' is notably similar 

in tone and message to Becher's Expressionist poem "Vorbe­

reitung''--an appeal to the poets to champion "Die Neue 

Welt" 54--and is similar in its message to Walter Hasen­

clever 's Expressionist poem "Der politische Dichter" which 

urges the poet to be a "Fiihrer" on the way to a world of 

peace and humanity,
55 

Mention of Bauer's firm belief in the mission of the 

poets brings us to the leitmotiv in Stimme, that of "Hiob," 

or, in English, the Biblical figure Job. ''Hiob'' is Bauer's 

name for the modern proletarian whose life is depicted 

in telling glimpses, and "Hiob's son''--also named "Hiob"--is 

the one "Hiob" who will raise his voice along with the 

poets for the sake of the downtrodden, "Hiob" appears 

throughout Stimme in mainly prose sketches (9-10, 39, 40-44, 

67, 77, 96-97, 118-122) and his childhood has many points 

in common with that of the poet Walter Bauer as described 
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in the autobiography Geburt des Poeten: Erinnerungen, 56 

The figure of Job symbolizes in Stimme not only the 

legendary problem of undeserved suffering in the world, 

but also the sad existence of the proletarians. In turn, 

the depicting of "Hiob's" sad existence in the tenement 

houses and at work in the factory allows a second aspect 

of Stimme to emerge, the sympathetic portrayal of the real­

ity of working-class life, and thereby also the author's 

appeal to humanity and a sense of social fairness, This 

aspect has been mentioned by critics as often as that of 

Bauer's left-wing sympathies in Stimme, 57 and it shows 

Bauer the writer at his best, bringing into vivid focus 

the quotidian habits and rhythms of normal working-class 

life, despite that "Hiob" occasionally comes to the reader 

in sackcloth and ashes. 

"Hiob 's" life is followed in Stimme from his birth 

into abject poverty ("Der proletarische Hiob begibt sich 

in seine Kindheit," 9-10), through his hunger as a child 

during the First World War ("Hiob betritt die Bahn seines 

Leidens, 11 39), his becoming a factory worker ("Hiob wird 

Lehr ling, das Werk nimmt ihn an, 11 40-44), his being aban­

doned by his wife because of their misery ("Du hattest 

vollkommen recht wegzugehen • , 
11 63-67), his wandering 

as a beggar in search of work and returning in the end 

to factory drudgery ("Wanderung in die Untitigkeit," 73-76; 

"Hiob reiht sich wieder ein, 11 77), his awakening to the 
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reality of his poverty ("Hiob wacht auf," 96-97), and, 

finally as "Hiob's son," his resolving to speak out for 

the silent downtrodden ("Hiob stand auf dem Felde, 11 118-

22). ''Hiob's son" is meek, like Job, but not timid; along 

with the poets he will speak from the heart and speak out 

for a world completely different (122, 123-24). 

As Bauer's proletarian "Hiob" passes through childhood 

and into an adult awareness of working-class reality, his 

mind awakens to a few simple truths: sympathy, compassion, 

brotherhood, humility, the call of rejuvenating nature, 

and the call to humanity. Stimme traces the events that 

led "Hiob" to this awakening, doubtlessly in order to awaken 

the reader to the same truths, for Bauer remarked himself 

about the poems in Kameraden and Stimme: ''Sie konnten nichts 

anderes enthalten als gestammelte, ausbrechende Forderung, 

Anklage, 
.. .,58 

Emporung. Thus, Stimme was written not merely 

to meliorate the lot of the labouring poor, but to urge 

for, in the words of Rudolf Hagelstange in his "Gedenkwort 

fur Walter Bauer," socialism with a human face: "Er griff 

dabei uber den Marxismus hinaus--ins Ethische, beinahe 

.. 59 
Religiose." Certainly something of, in the words of 

J. G. Robertson above, "a vision of a new world and a new 

man" in the manner of the Expressionists is to be found 

in Stimme aus dem Leunawerk, and, although vague, it makes 

way for a more definite :vision in Bauer's fourth book, 

Die notwendige Reise. 
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Chapter 5 

''The Necessary Journey'' 

Die notwendige Reise 1 was Walter Bauer's fourth pub-

lished book and his second book wholly of prose. It ap-

peared in 1932, a year after the appearance of his third 

published book and first extended fictional narrative, 

Ein Mann zog in die Stadt. 2 With reference to Expression-

ism, Ein Mann zog in die Stadt is of little interest and 

will not be discussed here; the story is more reminiscent 

of Naturalism in its sober and realistic account, its con­

cern with the harsh aspects of working-class life, and 

its depiction of the protagonist's resigning wearily to 

fate. The story does, however, carry forward the motif 

of "Hiob,'' or the sad existence of the latter-day proletar­

ian Job 3 which was introduced in Kameraden, zu euch spreche 

ich and developed in Stimme aus dem Leunawerk and which 

was discussed here earlier. In so depicting "Hiob's" life-

long slide into mute resignation, the story can be seen 

to complement Bauer's next book, Die notwendige Reise, 

in which the protagonist, a young man, does not resign 

himself to fate but rather undertakes a journey for the 

sake of discovering himself and rediscovering life's simple 

truths, of finding life's purpose and meaning; he resolves 
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finally to speak out for a better world, much as depicted 

in the last prose sketch in Stimme aus dem Leunawerk in 

which "Hiob' s son" resolves to remain mute no longer, as 

his father has been, but to speak out against the misery 

of all ''Hiobs" ("Hiob stand auf dem Felde," p. 122). 

Die notwendige Reise is a largely autobiographical 

story in novel form of a half-year wandering Walter Bauer 

undertook with a friend in 1925 through Germany, Austria 

4 and Italy. Like his other early works, Reise seeks to 

stir sympathy with the downtrodden workers in their misery 

by depicting the reality of working-class life and poverty 

and by expressing genuine and humanizing sentiments which 

plead with the reader's conscience for social fairness. 

More so than in his first three books, Bauer's fourth book 

reflects the disillusionment following the First World 

War, the turmoil and strife during the years of the Weimar 

Republic, and that visionary and anxious hope for a newer 

world that was widespread in the 1920s in and around Europe. 

Reflecting on the meaning of the actual journey in the 

foreword to the 1947 edition of Reise, Bauer asks his one­

time travelling companion: "Hatten wir uns getauscht, wenn 

wir glaubten, daJl in der Tiefe des El ends eine neue Zei t 

anfangen wurde, ein unerhorter menschlicher Aufbruch der 

Zerschlagenen? Sind wir heillose Traumer mit unserem Glau­

ben an ein vita nuova?" (XII) 

That visionary, almost utopian hope for bringing about 
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a world of peace and justice, ethical society and new con­

tentment, which also distinguished much Expressionist lit­

erature, 5 stands out as the motive for writing Die notwen-

dige Reise. The story tells of the errant journey through 

the reality of Europe during that troubled decade and the 

corresponding inner transformation of the protagonist that 

he believes would allow for the realization of the hope 

for making the world anew. The journey is recounted in 

steps that lead toward discovering essential truths and 

undergoing spiritual transmutation for the sake of becoming 

a more humane, selfless person; the journey is a "necessary 

journey." This necessary journey also, as with Bauer I s 

visionary hope for a newer world, is reminiscent of a dis­

tinguishing feature of Expressionist literature, the "Sta­

tionendrama," which typically described the transformation 

of an individual by steps, or stations, into "der neue 

Mensch." In the discussion here of Die notwendige Reise 

with reference to Expressionism, these two expressionistic 

features--the visionary hope for a newer world and the 

humanizing inner transformation--will be the main topics. 

In short, Die notwendige Reise is narrated by a young 

man from the German middle class who recounts a journey 

from which he recently returned and about which he feels 

compelled to tell others. Years ago he set out on the 

journey because he had seen the need to make an abrupt 

break with the life he had been leading which seemed to 
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him meaningless and a pretense. Abandoning his comfortable 

middle-class home, his loving family, his secure job as 

a bank employee, and even his charming fiancee, the troubled 

young man strikes out to discover the heart of Europe and 

to follow the her simple 

tug of his 

people, the heart 

inchoate feelings 

of life, and 

for a sense of the wholeness 

of life. Letting his heart and his confused thoughts guide 

him on a rambling, unmarked path through Europe of the 

1920s, he comes to believe that the truth is to be found 

among the simple people, especially those who are poor, 

deprived, labouring and suffering. He lives and works 

with the labouring poor and intentionally makes himself 

into one of the working class in mind as well as in fact. 

Convinced at the end of his necessary journey of the natu­

ral, universal goodness of the simple people, regardless 

of their nationality, he calls for Europeans to tear down 

their borders of nationality and social distinction; and 

convinced of the indomitable spirit of the human heart, 

which lies dormant in the present times of strife and tur­

moil, he implores his "Kameraden" known or unknown to him 

everywhere to awaken their hearts as he has done and to 

help him build a better world together. 

The most essential truth which the young man comes 

to know on his necessary journey of inner transformation 

is that "We" is more important than "I" (239-57); that 

is, that working together selflessly with one's fellow 
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human beings, or "Kameraden,'' for the sake of building 

a better world is more important than any self-centred 

pursuit; that natural community is superior to mass society 

or individualism. He says of his journey: "Es bedurfte 

aber dieser Reise, um den Hintergrund zu erkennen, vor 

dem unser Leben geschieht und zu erfahren, daB das schonste 

Wort der Welt nicht 'ich' heiBt, sondern: WIR daB es 

iiberall Kameraden gibt'' (248). This essential truth repeats 

Jethro Bithell 's phrasing of the Expressionist ethics in 

his Modern German Literature: 1880-1950 (quoted also in 

the chapter on Kameraden): 

The ethics of expressionism can be stated in 
a few catchwords. "Nicht ich, sondern du," or 
"WirbewuBtsein,'' means altruism or love of others. 

in their [the Expressionists'] cry for 
brotherhood of races and the reconciliation of 
races they gepeat Schiller's "Millionen, seid 
umschlungen!" 

The Expressionist poet Gottfried Benn, for instance, listed 

world brotherhood as one of the characteristics of Expres­

sionism, according to Twentieth Century German Literature 

which paraphrases Benn's words as specifying: "the rejection 

of the individual in favour of mankind and world-brother-

hood. Instead of depicting man's heritage, race, dialect 

and family, the Expressionists stress the totality of 

things." 7 One of the Expressionists who embraced this 

ethic of altruism in a spirit similar to Bauer's was Franz 

Werfel, about whose volumes of poetry Jethro Bithell says 
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in his Modern German Literature: 1880-1950: 

In Der Weltfreund (1911) Werfel makes his confes­
sion of faith in humanity; in Wir Sind (1913) 
he proves that "we are" because we feel that 
we are one with our brother, and that the typical 
disharmony (of the period), that of father and 
son, is due to the splitting of the "Weltseele" 
or cosmic "Allseele" g1nto reality--ideas which 
are fairly commonplace. 

Having arrived at the truth of al truism, expressed 

with expressionistic emphatic certainty as "WIR!'' (246), 

Bauer's protagonist states at the end of his necessary 

journey which direction his life's journey then will take: 

Ich werde niemals mehr einen Weg gehen, der in 
unfruchtbare Einsamkei t fuhrt, sondern den, der 
mich in den Kolonnen derer sieht, die aufgebrochen 
sind, die Grenzen der Vaterlander zu iibersteigen, 
die Zaune niederzubrechen, die Ertle in das Vater­
land der Menschen zu verwandeln, die alte geliebte 
Kugel zur groBen Heimat zu machen. (Reise, 247) 

Such millennial dreams and sentiments of an all-embracing 

humanity are found frequently in this intensely earnest 

book called by the critic Hartmut Froesche a "Dokument 

van Bauers damaligem jugendlich-schwarmerischem Weltge-

fuhl." 9 
Lofty sentiments of this kind in Reise, in view 

of the intense emotionality and symbols in which they are 

often expressed, echo the "ecstatic note," in the words 

of C. P. Magill in his German Literature, struck in Expres­

sionist poetry and drama during and after the First World 

War: "high-pitched appeals to humanity combined with Messi-
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anic proclamations of the New Man and Utopian visions 1110 ; 

which itself echoed the Romantic aspiration, "Alle Menschen 

•• 1111 werden Bruder. Bauer's desire here for a world without 

borders and for turning the earth into a home for all keeps 

alive the Expressionists' desire to "rehumanize'' the world, 

as Penrith Goff calls it in his article ''Impressionism 

and Expressionism'': "They saw the urgent need for regenera­

tion and urged their public to overcome isolation by recog-

nizing that all men are brothers. They envisioned an era 

to come when such communal feeling would be reality instead 

of mere dream. 1112 

The Expressionists' desire to "rehumanize" the world 

was prompted by many troubling matters of their times, 

one of the most troubling being militarism and, later, 

the First World War, whose horrors many of them knew first-

hand. The decrying of militarism and war became a general 

feature of Expressionism, 13 and a pacifism inflamed by 

a revulsion from nationalism and an embracing of a vague 

notion of universal humanism became a distinguishing feature 

of Expressionist 14 thought. Although Bauer was born after 

the generation of the Expressionists and didn I t know the 

horrors of The Great War firsthand, his protagonist makes 

it clear in Reise that the disturbance of life caused by 

the War is what impelled him to set out on his journey 

(117, 166-67, 173, 199, 212). He comes to believe that 

the War still dwells in the hearts of people and is the 
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evil that besets his times (114, 116, 146, 162, 163, 165, 

166-67, 173, 199, 205): "Der Krieg saB noch iiberall und 

mastete sich an miiden Herzen. Der Krieg muB totgeschlagen 

werden, die b;se Flamme darf kein Herz mehr fressen'' (197). 

In fact, in a brief description of himself written in 1948 

Bauer says that Reise was "ein Bekenntnis gegen den Krieg 

und den Militarismus. 1115 Considering that Reise was written 

in the year before the National Socialists came to power, 

it is quite conceivable that Bauer was incited in part 

to voice effusive idealism and to implore for world brother­

hood in the book by, in the words of the Canadian historian 

Modris Eksteins, the "drift towards irrationalism, dicta­

tors, and darkness" in those years. 16 Whatever Bauer's 

motivation for writing Reise may have been, though, the 

book's design of contrasting utopian visions with the decry­

ing of war recalls the Expressionist literature of a decade 

or more earlier. Furthermore, the manner of conveying 

these beliefs is similar to that of the Expressionists 

in general, namely through pathos. As in the quotation 

above from Reise (247) which appeals to the reader's senti­

ments for turning the earth into one great, humane "Vater­

land,11 the Expressionists appealed to their audiences' 

hearts rather than their minds for changing the world. 

"Eher auf emotionaler Basis statt auf der einer rationalen 

Einsicht in sozio-;konomische Zusammenhange," states Deut­

sche Literaturgeschichte in its discussion of Expressionist 
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lyric, "wurde an Menschlichkei t, Volkerversohnung, Frieden 

und Menschenliebe appelliert und gegen Krieg und VolkerhaB 

17 
Stellung bezogen. 11 

If the end of the necessary journey in Die notwendige 

Reise--the attainment of a guiding vision of humanistic 

renewal of the world--would have seemed familiar to many 

ethic and visionary Expressionists, then so too would its 

path of inner transformation have seemed familiar to those 

same Expressionists who wrote ''Stationendrama.'' The station 

drama distinguishes Expressionism and became one of the 

most widely known forms of Expressionist art, in part be­

cause it lent itself especially well to presenting Expres­

sionist ethics • 18 Cut loose from traditional theatre and 

uncommonly provocative, the station drama typically follows 

the fate or the moral transmutation of a single character 

in a loose progression of scenes which has its prototype 

in the passion plays of the Middle 

referring to the Stations of the 

Ages, the word "station" 

19 Cross. In parallel 

manner to the depiction of the suffering, demise, and resur­

rection of Jesus in the passion plays, the station dramas 

depict the suffering, demise, and moral regeneration of 

the main character.
20 August Strindberg's Nach Damaskus 

(1898) provided inspiration and a model for such well-known 

and typical Expressionist station dramas as Reinhard Sarge's 

Der Bettler (1912), Georg Kaiser's Von morgens bis mitter-
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nachts (1916), and Ernst Toller's Die Wandlung (1919) and 

Masse Mensch (1921), 21 

Many of the station dramas lead up to the rebirth 

of the main character as "der neue Mensch," Toller 's Die 

22 
Wandlung being an illustrative example. "Der neue Mensch" 

embodied the ethical qualities envisioned by the Expression­

ists in a humanistically renewed world
23 ; hence, such uto­

pian station dramas are also called ''Verkiindigungsdrama,
1124 

"The new morality is born in the new man," states Roy Allen 

25 in his German Expressionist Poetry, in which he describes 

such a spiritual leader as: 

one who is particularly sensitive to the 
basic human qualities in himself and his fellow 
man ••• , who possesses a great love for mankind 

and who will exult in the knowledge that 
he has done a good deed for another man's benefit 

But he is additionally a man who has 
a unique knowledge, an "illumed vision," of the 
c~nt~m~orary z'E?rld 's flaws and of life's higher 
significance. 

Bauer's protagonist in Reise is not "der neue Mensch" 

of Expressionism, 27 but he does undergo a moral regeneration 

in progressive steps, or stations, on his necessary journey 

which is similar to, for instance, that undergone by the 

protagonist in Toller's Die 
28 Wandlung, and furthermore 

his journey imparts to him the virtues of "der neue Mensch" 

described here by Roy Allen (above). The protagonist in 

Reise is also young, nameless and restive like the typical 

protagonist of Expressionist drama, in which, according 



82 

to Deutsche Literaturgeschichte: ''Im Zentrum stand als 

Hauptfigur oft ein 'junger Mensch,' namenlos und typologisch 

konzipiert, der gegen die ubermachtigen Gewalten des Schick­

sals, den eigenen Vater oder die bornierte Umwelt revol­

tierte. 1129 Finally, in the manner of "der neue Mensch 11 

the protagonist in Reise aspires to become a "Mensch" (7), 

by which he means, as Bauer said in his foreword to the 

1947 edition of Die notwendige Reise, 11 ein Abenteuer, das 

Wagnis, das nach inn en gerichtet ist--auf die menschliche 

Gestaltung des Raumes, in dem wir leben" (XXII). His aspi­

ration furthers the ''magic phrase," in the words of Jethro 

Bithell in his Modern German Literature: 1880-1950, "found 

in Der Cherubinische Wandersmann of Angelus Silesius and 

which is to be one of the holy texts of the ethic expres­

sionists: 'Mensch, werde wesentlich! 11130 As well, Bauer's 

aspiration furthers the exhortation ''Mensch zum Menschen
1131 

found in the poem "Drama" by the Expressionist dramatist 

Reinhard Sorge, about which Penrith Goff in his article 

''Impressionism and Expressionism'' states: "This life-giving 

cry of the dramatist to his characters is essentially the 

cry of all ethical expressionists, although for them, to 

be sure, it is an admonition to regeneration. 1132 

The tale begins with childhood, as the protagonist 

tellingly puts it at the beginning of the narration of 

his actual journey (4), his necessary journey to humanity, 



83 

or "WIR!" (246). The narrator believes that he was born 

into an unfavourable time, for the world has become so 

turbulent that one forgets the truth and beauty discovered 

in childhood (5-6). He had to set out on the journey be­

cause "die gew~hnliche Weise" was no longer sufficient, 

"aus mir einen Menschen zu machen" (7). He wanted to make 

a break with the familiar, to see if there would be merit 

in leaving behind the comfort of home and seeking out the 

uncertainty of the life of the Biblical prodigal son (8). 

In a long letter to his brother written before he 

first set off on the journey and which he now recounts, 

he explained that the unexpected return of this older 

brother to a hero's welcome from the First World War, in 

which he had been presumed to have fallen, had collapsed 

suddenly the life of pretense he had built up unwittingly 

for himself in imitation of the pre-war life of his missing 

brother. He had assumed his brother's place in the family, 

had become alienated from his true self in the business 

suit he wore to work in his job at a bank, just as his 

brother had become alienated from himself in the uniform 

he wore to war (27). All at once his life up to that point 

seemed "noch nichts" (10). Moreover, it became clear to 

him at the same time that the War had destroyed illusions 

and put the meaning of life into question, leaving only 

ruins (29). The brother--the warrior returned--seemed 

to him a thief who had taken away everything, 11 ein Dieb 
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mit einer groBen Hoffnungslosigkeit im Herzen" (31), and 

he seemed to himself now to be a beggar (31), for which 

reason he had to steal away. He sensed "den wilden Geruch 

der Unerschopflichkeit des Lebens" and had to seek after 

"die Herzen der Welt" (32). The recounting of this letter 

shows how the narrator reached what can be called the first 

station on his necessary journey: the realization that 

he must undergo an inner transformation; that he must become 

a "Mensch." 

Leaving the letter on the table for the brother to 

find, the narrator slips out from his family's house in 

the middle of the night and starts towards the train sta­

tion. Although his journey begins in darkness, it seems 

as if he had awakened into the "Helligkeit des BewuBtseins" 

(33). Figuratively he has reached the second station on 

his necessary journey: the breaking with the past, or what 

the Expressionists would have called the ''Aufbruch." "Ver­

gessen!" becomes his watchword (35). ''Alles vergessen, 

was ich erfahren hatte, vollkommen vergessen. Sonst wiirde 

ich nichts erreichen.'' (35) ''Fortan gehorte ich zur Welt!" 

(36) 

He leaves the confines of his small home town and 

crosses a bridge on the way to the train station, while 

images of building bridges pass through his head (36). 

On a momentary impulse he decides on a destination and 

in short time finds himself on a train. In a passage remi-
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niscent of the fantastic scenes often found in Expressionist 

station dramas, the narrator describes how the night trans­

forms the train, the passing landscapes viewed from it, 

and even the passengers into fantasies, one of them being 

a nebulous view of the building of houses, which apparently 

foreshadows the event on his journey that finally shapes 

his destiny (46). For now, though, he seeks a city (41) 

where he can be tried and transformed into a "Mensch" (39) 

in analogous manner to the way his brother was formed "auf 

einem feurigen Weg'' (28) into a man by the War. He admires 

how his brother returned from the War a stronger person 

with a deeper appreciation of life (30), but at the same 

time he is repelled by the enormity of the journey of sorts 

undertaken by his brother on the battlefield which trans­

formed him and his comrades into "ewige Jager" (27); his 

own journey must be grounded on "Wahrheit und Reinheit" 

(38). 

The narrator-protagonist steps off the train--"die 

erste Heimat" (48)--into daylight in a strange city and 

proceeds to his next station. This third station is reached 

while living in hotel rooms in the city: he begins to learn 

to separate that which is important from that which is 

unimportant in life (51). Money is unimportant; it sepa­

rates him from the basis of life and prevents him from 

having to make real decisions ( 42, 50, 78). The self is 

unimportant; a self-centred life is isolated from the world 
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(41, 56). Fame is unimportant (51-52), reality is important 

(53), nature is important (72), "Kitsch" is unimportant 

(67), true art (63), dreams (65) and solitude (72) are 

important. Above all, love is important; through love 

one becomes a whole human being (55); it is the highest 

art (60). His first inkling of love comes through encoun-

ters with prostitutes which suggests that he still has 

a long way to go on his awkward journey to humanity and 

furthermore that he is still corrupted by money. The en-

counters with prostitutes also call to mind Ernst Stadler's 

Expressionist book of verse, Der Aufbruch, whose poems 

tell of a German youth's progressive transformation in 

a manner similar to that of the station drama. In his 

Modern German Literature: 1880-1950, Jethro Bi thell says 

of the unity of theme of the book: 

There are four sections: Die Flucht pictures 
the flight of the youth from all that is base; 
Stationen relate episodes on the quest for the 
ideal; Der Spiegel is the revelation of truth 
and the relinquishment; Die Rast is appeasement. 
Die Flucht gives the sordid experiences of a 
boy; ideal beauty dies in the bed of prostitutes; 
t~e Cj~lapse of dream in the pollution of de­
sire. 

The death of ideal beauty and the collapse of dream 

are the subject of a significant passage in Reise found 

at this station ( 58-69). The passage complements the ac-

count of the journey in similar fashion to the fantastic 

scenes in Expressionist station dramas which, like the 
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histrionic interludes provided by the chorus 

Greek theatre, comment on the meaning of the 

in ancient 

action. In 

the passage the narrator tells of a conversation he had 

with a sculptor about a face mask which is the best work 

in the artist I s collection, al though it was not sculptured 

but instead made by means of a mold as a copy of a real 

face. The mask is captivating in its beauty, so much so 

that a troubled young man who gazed once at it fell in to 

a trance-like fascination. The young man, whose utopian 

dreams had been shattered by the disappointments of the 

age, saw in the mask life and existence, his ideal of beauty 

and the confirmation of his dreams. The sculptor took 

the young man to see the woman from whom the mask had 

been made and who since then had become old and wrinkled. 

The young man realized that his dream was confirmed by 

the work of art but that it remained unattainable. He 

then killed himself. Among his last words was the question: 

"Was macht ein Mensch, der mit seinem Traum in eine falsche 

Zeit gerit?" (68) 

The protagonist realizes that it is also important 

to accommodate one's dreams to reality, "--aber wie sollte 

ich leben ?" (79), he asks himself. This question leads 

the narrator on to the fourth station: deciding on a direc­

tion to take for the sake of transforming himself. "Ich 

wollte ein Europier sein und die schaumbedeckte Halbinsel 

Asiens durchstreifen, um verwandelt aus den Ereignissen 
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dieses Weges aufzutauchen und frei zu leben." (86) He 

attends political mass meetings, but finds himself repelled 

by the speakers who use words to rouse violence and hate; 

mass movements and demagogism are not the way to humanity 

(82-83). Words must be made pure again and spoken with 

sincerity (83). He travels to a second city, goes into 

a church, but comes back out, turning his back on the "Kata­

komben des Glaubens" (87). He wanders into the old quarter 

of the city, "die Mutterzelle" (87), where the poor live. 

His heart is moved by the simple, honest living of the 

poor (88-89). He grasps the stratification of society 

which hinders him, as a member of the middle class, from 

living as one of the poor (90). Yet, ''neue Erscheinungen, 

neue Gestalten" (90) must be found to set against those 

terrible ones from the War. He makes his decision: "Arm 

Hinuntersinken, wenn in der werden! Das war notwendig. 

Armut eine tiefere Form des Lebens enthalten sein sollte, 

und so den Reich tum und die GroBe des Lebens erfassen ! 11 

(91). 

He 

clothing 

crew of 

exchanges his middle-class clothing for worker's 

and signs on a river boat. As a member of the 

a ship sailing up a river towards its source, he 

believes himself to be drawing nearer to "das freie, natiir-

liche Leben" (94). In this significant passage about the 

trip aboard the river boat, he describes finding natural 

fellowship in the small world of the ship which is steadily 
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moving forwards (101-103). He has found the direction 

his necessary journey will now take. "In mir war es hell. 

Ich hatte die Stunde erfahren, die nach der Uberwindung 

kommt, und ich wuBte jetzt, wie siiB sie ist." (101) 

The river boat is not, however, the end of the protago­

nist's search, for he has undertaken the journey, "um 

zu sich zu gelangen" (111). When the river boat reaches 

the wooded rural country, the narrator quits the ship and 

wanders through small villages. He works as a labourer 

among the simple rural people, but has not yet come to 

know "nothingness" which is the wealth of the poor (113), 

even though his money is now gone (119). Slowly it becomes 

clear to him that the life in the country is not for him 

(124); the rural people do not share his concerns for the 

afflictions of the wider world (114). The harvest seems 

to him like a campaign of war; it is done unthinkingly 

and with the sole objective of triumphing (123). For him, 

as for many of the Expressionists, 34 the answers to modern 

problems are to be sought in the cities (112). He has 

discovered natural fraternity on the river boat and among 

the rural people in their simple communities, yet each 

person, he realizes, has a unique destiny: "Menschen, wie 

Baume am Weg, jeder Baum fiihrt sein besonderes Leben, so 

jeder Mensch sein Schicksal 11 (125 [complete sentence]). 

He thus arrives at the fifth station: the discovery 

that he has his own destiny as does everyone (106 & 125), 
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although it is not yet clear to him (122); accordingly, 

(103) • At the same the ideology of the masses is rejected 

time he can not return to his former self-centred life 

(127), for he has glimpsed true community. "Ich erfuhr 

zuweilen eine Lehre. Hier war auch wieder eine: nimm dich 

nicht wichtig, du bist sehr wenig. 11 (134) It is autumn 

both in season and in his heart (133); he has reached the 

midway point on his journey: "Ich gehorte nirgends hin" 

(133). In a passage that complements the progression to 

this station, the narrator recounts what a truck driver, 

who gave him a ride along his way to a city, said to him 

(117-18). The driver, addressing him with "Du," praises 

the narrator I s decision to wander like a vagabond and re­

minds him: "es gibt noch andre Menschen au£ der Ertle, die 

aus ihr etwas machen wollen, einen menschenwiirdigen Aufent­

halt" (118). 

In the springtime the narrator finds himself enroute 

to Italy and his sixth station. He reaches a port city 

in the south of Italy where he sleeps on the beach and 

longs to cross the sea to Africa. "Neue Wege. Aber niemals 

zuriick!" (141) At this point in the narration there is 

another remarkable passage that foreshadows his destiny 

(144-50). While sleeping on the beach in the night, a 

stranger--a fellow countryman--appears and lays himself 

down next to the narrator to sleep. As the twilight before 

daybreak approaches, the stranger and the narrator sit 
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up and begin to speak with each other. The stranger notices 

the narrator's unrest and wanderlust (145). He says that 

the narrator will one day return to his homeland where 

he must help his people. As day breaks the stranger waxes 

enthusiastic about building a humane world: ''Er sprach 

von den Visionen des zukunftigen Lebens • eines Staates, 

in dem jedem zukommt, was des Menschen ist" (146). He 

says that the new order must be built from the bottom up 

by those who suffer in their own land ( 14 7) and that the 

task of tearing down the borders that separate peoples 

and individuals falls upon the younger generation (148). 

Then the stranger goes on his own way. 

From now on the narrator will travel differently--

in search of life (150). He takes work as a coalheaver 

on a cruise ship plying the Mediterranean sea. The ship 

becomes a metaphor in Reise for the modern industrial soci­

ety which is stratified into irreconcilable classes. Unlike 

the earlier passage about the river boat on which the nar­

rator gained an inkling of fellowship, on the cruise ship 

he is but one of the drudges below decks who keep the ship 

running for the sake of the wealthy passengers above decks: 

Hier war alles. Alle Eigenschaften van Menschen, 
die es auf der Welt gab, war en auf dem Schiff 
zusammengepreBt, und der unendliche Horizont 
trieb sie aus den Menschen heraus. Jed er stand 
gegen jeden, aber alle haBten und verachteten 
die Menschen, die oben auf dem Boden des Schiffes 
standen, das van den Schlagen der Maschine zit­
terte. (153) 
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This metaphor is similar in most respects to a shi·p meta­

phor in Georg Kaiser's Expressionist play Die Koralle 

(1917), 35 about which Jethro Bithell 

German Literature: 1880-1950: 

says in his Modern 

Poverty is contrasted with wealth in the very 
effective second act, the scene of which is on 
the deck of the millionaire's luxurious yacht: 
below the tourists lolling in the tropic heat 
are the stokers in the hold, and the two worlds 
are separated only by thin planks, (We find 
this "motif" in 36 Ferdinand Freiligrath 's poem 
"Von unten auf, 11

) 

The narrator works on other ships and slowly becomes 

indistinguishable from the other workers in mind as well 

as in appearance (154-55); that is to say, he rises gradu-

ally above his self-centredness (156). One day, one of 

the ships on which he has worked pulls into a harbour in 

his homeland. Seized with longing to see the land where 

he was born, he quits the ship and steps onto German soil 

in the morning twilight (157). Now he sees his homeland 

with the eyes of a stranger ( 160); he sees clearly the 

poverty and suffering, the despair and the strife ( 166). 

Al though the Great War is over outwardly, it lives on in 

the hearts of people who set up barriers between one another 

like the fronts on the battlefield (162-67), He finds 

himself trapped now in poverty and succumbing to its de-
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spair; yet he is richer for having left Germany as a middle 

class youth and returned as a working-class man (162 & 

166-67), He sees in every face the world and its fullness: 

''Ich hatte die Welt durchstreift und Triume gehabt von 

groBem, reichem Leben. Ich war zuruckgekehrt, und ich 

fand mich zu meiner groBen Verwunderung in der Kameradschaft 

der Arbeitenden" (167). This, then, is the sixth station: 

returning to his homeland changed into one of the simple 

people. 

On his path to the seventh station and the gradual 

discovery of his homeland, the narrator finds himself wan­

dering and working many different jobs; for example, in 

road construction (162) and in a mine (171). Working along 

with many different persons in many different places, he 

comes to believe that all human hearts are the same (168) 

but tormented in the present turmoil: "fiber all Triimmer, 

uberall zerbrochene Anschauungen, zerstorte Tempel, uberall 

Sehnsucht nach einem neuen Leben, voller Widerspruche'' 

(171). The narrator's belief in the dignity and humanity 

of the common people calls to mind not only the poetry 

of Walt Whitman but also the Expressionist poetry of Franz 

Werfel, about whose verse Jethro Bithell says in his Modern 

German Literature: 1880-1950: "he identifies himself with 

all sorts and conditions of men 11
; and Bi thell offers as 

an example the excerpt: 
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Ich lebte im Walde, hatte ein Bahnhofsamt, 
Sass gebeugt iiber Kassabiicher und bediente unge­

duldige Gaste. 
Als Heizer stand ich vor Kesseln, das Antlitz 

arell iiberf;,mmt, 
Und als Kuli ass ich Abfall und Kuchenreste. 

Among his many different occupations the narrator 

tries soldiering. Finding himself distraught and without 

direction or hope, and longing to free himself from the 

''prison" of his situation (174), he volunteers for military 

service: "Da erschien mir ein Plakat an den Mauern der 

Stadt wie eine Rettung: Freiwillige gesucht" (174). This 

passage resembles the scene in Ernst Toller's 1919 Expres­

sionist play Die Wandlung in which the protagonist, upon 

hearing that volunteers are sought for military service 

in a war, jumps at this opportunity to break out of his 

doldrums and despair: "Driiben brauchen sie Freiwillige. 

Nun kommt Befreiung aus dumpfer qualender Enge. 

Kampf wird uhs alle einen."
38 

Oh, der 

In short time, though, the narrator comes to regret 

his rash and fateful decision. In the army he finds himself 

no freer than before (175-76). The class structure of 

society along with all its evils of hatred and intolerance 

is reproduced in the military (176-80): "Ein Soldat muB 

Feinde haben, 
.. 

sonst ware er nicht. Wer sind die Feinde? 

Ich fand keine Antwort" (176). He realizes that his journey 

up to this point has changed him already: "Ich habe keine 

Feinde, keinen einzelnen, kein Land, keinen Landerbund!'' 
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It becomes now clear to him that the journey has 

shown him his human heart: "Die Uniform trennt den Henschen 

von seinem Herzen'' (188). 

As a reluctant soldier the narrator is dispatched 

with a platoon of soldiers to quell an uprising of farmers 

in his homeland (181). Fighting ensues and there are casu-

alties. War, he apprehends, is imprisonment of the heart; 

and all at once he finds in himself sympathy with his broth­

er, the soldier, whose participation in the Great War had 

initially impelled the narrator to set out on the necessary 

journey (189). Sent out with one other soldier on patrol, 

he flushes out one of the insurgents and takes him prisoner 

(191). He sees the landsman not as a foe but as a ''Mensch'' 

(191), a fellow worker, who is as full of fear as he is. 

The insurgent calls the narrator "Kamerad" (192) and the 

narrator switches from addressing him with "Sie" to address-

ing him with "Du" (195). Then, without just cause and 

in an apparent impulse of overzealous martial ardour, the 

other soldier shoots dead the "enemy" prisoner in the back 

(195). The narrator 

anguished guilt for 

recoils in horror and 

having let the incident 

is seized by 

occur (196). 

This passage is the apparent climax of Die notwendige Reise: 

"Ich muB geschrieen haben. und rasend vor Wut und 

Trauer und Sinnlosigkeit und Schmerz, uberhaupt da zu sein, 

hier, auf dieser sinnlosen, blutschaumenden Erde, die dem 

Frieden bestimmt war II (197) • He flies into a rage 
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against his partner--the embodiment of war--for having 

murdered the prisoner and in turn shoots him dead (197). 

Now standing alone in the field with two dead men 

at his feet, the narrator grasps how war is the real enemy, 

for it makes men do inhumane deeds (197 & 198). 

killed a ''Mensch" and must somehow atone for it: 

He has 

Et was sagte mir in meinem Innern, daB ich dem, 
was jetzt geschehen war, noch einen Sinn geben 
musse. Ich muBte suchen, der Umkreis des Lebens 
muBte noch einmal abgeschritten werden! Die 
Unendlichkei t fiihl te ich jetzt, und ich fiihl te 
auch, daB sie bis zum Grunde mit Schmerz getrankt 
war. (Reise, 198) 

At this watershed in the narrator's journey of inner trans­

formation, he sees how hearts are poisoned by war, avarice, 

social distinction and nationalism. He has reached the 

seventh station: seeing that every person has a human heart, 

and that he must work to free the heart from the evils 

that imprison it. He resolves to change his life. He 

then throws aside his weapons, puts on the clothes of the 

dead insurgent worker and deserts his post by fleeing in 

the night into the workers' quarter of the city (199): 

"Anders leben! Freier un·d notwendiger ! " ( 200). This cry 

of desperation cries out the moral of Reise. 

Pressed on now to find "einen Sinn fiir das Sinnlose" 

(201), the narrator finds himself on the way to the eighth 

station. He has been changed by the incident (202)--vio-

lently awakened from all his dreams into naked reality: 
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"Auf einmal sah ich die Dinge; meine Augen waren ge;ffnet, 

ich sah Menschen und hinter ihnen das Eigentliche, das 

Schicksalhafte, das schreckliche Wunder und Verbrechen 

des Daseins" (203). He sees his homeland in the throes 

of death brought on by class strife, the hysteria of nation­

alism and war, and the bogey of the economy (203-06 & 212-

13) . Everywhere there are political firebrands and false 

prophets (205 & 207-08). Undaunted by such a spectre of 

doom, though, he holds fast to his decision to endeavour 

to do something helpful for the country, working from the 

bottom of society upwards (204). Like "der neue Mensch" 

of Expressionist drama who is reborn out of spiritual suf­

fering, the narrator will live as life was meant to be 

lived: 

Ich war an einem Tag bei Einbruch der Dammerung 
aus allen Traumen in das wirkliche Leben gerissen 
warden - nun wollte ich richtig, wahrhaftig leben 
- aber wo, wo? Alles schrie: Zu uns ! Hier ist 
die richtige Wahrheit. (Reise, 207-07) 

He will seek out "den Grund des Daseins , auf dem 

das Volk lebte" (211), the "Volk" meaning: "die Beladenen, 

Unterdruckten , die, auf deren Rucken seit Jahrtau-

senden alle Veranderungen und Schmerzen geschahen" (215). 

The narrator stays in cities and works in factories 

where he becomes embroiled in the strife and turmoil of 

those years (208-09); he is no longer an outsider, an ob­

server, as before, but also not willing to let himself 
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be swept away by the enthusiasm for the obedient collective 

(205). Discouraged yet still seeking for his calling, 

he wanders to the coast where he works on fishing boats, 

lives in a cottage in the woods, and finds rejuvenation 

through the eternal sea and peaceful nature (209-10). 

From the sea and solitude he returns to the hurrying world, 

this time inspired by nature's pattern (210). 

He lives at the lowest, meanest level of society, 

residing in workers' barracks and working in a mine (213). 

He falls seriously ill and sinks into despair; his country 

is also near death, wrecked by strife (212-13). The end 

of his necessary journey is staved off at this point by 

two things: memories of those persons he has encountered 

who were selflessly helpful and showed by their unassuming 

humanity the way to "L;sung, Klarheit, einen neuen Anblick" 

(217); and by the entering into his life of a "Mensch" 

(218), a woman named Lucie, who, incidentally, is one of 

only three named persons in Reise, along with the narrator's 

brother, Friedrich (22), and his former fiancee, Erika 

(22). 

Lucie is a physician, an occupation which "fiihrte 

sie immer wieder zu Menschen" (218). Thanks to her 

love, the narrator not only recovers from his illness but 

finds new hope (221). She is for him the embodiment of 

all humane qualities, and for the reader she resembles 

in many respects ''der neue Mensch'' (described above): self-
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less, unassuming, dedicated to altruism, sensitive yet 

strong, able to see the good in every individual and ready 

to help them to become what they are capable of being (218-

20 & 232-33). In common with the narrator, she has lived 

through and been tried by suffering and she knows of the 

world's misery (218-20 & 222). Their coming together was 

not coincidence but rather destiny (221). Their love un-

folds naturally: "Wir fragten nicht nach dem Gesetz, weil 

wir wullten, daB Gesetze der Tod des Lebens sind, und Leben 

bluhte wunderbar auf" (222). Through Lucie the narrator's 

heart is set free, and through her he arrives at a simple 

truth which will show itself to lead to his final destiny 

on his necessary journey: 11 ich glaubte begriffen zu haben, 

daB nur der einzelne, je tiefer er lebt, der Menschhei t 

hilft, auch wenn er keine Spuren hinterliBt" (226). 

The following passage in Reise complements, once again 

in the manner of the fantastic scenes often found in Expres­

sionist station dramas, the narrator's finding love at 

this station on his journey. Lucie and he embark on a 

trip by ship. Like the earlier metaphor of the river boat 

as a world of good fellowship and also like the earlier 

metaphor of the cruise ship as a world rent into classes, 

this ship, too, is a metaphor for a world, a world buoyed 

up by love: "GleichmiBiges Stampfen der Maschine, gleichmi­

Jlige Bewegung dieser kleinen menschenvollen Erde zwischen 

Wasser und Himmel" (226). They feel united with the earth 
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and its rhythms: ''Ewiger Laut der Wellen, Anruf und Arbeit" 

(227). It seems that the journey is now over: "Ich hatte 

die Welt durchstreift, um am Ende zu erkennen, daB es wun­

dervoll war, einen Menschen bei sich zu haben 11 (229). 

However, soon after the cruise by ship, Lucie dies. 

Before she dies, she tells the narrator: "Du muBt viel 

lieben" (233); ''Solange ein Mensch Liebeskraft in sich 

hat, muB er auch lieben" (232). She reminds him that the 

important life is not among the rich and powerful, but 

among the poor and oppressed; those who are true to them-

selves will help them (232). The narrator sees in her 

death a sacrifice to the world (233)--a common motif in 

that Expressionist drama which portrays "der neue Mensch," 

such as in Georg Kaiser's Die Biirger von Calais (1914) 39 

Lucie's death has awakened the protagonist from all 

dreams and made him sensitively aware of others. 

been transformed finally; he says now of his ''Reise": 

He has 

Sie hatte mir gezeigt, woher ich kam. Ich ver­
lieB ein Haus als junger Biirger, der von nichts 
wuBte als von den Ding en seiner Schicht, son st 
nichts. Die Reise • belehrte mich iiber meine 
Eigenschaften, sie setzte mich dem Schicksal 
aus, und es hatte eine meinen Kraften gemaBe 
Gestalt. Was Maskerade war, wurde Wirklichkei t. 
Zuerst war ich ein armer Einzelner und durchwan­
derte den groBten Erdteil: Armut, ohne von denen 
zu wissen, die ihr ganzes Leben darin wohnen. 
Meine Augen offneten sich, ich erkannte das leid­
bedeckte Gesicht der Masse, die von allen ge­
braucht und verraten wird. Ich verlor den Hoch­
mut, ein einzelner zu sein, und als ich auf dem 
Grunde lebte ohne Namen, da fand ich wiederum, 
daB ich ein Gesicht besaB, das sich von andern 
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unterschied. (Reise, 234-35) 

Fired now by the living and self-renouncing love gained 

through Lucie, the narrator 

of this eighth station. 

moves on toward the conclusion 

to help the downtrodden, 

Following 

he continues 

Lucie's exhortation 

working and living 

among the poor. Everywhere there is still the strife and 

turmoil that used to deject him--"ffberall Irrsal und Wirr­

sal!" (236)--but now he sees a way out (236). He works 

at a gravel pit where the workers are put up in a dilapi­

dated prison camp from the First World War (237-38). The 

workers live as miserably within the still-standing barbed­

wire fence as the prisoners of war once did (237-38), where 

"die Liebe hatte keinen Platz" (238). Nonetheless, they 

do not succumb to despair. 

the prison of poverty; they 

They resolve to break out of 

form a workers' self-help co-

operative: "Sie sagten: wir wollen bauen" (239). On the 

ruins of the War (243) the workers build houses for them­

selves: "Das Land stohnte und zuckte vor Schmerzen, und 

wir begannen Hiuser zu bauen" (240). 

The narrator sees in this act of self help among 

the workers a model for renewing the world (239 & 241) 

as well as atoning for the catastrophe of the War (243). 

Reminiscent of 

a newer world 

the Expressionist 

(discussed early 

vision of bringing about 

on in this chapter), the 

narrator expresses his enthusiasm for its potential effect: 
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''Ein Pfad wurde in die Wildnis geschlagen, ein Weg in 

das El end. Wege werden fortan in die Wildnisse der Unge-

rechtigkeit und Qualen gebrochen werden, die allein Henschen 

verschuldeten, - bis die Erde zur Statte des Menschen gewor-

den ist" (243). Also in common with the Expressionists 

40 
in general, the narrator sees the hope for a better future 

to lie not in a return to nature or the ways of the past 

but rather in the promotion of moral progress: "Wir werden 

die technischen Dinge lieben, wenn sie uns die Moglichkeit 

geben, das Leben der Menschen menschlich zu machen" (242). 

Such moral progress will consist in transforming oneself 

into a selfless humanitarian, or, in other words, developing 

in oneself the "WirbewuBtsein" of Expressionist ethics 

(also discussed early on in this chapter): "Unter dem Himmel 

der Gerechtigkeit werden die Siedlungen leuchten, gebaut 

von denen, die ihre Hande und Herzen niemals fiir sich ge­

brauchen konnten 11 (244). 

In a passage at this point that complements the de­

scription of the forming of self-help groups among the 

workers--once again in the manner of the fantastic scenes 

in many Expressionist station dramas that complement the 

preceding action--the narrator describes a fantastic vision 

of what could be seen as a proletarian version of "der 

neue Mensch": 

Ich sehe aber auch - und gliicklich macht es mich, 
unsagbar wie aus den Wolken sich langsam wie 
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ein Stern ein Gesicht erhebt, das zauberhaft 
leuchtet. Es is das Gesicht eines jungen Arbei­
ters, und es tragt die Zuge eines Kameraden, 
mit dem ich im Bunker arbeitete. Es strahlt 
in ruhiger GewiBheit. Die Wolken zerfallen, 
sie zerstauben, die Erde wird klar. Jetzt sehe 
ich ihn ganz, meinen jungen Kameraden brei t 
steht er auf der Ertle. Seine Hasen tragen noch 
den Schmutz der letzen Nachtwache, aber niemals 
sah ich ein Gesicht so rein vor Freude und GewiB­
heit. 

Jetzt hebt er seine Hande an den Mund, feste 
Hande, die so gut die schimmernde Kahle in den 
Ofen schleudern konnten wie sie meine Hand druck­
ten, als ich bei einem Streik nicht versagte 

er offnet den Mund. Nur ein Wort ruft er, 
ein einziges, das alle meinten, die jemals die 
Ertle verandern wollten: Kameraden! 

Machtig braust es uber den Erdball, der 
im Blut des Hasses ertrank. Oh, und die Antwort, 
die ihm wird ! Aus den Rissen tauchen Gesichter, 
geschwarzte, ausgemergelte, heilig blasse, glu­
hende Gesichter, Antwort jubeln sie ihm! Er 
hebt seine Hand zu wundervollem GruB, er winkt: 
Kameraden! (Reise, 245-46) 

The narrator's rapturous vision expressed here brings 

to mind not only the utopian vision of many Expressionists, 

but also their ''fiery heart full to overflowing," as Jethro 

Bithell describes their characteristic ecstatic spirit 

in his Modern German Literature: 1880-1950. 41 
The narra-

tor's necessary journey has led him to this word, "Kame­

raden" (246). It also signals his having reached the eighth 

station on his journey of inner transformation: rising 

fully above the self-centred ''Ich" through love to the 

altruistic "Wir." With the confidence of one who has dis­

covered the truth he states: "Ich mochte aufstehen und 

etwas GroBes sagen. Ich sage: WIR ! " ( 246); by which he 
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means: ''Es sind viele, welche die Ertle neu aufbauen werden" 

(246). "WIR ! " is apparently the slogan of Reise. It is 

a gathering cry which is fraught with meaning, much in 

the fashion of the distinctive emotional outbursts of the 

Expressionists, which, according to Jethro Bithell (in 

the same book), condense their expression of this life 

to "' ein geball ter Schrei,' a clenched cry of ecstasy, 

a spate of ideas too fierce and young for dignity. 1142 

What follows is an epilogue. The narrator leaves 

the workers' housing cooperative in search of other places 

where he can mix his labour and his heart with those of 

others in order to build something that will serve to break 

down the barriers between people and turn the earth into 

one great home for all (247). He believes that there are 

other such persons as he in every land who believe in sweep­

ing away the darkness that envelops the world in order 

to allow in peace and light (248). They will understand 

what he has written: "Da es aus einem Herzen kommt, werden 

die Worte schon in einem Zusammenhang miteinander stehen" 

(249). Such persons will understand the import of his 

necessary journey, for: "Die Not wachst, und die Henschen 

tragen die Schuld daran" (254). 

He exhorts the young poets to concern themselves with 

the distress of the poor, the afflictions of the world, 

and to present visions of building the world anew (249-53); 

their mission is to overcome the ubiquitous chaos, to pre-
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sent "ein neues Ecce homo" (253). This call for a new 

''ecce homo" (a picture of Christ wearing a crown of thorns, 

hence a suffering Saviour or Redeemer) is as close as the 

narrator comes in Bauer's Reise to mentioning something 

akin to "der neue Mensch. 11 This call for a new depiction 

of the ecce homo is also reminiscent of the Expressionists' 

"desperate quest, 11 in the words of Ernst Rose in his A 

History of German Literature, "for new values that could 

replace the worn-out values" of their times, 43 as well 

as of what Rose calls their "visions of a better future. 1144 

Towards the end of his journey the narrator is drawn 

by a growing longing to see once again his brother, the 

soldier, whom he called a thief as he set out on his journey 

(254). Significantly, he has little desire to see his 

par en ts and no desire to see the for mer home ( 255). When 

he set out he likened himself to the prodigal son; however, 

he now realizes that he returns not as a wastrel but as 

a person changed by the ruins of the post-war years in 

the way his brother was changed into a man by the War (255-

56). The men greet each other as true brothers: ''Wir waren 

zwei Bruder und standen nahe zusammen" (256). The brother 

shows to the narrator his new-born child, who sleeps in 

the narrator's one-time room: "Hier beginnt es von neuem" 

(257). Then the narrator sets out again, 

um den gerechten Himmel vorzubereiten, unter 
dem and ere Mense hen heranwachsen wiirden, die 



aus den Kindern wie 
waren, Menschen, die 
ich sondern Wir. 
erbauen. (Reise, 257) 

Thus ends Die notwendige Reise, 
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dem meines Bruders gekommen 
niche mehr sagen werden: 
Wir werden die Dinge neu 

If we compare Die notwendige Reise with Ernst Toller's 

station drama Die Wandlung 45 we will find interesting paral-

lels in the progressive transformation of the protagonist 

in each work and also some likenesses between the figures. 

Die Wandlung serves well for the purpose of comparison 

because it is considered typical for Expressionist station 

46 drama : rather than a traditional play in the form of 

unified action divided into acts, Die Wandl ung expresses 

an inner vision through the presentation of "pictures" 

in loose connection with one another, some of which are 

the fantastic, dream-like scenes of Expressionist drama 

that complement the action by bringing out the inner vision 

more vividly. 

In common with Reise, Die Wandlung depicts the moral 

transformation of a young man from the German middle class 

who rejects the ethos of his class and sets out to discover 

the truth; the radical rejection of the middle class 

is moreover a typical motif in Expressionism, 47 As the 

play opens, the protagonist, Friedrich, shows himself to 

be frustrated and morose, and he blames his feeling of 

alienation from society on his family and the world he 



107 

was raised in. Like the narrator in Reise, he arrives 

at the first station when he senses that something is 

fundamentally wrong with his world and he realizes that 

he must divorce himself from it in order to seek for inner 

renewal. 

Believing that he can overcome his alienation from 

his compatriots by volunteering for military service, the 

young "Biirger'' makes a break with his life up to this point, 

as the narrator in Reise does at his second station, and 

he goes off to war. As a soldier united with his fellow 

countrymen in fighting against a common enemy, he does 

find comradeship, and through his distinguished service 

he earns the respect of the fatherland. This is the second 

station in Die Wandlung: the discovery of human fraternity. 

The narrator in Reise discovers human fraternity among 

the simple people on his short trip on a river boat; the 

protagonist in Die Wandlung discovers it in soldierly com­

radeship and honour. 

However, doubts soon begin to set 

dier has achieved the respect of his 

in. The young sol­

compatriots at the 

cost of killing human beings and nearly losing his own 

life. The horrors of war become clear to him and lead 

him to the third station: the dawning awareness that true 

human fraternity might be something greater than patriotism. 

This station can be compared to the third station in Reise 

where the narrator begins to learn to separate that which 
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is important in life from that which is unimportant. 

The young soldier returns to civilian life and becomes 

a sculptor. Still trying to believe in patriotism, he 

works for a year on a statue with which to honour the fa­

therland, but his artistic powers fail him in this endeav-

our. Finally the horrors of war overcome his illusions, 

he then flies into a rage and smashes the unfinished statue. 

At this moment--the climax--his sister enters the studio 

and convinces the despairing protagonist that his calling 

in life is to embrace humanity: "Dein Weg fiihrt dich zu 

den Menschen" (104). Like the narrator's beloved in Reise, 

Lucie, who shows him love and the way to humanity, or "Wir,'' 

Friedrich I s sister in Die Wandlung opens his eyes and his 

heart to love and humanity. This discovery marks the fourth 

station in Die Wandlung. It can be compared to the eighth 

station in Reise where the narrator discovers love and 

the altruistic "Wir." 

From this point onwards Friedrich undergoes a complete 

moral transformation, or "Wandlung." In common with the 

narrator in Reise, he descends to the proletariat, becomes 

one of them, and comes to know their sufferings, their 

longings and their hearts. Once transformed, he dedicates 

himself to the task of setting free human hearts from the 

evils that imprison them--war, avarice, and the barriers 

standing between persons, peoples, and between heart and 

mind. This is the fifth station in Die Wandlung: becoming 
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one of the simple people, seeing their common yet misshapen 

humanity, and resolving to restore the virtues of love 

and natural humanity to them. This station compares with 

the fifth station in Reise where the narrator becomes aware 

of his destiny, or calling to humanity; the sixth station 

where he becomes one of the workers; as well as the seventh 

station where he grasps that the goodness in human hearts 

lies imprisoned and that he must help in working to free 

it. 

In the sixth and final station in Die Wandlung Fried-

rich speaks to a gathering of the downtrodden. He has 

been transformed into "der neue Mensch" of Expressionism,
48 

a leader, who has an enlightened understanding of pure 

humanity and true community and a vision of a better world. 

He tells the restless crowd: "Ihr seid alle keine Menschen 

mehr, seid Zerrbilder eurer selbst" (122). With expres-

sionistic emotional intensity and anxious pathos the play 

comes to a close as Friedrich calls on the common people 

to follow him in overthrowing the tyranny of the machine 

in their hearts and achieving universal humanity through 

a bloodless revolution. This station is a call to action, 

and . it can be compared with the eighth station in Reise 

where the narrator takes action towards building a better 

world by joining himself to the workers in their building 

houses for themselves. The utopian 

rich in this culminating scene of 

vision beheld by Fried­

Die Wandlung 49 can be 
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compared also with the rapturous visions of the narrator 

in Reise in which he sees in the act of self help among 

the workers a model for renewing the world (239, 241, & 

245-46). 

What follows is an outline for each work of the sta­

tions on the path towards inner transformation, shown the 

one following the other so that they can be compared at 

a glance: 

STATIONS 

Die notwendige Reise 

1. Apprehending that the life which he (the protagonist) 

is leading is a fraud and realizing the necessity of 

undergoing an inner transformation in order to become 

a "Mensch." 

2. Breaking with the past: the ''Aufbruch.'' 

3, Learning to separate that which is important in life 

from that which is unimportant, 

4. Finding human fraternity and deciding on a direction 

to take for the sake of accomplishing the inner trans­

formation, 

5, Becoming aware of a particular destiny, a calling to 

humanity. 

6, Returning to the homeland changed into one of the simple 
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people. 

7. Recognizing that every person has a human heart and 

that hearts must be freed from the evils that imprison 

them. 

8. Rising fully above the self-centred ''Ich'' through love 

to the altruistic "Wir" which calls us to humanitarian 

action. 

Die Wandlung 

1. Sensing that something is fundamentally wrong with 

his (the protagonist Friedrich's) world and realizing 

that he must break away from his discordant existence. 

2. Breaking with the past and finding human fraternity 

in soldierly comradeship and outward honour bestowed 

by the fatherland. 

3. Becoming aware that true human fraternity might be 

something greater than unity under the fatherland. 

4. Discovering the profound meaning of love and humanity. 

5. Becoming one of the simple people, seeing their common 

yet misshapen humanity, and resolving to restore the 

virtues of love and natural humanity to them. 

6. Calling the downtrodden to a salutary, bloodless revo­

lution in order to overthrow the tyranny of the machine 

in their hearts and to bring about glorious, universal 

humanity. 
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The parallels that stand out in a comparison of the 

stations in Die notwendige Reise and Die Wandlung are those 

that reflect the formation of the character of "der neue 

Mensch'' of Expressionist drama: the moral transformation 

of a single individual who progresses step by step from 

the insignificant, solitary "Ich" through isolation, suffer­

ing and the discovery of the miraculous and divine nature 

of love to the attainment of the altruistic ''WirbewuBtsein. 11 

Also reflecting the formation of "der neue Mensch" is the 

attainment of a vision of a newer world in both works, 

an expressionistic vision of a world in which individual 

recovery of humanity through inner transformation is the 

key to a future society reprieved from exploitation and 

war, freed from national boundaries, and ready to take 

concerted action on behalf of the wretched of the earth 

and the coming generations for the sake of building true 

community, or the magic "Wir" called out by the narrator 

of Reise. Lastly, the expressionistic vision of a newer 

world and the path towards inner transformation in Reise 

are presented with much the same effusive language and 

intensity of imagery that distinguished Expressionist lit­

erature, as seen in this final example of the burning ear­

nestness and soaring idealism that infused Bauer's work: 

Ich sehe den Erdball 
von unzahligen Rissen 
wiBt, die Striche wie 
heiligen Gesicht der 

var mir wie ein Gesich t, 
und Wunden bedeckt. 1hr 

wiiste Sabelhiebe in dem 
groBen alten Ernahrerin 
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wurden van Menschen geschaffen, die das Evangelium 
des Hasses und der Ablehnung uber die Verkundigung 
menschlichen Wohlwollens stell ten. Es sind die 
Grenzen der Lander, die es dem Menschen verbieten 
wollen, die Ertle als sein Vaterland zu betrachten, 
es sind die Zaune des Unverstandnisses und des 
Hasses, die uns zwingen wollen, fur einen kleinen 
Teil der Erde Dinge zu tun, die ihm nicht zukom­
men. (244) 
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Conclusion 

Examining Walter Bauer's early works of poetry and 

prose shows increasing similarity to Expressionist litera­

ture: from the calls for recovering common humanity and 

bringing about unreserved and deep-hearted comradeship 

with the downtrodden of the world found in Bauer's first 

book, Kameraden, zu euch spreche ich, which echo excited 

calls from many Expressionists; to the revolutionary atti­

tude towards the world and the soaring moral idealism in 

Bauer's second book, Stimme aus dem Leunawerk, which recall 

the fervid spirit of the Expressionist movement; to, lastly, 

the expressionistic vision of achieving inner transformation 

and a newer world in Bauer I s fourth book, Die notwendige 

Reise. The similarity shows itself not only in the like-

nesses of certain passages from Bauer's works to passages 

from representative Expressionist works, but much more 

in the numerous instances of outlook, theme, and style 

that can be compared directly enough with some of the dis­

tinguishing features of Expressionist literature to be 

called expressionistic. 

Expressionistic elements of theme in Kameraden are 

apparent in the poems that decry the inhumanity of the 

modern urban and industrial world. In the manner of many 
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Expressionist works, these poems dramatize the deformation 

of the individual person in the tenement house and the 

factory and in the trenches on the battlefield. The theme 

of senseless sacrifice under the iron laws of the mechanical 

civilization takes form most vividly in the poem "Kreuzigung 

im Werk" in which the description of the daily suffering 

of the factory worker is likened to the crucifixion of 

Jesus--an image which parallels the crucifixion image found 

in Georg Kaiser's famous Expressionist play Von morgens 

bis mitternachts. The image of ''Hiob"--the latter-day 

proletarian Job--in Kameraden carries forward the theme 

of the guiltless suffering of the working 

incorporates the expressionistic elements 

pathos, the technique of the parable, and 

class and also 

of deep-going 

the ethos of 

all-embracing human sympathy. Poems which seek to arouse 

sympathy with specifically the soldiers on the front lines 

during the First World War, regardless of uniform, repeat 

substantially the Expressionist watchword brotherhood, 

In these poems the "lantern of the heart" guides us to 

brotherhood with all soldiers, exactly as the "unerring 

heart" in the poem "Bruder" by the Expressionist Heinrich 

Lersch leads one soldier to seeing a fallen soldier not 

as either friend or foe but as "an unknown comrade, 11 In 

common with the Expressionist outlook in general, Bauer's 

Kameraden appeals for raising the human spirit above tradi­

tion and contemporary society toward a new humanity. 
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A revolutionary undertone marks Stimme, sometimes 

anguished, sometimes high-spirited, moved by pity for the 

industrial drudges, much in the vein of the proletarian 

literature ''Arbeiterdichtung'' which was fostered by Expres-

sionism. Symbolic images of a socialist revolution in 

Stimme mirror images in Expressionist political literature: 

the red flag; Moscow as the new promised land in the East; 

and a rejection of God, who is poetically smitten by a 

reproachful worker with a hammer. What sets off Bauer's 

tendentious works from crass political agitation is the 

temperament of moral charity, which marks Stimme as much 

as the stridency. Characteristic also of the mind of Ex-

pressionism, this temperament inclines towards subjectiv­

ity and seeing life in a spiritual light; it finds expres­

sion typically in works imbued with rapture, anger, and 

the anxiety that accompanies a search for order and meaning 

in a lampless world and a seemingly insensate universe, 

such as, in Stimme, in the poem "Kindheit" with its apoca­

lyptic vision and in the poem "UnfaBbare Stunde" with its 

enthusiastic and yearning tone. Bauer chimed in with many 

Expressionists in calling, above all, for a revolution 

of the spirit; the poet had a mission: to "express'' genuine 

and humanizing sentiments. Bauer was of a mind with the 

Expressionists in holding that honesty in expression matters 

more than beauty; poems must come from the heart and speak 

out for the mute downtrodden, Bauer admonishes the other 
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young poets in verse in Stimme. Among the numerous works 

in the book that witness to this view, there stands out 

the poem "Wenn 

expressionistic 

sie jubeln, 

sentiment 

gehe ich mi t dir. 

of sincere and 

II The 

all-embracing 

compassion is embodied in the leitmotiv in Stimme of "Hiob," 

the proletarian Job. Poetic snapshots of "Hiob's'' life 

allow Bauer to depict the reality of working-class life 

and thereby appeal to the common humanity and the readiness 

for change in his audience. At the end of Stimme "Hiob 's 

son" speaks from the heart and speaks out, as did many 

ethic and visionary Expressionists, for a world completely 

different. 

Die notwendige Reise is trained on such a vision of 

a world completely different--an expressionistic vision 

of a world of peace and justice, ethical society and new 

contentment. Bauer's story is also the account of a neces-

sary journey of inner transformation which would promote 

such a newer world: the discovering of essential truths 

and undergoing spiritual transformation for the sake of 

becoming a more humane, selfless person. The account of 

the rambling outward journey of a young German "Burger" 

through the reality 

War, along with the 

of moral progress, 

of Europe soon after the First World 

account of his corresponding journey 

together parallel the unfolding of the 

typical Expressionist station drama which depicts the step­

by-step transformation of an individual into 11 der neue 
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Mensch." Comparison to just such a station drama, Ernst 

Toller's Die Wandlung, can be made in a number of respects: 

both works place utopian visions in contrast with the decry­

ing of war, as was not uncommon in Expressionist literature; 

the visionary passages in Reise complement the account 

in the way of the typically Expressionist fantastic scenes 

in Die Wandlung; in both works the protagonist is a type 

found often in Expressionist drama--young, restive and 

from the middle class; each aspires to become fully human 

in the manner of "der neue Mensch"; and moral transformation 

for each comes about through spiritual suffering and discov­

ering the miraculous and divine nature of love which over­

comes the isolation of the solitary self. The necessary 

journey in Reise leads to the realization that "We" is 

more important than "I": that the building of community 

afresh, the building of common standards, through selflessly 

joining one's heart and labour to those of other such commu­

nity-minded individuals is superior to mass society or 

proud individualism. This discovered truth repeats the 

Expressionist ethic of "WirbewuBtsein," or all-embracing 

altruism and unbounded humanity. The discovery of "WIR!" 

inspires Bauer's narrator in Reise to envision what could 

be called a proletarian ''neuer Mensch," who unites the 

wretched of the earth in making the world anew. Inspired 

further, the narrator calls upon the poets, with expression­

istic effusiveness, to present a new "ecce homo, 11 a new 
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image of a spiritual redeemer, which is equally reminiscent 

of "der neue Mensch" of Expressionism in that it stands 

for a new set of ideals and a new vision of the future 

for the world. 

According to Henry Beissel, writing in his introduction 

to Walter Bauer's 1976 collection of poems A Different 

Sun about the poet's temperament in his later years in 

Canada, Bauer came to have a "general lack of trust in 

the perfectibility of man. 111 Yet echoes of his early works 

and reminiscent echoes of Expressionism can be heard in 

the final words of his 1965 article ''German Poetry Today": 

he insists that the poets must continue to "work towards 

a new vision of man"; "[t] hey will have to restore the 

face of man. 112 It is in the same spirit of making a better 

world which animated the Expressionist movement that Walter 

Bauer dedicated his creative activities to unveiling evil 

and sorrow in the world and appealing to common humanity 

in each reader of his poetry and stories. The early works 

of his, discussed here, reflect the Expressionist vision 

of moral and material betterment of the human condition 

in the materialistic·, increasingly bewildering twentieth­

century Western civilization through each person's quest 

to recover humility, compassion, sincerity, and to develop 

a sense of personal and communal responsibility. In common 

with the Expressionists, Bauer believed that it is the 
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artists who must remind us of these virtues in an age that 

offers few touchstones, 
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world of form--wi th taste, demeanour, etiquette, 
and respectability--was an essential tool of 
nineteenth-century modernism, its mood and sub-· 
stance were an emphatic vitalism, a quest for 
spiritual liberation, and hence ultimately opti­
mism a bout the potential of man. Al though 
virulently opposed to what were considered the 
stultifying and suffocating preoccupations of 
bourgeois society, neo-idealism, "Lebensphiloso­
phie," abstractionism, and even decadentism were 
in essence an extension, against a backdrop of 
high industrialisation, of basic humanist princi­
ples which aimed at liberating man's potential 
for experience, beauty and life. Initially mod­
ernism was a culture of hope, a secular religi­
osity. (p. 27) 

Cf. Walter Bauer's remark about a multi-volume 

collection of Goethe's works in a letter, in Walter Bauer, 

"An Otto Roders," 28 December 1969, Liebe zu Deutschland 

heiBt Leiden an Deutschland: Briefe aus Kanada, 1962-1976, 

comp., ed., and foreword by Otto Roders (Gifkendorf: Merlin 

Verlag, 1980), p. 273: 

Diese Bande sind fur mich immer wieder 
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der Beweis dafiir, daB die Kunst, auch wenn sie 
nicht die Welt andert, auf eine subtile Weise 
den einzelnen verandern kann. Ich bin da durchaus 
nicht Benns und Audens Ansicht, daB die Kunst 
unwirksam ist. Sie offnet, sie macht bewuBt, 
sie vertieft Fiihlen und Denken; sind das nicht 
schon Veranderungen? ••• So ist es mit Goethe. 
Und ich wiinschte, daB manche meiner Sac hen auf 
den Leser eine ahnliche Wirkung ausiiben; daB 
sie ihn denken lassen: nicht schlecht, eine Stunde 
in Bauers Gesellschaft verbracht zu haben. Man 
kann eine belanglos scheinende Geschichte aus 
der eigenen Kindheit erzahlen, und sie kann eine 
ahnliche Wirkung haben. Die Grenze zwischen 
bedeutend, groB und klein verwischen sich da. 

Bauer, "An Otto Roders," 5 January 1969, Liebe 

zu Deutschland heiBt Leiden an Deutschland, p. 210. 
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Chapter 3 

1 Walter Bauer, Kamerad en, zu euch spreche ich (Dres-

den: Buchverlag Kaden & Comp., 1929). 

ences to this work appear in the text.) 

(All further refer-

2 
Ernst Tessloff, Foreword, Der Weg zahlt, nich t die 

Herberge: Pros a und Verse, 1928-1964 by Walter Bauer (Ham-

burg: Ernst Tessloff Verlag, 1964), pp. 10-11. The meaning 

of ''Kamerad" in Bauer's own words is also found in a letter 

to Ernst Tessloff 's widow about the man, in Walter Bauer, 

''An Frau Tessloff," 30 May 1973, Liebe zu Deutschland heiBt 

Leiden an Deutschland: Briefe aus Kanada, 1962-1976, comp., 

ed. and foreword by Otto Roders (Gifkendorf: Merlin Verlag, 

1980): 

3 

Er gehorte zu den noch .. wenigen meiner Freunde, 
die wie ich, obgleich junger als sie, als Wirk­
lichkeit erfuhren, was nun Geschichte und Lese­
stoff geworden ist, und diese Erfahrungen, in 
unser Leben eingebrannt, schufen eine besondere 
Zusammengehorigkeit und eine freundschaftliche 
Nahe sel ten er Art. Das war der Sinn, den ich 
dem Worte ''Kamerad" gab. (pp. 409-10) 

Tessloff, Foreword, Der Weg zahlt, nicht die Her-

berge, p. 11. 

4 Kurt Pinthus, ed., Menschheitsdammerung: Ein Dokument 

des Expressionismus (1920; rpt. Hamburg: Rowohlt Taschenbuch 

Verlag, 1959; first published under the title Menschheits­

dammerung, Symphonie jungster Dichtung by Ernst Rowohlt 
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Verlag, Berlin, 1920). 

5 

p. 2 9. 

6 

Pinthus, Foreword ("1919"), Menschheitsdimmerung, 

Roy Allen, German Expressionist Poetry (Boston: 

Twayne Publishers, 1979), p. 49. 

7 Franz Werfel, "Fremde sind wir auf der Erde Alle, 11 

in Menschheitsdimmerung, pp. 72-73. 

8 Wolfgang Beutin et al., Deutsche Literaturgeschichte: 

Von den Anfingen bis zur Ge gen wart, 3rd ed. (Stuttgart: 

J. B. Metzlersche Verlagsbuchhandlung, 1989), p. 324. 

Penrith Goff, in his article "Impressionism and Expression­

ism," in .The Challenge of German Literature, ed. Horst 

S. Daemmrich and Di ether H. Haenicke (Detroit: Wayne State 

Univ. Press, 1971), comments on the significance of the 

poem "Stidter" as an example of the Expressionist outlook: 

Bruno 

9 

for the early expressionist lyric poets 
the horrors of existence in an urban and indus­
trial society loom with particular urgency. 
Their work does not register the personal agony 
of over-sensitive nerves but objectively 
records the drab life of the soulless city dwell­
ers . . . who are dehumanized by the daily routine 
of factory life. At home, despite the 
overcrowded living conditions, they are desper­
ately lonely. Loneliness and isolation 
were the basic conditions in the world as the 
expressionists experienced it. (p, 292) 

Walter Bauer, Ein Mann zog in die Stadt (Berlin: 

Cassirer Verlag, 1931). 

10 
Georg Kaiser, Von bis mitternachts, ed. morgens 
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and afterword by Walther Huder (Stuttgart: Philipp Reclam 

jun., 1964). 

11 Bruno Leon, "Der Ruf gilt dir, Kamerad! Deutsche 

Arbeiterdichtung (XIX)," Gewerkschaftliche Rundschau fiir 

die Bergbau- und Energiewirtschaft (Boch um: Berg-Verlag), 

16 (July 1963), 429. 

12 Allen, German Expressionist Poetry, p.64. 

13 Ernst Rose, A History of German Literature (New 

York: New York Univ. Press, 1960), p. 296. 

14 Ernst Toller, Eine Jugend in Deutschland (1933; 

rpt. Reinbek bei Hamburg: Rowohlt Taschenbuch Verlag, 1963). 

Although Toller' s autobiography was published after Kame­

rad en, Walter Bauer was familiar as a youth with the works 

of Ernst Toller, as mentioned by Hartmut Froeschle in his 

article "Walter Bauer: Sein dich terisches Werk mi t beson­

derer Beriicksichtigung seines Kanada-Erlebnisses," German­

Canadian Yearbook (Tor on to: Historical Society of Mecklen­

burg Upper Canada, 1979), 5: "Unter die teuren Namen der 

Jugend zahlt er auch Ernst Toller, dessen Schwalbenbuch 

ihm immer wertvoll blieb ..• " (p. 78). 

15 Erich Maria Remarque, Im Westen nichts Neues (Ber-

lin: Im Propylaen-Verlag, 1929), chap. ix, esp. pp. 222-25. 

16 J. G. Robertson, A History of German Literature, 

5th ed., rev. and enl. by Edna Purdie, W. I. Lucas, and 

M. 0 'C. Walshe (Edinburgh and London: William Blackwood 

& Sons Ltd., 1966), p. 546. 
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17 Beutin et al. in their Deutsche Literaturgeschichte 

(cited above) agree with Kurt Pinthus in his 1919 foreword 

to Menschheitsdammerung (cited above, p. 29) that the four 

watchwords of Expressionism are "Mensch, Welt, Bruder, 

Gott" (p. 379); and Jethro Bithell in his Modern German 

Literature: 1880-1950 (London: Methuen & Co. Ltd., 1959) 

states: 

18 

The ethics of expressi~nism can be stated in 
a few catchwords. "Nicht ich, sondern du," or 
"Wirbewusstsein," means al truism or love of 
others. Freethinkers, but thrusting forward a 
fanatical pretence of religion, the expressionists 
are "seekers of God." in their cry for 
brotherhood of races and the reconciliation of 
races they repeat Schiller's "Millionen, seid 
umschlungen!'' (p. 361). 

Penrith Goff in his article "Impressionism and 

Expressionism'' (cited above) states that the Expressionists 

"saw the urgent need for regeneration and urged their public 

to overcome isolation by recognizing that all men are 

brothers. They envisioned an era to come when such communal 

feeling 

19 

would be reality instead of mere dream'' (p. 292). 

Karl Otten, "Die Thronerhebung des Herzens," in 

Menschhei tsdammerung, p. 245. Roy Allen in his German Ex-

pressionist Poetry (cited above) remarks about Karl Otten 

in reference to the poem ''Thronerhebung des Herzens'': "Much 

like Werfel, Wolfenstein, Hasenclever, Goll, Lasker-Schuler, 

Kurt Heynicke, and many other Expressionist poets, Otten 

emphasizes the need for restoring to this world the values 
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associated with_ the· 'heart' (love, sympathy, warmth, friend­

ship, sensitivity, etc.)'' (p. 114). 

20 Herman Salinger, ed. & trans., Twentieth-Century 

German Verse (Freeport, New York: Books for Libraries Press, 

1952), p. 76; from the version published in Heinrich Lersch, 

Mit briiderlicher Stimme (Stuttgart: Deutsche Verlags-An­

stalt, 1934); the first version was published in Heinrich 

Lersch, Herz! Aufgliihe dein Blut: Gedichte im Kriege (Jena: 

Eugen Diederichs Verlag, 1918), p. 101. Walter Bauer and 

Heinrich Lersch were in fact acquainted, at least through 

correspondence about Bauer's writing which dates back to 

early 1929, and furthermore the short prose passages in 

Stimme aus dem Leunawerk were perhaps the result of encour­

agement from Heinrich Lersch, according to Hans-Martin 

PleBke in his article "' Alles was ist, hat den gleichen 

Quell': tiber das erzahlerische Werk von Walter Bauer," 

in Der Wanderer: Aufsatze zu Leben und Werk von Walter 

Bauer, ed. Walter Riedel and Rodney Symington (Bern: Peter 

Lang, 1994), p. 37. That the Expressionist "Arbeiterdich-

ter" Lersch might have influenced Bauer is suggested by 

the mentioned comparison of the pathos, the language, and 

the form in Bauer I s earliest published works with those 

for which Lersch is known, made in Hermann Kunisch, Lexikon 

der deutschsprachigen Gegenwartsliteratur, rev. and ed. 

by Herbert Wiesner (Munich: Nymphenburge-r Verlagshandlung, 

1981), p. 40. 
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Chapter 4 

1 Walter Bauer, Stimme aus dem Leunawerk, afterword 

Hans-Martin Pleflke (1930; rpt. Leipzig: Verlag Philipp 

Reclam jun., 1980). 

appear in the text.) 

(All further references to this work 

2 C. P. Magill, German Literature (London: Oxford 

Univ. Press, 1974), p. 149. 

3 I 
Alber~ Bettex, "Modern Literature (1885 to the pres-

ent)," in German Literature: A Critical Survey, ed. Bruno 

Boesch, trans. Ronald Taylor (London: Methuen & Co., 1971), 

pp. 316-17 ((on "New Objectivity"); and J. J. White, "The 

Cult of 'Fbnctional Poetry' during the Weimar Period,'' 
' 

in Weimar Germany: Writers and Politics, ed. A. F. Bance 

(Edinburgh: 'Scottish Academic Press, 1982), pp. 91-109. 

4 For examples of the "zarten, kleinen Mensch en W. 

B.," see the poems: "iibers Feld, Mutter, ging ich dir weit 

entgegen'' (~. 26), and ''Im Krieg, Mutter, tat ich dir Gutes'' 

(pp. 31-33);, furthermore, the name "W. B." appears expressly 

in the three poems: "Fur die Gestorbenen der Leuna-Werke" 

(p. 72), "Lebenslauf" (p. 81), and "Die Stimme, welcher 

ich zu Hilfe eile" (p. 113); all in Walter Bauer, Kame­

raden, zu euch spreche ich (Dresden: Buchverlag Ka den & 

Comp., 1929). 

5 Giint:er Hess, "Walter Bauer und Stefan Zweig: The 

Literary and Personal Relationship," in Der Wanderer: Auf-
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satze zu Leben und Werk von Walter Bauer, ed. Walter Riedel 

and Rodney Symington (Bern: Peter Lang, 1994), p. 24. 

6 Hess, "Walter Bauer und Stefan Zweig," in Der Wande-

rer, p. 24. 

7 Walter Bauer, "An Friedrich G. Kiirbisch," 3 September 

1971, Liebe zu Deutschland heiBt Leiden an Deutschland: 

Briefe aus Kanada, 1962-1976, comp., ed. and foreword by 

Otto Roders (Gifkendorf: Merlin Verlag, 1980), p. 340. 

8 Manfred Brauneck, ed., "Bauer, Walter," Autorenlexi-

kon deutschsprachiger Literatur des 20. Jahrhunderts, 3rd 

ed. (Reinbeck bei Hamburg: Rowohlt Taschenbuch Verlag, 

1984); Hartmut Froeschle, "Walter Bauer: Sein dichterisches 

Werk mit besonderer Beriicksichtigung seines Kanada-Erleb­

nisses," German-Canadian Yearbook, 5 ( 1979), 78; Hermann 

Kunisch, Lexikon der deutschsprachigen Gegenwartsliteratur, 

rev. Herbert Wiesner (Munich: Nymphenburger Verlagshandlung, 

1981), p. 40; Bruno Leon, "Der Ruf gilt dir, Kamerad! Deut­

sche Arbeiterdichtung (XIX)," Gewerkschaftliche Rundschau 

fiir die Bergbau- und Energiewirtschaft (Bochum: Berg-Ver­

lag), 16 (July 1963), 428-431; Johannes Maczewski, "Auf 

der Suche nach dem NIGHTS: Zu Walter Bauers Kanada-Gedich-

ten," Yearbook of German-American Studies, 19 (1984), 

141; Hans-Martin PleBke, Afterword, Stimme aus dem Leuna­

werk, by Walter Bauer (1930; rpt. Leip_zig: Verlag Philipp 

Reclam jun., 1980), pp. 129-30 & 132; Hans-Martin PleBke, 

"Walter Bauer: Vortrag iiber Leben und Werk,'' German-Canadian 
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Yearbook, 9 (1986), 175; Wolfgang Trampe, "Ich habe gelesen: 

Stimme aus dem Leunawerk van Walter Bauer," Neue Deutsche 

Literatur, 28, No. 12 (December 1980), 112; and Gero van 

Wilpert, Sachworterbuch der Literatur, 7th rev. and enl. 

ed. (Stuttgart: Alfred Kroner Verlag, 1989), p. 47 ("Arbei­

terdichtung"). 

9 Jethro Bithell, Modern German Literature: 1880-1950 

(London: Methuen & Co. Ltd., 1959), p. 418; and "Arbeiter-

dichtung," Knaurs Lexikon A-Z (Hamburg, Stuttgart, Munich: 

Deutscher Bucherbund, 1972). 

10 Bettex, ''Modern Literature,'' p. 314. See also 

E. Brenner, Deutsche Literaturgeschichte (Wels, Upper Aus­

tria: Verlagsbuchhandlung Leitner & Co., 1963), p. 258; 

and Paul Merker and Wolfgang Stammler, Reallexikon der 

deutschen Li tera tur geschich te, 2nd ed. rev. Werner Kohl­

schmid t and Wolfgang Mohr (Berlin: Walter de Gruyter & 

Co., 1958), I, 98. 

11 "Engelke, Gerrit," Knaurs Lexikon; Henry and Mary 

Garland, "Engelke, Gerri t," The Oxford Companion to German 

Literature, 2nd ed. Mary Garland (Oxford and New York: 

Oxford Univ. Press, 1986); ''Kneip, Jakob,'' Der grosse 

Herder, 1954; and Harry T. Moore, Twentieth-Century German 

Literature (London: Heinemann Educational Books Ltd., 1971), 

p. 50 (on Brager and Lersch). With respect to the "working­

men poets" within the genre ''Arbeiterdichtung'' it is empha­

sized by Merker and Stammler in Reallexikon der deutschen 
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Literaturgeschichte (cited above): " doch muB die 

sozialistisch-revolutionare Dichtung (Joh. R. Becher, Walter 

Hasenclever, Ernst Toller, Friedrich Wolf, Paul Zech u. 

a.) mi t ihrer vorwiegend poli tisch-idealistischen Tendenz 

und ihrem burgerlichen Schriftstellertum als Ausgangspunkt 

streng von der Arbeiterdichtung als Dichtung werktatiger 

Arbeiter geschieden werden" (I, 98). 

12 Wolfgang Beutin et al., Deutsche Literaturgeschich-

te: Von den Anfangen bis zur Gegenwart, 3rd ed. (Stuttgart: 

J. B. Metzlersche Verlagsbuchhandlung, 1989), p. 575. 

On Bauer and "Arbeiterdichtung,'' see also Hermann Boeschen-

stein, ''Betrachtungen zur deutschkanadischen Literatur,'' 

Annalen 1: Symposium, 1976, pp. 1-17, esp. p. 7. 

13 Brenner, Deutsche Literaturgeschichte, p. 258. 

14 Paul Zech, "FabrikstraBe Tags," in Menschheits-

dammerung: Ein Dokument des Expressionismus, ed. Kurt Pin-

thus (1920; rpt. Hamburg: Rowohlt Taschenbuch Verlag, 1959), 

p. 55. Comparable also with Bauer I s "Der Lehr ling" are 

other poems by Zech on proletarian fate in Menschheits­

dammerung: "Sortiermadchen, 11 PP. 55-56; and II Aus den Fen-

stern eines Kesselhauses," pp. 124-25. 

15 Bithell, Modern German Literature, p. 418. 

16 August Closs, Ivor Keys, and H. M. Waidson, Twenti-

eth Century German Literature, Vol. IV of Introduction 

to German Literature, ed. August Closs (London: The Cresset 

Press, 1969), p. 23. See also Roy Allen, German Expression-
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ist Poetry (Boston: Twayne Publishers, 1979), pp. 106-07. 

17 Henry and Mary ~arland, ''Barthel, Max," and ''Brager, 

Karl," The Oxford Compalion to German Literature. 

18 I Moore, Twentieth-Century German Literature, pp. 

50-51. 1 

19 Bithell, Modern German Literature, p. 418; and 

Merker ~nd Stammler, Reallexikon der deutschen Literaturge­

schichte, I, 98. 

20 Bithell, Modern German Literature, p. 418. 

21 Jan Berg et al., Sozialgeschichte der deutschen 

Literatur van 1918 bis zur Gegenwart (Frankfurt am Main: 

Fischer Taschenbuch Verlag, 1981), p. 41: "Anders als bei 

den Arbeiterdichtern stehen bei diesen Autoren [of prole­

tarian literature, Johannes R. Becher, Emil Ginkel, Walter 

Bauer, and Wilhelm Thaczyk in the early 1930s] gerade die 

Deformation, die Vernichtung individueller Substanz <lurch 

die entfremdete Arbeit im Vordergrund." Hans-Martin PleBke 

also draws attention to this distinction in the afterword 

he wrote for the 1980 reprint edition of Stimme aus dem 

Leunawerk: 

Nicht darum geht es ihm, die Welt der Industrie 
zu schildern, sondern mi t reiner Stimme das aus­
zusprechen, was alle namenlos Bleibenden bewegt, 
die ''mit tiefen Falten in den Gesichtern'' Schmerz, 
Enttauschung, Leid und Zuversicht selbst nur 
unhorbar ausdrucken konnen. (127-28) 

22 Bithell, Modern German Literature, p. 391; Patrick 
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Bridgwater, ed., Twentieth-Century German Verse (Harmonds­

worth, Middlesex: Penguin Books Ltd., 1963), p. li; Penrith 

Goff, "Impressionism and Expressionism, 11 in The Challenge 

of German Literature, ed. Horst S. Daemmrich and Diether 

H. Haenicke (Detroit: Wayne State Univ. Press, 1971), pp. 

294-95; and Ernst Rose, A History of German Literature 

(New York: New York Univ. Press, 1960), pp. 295-96. 

23 Zech, "Fr~ser," in Menschheitsd~mmerung, p. 59. 

24 Rose, A History of German Literature, p. 295. 

25 Magill, German Literature, p. 149. Bauer's early 

sympathies with the radical Left have been mentioned in 

several articles: Gunter Albrecht et al.' "Bauer, Walter, II 

Lexikon deutschsprachiger Schriftsteller (Kronberg Ts.: 

Scriptor Verlag, 1974); Henry Beissel, ''A Tribute to Walter 

Bauer," The Tamarack Review, 64 (November 1974), 6; 

Froeschle, "Walter Bauer," p. 83; Rudolf Hagelstange, "Ge­

denkwort fur Walter Bauer," Jahrbuch der Deutschen Akademie 

fur Sprache und Dichtung (Heidelberg: Verlag Lambert Schnei­

der, 1977), (yearbook for 1976) p. 196; Maczewski, "Auf 

der Suche nach dem NICHTS, 11 pp. 133 & 136; and Hans-Martin 

PleBke, "Gott hat vie le gute Worte fiir die Seinen: Uber 

das Werk von Walter Bauer, 11 Die Zeichen der Zei t (German 

Democratic Republic), October 1953, p. 385. 

26 Allen, German Expressionist Poetry, pp. 106-07; 

Bithell, Modern German Literature, p. 396; and Closs et 

al., Twentieth Century German Literature, p. 28. 
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27 Bettex, ''Modern Literature," p. 312; Closs et al., 

Twentieth Century German Literature, p. 22; and Goff, "Im­

pressionism and Expressionism," p. 292. 

28 Georg Heym, "Der Krieg," in Menschheitsdammerung, 

p. 79. 

29 Allen, German Expressionist Poetry, p • 110. As 

concerns the symbolic colour red in Bauer I s first works, 

there is a quotation in PleBke' s afterword to the reprint 

edition of Stimme from one of Bauer's postwar, largely 

autobiographically-based works in which the speaker, a 

fictitious poet, on reflecting on his first published 

poems, says that they were coloured "Schwarz und Rot; es 

gibt ja auch keine anderen Farben. 

melten, sie forderten'' (126). 

Sie riefen, sie stam-

30 Eva Kolinsky, Engagierter Expressionismus: Poli tik 

und Literatur zwischen Weltkrieg und Weimarer Republik 

(Stuttgart: J.B. Metzlersche Verlagsbuchhandlung, 1970), 

p. 138. 

31 Walter Hasenclever, ''Der Gefangene, 11 in Menschheits-

dammerung, p. 132. 

32 Ernst Toller, Prosa-Briefe-Dramen-Gedichte, foreword 

Kurt Hiller (Reinbek bei Hamburg: Rowohlt Taschenbuch Ver-

lag, 1979), p. 292. The political -symbolism of the East 

in these lines by Toller is corroborated by Michael Ossar 

in his Anarchism in the Dramas of Ernst Toller: The Realm 

of Necessity and the Realm of Freedom (Albany, New York: 



146 

State Univ, of New York Press, 1980), pp. 118-19. 

33 

p. 23. 

34 

p. 23. 

35 

Closs 

Closs 

For 

et al. , Twentieth Century German Literature, 

et al. , Twentieth Century German Literature, 

a discussion of Bauer's political attitude, 

see PleBke, Afterword, Stimme aus dem Leunawerk, p. 129. 

36 Beutin et al. , Deutsche Literaturgeschichte, p. 

380. 

37 Franz Werfel, "Revolutions-Aufruf," in Menschheits-

dammerung, pp. 252-53. 

38 PleBke, ''Gott hat viele gute Worte fiir die Seinen,'' 

p. 385. 

39 For example, Bertolt Brecht's 1927 play Die heilige 

Johanna der Schlachth~fe (from Bettex, "Modern Literature," 

p. 318), in which there are the lines: 

Drum, wer unten sagt, daB es einen Gott gibt 
Und kann sein unsichtbar und hiilfe ihnen doch, 
Den soll man mit dem Kopf auf das Pflaster 

schlagen, 
Bis er verreckt ist. 

See also Beu tin et al., Deutsche Literaturgeschichte, p. 

421, on the Marxist import of the play, 

40 Kolinsky, Engagierter Expressionismus, p. 19, quot-

ing Ernst August Wicke, ''Das Phanomen der Menschenliebe 

im expressionistischen Drama als sakularisierte Form der 

christlichen Agape,'' Diss. Marburg 1952, p. 30. 
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41 A discussion of Bauer I s view of God and religion 

in Stimme and in his other works is to be found in PleBke, 

"Gott hat viele gute Worte fiir die Seinen"; and in Henry 

Beissel, "Der Atem und das Licht: The Unpublished Poetry 

Manuscripts of Walter Bauer's Last Decade," in Der Wanderer, 

p. 188 (footnote). 

42 PleBke, "Gott hat viele gute Worte fiir die Seinen,'' 

p. 385. 

43 Ernst Stadler, "Zwiegesprach," in Menschhei tsdamme­

rung, p. 202. 

44 •• 11 II •• Else Lasker-Schuler, An Gott, in Menschheitsdamme-

rung, pp. 198-99. 

45 Kolinsky, Engagierier Expressionismus, p. 21. 

46 Modris Eksteins, "When Dea th was Young 

Germany, Modernism and the Great War, 11 in Ideas into Poli­

tics: Aspects of European History, 1880-1950, ed. R. J. 

Bullen, H. Pogge van Strandmann, and A. B. Polansky (London: 

Croom Helm; Totowa, New Jersey: Barnes & Noble Books, 1984), 

pp. 32-34 (ellipsis in the original). 

47 Kolinsky, Engagierter Expressionismus, p. 48. 

48 J. G. Robertson, A History of German Literature, 

5th ed., rev. and enl. Edna Purdie, W. I. Lucas, and M. 

0'C. Walshe (Edinburgh and London: William Blackwood & 

Sons Ltd., 1966), pp. 546-47. 

49 See, for instance, Froeschle, "Walter Bauer," p. 

83; and Gunther Hess, '''Lehren: anregen, ;ffnen, begeistern 
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humanisieren': Walter Bauers Laufbahn als Lehrer, 11 

in Der Wanderer, p. 10 (ellipsis in the original). 

SO Maczewski, ''Auf der Suche nach dem NIGHTS,'' p. 

136. On the anti-capitalist attitude, see Bauer's letter 

to A. Bauer, 16 November 1923, in Hess, "'Lehren: anregen, 

offnen, begeis tern humanisieren, '" in Der Wanderer, 

p. 10 (ellipsis in the original). 

51 Wilhelm Klemm, "Der Bettler," in Menschheitsdamme-

rung, pp. 282-83 
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53 Beu tin et al., Deutsche Literaturgeschichte, pp. 

338-39. On Bauer's view of the social mission of the poet, 

see also his lett'er to Rainer Hessler, 24 April 1972, in 

Bauer, Liebe zu Deutschland heiBt Leiden an Deutschland, 

p. 366. 

54 Johannes R. 

dammerung, p. 213. 

Becher, ''Vorbereitung,'' in Menschheits-

55 Walter H 1 asenc ever, "Der politische Dichter,'' in 

Menschheitsdammerung, pp. 213-16. 

56 Walter Bauer, Geburt des Poeten: Erinnerungen 

(Frankfurt am Main: Suhrkamp Verlag, 1980). 

57 Berg et al., Sozialgeschichte der deutschen Litera-

tur von 1918 bis zur Gegenwart, p. 41; Henry Beissel, Fore-

word, A Different Sun, by Walter Bauer, trans. Henry Beissel 

(Ottawa: Oberon Press, 1976), pp. 5 & 7; Froeschle, "Walter 

Bauer," p. 78; Hagelstange' "Gedenkwort fur Walter Bauer' II 
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p. 196; Hess, "Walter Bauer and Stefan Zweig,'' p. 24; Gunter 

Hess, "The German Immigrant Writer Walter Bauer: The Burden 

of His European 'Luggage,"' in The Old World and the New: 

Literary Perspectives of German-speaking Canadians, ed. 

Walter E. Riedel (Toronto: Univ. of Toronto Press, 1984), 
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