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Wenn im Unendlichen dasselbe Sich wiederholend ewig fliesst, Das tausendfältige Gewölbe Sich kräftig ineinander schliesst; Strömt Lebenslust aus allen Dingen, Dem kleinsten wie dem grössten Stern, Und alles Drängen, alles Ringen Ist ewige Ruh in Gott dem Herrn.
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TRANSLATOR'S PREFACE

The conspicuous features in this first burst of criticism were, on the one hand, want of adequate critical equipment in the general critic, and, on the other, inability to see the wood for the trees in the man of learning. No one, reading Schroeter's book (which by the way is one-third as large as Spengler's first volume itself), can fail to agree with his judgment that notwithstanding paradoxes, overstrainings, and inaccuracies, the work towers above all its commentators. And it was doubtless a sense of this greatness that led many scholars—amongst them some of the very high—to avoid expressing opinions on it at all. It would be foolish to call their silence a "sitting on the fence"; it is a case rather of reserving judgment on a philosophy and a methodology that challenge all the canons and carry with them immense implications. For the very few who combine all the necessary depth of learning with all the necessary freedom and breadth of outlook, it will not be the accuracy or inaccuracy of details under a close magnifying-glass that will be decisive. The very idea of accuracy and inaccuracy presupposes the selection or acceptance of co-ordinates of reference, and therefore the selection or acceptance of a standpoint as "origin." That is mere elementary science—and yet the scholar-critic would be the first to claim the merit of scientific rigour for his criticisms! It is, in history as in science, impossible to draw a curve through a mass of plotted observations when they are looked at closely and almost individually.

found in Spengler's vast ordered multitude of facts, Eduard Meyer honourably bears testimony to our author's "erstaunlich umfangreiches, ibm ständig präsentes, Wissen" (a phrase as neat and as untranslatable as Goethe's "exakte sinnliche Phantasie"). He insists upon the fruitfulness of certain of Spengler's ideas such as that of the "Second Religiousness." Above all, he adheres to and covers with his high authority the basic idea of the parallelism of organically-living Cultures. It is not necessarily Spengler's structure of the Cultures that he accepts — parts of it indeed he definitely rejects as wrong or insufficiently established by evidences — but on the question of their being an organic structure of the Cultures, a morphology of History, he ranges himself frankly by the side of the younger thinker, whose work he sums up as a "bleibendez und auf lange Zeit hinaus nachhaltig wirkendez Besitz unserer Wissenschaft und Literatur." This last phrase of Dr. Meyer's expresses very directly and simply that which for an all-round student (as distinct from an erudite specialist) constitutes the peculiar quality of Spengler's work. Its influence is far deeper and subtler than any to which the conventional adjective "suggestive" could be applied. It cannot in fact be described by adjectives at all, but only denoted or adumbrated by its result, which is that, after studying and mastering it, "one finds it nearly if not quite impossible to approach any culture-problem — old or new, dogmatic or artistic, political or scientific — without conceiving it primarily as 'morphological.'"

The work comprises two volumes — under the respective sub-titles "Form and Reality" and "World-historical Perspectives" — of which the present translation covers the first only. Some day I hope to have the opportunity of completing a task which becomes — such is the nature of this book — more attractive in proportion to its difficulty. References to Volume II are, for the present, necessarily to the pages of the German original; if, as is hoped, this translation is completed later by the issue of the second volume, a list of the necessary adjustments of page references will be issued with it. The reader will notice that translator's foot-notes are scattered fairly freely over the pages of this edition. In most cases these have no pretensions to being critical annotations. They are merely meant to help the reader to follow up in more detail the points of fact which Spengler, with his "ständig präsentes Wissen," sweeps along in his course. This being their object, they take the form, in the majority of cases, of references to appropriate articles in the Encyclopædia Britannica, which is the only single work that both contains reasonably full information on the varied (and often abstruse) matters alluded to, and is likely to be accessible wherever this book may penetrate. Every reader no doubt will find these notes, where they appertain to his own special subject, trivial and even annoying, but it is thought that, for example, an explanation of the mathematical Limit may be helpful to a student who knows all about the Katharsis in Greek drama, and vice versa.

C. F. A

January, 1926.




PREFACE TO THE REVISED EDITION

By understanding the world I mean being equal to the world. It is the hard reality of living that is the essential, not the concept of life, that the ostrich-philosophy of idealism propounds. Those who refuse to be bluffed by enunciations will not regard this as pessimism; and the rest do not matter. For the benefit of serious readers who are seeking a glimpse at life and not a definition, I have — in view of the far too great concentration of the text — mentioned in my notes a number of works which will carry that glance into more distant realms of knowledge.

Blankenburg am Harz. December, 1922.


PREFACE TO THE FIRST EDITION

OSWALD SPENGLER

Munich, December, 1917
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CHAPTER I



INTRODUCTION

T

In this book is attempted for the first time the venture of predetermining history, of following the still untravelled stages in the destiny of a Culture, and specifically of the only Culture of our time and on our planet which is actually in the phase of fulfilment — the West-European-American.

TT

It is, and has always been, a matter of knowledge that the expression-forms of world-history are limited in number, and that eras, epochs, situations, persons are ever repeating themselves true to type. Napoleon has hardly ever been discussed without a side-glance at Cæsar and Alexander — analogies of which, as we shall see, the first is morphologically quite inacceptable and the second is correct — while Napoleon himself conceived of his situation as akin to Charlemagne's. The French Revolutionary Convention spoke of Carthage when it meant England, and the Jacobins styled themselves Romans. Other such comparisons, of all degrees of soundness and unsoundness, are those of Florence with Athens, Buddha with Christ, primitive Christianity with modern Socialism, the Roman financial magnate of Cæsar's time with the Yankee. Petrarch, the first passionate archæologist (and is not archæology itself an expression of the sense that history is repetition?) related himself mentally to Cicero, and but lately Cecil Rhodes, the organizer of British South Africa, who had in his library specially prepared translations of the classical lives of the Cæsars, felt himself akin to the Emperor Hadrian. The fated Charles XII of Sweden used to carry Quintus Curtius's life of Alexander in his pocket, and to copy that conqueror was his deliberate purpose.

Still, all this was only fragmentary and arbitrary, and usually implied rather a momentary inclination to poetical or ingenious expressions than a really deep sense of historical forms.

ш

inclusive of everything known, but in a picture of life, and presents them not as things-become, but as things-becoming.

Consequently, in a research such as that lying before us, there can be no question of taking spiritual-political events, as they become visible day by day on the surface, at their face value, and arranging them on a scheme of "causes" or "effects" and following them up in the obvious and intellectually easy directions. Such a "pragmatic" handling of history would be nothing but a piece of "natural science" in disguise, and for their part, the supporters of the materialistic idea of history make no secret about it — it is their adversaries who largely fail to see the similarity of the two methods. What concerns us is not what the historical facts which appear at this or that time are, per se, but what they signify, what they point to, by appearing. Present-day historians think they are doing a work of supererogation in bringing in religious and social, or still more art-history, details to "illustrate" the political sense of an epoch. But the decisive factor — decisive, that is, in so far as visible history is the expression, sign and embodiment of soul — they forget. I have not hitherto found one who has carefully considered the morphological relationship that inwardly binds together the expression-forms of all branches of a Culture, who has gone beyond politics to grasp the ultimate and fundamental ideas of Greeks, Arabians, Indians and Westerners in mathematics, the meaning of their

But at once the fact presents itself that as yet there exists no theory-enlightened art of historical treatment. What passes as such draws its methods almost exclusively from the domain of that science which alone has completely disciplined the methods of cognition, viz., physics, and thus we imagine ourselves to be carrying on historical research when we are really following out objective connexions of cause and effect. It is a remarkable fact that the old-fashioned philosophy never imagined even the possibility of there being any other relation than this between the conscious human understanding and the world outside. Kant, who in his main work established the formal rules of cognition, took nature only as the object of reason's activity, and neither he himself, nor anyone after him, noted the reservation. Knowledge, for Kant, is mathematical knowledge. He deals with innate intuition-forms and categories of the reason, but he never thinks of the wholly different mechanism by which historical impressions are apprehended. And Schopenhauer, who, significantly enough, retains but one of the Kantian categories, viz., causality, speaks contemptuously of history. That there is, besides a necessity of cause and effect — which I may call the logic of space — another necessity, an organic necessity in life, that of Destiny — the logic of time — is a fact of the deepest inward certainty, a fact which suffuses the whole of mythological religions and artistic thought and constitutes the essence and kernel of all history (in contradistinction to nature) but is unapproachable through the cognition-forms which the "Critique of Pure Reason" investigates. This fact still awaits its theoretical formulation. As Galileo says in a famous passage of his Saggiatore, philosophy,

ΙV

Man, thus, has before him two possibilities of world-formation. But it must be noted, at the very outset, that these possibilities are not necessarily actualities, and if we are to enquire into the sense of all history we must begin by solving a question which has never yet been put, viz., for whom is there History? The question is seemingly paradoxical, for history is obviously for everyone to this extent, that every man, with his whole existence and consciousness, is a part of history. But it makes a great difference whether anyone lives under the constant impression that his life is an element in a far wider life-course that goes on for hundreds and thousands of years, or conceives of himself as something rounded off and self-contained. For the latter type of consciousness there is certaintly no world-history, no world-as-history. But how if the self-consciousness of a whole nation, how if a whole Culture rests on this ahistoric spirit? How must actuality appear to it? The world? Life? Consider the Classical Culture. In the world-consciousness of the Hellenes all experience, not merely the personal but the common past, was immediately transmuted into a timeless, immobile, mythically-fashioned background for the particular momentary present; thus the history of Alexander the Great began even before his death to be merged by Classical sentiment in the Dionysus legend, and to Cæsar there seemed at the least nothing preposterous in claiming descent from Venus.
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CHAPTER IV



THE PROBLEM OF WORLD-HISTORY

T



THE IDEA OF DESTINY AND THE PRINCIPLE OF CAUSALITY

Ι

In the Destiny-idea the soul reveals its world-longing, its desire to rise into the light, to accomplish and actualize its vocation. To no man is it entirely alien, and not before one has become the unanchored "late" man of the megalopolis is original vision quite overpowered by matter-of-fact feeling and mechanizing thought. Even then, in some intense hour, the lost vision comes back to one with terrible clearness, shattering in a moment all the causality of the world's surface. For the world as a system of causal connexions is not only a "late" but also a highly rarefied conception and only the energetic intellects of high Cultures are capable of possessing it — or perhaps we should say, devising it — with conviction. The notion of causality is coterminous with the notion of law: the only laws that are, are causal laws. But just as there lies in the causal, according to Kant, a necessity of the thinking consciousness and the basic form of its relation to the essence of things, so also, designated by the words destiny, dispensation, vocation, there is a something that is an inevitable necessity of life. Real history is heavy with fate but free of laws. One can divine the future (there is, indeed, a certain insight that can penetrate its secrets deeply) but one cannot reckon it. The physiognomic flair which enables one to read a whole life in a face or to sum up whole peoples from the picture of an epoch — and to do so without deliberate effort or "system" — is utterly remote from all "cause and effect."

becoming. The stiff mask of causality is lifted by mere ceasing to think. Suddenly, Time is no more a riddle, a notion, a "form" or "dimension" but becomes an inner certainty, destiny itself; and in its directedness, its irreversibility, its livingness, is disclosed the very meaning of the historical world-picture. Destiny and Causality are related as Time and Space.

In the two possible world-forms then — History and Nature, the physiognomy of all becoming and the system of all things become — destiny or causality prevails. Between them there is all the difference between a feeling of life and a method of knowledge. Each of them is the starting-point of a complete and self-contained, but not of a unique world. Yet, after all, just as the become is founded upon a becoming, so the knowledge of cause and effect is founded upon the sure feeling of a destiny. Causality is — so to say — destiny become, destiny made inorganic and modelled in reason-forms. Destiny itself (passed over in silence by Kant and every other builder of rational world-systems because with their armoury of abstractions they could not touch life) stands beyond and outside all comprehended Nature. Nevertheless, being itself the original, it alone gives the stiff dead principle of cause-and-effect the opportunity to figure in the later scenes of a culture-drama, alive and historical, as the incarnation of a tyrannical thinking. The existence of the Classical soul is the condition for the appearance of Democritus's method, the existence of the Faustian soul for that of Newton's. We may well imagine that either of these Cultures might have failed to produce a natural science of its own, but we cannot imagine the systems without their cultural foundations.

But inquiry into the degree of validity of causal connexions within a presentation of nature, or (what is henceforth the same thing for us) into the destinies involved in that presentation, becomes far more difficult still when we come to realize that for primitive man or for the child no comprehensive causally-ordered world exists at all as yet and that we ourselves, though "late" men with a consciousness disciplined by powerful speech-sharpened thought, can do no more, even in moments of the most strained attention (the only ones, really, in which we are exactly in the physical focus), than assert that the causal order which we see in such a moment is continuously present in the actuality around us. Even waking, we take in the actual, "the living garment of the Deity," physiognomically, and we do so involuntarily and by virtue of a power of experience that is rooted in the deep sources of life.

A systematic delineation, on the contrary, is the expression of an understanding emancipated from perception, and by means of it we bring the mental picture of all times and all men into conformity with the moment's picture of Nature as ordered by ourselves. But the mode of this ordering, which has a history that we cannot interfere with in the smallest degree, is not the working of a cause, but a destiny.

II

The way to the problem of Time, then, begins in the primitive wistfulness and passes through its clearer issue the Destiny-idea. We have now to try to outline, briefly, the content of that problem, so far as it affects the subject of this book.

and within the crowding impressions of the sense-life. "The Proper," "Destiny" and "Time" are interchangeable words.

The problem of Time, like that of Destiny, has been completely misunderstood by all thinkers who have confined themselves to the systematic of the Become. In Kant's celebrated theory there is not one word about its character of directedness. Not only so, but the omission has never even been noticed. But what is time as a length, time without direction? Everything living, we can only repeat, has "life," direction, impulse, will, a movement-quality (Bewegtheit) that is most intimately allied to yearning and has not the smallest element in common with the "motion" (Bewegung) of the physicists. The living is indivisible and irreversible, once and uniquely occurring, and its course is entirely indeterminable by mechanics. For all such qualities belong to the essence of Destiny, and "Time" — that which we actually feel at the sound of the word, which is clearer in music than in language, and in poetry than in prose — has this organic essence, while Space has not. Hence, Kant and the rest notwithstanding, it is impossible to bring Time with Space under one general Critique. Space is a conception, but time is a word to indicate something inconceivable, a sound-symbol, and to use it as a notion, scientifically, is utterly to misconceive its nature. Even the word direction — which unfortunately cannot be replaced by another — is liable to mislead owing to its visual content. The vector-notion in physics is a case in point.

2 The expression "space of time" (Zeitraum) which is common to many languages, is evidence of our inability to represent direction otherwise than by extension.

tude, as deceptive as it is current. But, if the characteristics, or rather the characteristic, of extension—limit and causality—is really wizard's gear wherewith our proper soul attempts to conjure and bind alien powers—Goethe speaks somewhere of the "principle of reasonable order that we bear within ourselves and could impress as the seal of our power upon everything that we touch"—if all law is a fetter which our world-dread hurries to fix upon the incrowding sensuous, a deep necessity of self-preservation, so also the invention of a time that is knowable and spatially representable within causality is a later act of this same self-preservation, an attempt to bind by the force of notion the tormenting inward riddle that is doubly tormenting to the intellect that has attained power only to find itself defied. Always a subtle hatred underlies the intellectual process by which anything is forced into the domain and formworld of measure and law. The living is killed by being introduced into space, for space is dead and makes dead. With birth is given death, with the fulfilment the end. Something dies within the woman when she conceives—hence comes that eternal hatred of the sexes, child of world-fear. The man destroys, in a very deep sense, when he begets—by bodily act in the sensuous world, by "knowing" in the intellectual. Even in Luther 1 the word "know" has the secondary genital sense. And with the "knowledge" of life—which remains alien to the lower animals—the knowledge of death has gained that power which dominates man's whole waking consciousness. By a picture of time the actual is changed into the transitory.2

1 Le., the translated Bible - Te
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CHAPTER V



MAKROKOSMOS

T



THE SYMBOLISM OF THE WORLD-PICTURE AND THE SPACE-PROBLEM

1

The notion of a world-history of physiognomic type expands itself therefore into the wider idea of an all-embracing symbolism. Historical research, in the sense that we postulate here, has simply to investigate the picture of the onceliving past and to determine its inner form and logic, and the Destiny-idea is the furthest limit to which it can penetrate. But this research, however comprehensive the new orientation tends to make it, cannot be more than a fragment and a foundation of a still wider treatment. Parallel with it, we have a Nature-investigation that is equally fragmentary and is limited to its own causal system of relations. But neither tragic nor technical "motion" (if we may distinguish by these words the respective bases of the lived and the known) exhausts the living itself. We both live and know when we are awake, but, in addition, we live when mind and senses are asleep. Though night may close every eye, the blood does not sleep. We are moving in the moving (so at least we try to indicate, by a word borrowed from science, the inexpressible that in sleep-hours we feel with inward certainty). But it is only in the waking existence that "here" and "there" appear as an irreducible duality. Every impulse proper to oneself has an expression and every impulse alien to oneself makes an impression. And thus everything of which we are conscious, whatever the form in which it is apprehended—"soul" and "world," or life and actuality, or History and Nature, or law and feeling, Destiny or God, past and future or present and eternity—has for us a deeper meaning still, a final meaning. And the one and only means of rendering this incomprehensible comprehensible must be a kind of metaphysics which regards everything whatsoever as having significance as a symbol.

Symbols are sensible signs, final, indivisible and, above all, unsought impressions of definite meaning. A symbol is a trait of actuality that for the sensuously-alert man has an immediate and inwardly-sure significance, and that is incommunicable by process of reason. The detail of a Doric or Early-Arabic or Early-Romanesque ornament; the forms of the cottage and the family, of intercourse, of costume and rite; the aspect, gait and mien of a man and of whole classes of peoples and men; the communication- and community-forms of man

There are therefore as many worlds as there are waking beings and likeliving, like-feeling groups of beings. The supposedly single, independent and external world that each believes to be common to all is really an ever-new, uniquely-occurring and non-recurring experience in the existence of each.

At the same time these individuals' worlds as lived and experienced by men of one Culture or spiritual community are interrelated, and on the greater or less degree of this interrelation depends the greater or less communicability of intuitions, sensations and thoughts from one to another — that is, the possibility of making intelligible what one has created in the style of one's own being, through expression-media such as language or art or religion, by means of word-sounds or formulæ or signs that are themselves also symbols. The degree of interrelation between one's world and another's fixes the limit at which understanding becomes self-deception. Certainly it is only very imperfectly that we can understand the Indian or the Egyptian soul, as manifested in the men, customs, deities, root-words, ideas, buildings and acts of it. The Greeks, ahistoric as they were, could not even guess at the essence of alien spiritualities — witness the naïveté with which they were wont to rediscover their own gods and Culture in those of alien peoples. But in our own case too, the current translations of the âρχη\hat{a}\rho\chi\eta , or Atman, or Tao of alien philosophers presuppose our proper world-feeling, which is that from which our "equivalents" claim their significance, as the basis of an alien soul-expression. And similarly we elucidate the characters of early Egyptian and Chinese portraits with reference to our own life-experience. In both cases we deceive ourselves. That the artistic masterpieces of all Cultures are still living for us — "immortal" as we say — is another such fancy, kept alive by the unanimity with which we understand the alien work in the proper sense. Of this tendency of ours the effect of the Laocoön group on Renaissance sculpture and that of Seneca on the Classicist drama of the French are examples.

11

Primitive man, in his deep amazement before death, sought with all the forces of his spirit to penetrate and to spellbind this world of the extended with the inexorable and always present limits of its causality, this world filled with dark almightiness that continuously threatened to make an end of him. This energetic defensive lies deep in unconscious existence, but, as being the first impulse that genuinely projects soul and world as parted and opposed, it marks the threshold of personal conduct of life. Ego-feeling and world-feeling begin to work, and all culture, inner or outer, bearing or performance, is as a whole only the intensification of this being-human. Henceforward all that resists our sensations is not mere resistance or thing or impression, as it is for animals and for children also, but an expression as well. Not merely are things actually contained in the world-around but also they possess meaning, as phenomena in the world-view. Originally they possessed only a relationship to men, but now there is also a relationship of men to them. They have become emblems of his existence. And thus the essence of every genuine — unconscious and inwardly necessary — symbolism proceeds from the knowledge of death in which the secret of space reveals itself. All symbolism implies a defensive; it is the expression of a deep Scheu in the old double sense of the word, and its formlanguage tells at once of hostility and of reverence.

1 See page 123.

the most powerful symbols of Classical being, had nevertheless, as a form, only a duration of some centuries. But the primitive phenomenon of the great Culture will itself have disappeared some day, and with it the drama of world-history; aye, and man himself, and beyond man the phenomenon of plant and animal existence on the earth's surface, the earth, the sun, the whole world of sun-systems. All art is mortal, not merely the individual artifacts but the arts themselves. One day the last portrait of Rembrandt and the last bar of Mozart will have ceased to be — though possibly a coloured canvas and a sheet of notes may remain — because the last eye and the last ear accessible to their message will have gone. Every thought, faith and science dies as soon as the spirits in whose worlds their "eternal truths" were true and necessary are extinguished. Dead, even, are the star-worlds which "appeared," a proper world to the proper eye, to the astronomers of the Nile and the Euphrates, for our eye is different from theirs; and our eye in its turn is mortal. All this we know. The beast does not know, and what he does not know does not exist in his experienced world-around. But if the image of the past vanishes, the longing to give a deeper meaning to the passing vanishes also. And so it is with reference to the purely human macrocosm that we apply the oft-quoted line, which shall serve as motto for all that follows: Alles Vergängliche ist nur ein Gleichnis.

From this we are led, without our noticing it, back to the space-problem, though now it takes on a fresh and surprising form. Indeed, it is as a corollary to these ideas that it appears for the first time as capable of solution — or, to speak more modestly, of enunciation — just as the time-problem was made more comprehensible by way of the Destiny-idea. From the moment of our awakening, the fateful and directed life appears in the phenomenal life as an experienced depth. Everything extends itself, but it is not yet "space," not something established in itself but a self-extension continued from the moving here to the moving there. World-experience is bound up with the essence of depth (i.e., far-ness or distance). In the abstract system of mathematics, "depth" is taken along with "length" and "breadth" as a "third" dimension; but this trinity of elements of like order is misleading from the outset, for in our impression of the spatial world these elements are unquestionably not equivalents, let alone homogeneous. Length and breadth are no doubt, experientially, a unit and not a mere sum, but they are (the phrase is used deliberately) simply a form of reception; they represent the purely sensuous impression. But depth is a representation of expression, of Nature, and with it begins the "world."

This discrimination between the "third" and the other two dimensions, so called, which needless to say is wholly alien to mathematics, is inherent also in the opposition of the notions of sensation and contemplation. Extension into depth converts the former into the latter; in fact, depth is the first

III

sensuous self-extension stiffen into rational tridimensionality. And it is only the city-man of matured Cultures that really lives in this glaring wakefulness, and only for his thought that there is a Space wholly divorced from sensuous life, "absolute," dead and alien to Time; and it exists not as a form of the intuitively-perceived but as a form of the rationally-comprehended. There is no manner of doubt that the "space" which Kant saw all around him with such unconditional certainty when he was thinking out his theory, did not exist in anything like so rigorous a form for his Carolingian ancestors. Kant's greatness consists in his having created the idea of a "form a priori," but not in the application that he gave it. We have already seen that Time is not a "form of perception" nor for that matter a form at all—forms exist only in the extended—and that there is no possibility of defining it except as a counterconcept to Space. But there is the further question—does this word "space" exactly cover the formal content of the intuitively-perceived? And beyond all this there is the plain fact that the "form of perception" alters with distance. Every distant mountain range is "perceived" as a scenic plane. No one will pretend that he sees the moon as a body; for the eye it is a pure plane and it is only by the aid of the telescope—i.e. when the distance is artificially reduced—that it progressively obtains a spatial form. Obviously, then, the "form of perception" is a function of distance. Moreover, when we reflect upon anything, we do not exactly remember the impressions that we received at the time, but "represent to ourselves" the picture of a space abstracted from them. But this representation may and does deceive us regarding the living actuality. Kant let himself be misled; he should certainly not have permitted himself to distinguish between forms of perception and forms of ratiocination, for bis notion of Space in principle embraced both.

Just as Kant marred the Time-problem by bringing it into relation with an essentially misunderstood arithmetic and—on that basis—dealing with a phantom sort of time that lacks the life-quality of direction and is therefore a mere spatial scheme, so also he marred the Space-problem by relating it to a common-place geometry.

It befell that a few years after the completion of Kant's main work Gauss discovered the first of the Non-Euclidean geometries. These, irreproachably

¹ His idea that the a priori-ness of space was proved by and through the unconditional validity of simple geometrical facts rests, as we have already remarked, on the all-too-popular notion that mathematics are either geometry or arithmetic. Now, even in Kant's time the mathematic of the West had got far beyond this naïve scheme, which was a mere imitation of the Classical. Modern geometry bases itself not on space but on multiply-infinite number-manifolds — amongst which the three-dimensional is simply the undistinguished special case — and within these groups investigates functional formations with reference to their structure; that is, there is no longer any contact or even possibility of contact between any possible kind of sense-perception and mathematical facts in the domain of such extensions as these, and yet the demonstrability of the latter is in no wise impaired thereby. Mathematics, then, are independent of the perceived, and the question now is, how much of this famous demonstrability of the forms of perception is left when the artificiality of juxtaposing both in a supposedly single process of experience has been recognized.

It was a grave, and in a contemporary of Euler and Lagrange an unpardonable, error to postulate that the Classical school-geometry (for it was that which Kant always had in mind) was to be found reproduced in the forms of Nature around us. In moments of attentive observation at very short range, and in cases in which the relations considered are sufficiently small, the living impressions and the rules of customary geometry are certainly in approximate agreement. But the exact conformity asserted by philosophy can be demonstrated neither by the eye nor by measuring-instruments. Both these must always stop short at a certain limit of accuracy which is very far indeed below that which would be necessary, say, for determining which of the Non-Euclidean geometries is the geometry of "empirical" Space. On the large scales and for great distances, where the experience of depth completely dominates the perception-picture (for example, looking on a broad landscape as against a drawing) the form of perception is in fundamental contradiction with mathematics. A glance down any avenue shows us that parallels meet at the horizon. Western perspective and the otherwise quite different perspective of Chinese painting are both alike based on this fact, and the connexion of these perspectives with the root-problems of their respective mathematics is unmistakable.

of light-resistances, since vision depends on the presence of radiated or reflected light. The Greeks took their stand on this and stayed there. It is the Western world-feeling that has produced the idea of a limitless universe of space — a space of infinite star-systems and distances that far transcends all optical possibilities — and this was a creation of the inner vision, incapable of all actualization through the eye, and, even as an idea, alien to and unachievable by the men of a differently-disposed Culture.

IV

As becoming is the foundation of the become, continuous living history that of fulfilled dead nature, the organic that of the mechanical, destiny that of causal law and the causally-settled, so too direction is the origin of extension. The secret of Life accomplishing itself which is touched upon by the word Time forms the foundation of that which, as accomplished, is understood by (or rather indicated to an inner feeling in us by) the word Space. Every extension that is actual has first been accomplished in and with an experience of depth, and what is primarily indicated by the word Time is just this process of extending, first sensuously (in the main, visually) and only later intellectually, into depth and distance, i.e., the step from the planar semi-impression to the macrocosmically ordered world-picture with its mysterious-manifest kinesis. We feel — and the feeling is what constitutes the state of all-round awareness in us — that we are in an extension that encircles us; and it is only necessary to follow out this original impression that we have of the worldly to see that in reality there is only one true "dimension" of space, which is direction from one's self outwards into the distance, the "there" and the future, and that the abstract system of three dimensions is a mechanical representation and not a fact of life. By the depth-experience sensation is expanded into the world. We have seen already that the directedness that

Had Kant been more precise, he would, instead of speaking of the "two forms of perception," have called time the form of perception and space the form of the perceived, and then the connexion of the two would probably have revealed itself to him. The logician, mathematician, or scientist in his moments of intense thought, knows only the Become — which has been detached from the singular event by the very act of meditating upon it — and true systematic space — in which everything possesses the property of a mathematically-expressible "duration." But it is just this that indicates to us how space is continuously "becoming." While we gaze into the distance with our senses, it floats around us, but when we are startled, the alert eye sees a tense and rigid space. This space is; the principle of its existing at all is that it is, outside time and detached from it and from life. In it duration, a piece of perished time, resides as a known property of things. And, as we know ourselves too as being in this space, we know that we also have a duration and a limit, of which the moving finger of our clock ceaselessly warns us. But the rigid Space itself is transient too — at the first relaxation of our intellectual tension it vanishes from the many-coloured spread of our world-around — and so it is a sign and symbol of the most elemental and powerful symbol, of life itself.

For the involuntary and unqualified realization of depth, which dominates the consciousness with the force of an elemental event (simultaneously with the awakening of the inner life), marks the frontier between child and . . . Man. The symbolic experience of depth is what is lacking in the child, who grasps at the moon and knows as yet no meaning in the outer world but, like the soul of primitive man, dawns in a dreamlike continuum of sensations (in traumhafter
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APOLLINIAN, FAUSTIAN AND MAGIAN SOUL

1

Henceforth we shall designate the soul of the Classical Culture, which chose the sensuously-present individual body as the ideal type of the extended, by the name (familiarized by Nietzsche) of the Apollinian. In opposition to it we have the Faustian soul, whose prime-symbol is pure and limitless space, and whose "body" is the Western Culture that blossomed forth with the birth of the Romanesque style in the 10th century in the Northern plain between the Elbe and the Tagus. The nude statue is Apollinian, the art of the fugue Faustian. Apollinian are: mechanical statics, the sensuous cult of the Olympian gods, the politically individual city-states of Greece, the doom of Œdipus and the phallus-symbol. Faustian are: Galileian dynamics, Catholic and Protestant dogmatics, the great dynasties of the Baroque with their cabinet diplomacy, the destiny of Lear and the Madonna-ideal from Dante's Beatrice to the last line of Faust II. The painting that defines the individual body by contours is Apollinian, that which forms space by means of light and shade is Faustian—this is the difference between the fresco of Polygnotus and the oil painting of Rembrandt. The Apollinian existence is that of the Greek who describes his ego as soma and who lacks all idea of an inner development and therefore all real history, inward and outward; the Faustian is an existence which is led with a deep consciousness and introspection of the ego, and a resolutely personal culture evidenced in memoirs, reflections, retrospects and prospects and conscience. And in the time of Augustus, in the countries between Nile and Tigris, Black Sea and South Arabia, there appears—aloof but able to speak to us through forms borrowed, adopted and inherited—the Magian soul of the Arabian Culture with its algebra, astrology and alchemy, its mosaics and arabesques, its caliphates and mosques, and the sacraments and scriptures of the Persian, Jewish, Christian, "post-Classical" and Manichæan religions.
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APOLLINIAN, FAUSTIAN, AND MAGIAN SOUL 18

The Magian hierarchy of heaven — angels, saints, persons of the Trinity — has grown paler and paler, more and more disembodied, in the sphere of the Western pseudomorphosis,² supported though it was by the whole weight of Church authority, and even the Devil — the great adversary in the Gothic world-drama ³ — has disappeared unnoticed from among the possibilities of the Faustian world-feeling. Luther could still throw the inkpot at him, but he has been passed over in silence by perplexed Protestant theologians long ago. For the solitude of the Faustian soul agrees not at all with a duality of world powers. God himself is the All. About the end of the 17th Century this religiousness could no longer be limited to pictorial expression, and instrumental music came as its last and only form-language: we may say that the Catholic faith is to the Protestant as an altar-piece is to an oratorio. But even the Germanic gods and heroes are surrounded by this rebuffing immensity and enignatic gloom. They are steeped in music and in night, for daylight gives visual bounds and therefore shapes bodily things. Night eliminates body, day soul. Apollo and Athene have no souls. On Olympus rests the eternal light of the transparent southern day, and Apollo's hour is high noon, when great Pan sleeps. But Valhalla is light-less, and even in the Eddas we can trace that deep midnight of Faust's study-broodings, the midnight that is caught by Rembrandt's etchings and absorbs Beethoven's tone colours. No Wotan or Baldur or Freya has "Euclidean" form. Of them, as of the Vedic gods of India, it can be said that they suffer not "any graven image or any likeness whatsoever"; and this impossibility carries an implicit recognition that eternal space, and not the corporeal copy — which levels them down, desecrates them, denies them
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APOLLINIAN, FAUSTIAN, AND MAGIAN SOUL I

plane. The dominance of the horizontal, the vertical and the right angle, and the avoidance of all foreshortening support the two-dimensional principle and serve to insulate this directional depth-experience which coincides with the way and the grave at its end. It is an art that admits of no deviation for the relief of the tense soul.

Is not this an expression in the noblest language that it is possible to conceive of what all our space-theories would like to put into words? Is it not a metaphysic in stone by the side of which the written metaphysics of Kant seems but a helpless stammering?

There is, however, another Culture that, different as it most fundamentally is from the Egyptian, yet found a closely-related prime symbol. This is the Chinese, with its intensely directional principle of the Tao.2 But whereas the Egyptian treads to the end a way that is prescribed for him with an inexorable necessity, the Chinaman wanders through his world; consequently, he is conducted to his god or his ancestral tomb not by ravines of stone, between faultless smooth walls, but by friendly Nature herself. Nowhere else has the landscape become so genuinely the material of the architecture. "Here, on religious foundations, there has been developed a grand lawfulness and unity common to all building, which, combined with the strict maintenance of a north-south general axis, always holds together gate-buildings, side-buildings, courts and halls in the same homogeneous plan, and has led finally to so grandiose a planning and such a command over ground and space that one is quite justified in saying that the artist builds and reckons with the landscape itself." The temple is not a self-contained building but a lay-out, in which hills, water, trees, flowers, and stones in definite forms and dispositions are just as important as gates, walls, bridges and houses. This Culture is the only one in which the art of gardening is a grand religious art. There are gardens that are reflections of particular Buddhist sects. It is the architecture of the landscape, and only that, which explains the architecture of the buildings, with their flat extension and the emphasis laid on the roof as the really expressive element. And just as the devious ways through doors, over bridges, round hills and walls lead at last to the end, so the paintings take the beholder from detail to detail whereas Egyptian relief masterfully points him in the one set direction. "The whole

1 &quot;Relief en creux"; compare H. Schäfer, Von agyptischer Kunst (1919), I, p. 41.

See Vol. II, pp. 350 et seq.
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APOLLINIAN, FAUSTIAN, AND MAGIAN SOUL 191

picture is not to be taken at once. Sequence in time presupposes a sequence of space-elements through which the eye is to wander from one to the next." 1 Whereas the Egyptian architecture dominates the landscape, the Chinese espouses it. But in both cases it is direction in depth that maintains the becoming of space as a continuously-present experience.

III

Glaser, op. cit., p. 43.

2 See Vol. II, pp. 135 et seq.

Only the living can be imitated, and it can be imitated only in movements,
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APOLLINIAN, FAUSTIAN, AND MAGIAN SOUL I

All strict arts have their grammar and syntax of form-language, with rules and laws, inward logic and tradition. This is true not merely for the Doric cabin-temple and Gothic cottage-cathedral, for the carving-schools of Egypt 2 and Athens and the cathedral plastic of northern France, for the painting-schools of the Classical world and those of Holland and the Rhine and Florence, but also for the fixed rules of the Skalds and Minnesänger which were learned and practised as a craft (and dealt not merely with sentence and metre but also with gesture and the choice of imagery 3), for the narration-technique of the Vedic, Homeric and Celto-Germanic Epos, for the composition and delivery of the Gothic sermon (both vernacular and Latin), and for the orators' prose 4 in the Classical, and for the rules of French drama. In the ornamentation of an art-work is reflected the inviolable causality of the macrocosm as the man of the particular kind sees and comprehends it. Both have system. Each is penetrated with the religious side of life — fear and love. 5 A genuine symbol can instil fear or can set free from fear; the "right" emancipates and the "wrong" hurts and depresses. The imitative side of the arts, on the contrary, stands closer to the real race-feelings of bate and love, out of which arises the opposi-

2 For the workshop of Thothmes at Tell-el-Amarna, see Mitteilungen der Deutschen Orient-Gesell-
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APOLLINIAN, FAUSTIAN, AND MAGIAN SOUL 199

For cottage and castle are buildings in which art, and, specifically, imitative art, is made and done, the home of Vedic, Homeric and Germanic epos, of the songs of heroes, the dance of boors and that of lords and ladies, of the minstrel's lay. The cathedral, on the other hand, is art, and, moreover, the only art by which nothing is imitated; it alone is pure tension of persistent forms, pure three-dimensional logic that expresses itself in edges and surfaces and volumes. But the art of villages and castles is derived from the inclinations of the moment, from the laughter and high spirit of feasts and games, and to such a degree is it dependent on Time, so much is it a thing of occasion, that the troubadour obtains his very name from finding, while Improvisation — as we see in the Tzigane music to-day — is nothing but race manifesting itself to alien senses under the influence of the hour. To this free creative power all spiritual art opposes the strict school in which the individual — in the hymn as in the work of building and carving — is the servant of a logic of timeless forms, and so in all Cultures the seat of its style-history is in its early cult architecture. In the castle it is the life and not the structure that possesses style. In the town the plan is an image of the destinies of a people, whereas the silhouette of emergent spires and cupolas tells of the logic in the builders' world-picture, of the "first and last things" of their universe.
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APOLLINIAN, FAUSTIAN, AND MAGIAN SOUL 207

Then comes the gleaming autumn of the style. Once more the soul depicts its happiness, this time conscious of self-completion. The "return to Nature" which already thinkers and poets — Rousseau, Gorgias and their "contemporaries" in the other Cultures — begin to feel and to proclaim, reveals itself in the form-world of the arts as a sensitive longing and presentiment of the end. A perfectly clear intellect, joyous urbanity, the sorrow of a parting — these are the colours of these last Culture-decades of which Talleyrand was to remark later: "Qui n'a pas vécu avant 1789 ne connaît pas la douceur de vivre." So it was, too, with the free, sunny and superfine art of Egypt under Sesostris III (c. 1850 B.c.) and the brief moments of satiated happiness that produced the varied splendour of Pericles's Acropolis and the works of Zeuxis and Phidias. A thousand years later again, in the age of the Ommaiyads, we meet it in the glad fairyland of Moorish architecture with its fragile columns and horseshoe arches that seem to melt into air in an iridescence of arabesques and stalactites. A thousand years more, and we see it in the music of Haydn and Mozart, in Dresden shepherdesses, in the pictures of Watteau and Guardi, and the works of German master-builders at Dresden, Potsdam, Würzburg and Vienna.

τx

the picture of a general history of "Art," and its organic connectedness has been imperceptible under the erroneous conventions thereof.

Strange and — if these studies have given us the eye for things latent — moving it is to see how this young Soul, held in bondage to the intellect of the Classical and, above all, to the political omnipotence of Rome, dares not rouse itself into freedom but humbly subjects itself to obsolete value-forms and tries to be content with Greek language, Greek ideas and Greek art-elements. Devout acceptance of the powers of the strong day is present in every young Culture and is the sign of its youth — witness the humility of Gothic man in his pious high-arched spaces with their pillar-statuary and their light-filled pictures in glass, the high tension of the Egyptian soul in the midst of its world of pyramids, lotus-columns and relief-lined halls. But in this instance there is the additional element of an intellectual prostration before forms really dead but supposedly eternal. Yet in spite of all, the taking-over and continuance of these forms came to nothing. Involuntarily, unobserved, not supported by an inherent pride as Gothic was, but felt, there in Roman Syria, almost as a lamentable come-down, a whole new form-world grew up. Under a mask of Græco-Roman conventions, it filled even Rome itself. The master-masons of the Pantheon and the Imperial Fora were Syrians. In no other example is the primitive force of a young soul so manifest as here, where it has to make its own world by sheer conquest.
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APOLLINIAN, FAUSTIAN, AND MAGIAN SOUL 21

Take, further, the history of the Acanthus motive.¹ In the form in which it appears, for example, on the Monument of Lysicrates at Athens, it is one of the most distinctive in Classical ornamentation. It has body, it is and remains individual, and its structure is capable of being taken in at one glance. But already it appears heavier and richer in the ornament of the Imperial Fora (Nerva's, Trajan's) and that of the temple of Mars Ultor; the organic disposition has become so complicated that, as a rule, it requires to be studied, and the tendency to fill up the surfaces appears. In Byzantine art — of which Riegl thirty years ago noticed the "latent Saracenic character" though he had no suspicion of the connexion brought to light here — the acanthus leaf was broken up into endless tendril-work which (as in Hagia Sophia) is disposed quite inorganically over whole surfaces. To the Classical motive are added the old-Aramæan vine and palm leaves, which have already played a part in Jewish ornamentation. The interlaced borders of "Late-Roman" mosaic pavements and sarcophagus-edges, and even geometrical plane-patterns are introduced, and finally, throughout the Persian-Anatolian world, mobility and bizarreria culminate in the Arabesque. This is the genuine Magian motive — anti-plastic to the last degree, hostile to the pictorial and to the bodily alike. Itself bodiless, it disembodies the object over which its endless richness of web is drawn. A masterpiece of this kind — a piece of architecture completely opened out into Ornamentation — is the façade of the Castle of Mashetta in Moab built by the Ghassanids. The craft-art of Byzantine-Islamic style (hitherto called Lombard, Frankish, Celtic or Old-Nordic) which invaded the whole youthful

A. Riegl, Stilfragen (1893), pp. 248 et seq., 272 et seq.

Take, lastly, the changed point of view towards the human body. With the victory of the Arabian world-feeling, men's conception of it underwent a complete revolution. In almost every Roman head of the period 100-250 that the Vatican Collection contains, one may perceive the opposition of Apollinian and Magian feeling, and of muscular position and "look" as different bases of expression. Even in Rome itself, since Hadrian, the sculptor made constant use of the drill, an instrument which was wholly repugnant to the Euclidean feeling towards stone — for whereas the chisel brings out the limiting surfaces and ipso facto affirms the corporeal and material nature of the marble block, the drill, in breaking the surfaces and creating effects of light and shade, denies it; and accordingly the sculptors, be they Christian or "pagan," lose the old feeling for the phenomenon of the naked body. One has only to look at the shallow and empty Antinous statues — and yet these were quite definitely "Classical." Here it is only the head that is physiognomically of interest — as it never is in Attic sculpture. The drapery is given quite a new meaning, and simply dominates the whole appearance. The consul-statues in the Capitoline Museum 2 are conspicuous examples. The pupils are bored, and the eyes look into the distance, so that the whole expression of the work lies no longer in its body but in that Magian principle of the "Pneuma" which Neo-Platonism and the decisions of the Church Councils, Mithraism and Mazdaism alike presume in man.

* Wulff, Altchristl.-byzant. Kunst, pp. 153 et seq.

See Vol. II, p. 315, Geffcken, Der Ausgang des griech-röm. Heidentums (1920), p. 113.
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CHAPTER VII MUSIC AND PLASTIC

I The arts of form
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CHAPTER VII



MUSIC AND PLASTIC

Ι

Classical relation between art-work and sense-organ — of which we so often and so erroneously remind ourselves here — is something quite different from, something far simpler and more material than ours. We read "Othello" and "Faust" and we study orchestral scores — that is, we change one sense-agency for another in order to let the undiluted spirit of these works take effect upon us. Here there is always an appeal from the outer senses to the "inner," to the truly Faustian and wholly un-Classical power of imagination. Only thus can we understand Shakespeare's ceaseless change of scene as against the Classical unity of place. In extreme cases indeed, for instance in that of "Faust" itself, no representation of the work (that is, of its full content) is physically possible. But in music too — in the unaccompanied "A capella" of the Palestrina style as well as a fortiori in the Passions of Heinrich Schütz, in the fugues of Bach, in the last quartets of Beethoven, and in "Tristan" — we livingly experience behind the sensuous impressions a whole world of others. And it is only through these latter that all the fullness and depth of the work begins to be present to us, and it is only mediately — through the images of blond, brown, dusky and golden colours, of sunsets and distant ranked mountainesummits, of storms and spring landscapes, of foundered cities and strange faces which harmony conjures up for us — that it tells us something of itself. It is not an incident that Beethoven wrote his last works when he was deaf — deafness merely released him from the last fetters. For this music, sight and hearing equally are bridges into the soul and nothing more. To the Greek this visionary kind of artistic enjoyment was utterly alien. He felt the marble with his eye, and the thick tones of an aulos moved him almost corporally. For him, eye and ear are the receivers of the whole of the impression that he wished to receive. But for us this had ceased to be true even at the stage of Gothic.

H

Of the Pyramid style nothing passed over into the Doric. Nothing connects the Classical temple with the basilica of the Middle East, for the mere taking over of the Classical column as a structural member, though to a superficial observer it seems a fact of the first importance, weighs no more in reality than Goethe's employment of the old mythology in the "Classical Walpurgis Night" scene of "Faust." To believe genuinely in a rebirth of Classical art, or any Classical art, in the Western 15th Century requires a rare stretch of the imagination. And that a great art may die not merely with the Culture but within it, we may see from the fate of music in the Classical world. Possibilities of great music there must have been in the Doric springtime — how otherwise can we account for the importance of old-fashioned Sparta in the eyes of such musicians as there were later (for Terpander, Thaletas and Alcman were effective there when elsewhere the statuary art was merely infantile)? — and yet the Late-Classical world refrained. In just the same fashion everything that the Magian Culture had attempted in the way of frontal portraiture, deep relief and mosaic finally succumbed before the Arabesque; and everything of the plastic that had sprung up in the shade of Gothic cathedrals at Chartres, Reims, Bamberg, Naumburg, in the Nürnberg of Peter Vischer and the Florence of

ш

as the vessel of the pure real present. The temple of the naked body was to it what the cathedral of voices was to the Faustian from earliest counterpoint to the orchestral writing of the 18th Century. We have failed hitherto to understand the emotional force of this secular tendency of the Apollinian, because we have not felt how the purely material, soulless body (for the Temple of the Body, too, has no "interior "!) is the object which archaic relief, Corinthian painting on clay, and Attic fresco were all striving to obtain until Polycletus and Phidias showed how to achieve it in full. We have, with a wonderful blindness, assumed this kind of sculpture as both authoritative and universally possible, as in fact, "the art of sculpture." We have written its history as one concerned with all peoples and periods, and even to-day our sculptors, under the influence of unproved Renaissance doctrines, speak of the naked human body as the noblest and most genuine object of "the" art of sculpture. Yet in reality this statue-art, the art of the naked body standing free upon its footing and appreciable from all sides alike, existed in the Classical and the Classical only, for it was that Culture alone which quite decisively refused to transcend sense-limits in favour of space. The Egyptian statue is always meant to be seen from the front — it is a variant of plane-relief. And the seemingly Classically-conceived statues of the Renaissance (we are astounded, as soon as it occurs to us to count them, to find how few of them there are 1) are nothing but a semi-Gothic reminiscence.
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II ACT AND PORTRAIT

1

If the environment of a man (whatever else it may be) is with respect to him a macrocosm with respect to a microcosm, an immense aggregate of symbols, then the man himself, in so far as he belongs to the fabric of actuality, in so far as he is phenomenal, must be comprised in the general symbolism. But, in the impress of him made upon men like himself, what is it that possesses the force of Symbol, viz., the capacity of summing within itself and intelligibly presenting the essence of that man and the signification of his being? Art gives the answer.

1 One need only contrast the Greek artist with Rubens and Rabelais.

2 Of whom one of his mistresses remarked that he "smelt like a carcass" (qu'il puait comme une charogne). Note also how the musician generally has a reputation for uncleanliness.

like the peripteros, no interior, that is, no "soul." The significance of the muscle-relief, carried out absolutely in the round, is the same as that of the self-closing array of the columns; both contain the whole of the form-language of the work.

the great exceptional case; in this and in this only has it led to an art of the high order.1

Act and Portrait have never hitherto been felt as constituting an opposition, and consequently the full significance of their appearances in art-history has never been appreciated. And yet it is in the conflict of these two form-ideals that the contrast of two worlds is first manifested in full. There, on the one hand, an existence is made to show itself in the composition of the exterior structure; here, on the other hand, the human interior, the Soul, is made to speak of itself, as the interior of a church speaks to us through its façade or face. A mosque had no face, and consequently the Iconoclastic movement of the Moslems and the Paulicians — which under Leo III spread to Byzantium and beyond — necessarily drove the portrait-element quite out of the arts of form, so that thenceforward they possessed only a fixed stock of human arabesques. In Egypt the face of the statue was equivalent to the pylon, the face of the temple-plan; it was a mighty emergence out of the stone-mass of the body, as we see in the "Hyksos Sphinx" of Tanis and the portrait of Amenemhet III. In China the face is like a landscape, full of wrinkles and little signs that mean something. But, for us, the portrait is musical. The look, the play of the mouth, the pose of head and hands — these things are a fugue of the subtlest meaning, a composition of many voices that sounds to the understanding beholder.
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CHAPTER IX SOUL-IMAGE AND LIFE-FEELING
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CHAPTER IX



SOUL-IMAGE AND LIFE-FEELING

T



ON THE FORM OF THE SOUL

1

Every professed philospher is forced to believe, without serious examination, in the existence of a Something that in his opinion is capable of being handled by the reason, for his whole spiritual existence depends on the possibility of such a Something. For every logician and psychologist, therefore, however sceptical he may be, there is a point at which criticism falls silent and faith begins, a point at which even the strictest analytical thinker must cease to employ his method — the point, namely, at which analysis is confronted with itself and with the question of whether its problem is soluble or even exists at all. The proposition "it is possible by thought to establish the forms of thought" was not doubted by Kant, dubious as it may appear to the unphilosophical. The proposition "there is a soul, the structure of which is scientifically accessible; and that which I determine, by critical dissection of conscious existence-acts into the form of psychic elements, functions, and complexes, is my soul" is a proposition that no psychologist has doubted hitherto. And yet it is just here that his strongest doubts should have arisen. Is an abstract science of the spiritual possible at all? Is that which one finds on this path identical with that which one is seeking? Why has psychology — meaning thereby not knowledge of men and experience of life but scientific psychology — always been the shallowest and most worthless of the disciplines of philosophy, a field so empty that it has been left entirely to mediocre minds and barren systematists? The reason is not far to seek. It is the misfortune of "experimental" psychology that it does not even possess an object as the word is understood in any and every scientific technique. Its searches and solutions are fights with shadows and ghosts. What is it — the Soul? If the mere reason could give an answer to that question, the science would be ab initio unnecessary.

We are dealing here with something eternally inaccessible to learned investigation. It is not for nothing that every language presents a baffling complexity of labels for the spiritual, warning us thereby that it is something not susceptible of theoretical synthesis or systematic ordering. Here there is nothing for us to order. Critical (i.e., literally, separating) methods apply only to the world-as-Nature. It would be easier to break up a theme of Beethoven with dissecting-knife or acid than to break up the soul by methods of abstract thought. Nature-knowledge and man-knowledge have neither aims nor ways in common. The primitive man experiences "soul," first in other men and then in himself, as a Numen, just as he knows numina of the outer world, and develops his impressions in mythological form. His words for these things are symbols, sounds, not descriptive of the indescribable but indicative of it for him who hath ears to hear. They evoke images, likenesses (in the sense of Faust II) — the only language of spiritual intercourse that man has discovered to this day. Rembrandt can reveal something of his soul, to those who are in inward kinship with him, by way of a self-portrait or a landscape, and to Goethe "a god gave it to say what he suffered." Certain ineffable stirrings of soul can be imparted by one man to the sensibility of another man through a look, two bars of a melody, an almost imperceptible movement. That is the real language of souls, and it remains incomprehensible to the outsider. The word as utterance, as poetic element, may establish the link, but the word as notion, as element of scientific prose, never.
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CHAPTER 1



ORIGIN AND LANDSCAPE

(A)



THE COSMIC AND THE MICROCOSM

11

We speak of tense alertness and tense thought, but all wakeful states are in their essence tensions. Sense and object, I and thou, cause and effect, thing and property — each of these is a tension between discretes, and when the state pregnantly called "ditente" appears, then at once fatigue, and presently sleep, set in for the microcosmic side of life. A human being asleep, discharged of all tensions, is leading only a plantlike existence.

Cosmic beat, on the other hand, is everything that can be paraphrased in terms like direction, time, rhythm, destiny, longing — from the hoof-beats of a team of thoroughbreds and the deep tread of proud marching soldiers to the silent fellowship of two lovers, the sensed tact that makes the dignity of a social assembly, and that keen quick judgment of a "judge of men" which I have already, earlier in this work, called physiognomic tact.
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CHAPTER II



ORIGIN AND LANDSCAPE

(B)



THE GROUP OF THE HIGHER CULTURES

I

The process of bistorical self-adjustment begins for everyone with the earliest impressions of childhood. Children's eyes are keen, and the facts of the nearest environment, the life of the family and the house and the street, are sensed and felt right down to the core, long before the city and its population come into their visual field, and while the words "people," "country," "state," are still quite destitute of tangible meaning to them. Just so, and so thoroughly, primitive man knows all that is presented to his narrow field of view as history, as living — and above all Life itself, the drama of birth and death, sickness and eld; the history of passionate war and passionate love, as experienced in himself or observed in others; the fate of relatives, of the clan, of the village, their actions and their motives; tales of long enmity, of fights, victory, and revenge. The life-horizon widens, and shows not lives, but Life coming and going. The pageant is not now of villages and clans, but of remote races and countries; not of years, but of centuries. The history that is actually lived with and participated in never reaches over more than a grandfather's span — neither for ancient Germans and present-day Negroes, nor for Pericles and Wallenstein. Here the horizon of living ends, and a new plane begins wherein the picture is based upon hearsay and historical tradition, a plane in which direct sympathies are adapted to a mind-picture that is both distinct and, from long use, stable. The picture so developed shows very different amplitudes for the men of the different Cultures. For us Westerners it is with this secondary picture that genuine history begins, for we live under the aspect of eternity, whereas for the Greeks and Romans it is just then that history ceases. For Thucydides¹ the events of the Persian Wars, for Cæsar those of the Punic Wars, were already devoid of living import.

The nature- (science-) picture of the child and the primitive develops out of the petty technique of every day, which perpetually forces both of them to turn away from the fearful contemplation of wide nature to the critique of the facts and situations of their near environment. Like the young animal, the child discovers its first truths through play. Examining the toy, cutting open the doll, turning the mirror round to see what is behind it, the feeling of triumph in having established something as correct for good and all—no nature-research whatsoever has got beyond this. Primitive man applies this critical experience, as he acquires it, to his arms and tools, to the materials for his clothing, food, and housing—i.e., to things in so far as they are dead. He applies it to animals as well when suddenly they cease to have meaning for him as living beings whose movements he watches and divines as pursuer or pursued, and are apprehended mechanically instead of vitally, as aggregates of flesh and bone for which he has a definite use—exactly as he is conscious of an event, now as the act of a dæmon and a moment afterwards as a sequence of cause and effect. The mature man of the Culture transposes in exactly the same way, every day and every hour. Here, too, is a "nature"-horizon, and beyond it lies the secondary plane formed of our impressions of rain, lightning, and tempest, summer and winter, moon-phases and star-courses. But at that plane religiousness, trembling with fear and awe, forces upon man criteria of a far higher kind. Just as in the history-picture he sounds the ultimate facts of life, so here he seeks to establish the ultimate truths of nature. What lies beyond any attainable frontier of knowledge he calls God, and all that lies within that frontier he strives to comprehend—as action, creation, and manifestation of God—causally.

Every group of scientifically established elements, therefore, has a dual tendency, inherent and unchanged since primitive ages. The one tendency urges forwards the completest possible system of technical knowledge, for the service of practical, economical, and warlike ends, which many kinds of animals have developed to a high degree of perfection, and which from them leads, through primitive man and his acquaintance with fire and metals, directly to the machine-technics of our Faustian Culture. The other tendency took shape only with the separation of strictly human thought from physical vision by means of language, and the aim of its effort has been an equally complete theoretical knowledge, which we call in the earlier phases of the Culture religious, and in the later scientific. Fire is for the warrior a weapon, for the craftsman part of his equipment, for the priest a sign from God, and for the scientist a problem. But in all these aspects alike it is proper to the "natural," the

11

I repeat, every being livingly experiences every other being and its destiny only in relation to itself. A flock of pigeons is regarded by the farmer on whose fields it settles quite otherwise than by the nature-lover in the street or the hawk in the air. The peasant sees in his son the future and the heritage, but what the neighbour sees in him is a peasant, what the officer sees is a soldier, what the visitor sees is a native. Napoleon experienced men and things very differently as Emperor and as lieutenant. Put a man in a new situation, make the revolutionary a minister, the soldier a general, and at once history and the key men of history become for him something other than what they were. Talleyrand saw through the men of his time because he belonged with them, but had h