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Wenn im Unendlichen dasselbe
Sich wiederholend ewig fliesst,
Das tausendfdltige Gewélbe
Sich kriiftig ineinander schliesst ;
Stromt Lebenslust aus allen Dingen,
Dem kleinsten wie dem grdssten Stern,
Und alles Dréiingen, alles Ringen
Ist ewige Ruh in Gott dem Herrn.
GOETHE






OSWALD SPENGLER

BY ARTHUR HELPS

A CASSANDRA is not out of place in Germany, so the revival of interest
in Spengler in his native country should not be regarded as a bad sign,
though young Germans may wonder how it was that a profound
philosopher of history, professing to follow in the footsteps of
Goethe, should look forward to Nihilism after the style of
Nietzsche. They will, nevertheless, come to the conclusion that
there is much good sense in Spengler to balance an occasional ex-
cess of Romantic paradox.

It would be a pity if his reputation as a pessimist were to deter
English readers from the Decline of the West. They would miss a
wealth of poetry and eloquence, of encyclopaedic knowledge, and
of challenging views, illuminated by a mordant wit and much cheer-
ful vituperation. If Spengler was a pessimist, so was the prophet
Isaiah, whom he admires and emulates. His recurrent theme that
‘cultures’, embodying forms of government, religions, arts and
crafts, sciences, peculiar to one culture and that culture alone, rise
and fall, and leave nothing behind, would be depressing if one
accepted it literally. His cultures are ‘organic’ (the word having a
more mystical than biological connotation); they go through the
prescribed stages, which he calls spring, summer, autumn and
winter, and then fade away. World history is the sum of such
cultures.

Spengler rejected linear progress. For him, as for Goethe, evolu-
tion is the fulfilment of a form. A culture blossoms from the soil of
an exactly definable landscape and dies when it has exhausted all its
possibilities. Thus did species such as the fugue and the Greek statue
pass away, and never recur. These cultures, sublimated like essences,
grow with the same superb aimlessness as the flowers of the field.
Alles vergaengliche ist nur ein Gleichniss, a symbol of the inner, in-
visible life, which is eternal and supersensual, over which presides
Destiny (Providence).

We live, says Spengler, in an intellectual age, which understands
by destiny a relation between cause and effect which the brain can
detect; not so Shakespeare, who took his stories as he found them
and filled them with the force of an inward necessity. Anyone who
looks for an inner form of history, based on cause and effect, must
always, if he is honest, find a burlesque comedy. Do not the deaths
of Gustavus Adolphus and Alexander seem like expedients of a non-
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plussed playwright? Day is not the cause of night, nor youth of age,
nor blossom of fruit.

The keynote of Spengler’s condemnation of his own time is in
the word ‘Civilization’, which, as used by him, connotes the death
of a culture, and a consequent transformation of values. Rousseau,
Socrates and Buddha, who were contemporaries in the Spenglerian
sense, signalized the end of a culture. Each buried a millenium of
spiritual depth. Life is presented by them as the intellect sees it; it is
judged by ultitarian or ‘rational’ criteria. The brain rules because the
soul has abdicated.

Spengler could not forgive St Paul for travelling to the ‘urban’
West, thus intellectualizing what he calls ‘Magian’ Christianity
even in the lifetime of Christ’s disciples. In the ambience of the
apocalyptic there is no intellect. Religion is not the metaphysic of
knowledge, argument, proof, which is mere philosophy and learn-
ing, but a lived and experienced metaphysic; the unthinkable as a
certainty, the supernatural as a fact.

In the springtime of a culture men could say credo quia absurdum
because they felt certain that the understandable and the non-under-
standable were necessary ingredients of the world, of that Nature
which Giotto painted, and into which reason can penetrate only so
far as the Deity permits. From a sort of jealousy arises the idea that
what cannot be understood is valueless, that only what is proven
is of value. The new religion without any secrets is philosophy.
The old religion, said Aristotle, is only necessary for the uneducated,
Confucius, Buddha, Voltaire and Lessing were of the same opinion.

Spengler, unfortunately, was obsessed by politics, and his political
views were progressively darkened by the frustration of his hopes.
He gave up his post as a high school teacher of mathematics and
history at the time of the Agadir incident in 1911, when he was
thirty-one. He foresaw war and hoped for an imperial future for a
victorious Germany, which he feared might deteriorate like Rome
after the Punic wars. His book was intended as a guide to its rulers.
He was disqualified for military service by a bad heart, so con-
tinued to write steadily throughout the first world war. He had very
small means, and later, looking back on his life, he felt that the
Decline had cost him dearly in depriving him of marriage and of a
more normal existence. The first volume was finished in 1917, and
after some difficulty found a publisher in 1918. The military
collapse of that year and the triumph of radical ideas plunged him
into despair, and confirmed him in Machiavellianism.

This attitude is most clearly expressed in the description con-
tained in the second volume of the Decline, published in 1922, of
what he calls a scene appallingly distinct and overwhelming in its
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symbolism, such as the world had never before, and never since
seen—the trial of Jesus before Pilate. Pilate’s question—What is
Truth?—implies that practical politics and ethics are poles apart.
This is borne out by Jesus' unspoken reply—What is Reality?
Spengler insists elsewhere that the words ‘My kingdom is not of this
world’ do not admit any glossing over. It is not Truth nor Righteous-
ness nor Justice, but the Roman, the Cromwellian, the Prussian that
is a fact. It is personality that counts. It was not the Christian Gospel
but the Christian martyr that conquered the world, and the martyr
derived his strength not from doctrines, but from the example of the
Man on the Cross. The genuine statesman does not believe in high
sounding phrases. Pilate’s question is always on his lips. He does not
confuse the logic of events with the logic of systems. He has con-
victions, but as a private individual, he is not hampered by didactic
principles. The man of action, says Goethe, is always conscienceless.
The great Popes and English party leaders acted on the same prin-
ciples as the conquerors of all ages. Take Innocent III, who very
nearly succeeded in making a world dominion of the Church, and
deduce therefrom the catechism of success. It will be found to be in
utter contradiction to Religion and Morality. Yet, without it there
would have been no bearable existence for any church, not to men-
tion English Colonies. It is life, not the individual that is conscience-
less. (In spite of his unwarranted assertion that we acquired our
Colonies by immoral methods Spengler implies that the world was
the gainer thereby.)

With Spengler’s suspicion of intellectuals—other than mathe-
maticians—goes his emphasis on breeding (Zucht) as against mere
book-learning. By breeding he meant the instilling of traditions, with-
out which a nation loses ‘form’. He cites the training of a mediaeval
page, cloister education, the training of the Prussian Officers Corps,
English public school and university training for the Indian Civil
Service, the training for the Roman Catholic priesthood, and Bis-
marck’s failure to train a political élite, competent to deal with
foreign affairs.

When ball game players are ‘in form’ rash strokes ‘come off’. An
Art Period is in form when its tradition is second nature, as counter-
voint was to Bach. Napoleon’s army was in form at Austerlitz,
Moltke’s at Sedan. The English over a period of 200 years had only
one Pitt, but their tradition enabled them to survive Ramsay Mac-
donald and Lloyd George. It does not matter if the leaders come up
from the People, the mighty tide of tradition takes hold of them, all
unwilling, and rules their conduct. He prophecies that the British
democratic system will be introduced into Africa, but that without
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the tradition it cannot succeed. So far from benefiting, like port
from a journey round the Cape, it loses its flavour in crossing the
British Channel. It is a purely local growth like the Rococo.

It goes without saying that Spengler hated materialistic Human-
ists, Utopians, ‘World Betterers’ and Pacifists. World Peace is always
a one-sided resolve. ‘Man is a beast of prey, I shall say it again and
again.’ The coloured races are not pacifists; they do not cling to a
life, whose length is its sole value. He protested accordingly against
the Japanese alliance, thereby angering the Nazis, with whom he
failed to see eye to eye. He called them everlasting youths, raving
like mendicant monks. ‘Aryan’ and ‘Semite’ were silly catchwords
borrowed from philology; the idea of a 1,000 Years Reich was
ridiculous. After publishing a pamphlet entitled The Hour of
Destiny, he thought he would be obliged to leave Germany, but an
interview with Hitler on the introduction of Frau Wagner prevented
this. Spengler died in 1936 before Nazism reached its zenith.

Spengler reverts frequently to the subject of ‘Megapolis’, which
he considers the worst feature of ‘Civilization’. He foresees cities
laid out for twenty million inhabitants, and covering vast areas of
countryside. Almost hopefully he dwells on the subject of the
vanished cities of the past. Regular rectangular blocks astounded
Herodotus in Babylon and Cortez in Tenochtitlan. Pataliputra,
Asoka’s capital, was an immense and completely uninhabited waste
when Hsuen Tsang visited it about A.D. 635. Antioch had five miles
of colonnades, while Nisibis, now 200 wretched hovels, had a
revenue in 969 A.D. of 5,000,000 dirhems. The towns of Saba, with
buildings twenty storys high were attributed to supernatural
builders. Eventually the huge cities stand empty except for a few
fellaheen camping in the ruins like Stone Age men in caves. This
then is the conclusion of the city’s history, from primitive barter
centre to culture city, and at last to world city, and so, doomed, it
moves on to certain destruction.

On the other hand his prophecies for the future of Russia are
surprisingly optimistic. He sees in her the saviour of the world. On
three occasions Russia has been victimized by having Western in-
fluences thrust upon her—by Peter the Great, by the Czar Alexander
at the time of the Holy Alliance, and by Lenin. Marxism, based on a
typically British poor man’s hatred of the rich, coupled with Jewish
memories of the Old Testament curse on manual labour, was
adopted by Russia under an ardent misunderstanding. The Russian
does not fight Capital, he does not understand it. By ‘Petrinism’ and
Bolshevism, which is not the contrary but the final issue of Petrin-
ism, a people, which should have lived for many generations more

I2



OSWALD SPENGLER

without history, was forced into a false and artificial history of
which the soul of old Russia was incapable.

The Russian instinct has very truly and fundamentally divided
Europe from Mother Russia with the hostility that we can see em-
bodied in Tolstoi, Aksakov, or Dostoievski. Inwardly, though,
Tolstoi is tied to the West. He is the spokesman of Petrinism even
when he is denying it. A soul, such as Dostoievski, can look beyond
the things we call social, for the things of this world seem to be so
unimportant as not to be worth improving. What has Communism
to do with the agony of a soul? Dostoievski is a saint but Tolstoi
only a revolutionary. He spoke of Christ but he meant Marx. To
Dostojevski the next 1,000 years will belong.

Living temporarily under the crust of urban-thinking Bolshevism,
the Russian has freed himself from Western Economy. To him,
thinking in terms of money is a sin (Gorki’s Night Asylum). Russia
will produce a third* issue of Christianity, priestless, and founded
on the gospel of St John. They will even develop a new architectural
style and abandon the onion cupolas forced on them by the Holy
Synod in place of the steep eight-sided tent roof which was universal
from Norway to Manchuria.

Spengler did not quite live up to his scorn of nineteenth century
painting, and of music since Beethoven. He played Verdi and
Wagner as well as old Italian music. His walls were hung with
German pictures of the Romantic Period, such as one sees in the
Schack gallery at Munich. Out of the profits of the Decline he could
afford to convert two rooms of a top flat on the Widermayer Strasse,
facing the Isar, into a sort of gallery, where he paced up and down
and looked out on the mountains. When he left Munich it was
usually to visit Italy, where his favourite spot was Lake Iseo. He
was quiet and amiable in his conversation except when roused.
‘Then one heard a harsh contemptuous laugh and saw his eyes
shining behind thick spectacles like those of a troll.” He appreciated
claret and cigars, which may partly account for the liverishness of
his political pamphlets, which, in fact, detracted from his reputa-
tion. He was intended for a poet, not a pamphleteer. :

There is a certain ‘wheel wobble’ in the last chapters of the
Decline, evidence of the stress between optimism and pessimism,
faith and spleen, always present in Spengler, also perhaps of haste
to get his task finished.

‘The machine forces the entrepreneur not less than the workman
to obedience. They are its slaves, not its masters. But the machine
depends upon its priest the engineer; in future generations, suppose,’
asks Spengler, ‘that the very é€lite of intellect that is now concerned

* Following the ‘Magian’ and the ‘Faustian’.
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with the machine becomes overpowered with a growing sense of
its Satanism (the step from Roger Bacon to Bernard of Clairvaux),
then nothing can hinder the end of the great drama, that has been a
play of intellects with hands as mere auxiliaries. So long as the
Machine dominates the earth, every non-European will try to
fathom the secret of this terrible weapon. Nevertheless, inwardly he
abhors it, be he Indian or Japanese, Russian or Arab. The attitude
of Gandhi supported Spengler, but can India in the long run hold
out against industrialism, the idea of wealth? Spengler replies that
the dictatorship of money is an idea, and, as such, must fade out as
soon as it has thought its economic world through to finality. Un-
fortunately the conqueror of the dictatorship of money and its
political weapon democracy is ‘Caesarism’. A power can only be
overcome by another power, not by a principle, such as Socialism.
The Sword is victorious over Money, the Master Will defeats the
Plunderer WillL

Spengler’s end product, Caesarism, the analogy from the Roman
Empire, is quite arbitrary. It is remarkable how his genius is out-
weighed by bile when describing the present or prophesying the
future. He falls a victim to a schematic dogmatism. Events must
follow prescribed phases of cultures seen from the Spenglerian
standpoint. His claim to observe from a neutral standpoint shows a
neglect of the relativity which is his favourite weapon. If the whole
of reality is being constantly transformed in a continuum of aspects
from perpetually changing viewpoints, it must be impossible to
obtain a precise picture.

The schoolmaster persists in Spengler. Having dazed the class with
splendid rhetoric he rubs in his points if not by paradoxes, by
striking antitheses; intuition and analysis; history and nature; ex-
perience and perception, and so on. To keep the boys attentive he
feels entitled to exaggerate, as he certainly does in insulating his
cultures absolutely from one another. This may be a partial ex-
planation of the brutality of his political prophecies, in entire con-
trast with his metaphysical mind. Kant also saw the inner and the
outer world as quite separate, if that is the meaning of the words
‘1 feel the moral law within me and I see the starry heavens above
me.” Spengler regards ‘the personal’, destiny, time, as interchange-
able words. We are Time. He quotes Augustine : ‘In te, anime meus,
tempora metior’; Destiny and with it the Ego stand outside time in
the ordinary sense of the word. For political purposes, however,
Spengler reverts to the good old German gods. His friend and con-
temporary and posthumous critic, Professor Schroeter, is reminded
of the grim Hagen in the Nibelungen Lied, the daemonic form of
purposeless and sinister power, destroying others and finally him-
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self. Spengler, disowned by the Nazis, cannot be acquitted of egging
them on to their doom. In 1927 he wrote a character of his fellow
countrymen: ‘Our unlimited need to serve, to follow, to honour
someone, true as a dog, blind in belief in spite of all obstacles. . .. No
cause, no leader, or even the caricature of one, is elsewhere so
certain of an unquestioning following, a treasure of immense value
to him who knows how to use it.’

In his pamphlet, The Duties of German Youth, he wrote “‘Who
cannot hate is no Man, and history is made by Men. That we Ger-
mans can at last hate is one of the few results of this period which
hold out promise for the future.” In his last publication he said : ‘The
ancient barbarism which has been held down for centuries . . . is
waking again with a warlike delight in its own strength. This
barbarism is what I call strong Race (Race which one has, not a race
to which one belongs; one is Ethos, the other Zoology) the eternal
warlike in the type of the beast of prey—Man. The only form-giving
power is the warlike ““Prussian” spirit, not only in Germany the
legions of Caesar march again.’ The romantic, the admirer of
Hoelderlin, Novalis and Brentano has turned very sour. Professor
Schroeter remarks ‘Never since the days of Amos and Isaiah has
ripening actuality and its recognition been so closely connected.’

Spengler’s prophecy that Western Europe would lose its world
hegemony has been fulfilled. Must western culture also go under?
Is a global culture, to take its place, even remotely conceivable?
Would Ancient Greece, the leader of the western world have sur-
vived if the small, individual states had joined together? Western
Europe has made several attempts to combine in the course of the
last 400 years—Charles V, Philip II (an Anglo-Spanish Empire over
South America?), Louis XIV, Napoleon, and finally the criminal
Hitler. Continental historians point out that England was invariably
the stumbling-block, but in every case she had good cause. Has she
still? As to the other countries, would France, for example, share
the Sahara?—whereas, in 1898, when it seemed of little value, she
was prepared to fight England for it? Must Germany again go
berserk? Heine said that, whereas deed follows thought like thunder
follows lightning, German thunder is slow like the German, but
when the German revolution comes, the French will be an idyll in
comparison. The Germans have had their revolution, and though
Kadavergehorsam is in their blood, the berserk mood, Spengler
thinks, may not re-appear for several centuries.

On one point Spengler is very definite. The polarity between the
pull of the visible and the invisible worlds is more important than
other tensions—for example, that between East and West. When
the Roman Empire fell it bequeathed Christianity to the world,
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Western Europe offers science and, its child, technology. Neverthe-
less Spengler perceives that the balance will swing and the invisible
regain the hold over the western world that it has lost since the
Middle Ages.

It is noticeable that he expects the initiative in ideas, particularly
political and economic, to come from England.
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EXPLANATORY NOTE

The passages within square brackets are the work of
Helmut Werner, translated or modified by Arthur Helps.
They serve to summarize certain lengthy passages that
have been omitted, where a link would nevertheless
appear to be necessary. Otherwise no indication is given
of where the countless cuts have been made in order to
reduce the work to considerably less than a half of its
original extent,

17






PREFACE TO THE REVISED EDITION

AT the close of an undertaking which, from the first brief sketch to
the final shaping of a complete work of quite unforeseen dimensions,
has spread itself over ten years, it will not be out of place to glance
back at what I intended and what I have achieved, my standpoint
then and my standpoint today.

In the Introduction to the 1918 edition—inwardly and outwardly
a fragment—I stated my conviction that an idea had now been irre-
futably formulated which no one would oppose, once the idea had
been put into words. I ought to have said : once that idea had been
understood. And for that we must look—as I more and more realize
—not only in this instance but in the whole history of thought—to
the new generation that is born with the ability to do it.

I added that this must be considered as a first attempt, loaded
with all the customary faults, incomplete and not without inward
opposition. The remark was not taken anything like as seriously as
it was intended. Those who have looked searchingly into the
hypotheses of living thought will know that it is not given to us to
gain insight into the fundamental principles of existence without
conflicting emotions. A thinker is a person whose part it is to sym-
bolize time according to his vision and understanding. He has no
choice; he thinks as he has to think. Truth in the long run is to him
the picture of the world which was born at his birth. It is that which
he does not invent but rather discovers within himself. It is himself
over again : his being expressed in words; the meaning of his person-
ality formed into a doctrine which so far as concerns his life is
unalterable, because truth and his life are identical. This symbolism
is the one essential, the vessel and the expression of human history.
The learned philosophical works that arise out of it are superfluous
and only serve to swell the bulk of a professional literature.

I can then call the essence of what I have discovered ‘true’—that
is, true for me, and as I believe, true for the leading minds of the
coming time; not true in itself as dissociated from the conditions
imposed by blood and by history, for that is impossible. But what I
wrote in the storm and stress of those years was, it must be admitted,
a very imperfect statement of what stood clearly before me, and it
remained to devote the years that followed to the task of correlating
facts and finding means of expression which should enable me to
present my idea in the most forcible form.

To perfect that form would be impossible—life itself is only ful-
filled in death. But I have once more made the attempt to bring up
even the earliest portions of the work to the level of definiteness

I9



PREFACE TO THE REVISED EDITION

with which I now feel able to speak; and with that I take leave of
this book with its hopes and disappointments, its merits and its
faults.

The result has in the meantime justified itself as far as I myself am
concerned and—judging by the effect that it is slowly beginning to
exercise upon extensive fields of learning—as far as others are con-
cerned also. Let no one expect to find everything set forth here. It is
but one side of what I see before me, a new outlook on history and
the philosophy of destiny—the first indeed of its kind. It is intuitive
and depictive through and through, written in a language which
seeks to present objects and relations illustratively instead of offer-
ing an army of ranked concepts. It addresses itself solely to readers
who are capable of living themselves into the word-sounds and
pictures as they read. Difficult this undoubtedly is, particularly as
our awe in face of mystery—the respect that Goethe felt—denies us
the satisfaction of thinking that dissections are the same as pene-
trations.

Of course, the cry of ‘pessimism’ was raised at once by those who
always live in the yesterday and therefore oppose every idea that
is intended for the pathfinder of tomorrow only. But I have not
written for people who imagine that delving for the springs of action
is the same as action itself; those who make definitions do not know
destiny.

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 pessi-
mism; 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.!

And now, finally, I feel urged to name once more those to whom
I owe practically everything: Goethe and Nietzsche. Goethe gave
me methaod, Nietzsche the questioning faculty—and if I were asked
to find a formula for my relation to the latter I should say that I
had made of his ‘outlook’ (Ausblick) an ‘overlook’ (Uberblick). But
Goethe was, without knowing it, a disciple of Leibniz in his whole
mode of thought. And, therefore, that which has at last (and to my
own astonishment) taken shape in my hands I am able to regard
and, despite the misery and disgust of these years, proud to call
a German philosophy.

Blankenburg am Harz
December, 1922

! Not included in the present abridged edition.
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THE complete manuscript of this book—the outcome of three years’
work—was ready when the Great War broke out. By the spring
of 1917 it had been worked over again and—in certain details—
supplemented and cleared up, but its appearance in print was still
delayed by the conditions then prevailing.

Although a philosophy of history is its scope and subject, it
possesses also a certain deeper significance as a commentary on the
great epochal moment of which the portents were visible when the
leading ideas were being formed.

The title, which had been decided upon in 1912, expresses quite
literally the intention of the book, which was to describe, in the
light of the decline of the Classical age, one world-historical phase
of several centuries upon which we ourselves are now entering.

Events have justified much and refuted nothing. It became clear
that these ideas must necessarily be brought forward at just this
moment and in Germany, and, more, that the war itself was an
element in the premisses from which the new world-picture could
be made precise.

For I am convinced that it is not merely a question of writing one
out of several possible and merely logically justifiable philosophies,
but of writing the philosophy of our time, one that is to some ex-
tent a natural philosophy and is dimly presaged by all. This may be
said without presumption; for an idea that is historically essential—
that does not occur within an epoch but itself makes that epoch—is
only in a limited sense the property of him to whose lot it falls to
parent it. It belongs to our time as a whole and influences all
thinkers, without their knowing it; it is but the accidental, private
attitude towards it (without which no philosophy can exist) that—
with its faults and its merits—is the destiny and the happiness of the
individual.

OswALD SPENGLER
Munich
December, 1917

21






CONTENTS

page
OSWALD SPENGLER BY ARTHUR HELPS 9
EXPLANATORY NOTE 17
PREFACE TO THE REVISED EDITION 19
PREFACE TO THE FIRST EDITION 21
CHAPTER [. INTRODUCTION 29

The Meaning of History for the Individual, p. 32. Egyptian and Western
Man; Historical, p. 34. What is World History? p. 37. Historical Relativity,
p. 42. The Historical Eye, p. 44. One-Sided Interpretations of the Picture of
Classical History, p. 45. The Problem of ‘Civilization’, p. 47. The Conclusion
—Imperialism, p. 5o. Significance of the Main Theme, p. 53. The Relation
of a Morphology of World History to Religion, p. 54. The Final Task, p-
56. The Origin of this book, p. 8.

CHAPTER II. THE MEANING OF NUMBERS 62

Number as the Sign of Completed Demarcation, p. 63. Every Culture has its
own Mathematic, p. 65. Classical Numbers as Magnitude, p. 66. The World
according to Aristarchus, Diophantus and the Magian Mathematic, p. 7o0.
Western Mathematic as Function, p. 73. Dread and Longing, p. 77. Geometry
and Arithmetic, p. 79. The Classical Limit-problem and the Liberation from
the Visual, p. 82.

CHAPTER III. THE PROBLEM OF WORLD HISTORY 87

Physiognomic and Systematic, p. 87. Cultures as Organisms, p. 88. Style,
Tempo, Duration, Synchronism. p. g1. The Idea of Destiny and the Principle

23



CONTENTS

page
of Causality, p. 92. The Problem of Time, p. 93. Destiny and Incident, p. 94.
Is there a Science of History? p. ¢8.

CHAPTER IV. MAKROKOSMOS: THE SYMBOLISM OF
THE WORLD-PICTURE AND THE

SPACE PROBLEM 102

Macrocosm—the Sum Total of all Symbols in Relation to One Soul, p. 102.

Space and Death, p. 103. Spatial Depth as ‘time becomes rigid’. The Prime
Symbol, p. 105. The Classical and the Western Prime Symbol, p. 108.

CHAPTER V. MAKROKOSMOS: APOLLINIAN, FAUSTIAN
AND MAGIAN SouL I11

Architecture and Divinities, p. 111. The Egyptian and the Chinese Prime
Symbol, p. 114. Imitation and Ornament, p. 116. The Architecture of the
Window, p. 118. The Great Style, The History of Style as an Organism, p.
120. History of the Arabian Style, p. 123.

CuaprTER VI. Music AND Prastic: THE ARTS OF
ForMm 127

Arts as the Symbol of the Higher Order, p. 127. Apollinian and Faustian
Art, p. 128. The Renaissance regarded as an Anti-Gothic (anti-musical)
Movement, p. 132. Character of the Baroque, p. 135. Symbolism of the
Colours, p. 138. Gold Background and Studio Brown, p. 140. Patina, p. 143.

CHAPTER VII. MusIiC AND PLASTIC: ACT AND
PORTRAIT 145

Varieties of Human Portraiture, p. 145. Hellenistic Portraiture, p. 150.
Baroque Portraiture, p. 151. Leonardo, Raphael and Michaelangelo—as Van-
quishers of the Renaissance, p. 152. The Victory of Instrumental Music in
1670 and a Classical Parallel, p. 157. Impressionism, p. 160. Pergamum and
Bayreuth; the End of Art, p. 163.



CONTENTS

page
CHAPTER VIII. SouL-IMAGE AND LIFE-FEELING: ON
THE FORM OF THE SOUL 166

The Soul-Image, a Function of the World-Image, p. 166. The Gothic Will,
p. 167. The Inner Mythology, p. 169. Classical Behaviour and Faustian
Character-Drama, p. 171. Symbolism of the Drama, p. 175. The Art of the
Day and of the Night, p. 176. Popular and Esoteric Character. The Image
of Astronomy. The Geographical Horizon, p. 178. The Will to Power, p. 179.

CHAPTER IX. SoUL-IMAGE AND LIFE-FEELING:
BubpbDHISM, STOICISM, SOCIALISM 181

Every Culture Possesses its own Ethic, p. 181. Faustian Morale, p. 183. The
Morale of Dawning ‘Civilization’, p. 185. Irreligion, p. 187. Ethical Socialism,

p. 189.

CHAPTER X. FAUSTIAN AND APOLLINIAN NATURE-

KNOWLEDGE 192
Every Science is dependent upon a Religion, p. 192. The Atomic Theory,
p. 195. The Problem of Motion, p. 197. The Interpretation of ‘Experience’,
p. 200. The ‘God-Feeling’ and Nature, p. 202. The Great Myth. Faustian,
Classical, Magian Numina, p. 203. Atheism, p. 208. Faustian Physics as the
Dogma of Force, p. 210. The Limits of Further Theocratical—not Technical
—Development, p. 214. The Self Destruction of Dynamic Physics; Historical
Ideas appear, p. 216. The Last Stage. Dissolution in a System of Morpho-
logical Relationships, p. 220.

CHAPTER XI. ORIGIN AND LANDSCAPE: THE COSMIC
AND THE MICROCOSM 226

CHAPTER XII. ORIGIN AND LANDSCAPE: THE GROUP
OF THE HIGHER CULTURES 230

CuAPTER XIII. CITIES AND PEOPLES 247%

The Two Souls, p. 243. Form Languages of ‘Civilization’, p. 249. Race is
Style, p. 251. People and Nation, p. 260.

25



CONTENTS
page
CHAPTER XIV. PROBLEMS OF THE ARABIAN CUL-
TURE: HISTORIC PSEUDOMOR-
PHOSES 2673

The Idea, p. 263. The Russian Pseudomorphosis, p. 265. The Period of
Arabian Feudalism, p. 269. Syncretism, p. 271. Jews, Chaldeans and Persians
of the ‘pre-culture’, p. 274. Jesus, p. 277. The Teaching of Jesus. Paul, p. 281.
John, Marcion, p. 285. The Heathen and Christian Cult-Churches, p. 287.

CHAPTER XV. PROBLEMS OF THE ARABIAN CULTURE:
THE MAGIAN SoUL 290

The Dualism of the World-Cavern, p. 290. ‘World-Time’. Grace, p. 292. The
Consensus, p. 204. The Word as Substance, p. 295. The Group of the Magian
Religions, p. 298. The Religions of Magian Christianity. The End of
Theology, p. 301.

CuHAPTER XVI. PROBLEMS OF THE ARABIAN CUL-
TURE: PYTHAGORAS, MOHAMMED,
CROMWELL 307

The Nature of Religion: Morality as Sacrifice, p. 307. Morphology of
Religious History, p. 310. Egypt and the Ancient World, p. 311. The Gothic,
p. 316. Reformation, p. 323. Science. Puritanism, p. 325. Rationalism, p.
328. The Second Religiousness, p. 330. Judaism, p. 332.

CHAPTER XVII. THE STATE: THE PROBLEM OF THE
ESTATES 338
Man and Woman, p. 338. Race. Blood, p. 340.

CHAPTER XVIII. STATE AND HiSTORY 344

The Vesting of Authority, p. 344. The Bourgeosie, p. 346. Tradition versus
Theory, p. 353. The Period of Contending States, p. 357. Caesarism, p. 360.

CHAPTER XIX. PHILOSOPHY OF POLITICS 364
The Statesman, p. 364. Political Theory, p. 370. The Fate of Democracy, p.
372. The Press, p. 374.

26



CONTENTS
page

CHAPTER XX. THE FOrRM-WoORLD OoF ECoNoMIC LIFE:
0 MONEY 378

Economic Life, p. 378. Economics and Politics, p. 379. Thinking in Terms
of Good but in Terms of Money, p. 382. Classical and Western Money
Thought, p. 385. Money and Work, p. 386.

CHAPTER XXI. THE ForM-WORLD oF EcoNoMiC
LIFE : THE MACHINE 388

27






I

INTRODUCTION

IN this book is attempted for the first time the venture of predeter-
mining 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.

Is there a logic of history? Is there, beyond all the casual and in-
calculable elements of the separate events, something that we may
call a metaphysical structure of historic humanity, something that
is essentially independent of the outward forms—social, spiritual
and political—which we see so clearly? Are not these actualities
indeed secondary or derived from that something? Does world-
history present to the seeing eye certain grand traits, again and again,
with sufficient constancy to justify certain conclusions? And if so,
what are the limits to which reasoning from such premisses may
be pushed?

Is it possible to find in life itself—for human history is the sum
of mighty life-courses which already have had to be endowed with
ego and personality, in customary thought and expression, by pre-
dicating entities of a higher order like ‘the Classical’ or ‘the Chinese
Culture’, ‘Modern Civilization’—a series of stages which must be
traversed, and traversed moreover in an ordered and obligatory
sequence? For everything organic the notions of birth, death, youth,
age, lifetime are fundamentals—may not these notions, in this sphere
also, possess a rigorous meaning which no one has as yet extracted?
In short, is all history founded upon general biographic archetypes?

The decline of the West, which at first sight may appear, like the
corresponding decline of the Classical Culture, a phenomenon
limited in time and space, we now perceive to be a philosophical
problem that, when comprehended in all its gravity, includes within
itself every great question of Being.

If therefore we are to discover in what form the destiny of the
Western Culture will be accomplished, we must first be clear as to
what culture is, what its relations are to visible history, to life, to
soul, to nature, to intellect, what the forms of its manifestation are
and how far these forms—peoples, tongues and epochs, battles and
ideas, states and gods, arts and craft-works, sciences, laws, economic
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types and world-ideas, great men and great events—may be accepted
and pointed to as symbols.

The means whereby to identify dead forms is Mathematical Law.
The means whereby to understand living forms is Analogy. By these
means we are enabled to distinguish polarity and periodicity in the
world.

It is, and has always been, a matter of knowledge that the ex-
pression-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 Caesar and Alexander—analogies of which, as we shall see, the
first is morphologically quite inacceptable and the second is correct.
Frederick the Great, in his political writings—such as his Con-
sidérations, 1738—moves among analogies with perfect assurance.
Thus he compares the French to the Macedonians under Philip and
the Germans to the Greeks. ‘Even now,” he says, ‘the Thermopylae
of Germany, Alsace and Lorraine, are in the hands of Philip,” therein
exactly characterizing the policy of Cardinal Fleury. We find him
drawing parallels also between the policies of the Houses of Habs-
burg and Bourbon and the proscriptions of Antony and of Octavius.

Still, all this was only fragmentary and arbitrary, and usually im-
plied rather a momentary inclination to poetical or ingenious
expressions than a really deep sense of historical forms. In this
region no one hitherto has set himself to work out a method, nor
has had the slightest inkling that there is here a root, in fact the
only root, from which can come a broad solution of the problems
of History. Analogies, in so far as they laid bare the organic structure
of history, might be a blessing to historical thought. Their technique,
developing under the influence of a comprehensive idea, would
surely eventuate in inevitable conclusions and logical mastery. But
as hitherto understood and practised they have been a curse, for
they have enabled the historians to follow their own tastes, instead
of soberly realizing that their first and hardest task was concerned
with the symbolism of history and its analogies.

Thus our theme, which originally comprised only the limited
problem of present-day civilization, broadens itself into a new
philosophy—the philosophy of the future, so far as the meta-
physically-exhausted soil of the West can bear such, and in any case
the only philosophy which is within the possibilities of the West-
European mind in its next stages. It expands into the conception of a
morphology of world history, of the world-as-history in contrast to
the morphology of the world-as-nature that hitherto has been almost
the only theme of philosophy. And it reviews once again the forms
and movements of the world in their depths and final significance,
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but this time according to an entirely different ordering which
groups them, not in an ensemble picture inclusive of everything
known, but in a picture of life, and presents them not as things-
become, but as things-becoming.

The world-as-history, conceived, viewed and given form from out
of its opposite the world-as-nature—here is a new aspect of human
existence on this earth. As yet, in spite of its immense significance,
both practical and theoretical, this aspect has not been realized,
still less presented. Some obscure inkling of it there may have been,
a distant momentary glimpse there has often been, but no one has
deliberately faced it and taken it in with all its implications. We
have before us two possible ways in which man may inwardly
possess and experience the world around him. With all rigour I
distinguish (as to form, not substance) the organic from the
mechanical world-impression, the content of images from that of
laws, the picture and symbol from the formula and the system, the
instantly actual from the constantly possible, the intents and pur-
poses of imagination ordering according to plan from the intents
and purposes of experience dissecting according to scheme; and—to
mention even thus early an opposition that has never yet been noted,
in spite of its significance—the domain of chronological from that
of mathematical number.

Consequently, in a research such as that lying before us, there
can be no question of taking spiritual-political events, as they be-
come 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. I have not hitherto found one who has carefully
considered the morphological relationship that inwardly binds to-
gether the expression-forms of all branches of a Culture. Yet, viewed
from this morphological standpoint, even the humdrum facts of
politics assume a symbolic and even a metaphysical character, and—
what has perhaps been impossible hitherto—things such as the
Egyptian administrative system, the Classical coinage, analytical
geometry, the cheque, the Suez Canal, the book-printing of the
Chinese, the Prussian Army, and the Roman road-engineering can,
as symbols, be made uniformly understandable and appreciable.
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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 carry-
ing on historical research when we are really following out objective
connexions of cause and effect. Judged by the standards of the
physicist and the mathematician, the historian becomes careless as
soon as he has assembled and ordered his material and passes on to
interpretation. 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 contradictinction to nature) but
is unapproachable through the cognition-forms which the ‘Critique
of Pure Reason’ investigates. This fact still awaits its theoretical
formulation.

Mathematics and the principle of Causality lead to a naturalistic,
Chronology and the idea of Destiny to a historical ordering of the
phenomenal world. Both orderings, each on its own account, cover
the whole world. The difference is only in the eyes by which and
through which this world is realized.

THE MEANING OF HISTORY FOR THE INDIVIDUAL

Nature is the shape in which the man of higher Cultures syn-
thesizes and interprets the immediate impressions of his senses.
History is that from which his imagination seeks comprehension of
the living existence of the world in relation to his own life, which
he thereby invests with a deeper reality. Whether he is capable of
creating these shapes, which of them it is that dominates his waking
consciousness, is a primordial problem of all human existence.

Man, thus, has before him two possible ways of regarding the
world. But it must be noted, at the very outset, that these possi-
bilities 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 every-
one 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
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off and self-contained. For the latter type of consciousness there is
certainly 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?

ANTIQUITY AND INDIA: UNHISTORICAL

What diaries and autobiographies yield in respect of an individual,
that historical research in the widest and most inclusive sense—that
is, every kind of psychological comparison and analysis of alien
peoples, times and customs—yields as to the soul of a Culture as a
whole. But the Classical culture possessed no memory, no organ of
history in this special sense. The memory of the Classical man—so
to call it, though it is somewhat arbitrary to apply to alien souls a
notion derived from our own—is something different, since past and
future, as arraying perspectives in the working consciousness, are
absent and the ‘pure Present’, which so often roused Goethe’s
admiration in every product of the Classical life and in sculpture
particularly, fills that life with an intensity that to us is perfectly
unknown. This pure Present, whose greatest symbol is the Doric
column, in itself predicates the negation of time (of direction). For
Herodotus and Sophocles, as for Themistocles or a Roman consul,
the past is subtilized instantly into an impression that is timeless and
changeless, polar and not periodic in structure—in the last analysis,
of such stuff as myths are made of—whereas for our world-sense
and our inner eye the past is a definitely periodic and purposeful
organism of centuries or millennia. For this reason, although
Classical man was well acquainted with the strict chronology and
almanac-reckoning of the Babylonians and especially the Egyptians,
and therefore with that eternity-sense and disregard of the present-
as-such which revealed itself in their broadly-conceived operations
of astronomy and their exact measurements of big time-intervals,
none of this ever became intimately a part of him.

As regards Classical history-writing, take Thucydides. The mastery
of this man lies in his truly Classical power of making alive and self-
explanatory the events of the present, and also in his possession of
the magnificently practical outlook of the born statesman who has
himself been both general and administrator. In virtue of this
quality of experience (which we unfortunately confuse with the
historical sense propetr), his work confronts the merely learned and
professional historian as an inimitable model, and quite rightly so.
But what is absolutely hidden from Thucydides is perspective, the
power of surveying the history of centuries, that which for us is
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implicit in the very conception of a historian. The fine pieces of
Classical history-writing are invariably those which set forth matters
within the political present of the writer, whereas for us it is the
direct opposite, our historical masterpieces without exception being
those which deal with a distant past. Thucydides would have broken
down in handling even the Persian Wars, let alone the general history
of Greece, while that of Egypt would have been utterly out of his
reach. He, as well as Polybius and Tacitus (who like him were
practical politicians), loses his sureness of eye from the moment
when, in looking backwards, he encounters motive forces in any
form that is unknown in his practical experience. For Polybius even
the First Punic War, for Tacitus even the reign of Augustus, are in-
explicable. As for Thucydides, his lack of historical feeling—in our
sense of the phrase—is conclusively demonstrated on the very first
page of his book by the astounding statement that before his time
(about 400 B.C.) no events of importance had occurred  (o? peydia
yevéafar) in the world!?

EGYPTIAN AND WESTERN MAN: HISTORICAL

The Egyptian soul, conspicuously historical in its texture and
impelled with primitive passion towards the infinite, perceived past
and future as its whole world, and the present (which is identical
with waking consciousness) appeared to him simply as the narrow
common frontier of two immeasurable stretches. The Egyptian
Culture is an embodiment of care—which is the spiritual counter-
poise of distance—care for the future expressed in the choice of
granite or basalt as the craftsman’s materials,” in the chiselled
archives, in the elaborate administrative system, in the net of irriga-

1 The attempts of the Greeks to frame something like a calendar or a
chronology after the Egyptian fashion, besides being very belated indeed,
were of extreme naiveté. The Olympiad reckoning is not an era in the sense
of, say, the Christian chronology, and is, moreover, a late and purely literary
expedient, without popular currency. The people, in fact, had no general
need of a numeration wherewith to date the experiences of their grand-
fathers and great-grandfathers, though a few learned persons might be in-
terested in the calendar question. We are not here concerned with the sound-
ness or unsoundness of a calendar, but with its currency, with the question
of whether men regulated their lives by it or not.

2 Contrast with this the fact, symbolically of the highest importance and
unparallelled in art-history, that the Hellenes, though they had before their
eyes the works of the Mycenaean Age and their land was only too rich in
stone, deliberately reverted to wood; hence the absence of architectural re-
mains of the period 1200-600. The Egyptian plant-column was from the out-
set of stone, whereas the Doric column was wooden, a clear indication of
the intense antipathy of the Classical soul towards duration.
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tion works,® and, necessarily bound up therewith, care for the past.
The Egyptian mummy is a symbol of the first importance. The bod'y
of the dead man was made everlasting, just as his persone.lhty,‘hls
‘Ka’, was immortalized through the portrait-statuettes, which were
often made in many copies and to which it was conceived to be
attached by a transcendental likeness.

There is a deep relation between the attitude that is taken towarc?s
the historic past and the conception that 1s formed of death, and t.hlS
relation is expressed in the disposal of the dead. The Egyptian denied
mortality, the Classical man affirmed it in the whole symbolism of
his Culture. The Egyptians embalmed even their history in chrono-
logical dates and figures. From pre-Solonian Greece nothing has been
handed down, not a year-date, not a true name, not a tangible event
—with the consequence that the later history, (which alone we
know) assumes undue importance—but for Egypt we possess, from
the 3rd millennium, and even earlier, the names and even the exact
reign-dates of many of the kings, and the New Empire must have
had a complete knowledge of them. Today, pathetic symbols of the
will to endure, the bodies of the great Pharaohs lie in our museums,
their faces still recognizable.

No great Greek ever wrote down any recollections that would
serve to fix a phase of experience for his inner eye. Not even Socrates
has told, regarding his inward life, anything important in our sense
of the word. It is questionable indeed whether for a Classical mind
it was even possible to react to the motive forces that are pre-
supposed in the production of a Parzeval, a Hamlet, or a Werther. In
Plato we fail to observe any conscious evolution of doctrine; his
separate works are merely treatises written from very different
standpoints which he took up from time to time, and it gave him no
concern whether and how they hung together. On the contrary, a
work of deep self-examination, the Vita Nuova of Dante, is found
at the very outset of the spiritual history of the West. How little
therefore of the Classical pure-present there really was in Goethe,
the man who forgot nothing, the man whose works, as he avowed
himself, are only fragments of a single great confession!

After the destruction of Athens by the Persians, all the older art-
works were thrown on the dustheap (whence we are now extracting
them), and we do not hear that anyone in Hellas ever troubled him.
self about the ruins of Mycenae or Phaistos for the purpose of ascer-
taining historical facts. In the West, on the contrary, the piety

8 Is there any Hellenic city that ever carried out one single comprehensive
work that tells of care for future generations? The road and water systems
which research has assigned to the Mycenaean—i.e. the pre-Classical—age
fell into disrepair and oblivion from the birth of the Classical peoples—that
is, from the Homeric period.
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inherent in and peculiar to the Culture manifested itself in Petrarch
—the collector of antiquities, coins and manuscripts, the very type
of historically-sensitive man, viewing the distant past and scanning
the distant prospect (was he not the first to attempt an Alpine
peak?), living in his time, yet essentially not of it. The soul of the
collector is intelligible only by having regard to his conception of
Time. Even more passionate perhaps, though of a different colouring,
is the collecting-bent of the Chinese. In China, whoever travels
assiduously pursues ‘old tracks’ (Ku-tsi) and the untranslatable ‘Tao’,
the basic principle of Chinese existence, derives all its meaning from
a deep historical feeling. In the Hellenistic period, objects were in-
deed collected and displayed everywhere, but they were curiosities
of mythological appeal (as described by Pausanias) as to which
questions of date or purpose simply did not arise.

Amongst the Western peoples, it was the Germans who discovered
the mechanical clock, the dread symbol of the flow of time, and the
chimes of countless clock towers that echo day and night over West
Europe are perhaps the most wonderful expression of which a
historical world-feeling is capable.* In the timeless countrysides and
cities of the Classical world, we find nothing of the sort. Till the
epoch of Pericles, the time of day was estimated merely by the
length of shadow, and it was only from that of Aristotle that the
word dpa received the (Babylonian) significance of ‘hour’; prior to
that there was no exact subdivision of the day. In Babylon and
Egypt water-clocks and sun-dials were discovered in the very early
stages, yet in Athens it was left to Plato to introduce a practically
useful form of clepsydra, and this was merely a minor adjunct of
everyday utility which could not have influenced the Classical life-
feeling in the smallest degree. It is a bizarre, but nevertheless psy-
chologically exact, fact that the Hellenic physics—being statics
and not dynamics—neither knew the use nor felt the absence of
the time-element, whereas we on the other hand work in thousandths
of a second. The one and only evolution-idea that is timeless,
ahistoric, is Aristotle’s entelechy.

This, then, is our task. We men of the Western Culture are, with
our historical sense, an exception and not a rule. World-history is
our world picture and not all mankind’s. Indian and Classical man
formed no image of a world in progtess, and perhaps when in due

4 It was about 1000 A.D. and therefore contemporaneously with the begin-
ning of the Romanesque style and the Crusades—the first symptoms of a
new Soul—that Abbot Gerbert (Pope Sylvester II), the friend of the Emperor
Otto III, invented the mechanism of the chiming wheel-clock. In Germany
too, the first tower-clocks made their appearance, about 1200, and the pocket
watch somewhat later. Observe the significant association of time measure-
ment with the edifices of religion.
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course the civilization of the West is extinguished, there will never
again be a Culture and a human type in which ‘world-history” is so
potent a form of the waking consciousness.

WHAT IS WORLD-HISTORY?

What, then, is world-history? Certainly, an ordered p_resentation
of the past, an inner postulate, the expression of a capacity for feel-
ing form. But a feeling for form, however definite, is not the; same
as form itself. No doubt we feel world-history, experience it, and
believe that it is to be read just as a map is read. But, even today,
it is only partial shapes of it that we know and not the shape of
it, which is the mirror-image of our own inner 11fe.. ‘ ’

Thanks to the subdivision of history into ‘Ancient’, Med1ae\{al
and ‘Modern’'—an incredibly jejune and meaningless scheme, which
has, however, entirely dominated our historical thinking—we .have
failed to perceive the true position in the general history of higher
mankind, of the little part-world which has developed on West-
European® soil from the time of the German-Roman Empire, to ]u_dge
of its relative importance and above all to estimate its direction.
The Cultures that are to come will find it difficult to believe that the
validity of such a scheme with its simple rectilinear progression and
its meaningless proportions, becoming more and more preposterous
with each century, incapable of bringing into itself the new fields
of history as they successively come into the light of our know-
ledge, was, in spite of all, never whole-heartedly attacked. It is not
only that the scheme circumscribes the area of history. What is
worse, it rigs the stage. The Western European area is regarded as a
fixed pole, a unique patch chosen on the surface of the sphere for
no better reason, it seems, than because we live on it—and great
histories of millennial duration and mighty far-away Cultures are
made to revolve around this pole in all modesty. It is a quaintly con-
ceived system of sun and planets! We select a single bit of ground
as the natural centre of the historical system, and make it the central

® The word ‘Europe’ ought to be struck out of history. There is historically
no ‘European’ type, and it is sheer delusion to speak of the Hellenes as
‘Buropean Antiquity’ and to enlarge upon their ‘mission’ to bring Europe and
Asia closer together. It is thanks to this word ‘Europe’ alone, and the com-
plex of ideas resulting from it, that our historical consciousness has come to
link Russia with the West in an utterly baseless unity—a mere abstraction
derived from the reading of books—that has led to immense real con-
sequences. In the shape of Peter the Great, this word has falsified the his-
torical tendencies of a primitive human mass for two centuries, whereas the
Russian instinct has very truly and fundamentally divided ‘Europe’ from
‘Mother Russia’ with the hostility that we can see embodied in Tolstoi,

Aksakov or Dostoievski. ‘East’ and ‘West’ are notions that contain real
history, whereas ‘Europe’ is an empty sound.
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sun. From it all the events of history receive their real light, from it
their importance is judged in perspective.

It is self-evident that for the Cultures of the West the existence of
Athens, Florence or Paris is more important than that of Lo-Yang
or Pataliputra. But is it permissible to found a scheme of world-
history on estimates of such a sort? If so, then the Chinese historian
is quite entitled to frame a world-history in which the Crusades, the
Renaissance, Caesar and Frederick the Great are passed over in
silence as insignificant. How, from the morphological point of view,
should our eighteenth century be more important than any other of
the sixty centuries that preceded it? Is it not ridiculous to oppose a
‘modern’ history of a few centuries, and that history to all intents
localized in West Europe, to an ‘ancient’ history which covers as
many millennia—incidentally dumping into that ‘ancient history’
the whole mass of the pre-Hellenic cultures, unprobed and un-
ordered, as mere appendix-matter? This is no exaggeration. Do we
not, for the sake of keeping the hoary scheme, dispose of Egypt and
Babylon—each as an individual and self-contained history quite
equal in the balance to our so-called ‘world-history’ from Charle-
magne to the World-War and well beyond it—as a prelude to
classical history? Do we not relegate the vast complexes of Indian
and Chinese culture to foot-notes, with a gesture of embarrassment?
As for the great American cultures, do we not, on the ground that
they do not ‘fit in’ (with what?), entirely ignore them?

The most appropriate designation for this current West-European
scheme of history, in which the great Cultures are made to follow
orbits round us as the presumed centre of all world-happenings, is
the Ptolemaic system of history. The system that is put forward in
this work in place of it I regard as the Copernican discovery in the
historical sphere, in that it admits no sort of privileged position to
the Classical or the Western Culture as against the Cultures of India,
Babylon, China, Egypt, the Arabs, Mexico—separate worlds of
dynamic being which in point of mass count for just as much in
the general picture of history as the Classical, while frequently
surpassing it in point of spiritual greatness and soaring power.

The scheme ‘ancient-mediaeval-modern’ in its first form was a
creation of the Magian world-sense. It first appeared in the Persian
and Jewish religions after Cyrus, received an apocalyptic sense in
the teaching of the Book of Daniel on the four world-eras, and was
developed into a world-history in the post-Christian religions of the
East, notably the Gnostic systems.

This important conception, within the very narrow limits which
fixed its intellectual basis, was unimpeachable. Neither Indian nor
even Egyptian history was included in the scope of the proposition.
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For the Magian thinker the expression ‘world-history’ meant a
unique and supremely dramatic act, having as its theatre the lands
between Hellas and Persia, in which the strictly dualistic quld-
sense of the East expressed itself not by means of polar conceptions
like the ‘soul and spirit’, ‘good and evil’ of contemporary meta-
physics, but by the figure of a catastrophe, an epochal change of
phase between world-creation and world-decay. No elements be-
yond those which we find stabilized in the Classical literature, on
the one hand, and the Bible (or other sacred book of the particular
system), on the other, came into the picture, which presents (as ‘The
Old’ and ‘The New’, respectively) the easily-grasped contrasts of
Gentile and Jewish, Christian and Heathen, Classical and Oriental,
idol and dogma, nature and spirit with a time connotation—that is,
as a drama in which the one prevails over the other. The historical
change of period wears the characteristic dress of the religious
‘Redemption’. This ‘world-history’ in short was a conception narrow
and provincial, but within its limits logical and complete. Neces-
sarily, therefore, it was specific to this region and this humanity,
and incapable of any natural extension.

But to these two there has been added a third epoch, the epoch
that we call ‘modern’, on Western soil, and it is this that for the first
time gives the picture of history the look of a progression. The
oriental picture was at rest. It presented a self-contained antithesis,
with equilibrium as its outcome and a unique divine act as its turn-
ing point. But, adopted and assumed by a wholly new type of man-
kind, it was quickly transformed (without anyone’s noticing the
oddity of the change) into a conception of a linear progress : from
Homer or Adam—the modern can substitute for these names the
Indo-German, Stone Age, or the Pithecanthropus—through Jeru-
salem, Rome, Florence and Paris according to the taste of the
individual historian, thinker or artist, who has unlimited freedom
in the interpretation of the three-part scheme.

This third term, ‘modern times’, which in form asserts that it is
the last and conclusive term of the series, has in fact, ever since the
Crusades, been stretched and stretched again to the elastic limit at
which it will bear no more. It was at least implied if not stated in so
many words, that here, beyond the ancient and the mediaeval, some-
thing definitive was beginning, a Third Kingdom in which, some-
where, there was to be fulfilment and culmination, and which had
an objective point. As to what this objective point is, each thinker,
from Schoolman to present-day Socialist, backs his own peculiar
discovery.

On the very threshold of the Western Culture we meet the great
Joachim of Floris (c. 1145-1202), the first thinker of the Hegelian
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stamp who shattered the dualistic world-form of Augustine, and
with his essentially Gothic intellect stated the new Christianity of
his time in the form of a third term to the religions of the Old and
the New Testaments, expressing them respectively as the Age of the
Father, the Age of the Son and the Age of the Holy Ghost. His teach-
ing moved the best of the Franciscans and the Dominicans, Dante,
Thomas Aquinas, in their inmost souls and awakened a world-
outlook which slowly but surely took entire possession of the his-
torical sense of our Culture. Lessing—who often designated his own
period, with reference to the Classical as the ‘after-world’ (Nach-
welt)—took his idea of the ‘education of the human race’ with its
three stages of child, youth and man, from the teaching of the
Fourteenth Century mystics. Ibsen treats it with thoroughness in
his Emperor and Galilean (1877%), in which he directly presents the
Gnostic world-conception through the figure of the wizard Maximus,
and advances not a step beyond it in his famous Stockholm address
of 1887. It would appear, then, that the Western consciousness feels
itself urged to predicate a sort of finality inherent in its own appear-
ance.

But the creation of the Abbot of Floris was a mystical glance into
the secrets of the divine world-order. It was bound to lose all mean-
ing as soon as it was used in the way of reasoning and made a
hypothesis of scientific thinking, as it has been—ever more and more
frequently—since the seventeenth century.

It is a quite indefensible method of presenting world-history to
begin by giving rein to one’s own religious, political or social con-
victions and endowing the sacrosanct three-phase system with
tendencies that will bring it exactly to one’s own standpoint. This
is, in effect, making of some formula—say, the ‘Age of Reason’,
Humanity, the greatest happiness of the greatest number, enlighten-
ment, economic progress, national freedom, the conquest of nature,
or world-peace—a criterion whereby to judge whole millennia of
history. And so we judge that they were ignorant of the ‘true path’,
or that they failed to follow it, when the fact is simply that their
will and purposes were not the same as ours. Goethe’s saying, ‘What
is important in life is life and not a result of life, is the answer to
any and every senseless attempt to solve the riddle of historical form
by means of a programme.

It is the same picture that we find when we turn to the historians
of each special art or science (and those of national economics and
philosophy as well). We find :

‘Painting’ from the Egyptians (or the cave-men) to the Impres-
sionists, or
‘Music” from Homer to Bayreuth and beyond, or
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‘Social Organization’ from Lake Dwellings to Socialism, as the

case may be, o . )
presented as a linear graph which steadily rises in conformity with
the values of the (selected) arguments. No one has seriously con-
sidered the possibility that arts may have an allotted span of 'hfe
and may be attached as forms of self-expression to particular regions
and particular types of mankind, and that therefore the total history
of an art may be merely an additive compilation of separate develop-
ments, of special arts, with no bond of union save the name and
some details of craft-technique.

We know it to be true of every organism that the rhythm, form
and duration of its life, and all the expression-details of that life as
well, are determined by the properties of its species. No one, looking
at the oak, with its millennial life, dare say that it is at this moment,
now, about to start on its true and proper course. No one as he sees
a caterpillar grow day by day expects that it will go on doing so for
two or three years. In these cases we feel, with an unqualified
certainty, a limit, and this sense of the limit is identical with our
sense of the inward form. In the case of higher human history, on
the contrary, we take our ideas as to the course of the future from
an unbridled optimism that sets at naught all historical, i.e. organic,
experience, and everyone therefore sets himself to discover in the
accidental present terms that he can expand into some striking pro-
gression-series, the existence of which rests not on scientific proof
but on predilection.

‘Mankind’, however, has no aim, no idea, no plan, any more than
the family of butterflies or orchids. ‘Mankind’ is a zoological expres-
sion, or an empty word.® But conjure away the phantom, break the
magic circle, and at once there emerges an astonishing wealth of
actual forms—the Living with all its immense fullness, depth and
movement—hitherto veiled by a catchword, a dryasdust scheme,
and a set of personal ‘ideals’. I see, in place of that empty figment
of one linear history which can only be kept up by shutting one’s
eyes to the overwhelming multitude of the facts, the drama of
a number of mighty Cultures, each springing with primitive
strength from the soil of a mother-region to which it remains firmly
bound throughout its whole life-cycle; each stamping its material,
its mankind, in its own image; each having its own idea, its own
passions, its own life, will and feeling, its own death. Here indeed
are colours, lights, movements, that no intellectual eye has yet dis-
covered. Here the Cultures, peoples, languages, truths, gods, land-
scapes bloom and age as the oaks and the pines, the blossoms, twigs

§ ‘Mankind? It is an abstraction. There are, always have been, and always
will Ee men and only men.’ (Goethe to Luden.) v
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and leaves—but there is no ageing ‘Mankind’. Each Culture has its
own new possibilities of self-expression which arise, ripen, decay,
and never return. There is not one sculpture, one painting, one
mathematics, one physics, but many, each in its deepest essence
different from the others, each limited in duration and self-con-
tained, just as each species of plant has its peculiar blossom or fruit,
its special type of growth and decline. These cultures, sublimated
life-essences, grow with the same superb aimlessness as the flowers
of the field. They belong, like the plants and the animals, to the
living Nature of Goethe, and not to the dead Nature of Newton. I
see world- history as a picture of endless formations and transforma-
tions, of the marvellous waxing and waning of organic forms. The
professional historian, on the contrary, sees it as a sort of tapeworm
industriously adding on to itself one epoch after another.

But the series ‘ancient-mediaeval-modern history’ has at last ex-
hausted its usefulness. Angular, narrow, shallow though it was as a
scientific foundation, still we possessed no other form that was not
wholly unphilosophical in which our data could be arranged, and
world-history (as hitherto understood) has to thank it for filtering
our classifiable solid residues. But the number of centuries that the
scheme can by any stretch be made to cover has long since been
exceeded, and with the rapid increase in the volume of our historical
material—especially of material that cannot possibly be brought
under the scheme—the picture is beginning te dissolve into a chaotic
blur.

HISTORICAL RELATIVITY

When Plato speaks of humanity, he means the Hellenes in con-
trast to the barbarians, which is entirely consonant with the
ahistoric mode of the Classical life and thought, and his premisses
take him to conclusions that for Greeks were complete and signifi-
cant. When, however, Kant philosophizes, say on ethical ideas, he
maintains the validity of his theses for men of all times and places.
He does not say this in so many words, for, for himself and his
readers, it is something that goes without saying. In his aesthetics he
formulates the principles, not of Phidias’s art, or Rembrandt’s art,
but of Art generally. But what he poses as necessary forms of
thought are in reality only necessary forms of Western thought,
though a glance at Aristotle and his essentially different conclusions
should have sufficed to show that Aristotle’s intellect, not less pene-
trating than his own, was of different structure from it.

It is this that is lacking to the Western thinker, the very thinker
in whom we might have expected to find it—insight into the
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historically relative character of his data, which are expressions of
one specific existence and one only; knowledge of the necessary
limits of their validity; the conviction that his ‘unshakable’ truths
and ‘eternal’ views are simply true for him and eternal for his world-
view; the duty of looking beyond them to find out what the men
of other Cultures have with equal certainty evolved out of them-
selves. That and nothing else will impart completeness to the
philosophy of the future, and only through an understanding of the
living world shall we understand the symbolism of history. Here
there is nothing constant, nothing universal. We must cease to speak
of the forms of ‘Thought’, the principles of ‘Tragedy’, the mission of
“The State’. Universal validity involves always the fallacy of arguing
from particular to particular.

But something much more disquieting than a logical fallacy begins
to appear when the centre of gravity of philosophy shifts from the
abstract-systematic to the practical-ethical and our Western thinkers
from Schopenhauer onward turn from the problem of cognition to
the problem of life (the will to life, to power, to action). Here it is
not the ideal abstract ‘man’ of Kant that is subjected to examination,
but actual man as he has inhabited the earth during historical time,
grouped, whether primitive or advanced, by peoples; and it is more
than ever futile to define the structure of his highest ideas in terms
of the ‘ancient-mediaeval-modern’ scheme with its local limitations.
But it is done, nevertheless.

Consider the historical horizon of Nietzsche. His conceptions of
decadence, militarism, the transvaluation of all values, the will to
power, lie deep in the essence of Western civilization and are for
the analysis of that civilization of decisive importance. But what,
do we find, was the foundation on which he built up his creation?
Romans and Greeks, Renaissance and European present, with a fleet-
ing and uncomprehending side-glance at Indian philosophy—in short
‘ancient, mediaeval and modern' history. Strictly speaking, he never
once moved outside the scheme, nor did any other thinker of his
time. And is the thought-range of Schopenhauer, Comte, Feuerbach,
Hebbel or Strindberg any wider? Is not their whole psychology, for
allits intention of world-wide validity, one of purely West-European
significance?

What the West has said and thought, hitherto, on the problems
of space, time, motion, number, will, marriage, property, tragedy,
science, has remained narrow and dubious, because men were always
looking for the solution of the question. It was never seen that many
questioners implies many answers, that any philosophical question
is really a veiled desire to get an explicit affirmation of what is
implicit in the question itself, that the great questions of any period
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are fluid beyond all conception, and that therefore it is only by
obtaining a group of historically limited solutions and measuring it
by utterly impersonal criteria that the final secrets can be reached.
In other Cultures the phenomenon talks a different language, for
other men there are different truths. The thinker must admit the
validity of all, or of none. How greatly, then, Western world-
criticism can be widened and deepened! How immensely far beyond
the innocent relativism of Nietzsche and his generation one must
look—how fine one’s sense for form and one’s psychological insight
must become—how completely one must free oneself from limita-
tions of self, of practical interests, of horizon—before one dare
assert the pretension to understand world-history, the world-as-
history.

THE HISTORICAL EYE

In opposition to all these arbitrary and narrow schemes, derived
from tradition or personal choice, into which history is forced, I
put forward the natural, the ‘Copernican’, form of the historical
process which lies deep in the essence of that process and reveals
itself only to an eye perfectly free from prepossessions.

Such an eye was Goethe’s, That which Goethe called Living Nature
is exactly that which we are calling here world-history, world-as-
history. Goethe, who as artist portrayed the life and development,
always the life and development, of his figures, the thing-becoming
and not the thing-become (‘Wilhelm Meister’ and ‘Wahrheit und
Dichtung’) hated Mathematics. For him, the world-as-mechanism
stood opposed to the world-as-organism, dead nature to living nature,
law to form. As naturalist, every line he wrote was meant to display
the image of a thing-becoming, the ‘impressed form’ living and de-
veloping. Sympathy, observation, comparison, immediate and in-
ward certainty, intellectual flair—these were the means whereby
he was enabled to approach the secrets of the phenomenal world
in motion. Now these are the means of historical research—precisely
these and no others. It was this godlike insight that prompted him
to say at the bivouac fire on the evening of the Battle of Valmy:
‘Here and now begins a new epoch of world history, and you, gentle-
men, can say that you “were there.”’ No general, no diplomat, let
alone the philosophers, ever so directly felt history ‘becoming’. It is
the deepest judgment that any man ever uttered about a great his-
torical act in the moment of its accomplishment.

And just as he followed out the development of the plant-form
from the leaf, the birth of the vertebrate type, the process of the
geological strata—the Destiny in nature and not the Causality—so
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here we shall develop the form-language of human history, its
periodic structure, its organic logic out of the profusion of all the
challenging details.

In other aspects, mankind is habitually, and rightly, reckoned as
one of the organisms of the earth’s surface. Its physical structure,
its natural functions, the whole phenomenal conception of 1t., a.ll
belong to a more comprehensive unity. Only in this aspect is it
treated otherwise, despite that deeply-felt relationship of pl.ant
destiny and human destiny which is an eternal theme of all lyrical
poetry, and despite that similarity of human history to that of any
other of the higher life-groups which is the refrain of endless beasF-
legends, sagas and fables. But only bring analogy to bear on this
aspect as on the rest, letting the world of human Cultures intixqately
and unreservedly work upon the imagination instead of forcing it
into a ready-made scheme. Let the words youth, growth, maturity,
decay—hitherto, and today more than ever, used to express sub-
jective valuations and entirely personal preferences in sociology,
ethics and aesthetics—be taken at last as objective descriptions of
organic states. Set forth the Classical Culture as a self-contained
phenomenon embodying and expressing the Classical soul, put it
beside the Egyptian, the Indian, the Babylonian, the Chinese and the
Western, and determine for each of these higher individuals what is
typical in their surgings and what is necessary in the riot of incident.
And then at last will unfold itself the picture of world-history that
is natural to us, men of the West, and to us alone.

ONE-SIDED INTERPRETATIONS OF THE PICTURE
OF CLASSICAL HISTORY

Our narrower task, then, is primarily to determine, from such
a world-survey, the state of West Europe and America as at the
epoch of 1800-2000—to establish the chronological position of this
period in the ensemble of Western culture-history, its significance
as a chapter that is in one or other guise necessarily found in the
biography of every Culture, and the organic and symbolic meaning
of its political, artistic, intellectual and social expression-forms.

Considered in the spirit of analogy, this period appears as chrono-
logically parallel—‘contemporary’ in our special sense—with the
phase of Hellenism, and its present culmination, marked by the
World-War, corresponds with the transition from the Hellenistic to
the Roman age. Rome, with its rigorous realism—uninspired,
barbaric, disciplined, practical, Protestant, Prussian—will always
give us, working as we must by analogies, the key to understanding
our future. The break of destiny that we express by hyphening the
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words ‘Greeks=Romans’ is occurring for us also, separating that
which is already fulfilled from that which is to come. Long ago we
might and should have seen in the ‘Classical’ world a development
which is the complete counterpart of our own Western develop-
ment, differing indeed from it in every detail of the surface but
entirely similar as regards the inward power driving the great
organism towards its end.

Unfortunately, this requires an interpretation of the picture of
Classical history very different from the incredibly one-sided, super-
ficial, prejudiced, limited picture that we have in fact given to it.
We have, in truth been only too conscious of our near relation to
the Classical Age, and only too prone in consequence to uncon-
sidered assertion of it. Superficial similarity is a great snare, and our
entire Classical study fell a victim to it as soon as it passed from the
(admittedly masterly) ordering and critique of the discoveries to the
interpretation of their spiritual meaning. The whole religious-
philosophical, art-historical and social-critical work of the nine-
teenth century has been necessary to enable us, not to understand
Aschylus, Plato, Apollo and Dionysus, the Athenian state and
Caesarism (which we are far indeed from doing), but to begin to
realize, once and for all, how immeasurably alien and distant these
things are from our inner selves—more alien, maybe, than Mexican
gods and Indian architecture.

[Our judgements of the Graeco-Roman Culture have always
swung between two extremes. Economists, politicians, jurists, are
inclined to take the ‘progress’ of present mankind as a standard for
judging everything earlier. Conversely, artists, poets, philologists
and philosophers may feel themselves out of their element in the
present, and choose a standpoint in this or that past epoch, that is
just as absolute and dogmatic from which to condemn today. Both
are superficial pragmatists. Briefly, there are two ways of regarding
the Classical—the materialistic and the ideological. In the juxta-
posing of cause and effect the materialist classes the purely political
facts as causes and the religious, intellectual, artistic facts as effects.
The ideologues lose themselves in cults, mysteries, customs, in the
secrets of the strophe and the line, scarcely throwing a side-glance
at commonplace daily life.]

The one type is foreshadowed from the very outset in Petrarch;
it created Florence and Weimar and the Western classicism. The
other type appears in the middle of the eighteenth century, along
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with the rise of civilized,” economic-megalopolitan® politics,_:%nd
England is therefore its birthplace (Grote). At bottom, the opposition
is between the conceptions of culture-man and those of civilization-
man, and it is too deep, too essentially human, to allow the weak-
nesses of both standpoints alike to be seen or overcome. ]

In all history there is no analogous case of one Culture making a
passionate cult of the memory of another. We have pr_ojectg,d our
own deepest spiritual needs and feelings on to the Classical picture.
To worshippers of the Classical it seems blasphemous to talk 9f
Roman central-heating or book-keeping in preference to the worship
of the Great Mother of the Gods. )

But the other school sees nothing but these things. They think it
exhausts the essence of this Culture, alien as it is to ours, to regard
the Greeks as no different from themselves and obtain their con-
clusions by means of simple factual substitutions, ignoring altogether
the Classical soul. That there is not the slightest inward correlation
between the things meant by ‘Republic’, ‘freedom’, ‘property’ and
the like then and there and the things meant by such words here
and now, it has no notion whatever.

Not that religious and artistic phenomena are more primitive than
social and economic, any more than the reverse. For the man who
in these things has won his unconditional freedom of outlook, be-
yond all personal interests whatsoever, there is no dependence, no
priority, no relation of cause and effect, no differentiation of value
or importance. That which assigns relative ranks amongst the in-
dividual detail-facts is simply the greater or less purity and force of
their form-language, their symbolism, beyond all questions of good
and evil, high and low, useful and ideal.

THE PROBLEM OF ‘CIVILIZATION’

Looked at in this way, the ‘Decline of the West’ comprises
nothing less than the problem of Civilization. We have before us
one of the fundamental questions of all higher history. What is
Civilization, understood as the organico-logical sequel, fulfilment
and finale of a culture?

For every Culture has its own Civilization. In this work, for the
first time the two words, hitherto used to express an indefinite,
more or less ethical, distinction, are used in a periodic sense, to

" As will be seen later, the words zivilisierte and Zivilisation possess in this
work a special meaning. —At.

§ English not possessing the adjective-forming freedom of German, we are

compelled to coin a word for the rendering of grossstddtisch, an adjective
/x;ot only frequent but of emphatic significance in the author’s argument.—
t.
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express a strict and necessary organic succession. The Civilization
is the inevitable destiny of the Culture, and in this principle we
obtain the viewpoint from which the deepest and gravest problems
of historical morphology become capable of solution. Civilizations
are the most external and artificial states of which a species of
developed humanity is capable. They are a conclusion, the thing-
become succeeding the thing-becoming, death following life, rigidity
following expansion, intellectual age and the stone-built, petrifying
world-city following mother-earth and the spiritual childhood of
Doric and Gothic. They are an end, irrevocable, yet by inward
necessity reached again and again.

So, for the first time, we are enabled to understand the Romans
as the successors of the Greeks, and light is projected into the
deepest secrets of the late-Classical period. What, but this, can be
the meaning of the fact—which can only be disputed by vain phrases
—that the Romans were barbarians who did not precede but closed
a great development? Unspiritual, unphilosophical, devoid of art,
clannish to the point of brutality, aiming relentlessly at tangible
successes, they stand between the Hellenic Culture and nothingness.
An imagination directed purely to practical objects was something
which is not found at all in Athens. In a word, Greek soul—Roman
intellect; and this antithesis is the differentia between Culture and
Civilization. Nor is it only to the Classical that it applies. Again and
again there appears this type of strong-minded, completely non-
metaphysical man, and in the hands of this type lies the intellectual
and material destiny of each and every ‘late’ period. Pure Civiliza-
tion, as a historical process, consists in a progressive exhaustion of
forms that have become inorganic or dead.

The transition from Culture to Civilization was accomplished for
the Classical world in the fourth, for the Western in the nineteenth
century. From these periods onward the great intellectual decisions
take place, no longer all over the world where not a hamlet is too
small to be unimportant, but in three or four world-cities that have
absorbed into themselves the whole content of History, while the
old wide landscape of the Culture, become merely provincial, serves
only to feed the cities with what remains of its higher mankind.
World-city and province—the two basic ideas of every civilization
—bring up a wholly new form-problem of History, the very prob-
lem that we are living through today with hardly the remotest
conception of its immensity. In place of a world, there is a city, a
point, in which the whole life of broad regions is collecting while
the rest dries up. In place of a type-true people, born of and grown
on the soil, there is a new sort of nomad, cohering unstably in fluid
masses, the parasitical city dweller, traditionless, utterly matter-of-
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fact, religionless, clever, unfruitful, deeply contemptuous of the
countryman and especially that highest form of countryman, the
country gentleman. This is a very great stride towards the inorganic,
towards the end—what does it signify?

The world-city means cosmopolitanism in place of ‘home™ . . .
To the world-city belongs not a folk but a mob. Its uncomprehend-
ing hostility to all the traditions representative of the Culture
(nobility, church, privileges, dynasties, convention in art and limits
of knowledge in science), the keen and cold intelligence that con-
founds the wisdom of the peasant, the new-fashioned naturalism
that in relation to all matters of sex and society goes back far to
quite primitive instincts and conditions, the reappearance of the
panem et circenses in the form of wage-disputes and sports stadia
—all these things betoken the definite closing-down of the Culture
and the opening of a quite new phase of human existence—anti-
provincial, late, futureless, but quite inevitable.

This is what has to be viewed, and viewed not with the eyes of
the partisan, the ideologue, the up-to-date moralist, not from this or
that ‘standpoint’, but in a high, time-free perspective embracing
whole millenniums of historical world-forms, if we are really to
comprehend the great crisis of the present.

To me it is a symbol of the first importance that in the Rome of
Crassus—triumvir and all-powerful building-site speculator—the
Roman people with its proud inscriptions, the people before whom
Gauls, Greeks, Parthians, Syrians afar trembled, lived in appalling
misery in the many-storied lodging-houses of dark suburbs, accepting
with indifference or even with a sort of sporting interest the con-
sequences of the military expansion: that many famous old-noble
families, descendants of the men who defeated the Celts and the
Samnites, lost their ancestral homes through standing apart from
the wild rush of speculation and were reduced to renting wretched
apartments; that in depopulated Athens, which lived on visitors
and on the bounty of rich foreigners, the mob of parvenu tourists
from Rome gaped at the works of the Periclean age with as little
understanding as the American globe-trotter in the Sistine Chapel at
those of Michelangelo, every removable art-piece having ere this
been taken away or bought at fancy prices to be replaced by the
Roman buildings which grew up, colossal and arrogant, by the side
of the low and modest structures of the old time. In such things—
which it is the historian’s business not to praise or to blame but to

% A profound word which obtains its significance as soon as the barbarian
becomes a culture-I‘naH' and loses it again as soon as the civilization-man
takes up the motto ‘Ubi bene, ibi patria’
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consider morphologically—there lies, plain and immediate enough
for one who has learnt to see, an idea.

For it will become manifest that, from this moment on, all great
conflicts of world-outlook, of politics, of art, of science, of feeling
will be under the influence of the same contrary factor. What is the
hall-mark of a politic of Civilization today, in contrast to a politic
of Culture yesterday? It is, for the Classical rhetoric, and for the
Western journalism, both serving that abstract which represents
the power of Civilization—money. It is the money-spirit which
penetrates unremarked the historical forms of the people’s exist-
ence, often without destroying or even in the least disturbing these
forms—the form of the Roman state, for instance, underwent very
much less alteration between the elder Scipio and Augustus than is
usually imagined. Though forms subsist, the great political parties
nevertheless cease to be more than reputed centres of decision. A
small number of superior heads, whose names are very likely not
the best-known, settle everything, while below them are the great
mass of second-rate politicians—rhetors, tribunes, deputies,
journalists—selected through a provincially-conceived franchise to
keep alive the illusion of popular self-determination.

It is possible to understand the Greeks without mentioning their
economic relations; the Romans, on the other hand, can only be
understood through these. Chaeronea and Leipzig were the last
battles fought about an idea. In the First Punic War and in 1870
economic motives are no longer to be overlooked.

THE CONCLUSION—IMPFERIALISM

Considered in itself, the Roman world-dominion was a negative
phenomenon, being the result not of a surplus of energy on the one
side—that the Romans had never had since Zama—but of a de-
ficiency of resistance on the other. That the Romans did not con-
quer the world is certain; they merely took possession of a booty
that lay open to everyone. The Imperium Romanum came into
existence not as the result of such an extremity of military and
financial effort as had characterized the Punic Wars, but because
the old East forwent all external self-determinations. We must not
be deluded by the appearance of brilliant military successes. With a
few ill-trained, ill-led, and sullen legions, Lucullus and Pompey con-
quered whole realms—a phenomenon that in the period of the battle
of Ipsus would have been unthinkable. The Mithradatic danger,
serious enough for a system of material force which had never been
put to any real test, would have been nothing to the conquerors of
Hannibal. After Zama, the Romans never again either waged or
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were capable of waging a war against a great military Power.” Their
classic wars were those against the Samnites, Pyrrhus and Carthage.
Their grand hour was Cannae. To maintain the heroic posture for
centuries on end is beyond the power of any people. The Prussian-
German people have had three great moments (1813, 1870 and
1914), and that is more than others have had.

Here, then, I lay it down that Imperialism, of which petrifacts
such as the Egyptian empire, the Roman, the Chinese, the Indian
may continue to exist for hundreds or thousands of years—dead
bodies, amorphous and disspirited masses of men, scrap-material
from a great history—is to be taken as the typical symbol of the
end. Imperialism is Civilization unadulterated. In this phenomenal
form the destiny of the West is now irrevocably set. The energy of
culture-man is directed inwards, that of civilization-man outwards.
And thus [ see in Cecil Rhodes the first man of a new age. It is not a
matter of choice—it is not the conscious will of individuals, or even
that of whole classes or peoples that decides. The expansive
tendency is a doom, something daemonic and immense, which grips,
forces into service, and uses up the late mankind of the world-city
stage, willy-nilly, aware or unaware.” Life is the process of effecting
possibilities, and for the brainman there are only extensive possi-
bilities.® Hard as the half-developed Socialism of today is fighting
against expansion, one day it will become arch-expansionist with all
the vehemence of destiny. Here the form-language of politics, as the
direct intellectual expression of a certain type of humanity, touches
on a deep metaphysical problem—on the fact, affirmed in the grant
of unconditional validity to the causality-principle, that the soul is
the complement of extension.

Rhodes is to be regarded as the first precursor of a Western type
of Caesars, whose day is to come though yet distant. He stands
midway between Napoleon and the force-men of the next centuries,
just as Flaminius, who from 232 B.C. onward pressed the Romans to
undertake the subjugation of Cisalpine Gaul and so initiated the
policy of colonial expansion, stands between Alexander and Caesar.

Alexander and Napoleon were romantics; though they stood on

 The conquest of Gaul by Caesar was frankly a colonial, i.e. a one-sided,
war; and the tact that it is the highest achievement in the later military
glstpry of Rome only shows that the well of real achievement was rapidly

rying up.

% The modern Germans are a conspicuous example of a people that has
become expansive without knowing it or willing it. They were already in
that state while they still believed themselves to be the people of Goethe.
Even Bismarck, the founder of the new age, never had the slightest idea of it,
and believed himself to have reached the conclusion of a political process.

12 This is probably the meaning of Napoleon’s significant words to Goethe ;
‘What have we today to do with destiny? Policy is destiny.’
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the threshold of Civilization and in its cold clear air, the one fancied
himself an Achilles and the other read Werther, Caesar, on the
contrary, was a pure man of fact gifted with immense understand-
ing. But even for Rhodes political success means territorial and
financial success, and only that. Of this Roman-ness within himself
he was fully aware. But Western Civilization has not yet taken shape
in such strength and purity as this. It was only before his maps that
he could fall into a sort of poetic trance, this son of the parsonage
who, sent out to South Africa without means, made a gigantic
fortune and employed it as the engine of political aims. His idea of
a trans-African railway from the Cape to Cairo, his project of a
South African empire, his intellectual hold on the hard metal souls
of the mining magnates whose wealth he forced into the service of
his schemes, his capital Bulawayo, royally planned as a future
Residence by a statesman who was all-powerful yet stood in no
definite relation to the State, his wars, his diplomatic deals, his road-
systems, his syndicates, his armies, his conception of the ‘great duty
to civilization’ of the man of brain—all this, broad and imposing,
is the prelude of a future which is still in store for us and with which
the history of West-European mankind will be definitely closed.

He who does not understand that this outcome is obligatory and
insusceptible of modification, that our choice is between willing this
and willing nothing at all, between cleaving to this destiny or
despairing of the future and of life itself; he who cannot feel that
there is grandeur also in the realizations of powerful intelligences,
in the energy and discipline of metal-hard natures, in battles fought
with the coldest and most abstract means; he who is obsessed with
the idealism of a provincial and would pursue the ways of life of
past ages—must forgo all desire to comprehend history, to live
through history or to make history.

That the nineteenth and twentieth centuries, hitherto looked on
as the highest point of an ascending straight line of world-history,
are in reality a stage of life which may be observed in every Culture
that has ripened to its limit—a stage of life characterized not by
Socialists, Impressionists, electric railways, torpedoes and differential
equations (for these are only body-constituents of the time), but by
a civilized spirituality which possesses not only these but also quite
other creative possibilities. That, as our own time represents a
transitional phase which occurs with certainty under particular
conditions, there are perfectly well-defined states (such as have
occurred more than once in the history of the past) later than the
present-day state of West Europe, and therefore that the future of
the West is not a limitless tending upwards and onwards for all time
towards our present ideals, but a single phenomenon of history,
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strictly limited and defined as to form and duration, which covers a
few centuries and can be viewed and, in essentials, calculated from
available precedents.

SIGNIFICANCE OF THE MAIN THEME

This high plane of contemplation once attained, the rest is easy.
To this single idea one can refer, and by it one can solve, without
straining or forcing, all those separate problems of religion, art-
history, epistemology, ethics, politics, economics with which the
modern intellect has so passionately—and so vainly—busied itself
for decades. This idea is one of those truths that have only to be
expressed with full clarity to become indisputable. It is one of the
inward necessities of the Western Culture and of its world-feeling.

Up to now everyone has been at liberty to hope what he pleased
about the future. Where there are no facts, sentiment rules. But
henceforward it will be every man’s business to inform himself of
what can happen and therefore of what with the unalterable neces-
sity of destiny and irrespective of personal ideals, hopes or desires,
will happen. When we use the risky word ‘freedom’ we shall mean
freedom to do, not this or that, but the necessary or nothing. The
feeling that this is ‘just as it should be’ is the hall-mark of the man of
fact. To lament it and blame it is not to alter it. To birth belongs
death, to youth age, to life generally its form and its allotted span.
The present is a civilized, emphatically not a cultured time period.

It will no doubt be objected that such a world-outlook, which in
giving this certainty as to the outlines and tendency of the future
cuts off all far-reaching hopes, would be unhealthy for all and fatal
for many, once it ceased to be a mere theory and was adopted as a
practical scheme of life by the group of personalities effectively
moulding the future.

Such is not my opinion. We are civilized, not Gothic or Rococo,
people; we have to reckon with the hard cold facts of a late life, to
which the parallel is to be found not in Pericles’s Athens but in
Caesar’s Rome. Of great painting or great music there can no longer
be, for Western people, any question. Their architectural possi-
bilities have been exhausted these hundred years. Only extensive
possibilities are left to them. Yet, for a sound and vigorous genera-
tion that is filled with unlimited hopes, I fail to see that it is any
disadvantage to discover betimes that some of these hopes must
come to nothing. And if the hopes thus doomed should be those
most dear, well, a man who is worth anything will not be dismayed.
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THE RELATION OF A MORPHOLOGY OF WORLD
HISTORY TO RELIGION

All genuine historical work is philosophy, unless it is mere ant-
industry. But the operations of the systematic philosopher are sub-
ject to constant and serious error through his assuming the per-
manence of his results. He overlooks the fact that every thought
lives in a historical world and is therefore involved in the common
destiny of mortality. He supposes that higher thought possesses an
everlasting and unalterable objectiveness (Gegenstand), that the
great questions of all epochs are identical, and that therefore they
are capable in the last analysis of final answers.

But question and answer are here one, and the great questions are
made great by the very fact that unequivocal answers to them are
so passionately demanded, so that it is as life-symbols only that
they possess significance. There are no eternal truths. Every
philosophy is the expression of its own and only its own time, and
—if by philosophy we mean effective philosophy and not academic
triflings about judgment-forms, sense-categories and the like—no
two ages possess the same philosophic intentions. The difference is
not between perishable and imperishable doctrines but between
doctrines which live their day and doctrines which never live at all.
The immortality of thoughts-become is an illusion—the essential is,
what kind of man comes to expression in them. The greater the man,
the truer the philosophy, with the inward truth that in a great work
of art transcends all proof of its several elements or even of their
compatibility with one another. At highest, the philosophy may
absorb the entire content of an epoch, realize it within itself and
then. embodying it in some grand form or personality, pass it on to
be developed further and further. Only its necessity to life decides
the eminence of a doctrine.

For me, therefore, the test of value to be applied to a thinker is
his eye for the great facts of his own time. Only this can settle
whether he is merely a clever architect of systems and principles,
versed in definitions and analyses, or whether it is the very soul of
his time that speaks in his works and his intuitions. A philosopher
who cannot grasp and command actuality as well will never be of
the first rank. The Pre-Socratics were merchants and politicians
en grand. The desire to put his political ideas into practice in
Syracuse nearly cost Plato his life, and it was the same Plato who
discovered the set of geometrical theorems that enabled Euclid to
build up the Classical system of mathematics. Pascal—whom
Nietzsche knows only as the ‘broken Christian’—Descartes, Leibniz
were the first mathematicians and technicians of their time.
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And herein, I think, all the philosophers of the newest age are
open to a serious criticism. What they do not possess is real standing
in actual life. Not one of them has intervened effectively, either in
higher politics, in the development of modern technics, in matters
of communication, in economics, or in any other big actuality, with
a single act or a single compelling idea. Not one of them counts in
mathematics, in physics, in the science of government, even to the
extent that Kant counted. Let us glance at other times. Confucius
was several times a minister. Pythagoras was the organizer of an
important political movement akin to the Cromwellian, the signifi-
cance of which is even now far underestimated by Classical re-
searchers. Goethe, besides being a model executive minister—
though lacking, alas! the operative sphere of a great state—was
interested in the Suez and Panama canals (the dates of which he
foresaw with accuracy) and their effects on the economy of the
world, and he busied himself again and again with the question of
American economic life and its reactions on the Old World, and
with that of the dawning era of machine-industry. Hobbes was one
of the originators of the great plan of winning South America for
England, and although in execution the plan went no further than
the occupation of Jamaica, he has the glory of being one of the
founders of the British Colonial Empire. Leibniz, without doubt the
greatest intellect in Western philosophy, the founder of the differ-
ential calculus and the analysis situs, conceived or co-operated in a
number of major political schemes, one of which was to relieve
Germany by drawing the attention of Louis XIV to the importance
of Egypt as a factor in French world-policy. The ideas of the
memorandum on this subject that he drew up for the Grand
Monarch were so far in advance of their time (1672) that it has been
thought that Napoleon made use of them for his Eastern venture.
Even thus early, Leibniz laid down the principle that Napoleon
grasped more and more clearly after Wagram, viz., that acquisitions
on the Rhine and in Belgium would not permanently better the
position of France and that the neck of Suez would one day be the
key of world-dominance. Doubtless the King was not equal to these
deep political and strategic conceptions of the Philosopher.

Whenever I take up a work by a modern thinker, I find myself
asking : has he any idea whatever of the actualities of world-politics,
world-city problems, capitalism, the future of the state, the relation
of technics to the course of civilization, Russia, Science? Goethe
would have understood all this and revelled in it, but there is not one
living philosopher capable of taking it in. This sense of actualities is
of course not the same thing as the content of a philosophy but, I
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repeat, it is an infallible symptom of its inward necessity, its fruit-
fulness and its symbolic importance.

We must allow ourselves no illusions as to the gravity of this
negative result. It is palpable that we have lost sight of the final
significance of effective philosophy. We confuse philosophy with
preaching, with agitation, with novel-writing, with lecture-room
jargon. It has come to this, that the very possibility of a real
philosophy of today and tomorrow is in question. A doctrine that
does not attack and affect the life of the period in its inmost depths
is no doctrine and had better not be taught. And what was possible
even yesterday is, today, at least not indispensable.

THE FINAL TASK

A century of purely extensive effectiveness, excluding big artistic
and metaphysical production—let us say frankly an irreligious time
which coincides exactly with the idea of the world-city—is a time
of decline. True. But we have not chosen this time. We cannot help
it if we are born as men of the early winter of full Civilization,
instead of on the golden summit of a ripe Culture, in a Phidias or a
Mozart time. Everything depends on our seeing our own position,
our destiny, clearly, on our realizing that though we may lie to
ourselves about it we cannot evade it. Only a very few of the prob-
lems of metaphysics are, so to say, allocated for solution to any
epoch of thought. Even thus soon, a whole world separates
Nietzsche’s time, in which a last trace of romanticism was still
operative, from our own, which has shed every vestige of it.

Systematic philosophy closes with the end of the eighteenth
century. Kant put its utmost possibilities in forms both grand in
themselves and—as a rule—final for the Western soul. He is
followed, as Plato and Aristotle were followed, by a specifically
megalopolitan philosophy that was not speculative but practical,
irreligious, social-ethical, This philosophy—paralleled in the Chinese
civilization by the schools of the ‘Epicurean’ Yang-chu, the ‘Socialist’
Mo-ti, the ‘Pessimist’ Chuang-tsii, the ‘Positivist’ Mencius, and in the
Classical by the Cynics, the Cyrenaics, the Stoics and the Epicureans
—begins in the West with Schopenhauer, who is the first to make
the Will to life (‘creative life-force’) the centre of gravity of his
thought, although the deeper tendency of his doctrine is obscured
by his having, under the influence of a great tradition, maintained
the obsolete distinctions of phenomena and things-in-themselves and
suchlike. It is the same creative will-to-life that was Schopenhauer-
wise denied in ‘Tristan’ and Darwin-wise asserted in ‘Siegfried’; that
was brilliantly and theatrically formulated by Nietzsche in
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“Zarathustra’; that led the Hegelian Marx to an economic and the
Malthusian Darwin to a biological hypothesis which together have
subtly transformed the world-outlook of the Western megalopolis;
and that produced a homogeneous series of tragedy-conceptions ex-
tending from Hebbel's ‘Judith’ to Ibsen’s ‘Epilogue’. It has embraced,
therefore, all the possibilities of a true philosophy—and at the same
time it has exhausted them.

Systematic philosophy, then, lies immensely far behind us, and
ethical has been wound up. But a third possibility, corresponding to
the Classical Scepticism, still remains to the soul-world of the
present-day West, and it can be brought to light by the hitherto un-
known methods of historical morphology. That which is a possi-
bility is a necessity. The Classical scepticism is ahistoric, it doubts
by denying outright. But that of the West, if it is an inward
necessity, a symbol of the autumn of our spirituality, is obliged to be
historical through and through. Its solutions are got by treating
everything as relative, as a historical phenomenon, and its pro-
cedure is psychological. Whereas the Sceptic philosophy arose
within Hellenism as the negation of philosophy—declaring philos-
ophy to be purposeless—we, on the contrary, regard the history of
philosophy as, in the last resort, philosophy’s gravest theme. This
is ‘skepsis’, in the true sense, for whereas the Greek is led to re-
nounce absolute standpoints by contempt for the intellectual past,
we are led to do so by comprehension of that past as an organism.

In this work it will be our task to sketch out this unphilosophical
philosophy—the last that West Europe will know. Scepticism is the
expression of a pure Civilization; and it dissipates the world-picture
of the Culture that has gone before. For us, its success will lie in
resolving all the older problems into one, the genetic. The con-
viction that what is also has become, that the natural and cognizable
is rooted in the historic, that the World as the actual is founded on
an Ego as the potential actualized, that the ‘when’ and the ‘how
long’ hold as deep a secret as the ‘what’, leads directly to the fact
that everything, whatever else it may be, must at any rate be the
expression of something living. Cognitions and judgments too are
acts of living men. The thinkers of the past conceived external
actuality as produced by cognition and motiving ethical judgments,
but to the thought of the future they are above all expressions and
symbols. The Morphology of world-history becomes inevitably a
universal symbolism.

With that, the claim of higher thought to possess general and
eternal truths falls to the ground. Truths are truths only in relation
to a particular mankind. Thus, my own philosophy is able to ex-
press and reflect only the Western (as distinct from the Classical,
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Indian, or other) soul, and that soul only in its present civilized
phase by which its conception of the world, its practical range and
its sphere of effect are specified.

THE ORIGIN OF THIS BOOK

In concluding this Introduction, I may be permitted to add a
personal note. In 1911, I proposed to myself to put together some
broad considerations on the political phenomena of the day and
their possible developments. At that time the World-War appeared
to me both as imminent and also as the inevitable outward mani-
festation of the historical crisis, and my endeavour was to compre-
hend it from an examination of the spirit of the preceding centuries
—not years. In the course of this originally small task, the con-
viction forced itself on me that for an effective understanding of the
epoch the area to be taken into the foundation-plan must be very
greatly enlarged, and that in an investigation of this sort it was im-
possible to restrict one’s self to a single epoch and its political
actualities, or to confine one’s self to a pragmatical framework, or
even to do without purely metaphysical and highly transcendental
methods of treatment. It became evident that a political problem
could not be comprehended by means of politics themselves and
that, frequently, important factors at work in the depths could only
be grasped through their artistic manifestations or even distantly
seen in the form of scientific or purely philosophical ideas. Even the
politico-social analysis of the last decades of the nineteenth century
—a period of tense quiet between two immense and outstanding
events: the one which, expressed in the Revolution and Napoleon,
had fixed the picture of West-European actuality for a century and
another of at least equal significance that was visibly and ever more
rapidly approaching—was found in the last resort to be impossible
without bringing in all the great problems of Being in all their
aspects. For, in the historical as in the natural world-picture, there
is found nothing, however small, that does not embody in itself the
entire sum of fundamental tendencies. And thus the original theme
came to be immensely widened. A vast number of unexpected (and
in the main entirely novel) questions and interrelations presented
themselves. And finally it became perfectly clear that no single
fragment of history could be thoroughly illuminated unless and
until the secret of world-history itself, to wit the story of higher
mankind as an organism of regular structure, had been cleared up.
And hitherto this has not been done, even in the least degree.

Thereafter I saw the present—the approaching World-War—in a
quite other light. It was no longer a momentary constellation of
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casual facts due to national sentiments, personal influences, or
economic tendencies endowed with an appearance of unity and
necessity by some historian’s scheme of political or social cause-
and-effect, but the type of a historical change of phase occurring
within a great historical organism of definable compass at the point
preordained for it hundreds of years ago. The mark of the great
crisis is its innumerable passionate questionings and probings. In
our own case there were books and ideas by the thousand; but,
scattered, disconnected, limited by the horizons of specialisms as
they were, they incited, depressed and confounded but could not
free. Hence, though these questions are seen, their identity is missed.
Consider those art-problems that (though never comprehended in
their depths) were evinced in the disputes between form and con-
tent, line and space, drawing and colour, in the notion of style, in
the idea of Impressionism and the music of Wagner. Consider the
decline of art and the failing authority of science; the grave prob-
lems arising out of the victory of the megalopolis over the country-
side, such as childlessness and land-depopulation; the place in society
of a fluctuating Fourth Estate; the crisis in materialism, in Socialism,
in parliamentary government; the position of the individual vis-a-vis
the State; the problem of private property with its pendant the
problem of marriage. Consider at the same time what is apparently
an entirely different field, the voluminous work that was being done
in the domain of folk-psychology on the origins of myths, arts,
religions and thought—and done, moreover, no longer from an ideal
but from a strictly morphological standpoint. It is my belief that
every one of these questions was really aimed in the same direction
as every other, viz., towards that one Riddle of History that had
never yet emerged with sufficient distinctness in the human con-
sciousness. The tasks before men were not, as supposed, infinitely
numerous—they were one and the same task. Everyone had an
inkling that this was so, but no one from his own narrow stand-
point had seen the single and comprehensive solution. And yet it
had been in the air since Nietzsche, and Nietzsche himself had
gripped all the decisive problems although, being a romantic, he had
not dared to look strict reality in the face.

But herein precisely lies the inward necessity of the stock-taking
doctrine, so to call it. It had to come, and it could only come at this
time. Our scepticism is not an attack upon, but rather the verifica-
tion of, our stock of thoughts and works. It confirms all that has
been sought and achieved for generations past, in that it integrates
all the truly living tendencies which it finds in the special spheres,
no matter what their aim may be.

Above all, there discovered itself the opposition of History and
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Nature through which alone it is possible to grasp the essence of
the former. As I have already said, man as an element and repre-
sentative of the World is a member, not only of nature, but also of
history—which is a second Cosmos different in structure and com-
plexion, entirely neglected by Metaphysics in favour of the first. I
was originally brought to reflect on this fundamental question of
our world-consciousness through noticing how present-day his-
torians as they fumble round tangible events, things-become, believe
themselves to have already grasped History, the happening, the be-
coming itself. This is a prejudice common to all who proceed by
reason and cognition, as against intuitive perception.® And it had
long ago been a source of perplexity to the great Eleatics with their
doctrine that through cognition there could be no becoming, but
only a being (or having-become). In other words, History was seen
as Nature (in the objective sense of the physicist) and treated accard-
ingly, and it is to this that we must ascribe the baneful mistake of
applying the principles of causality, of law, of system—that is, the
structure of rigid being—to the picture of happenings. It was
assumed that a human culture existed just as electricity or gravita-
tion existed, and that it was capable of analysis in much the same
way as these. The habits of the scientific researcher were eagerly
taken as a model, and if, from time to time, some student asked what
Gothic, or Islam, or the Polis was, no one inquired why such sym-
bols of something living inevitably appeared just then, and there,
in that form, and for that space of time. That every phenomenon
ipso facto propounds a metaphysical riddle, that the time of its
occurrence is never irrelevant; that it still remained to be discovered
what kind of a living interdependence (apart from the inorganic,

13 The philosophy of this book I owe to the philosophy of Goethe, which
is practically unknown today, and also (but in a far less degree) to that of
Nietzsche. The position of Goethe in West-European metaphysics is still not
understood in the least; when philosophy is being discussed he is not even
named. For unfortunately he did not set down his doctrines in a rigid system,
and so the systematic philosophy has overlooked him. Nevertheless he was a
philosopher. His place vis-d-vis Kant is the same as that of Plato—who
similarly eludes the would-be-systematizer—vis-d-vis Aristotle. Plato and
Goethe stand for the philosophy of Becoming, Aristotle and Kant the philos-
ophy of Being. Here we have intuition opposed to analysis. Something that
it is practically impossible to convey by the methods of reason is found in
individual sayings and poems of Goethe, e.g. in the Orphische Urworte, and
stanzas like “‘Wenn im Unendlichen’ and ‘Sagt es Niemand’, which must be
regarded as the expression of a perfectly definite metaphysical doctrine. I
would not have one single word changed in this: ‘The Godhead is effective
in the living and not in the dead, in the becoming and the changing, not in
the become and the set-fast; and therefore, similarly, the reason (Vernunft) is
concerned only to strive towards the divine through the becoming and the
living, and the understanding (Verstand) only to make use of the become
and the set-fast’ (to Eckermann). This sentence comprises my entire
philosophy.
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natural-law interdependence) subsists within the world-picture,
which radiates from nothing less than the whole man and not merely
(as Kant thought) from the cognizing part of him; that a phenome-
non is not only a fact for the understanding but also an expression
of the spiritual, not only an object but a symbol as well, be it one
of the highest creations of religion or art or a mere trifle of everyday
life—all this was, philosophically, something new.

And thus in the end I came to see the solution clearly before me
in immense outlines, possessed of full inward necessity, a solution
derived from one single principle that though discoverable had
never been discovered, that from my youth had haunted and
attracted me, tormenting me with the sense that it was there and
must be attacked and yet defying me to seize it. Thus, from an
almost accidental occasion of beginning, there has arisen the present
work, which is put forward as the provisional expression of a new
world-picture. The book is laden, as I know, with all the defects of a
first attempt, incomplete, and certainly not free from inconsist-
encies. Nevertheless I am convinced that it contains the incontro-
vertible formulation of an idea which, once enunciated clearly, will
(I repeat) be accepted without dispute.

If, then, the narrower theme is an analysis of the Decline of that
West-European Culture which is now spread over the entire globe,
yet the object in view is the development of a philosophy and of
the operative method peculiar to it, which is now to be tried, viz.,
the method of comparative morphology in world-history. The work
falls naturally into two parts. The first, ‘Form and Actuality’, starts
from the form-language of the great Cultures, attempts to penetrate
to the deepest roots of their origin and so provides itself with the
basis for a science of Symbolic. The second part, “World-historical
perspectives’, starts from the facts of actual life, and from the his-
torical practice of higher mankind seeks to obtain a quintessence of
historical experience that we can set. to work upon the formation of
our own future.

61



I

THE MEANING OF NUMBERS

[It may be better to begin by drawing attention to certain basic
terms which are sometimes employed in this book in a novel sense,
although in the course of the argument their meaning becomes
clear.

1. *Goethe’s distinction between ‘becoming’ and the ‘become’
can be adopted in place of the customary distinction between ‘being’
and ‘becoming’. Of these two elements in the results that we obtain
by and in consciousness, becoming is always the basic element, not
the other way round.

2. The words ‘proper’ (individual) and ‘alien’ (Das Eigne as
against Das Fremde) represent two primal facts in consciousness.
The element called ‘alien’ is always related to ‘perception’, i.e. the
outer world, the life of sensation. The element called ‘proper’ is in-
volved with the basic fact known as feeling, i.e. the inner life.

3. Human consciousness is identical with the opposition be-
tween the soul and the world. There are gradations in consciousness,
varying from a dim perception, sometimes suffused by an inner
light, to an extreme sharpness of pure reason that we find in the
thought of Kant, for whom soul and world have become subject
and object. This elementary structure of consciousness is not
capable of further analysis, both factors are always present together,
and appear as a unity.

4. Life, perpetually fulfilling itself as an element of becoming, is
what we call ‘the present’, and it possesses that mysterious property
of ‘direction’, which men have tried to rationalize by means of the
enigmatic word time.

5. Life is the form in which the realization of the possible is
fulfilled. The soul, as the repository of feelings, represents the
possible, that which is to be fulfilled; the world is the actual, the
completed, and life the fulfilment.

6. There are two ways of regarding the entirety of knowledge—
becoming and the become, life and the lived, according to whether
the becoming, the realization of the possible, or the become, the
world fulfilled—whether direction or extension dominate the effect
which cannot solely be attributed to either. It is not the question of

* vide note on page 6o.
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an alternative, but of a series of perpetually varying possibilities,
the extremes being a purely organic and a purely mechanical view
of the world.

One is the world as history, the other the world as nature (these
words being used in an unusual sense). The mechanism of a pure
nature-picture such as the world of Newton and Kant is cognized
and reduced to a system. The organism of a pure history-picture,
such as the world of Plotinus, Dante, and Giordano Bruno is in-
tuitively seen and inwardly experienced.

7. In order to obtain such a world picture, which can be called
a higher world consciousness, it is necessary to study the language
of a culture. We can differentiate between possible and actual cul-
ture, l.e. culture as an idea in the (general or individual) existence,
and culture as the embodiment of that idea, as the total of its visible
tangible expressions, such as arts and sciences. Higher history, in-
timately related to life and to becoming, is the actualizing of possible
Culture.]

NUMBER AS THE SIGN OF COMPLETED
DEMARCATION

In order to exemplify the way in which a soul seeks to actualize
itself in the picture of its outer world—to show, that is, in how far
Culture in the ‘become’ state can express or portray an idea of
human existence—I have chosen number, the primary element on
which all mathematics rests. I have done so because mathematics,
accessible in its full depth only to the very few, holds a quite
peculiar position amongst the creations of the mind. It is a science
of the most rigorous kind, like logic but more comprehensive and
very much fuller; it is a true art, along with sculpture and music,
as needing the guidance of inspiration and as developing under great
conventions of form; it is, lastly, a metaphysic of the highest rank,
as Plato and above all Leibniz show us. Every philosophy has hitherto
grown up in conjunction with a mathematic belonging to it. Number
is the symbol of causal necessity. Like the conception of God, it
contains the ultimate meaning of the world-as-nature. The existence
of numbers may therefore be called a mystery, and the religious
thought of every Culture has felt their impress.

Just as all becoming possesses the original property of direction
(irreversibility), all things-become possess the property of extension.
But these two words seem unsatisfactory in that only an artificial
distinction can be made between them. The real secret of all things-
become, which are ipso facto things extended (spatially and
materially), is embodied in mathematical number as contrasted with
chronological number. Mathematical number contains in its very
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essence the notion of a mechanical demarcation, number being in
that respect akin to word, which, in the very fact of its comprising
and denoting, fences off world-impressions. The deepest depths, it is
true, are here both incomprehensible and inexpressible. But the
actual number with which the mathematician works, the figure,
formula, sign, diagram, in short the number-sign which he thinks,
speaks or writes exactly, is (like the exactly-used word) from the
first a symbol of these depths, something imaginable, communicable,
comprehensible to the inner and the outer eye, which can be
accepted as representing the demarcation. The origin of numbers
resembles that of the myth. It is by means of names and numbers
that the human understanding obtains power over the world. Con-
sequently, in all acts of the intellect germane to mathematical
number—measuring, counting, drawing, weighing, arranging and
dividing—men strive to delimit the extended in words as well, i.e. to
set it forth in the form of proofs, conclusions, theorems and systems;
and it is only through acts of this kind (which may be more or less
unintentioned) that waking man begins to be able to use numbers,
normatively, to specify objects and properties, relations and
differentiae, unities and pluralities—briefly, that structure of the
world-picture which he feels as necessary and unshakable, calls
‘Nature’ and ‘cognizes’. Nature is the numerable, while History, on
the other hand, is the aggregate of that which has no relation to
mathematics—hence the mathematical certainty of the laws of
Nature, the astounding rightness of Galileo’s saying that Nature is
‘written in mathematical language’, and the fact, emphasized by
Kant, that exact natural science reaches just as far as the possi-
bilities of applied mathematics allow it to reach.

Nevertheless, mathematics—meaning thereby the capacity to
think practically in figures—must not be confused with the far
narrower scientific mathematics, that is, the theory of numbers as
developed in lecture and treatise. The mathematical vision and
thought that a Culture possesses within itself is as inadequately
represented by its written mathematic as its philosophical vision
and thought by its philosophical treatises. Number springs from a
source that has also quite other outlets. Gothic cathedrals and Doric
temples are mathematics in stone. Doubtless Pythagoras was the
first in the Classical Culture to conceive number scientifically as the
principle of a world-order of comprehensible things—as standard
and as magnitude—but even before him it had found expression, as
a noble arraying of sensuous-material units, in the strict canon of
the statue and the Doric order of columns. The great arts are, one
and all, modes of interpretation by means of limits based on number
(consider, for example, the problem of space-representation in oil
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painting). A high mathematical endowment may, without any
mathematical science whatsoever, come to fruition and full self-
knowledge in technical spheres. In the presence of so powerful a
number-sense as that evidenced, even in the Old Kingdom,' in the
dimensioning of pyramid temples and in the technique of building,
water-control and public administration (not to mention the
calendar), no one surely would maintain that the valueless arith-
metic of Ahmes belonging to the New Empire represents the level of
Egyptian mathematics.

It is the style of a Soul that comes out in the world of numbers,
and the world of numbers includes something more than the science
thereof.

EVERY CULTURE HAS ITS OWN MATHEMATIC

From this there follows a fact of decisive importance which has
hitherto been hidden from the mathematicians themselves. If mathe-
matics were a mere science like astronomy or mineralogy, it would
be possible to define their object. There is no mathematic but only
mathematics. What we call ‘the histary of mathematics—implying
merely the progressive actualizing of a single invariable ideal—is in
fact, below the deceptive surface of history, a complex of self-con-
tained and independent developments, an ever-repeated process of
bringing to birth new form-worlds and appropriating, transforming
and sloughing alien form-worlds, a purely organic story of blossom-
ing, ripening, wilting and dying within the set period. The student
must not let himself be deceived. The mathematic of the Classical
soul sprouted almost out of nothingness, the historically-con-
stituted Western soul, already possessing the Classical science (not
inwardly, but outwardly as a thing learnt), had to win its own by
apparently altering and perfecting, but in reality destroying the
essentially alien Euclidean system. In the first case, the agent was
Pythagoras, in the second Descartes. In both cases the act is, at
bottom, the same.

The relationship between the form-language of a mathematic and
that of the cognate major arts, is in this way put beyond doubt. The
temperament of the thinker and that of the artist differ widely
indeed, but the expression-methods of the waking consciousness are
inwardly the same for each. The sense of form of the sculptor, the
painter, the composer is essentially mathematical in its nature. The

! Dynasties -VII], or, effectively, I-VI. The Pyramid period coincides with
Dynasties. IV-VL Cheops, Chephren and Mycerinus belong to the IV dynasty,
under which also great water-control works were carried out between
Abydoes and the Fayum.—At.
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same inspired ordering of an infinite world which manifested itself
in the geometrical analysis and projective geometry of the seven-
teenth century, could vivify, energize, and suffuse contemporary
music with the harmony that it developed out of the art of
thoroughbass (which is the geometry of the sound-world) and con-
temporary painting with the principle of perspective (the felt
geometry of the space-world that only the West knows). To Goethe
we owe the profound saying: ‘the mathematician is only complete
in so far as he feels within himself the beauty of the true.” Here we
feel how nearly the secret of number is related to the secret of
artistic creation.

Mathematics, then, are an art. The development of the great arts
ought never to be treated without an (assuredly not unprofitable)
side-glance at contemporary mathematics. In the very deep relation
between changes of musical theory and the analysis of the infinite,
the details have never yet been investigated, although aesthetics
might have learned a great deal more from these than from all so-
called ‘psychology’. Still more revealing would be a history of
musical instruments written, not (as it always is) from the technical
standpoint of tone-production, but as a study of the deep spiritual
bases of the tone-colours and tone-effects aimed at. For it was the
wish, intensified to the point of a longing, to fill a spatial infinity
with sound which produced—in contrast to the Classical lyre and
reed (lyra, kithara; aulos, syrinx) and the Arabian lute—the two
great families of keyboard instruments (organ, pianoforte, etc.) and
bow instruments, and that as early as the Gothic time. The organ
and clavichord belong certainly to England, the bow instruments
reached their definite forms in Upper Italy between 1480 and 1530,
while it was principally in Germany that the organ was developed
into the space-commanding giant that we know, an instrument the
like of which does not exist in all musical history. The free organ-
playing of Bach and his time was nothing if it was not analysis—
analysis of a strange and vast tone-world.

CLASSICAL NUMBERS AS MAGNITUDE

When, about 540 B.C., the circle of the Pythagoreans arrived at
the idea that number is the essence of all things, it was not ‘a step
in the development of mathematics’ that was made, but a wholly
new mathematic that was born. Long heralded by metaphysical
problem-posings and artistic form-tendencies, now it came forth
from the depths of the Classical soul as a formulated theory, a
mathematic born in one act at one great historical moment—just as
the mathematic of the Egyptians had been, and the algebra- astron-
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omy of the Babylonian Culture with its ecliptic co-ordinate system
—and new—for these older mathematics had long been extinguished
and the Egyptian was never written down.

The most valuable thing in the Classical mathematic is its pro-
position that number is the essence of all things perceptible to the
senses. Defining number as a measure, it contains the whole world-
feeling of a soul passionately devoted to the ‘here’ and the ‘now’.
Measurement in this sense means the measurement of something
near and corporeal. Consider the content of the Classical art-work,
say the free-standing statue of a naked man; here every essential and
important element of Being, its whole rhythm. is exhaustively
rendered by surfaces, dimensions and the sensuous relations of the
parts. The Pythagorean notion of the harmony of numbers, although
it was probably deduced from music—a music, be it noted, that
knew not polyphony or harmony, and formed its instruments to
render single, plump, almost fleshy, tones—seems to be the very
mould for a sculpture that has this ideal. The worked stone is only
a something in so far as it has considered limits and measured form;
what it is is what it has become under the sculptor’s chisel. Apart
from this it is a chaos, something not yet actualized, in fact for the
time being a null. The same feeling transferred to the grander stage
produces, as an opposite to the state of chaos, that of cosmos, which
for the Classical soul implies a cleared-up situation of the external
world, a harmonic order which includes each separate thing as a
well-defined, comprehensible and present entity. The sum of such
things constitutes neither more nor less than the whole world, and
the interspaces between them, which for us are filled with the im-
pressive symbol of the Universe of Space, are for them the nonent
(76 un év). And, looking backward from this standpoint, we may
perhaps see into the deepest concept of the Classical metaphysics,
Anaximander’s dmewpov —a word that is quite untranslatable into
any Western tongue. It is that which possesses no ‘number’ in the
Pythagorean sense of the word, no measurable dimensions or
definable limits, and therefore no being; the measureless, the nega-
tion of form, the statue not yet carved out of the block; the deys
optically boundless and formless, which only becomes a something
(namely, the world) after being split up by the senses. It is the
underlying form a priori of Classical cognition, bodiliness as such,
which is replaced exactly in the Kantian world-picture by that Space
out of which Kant maintained that all things could be ‘thought
forth’. The whole Classical mathematic is at bottom Stereometry
(solid geometry). To Euclid, who rounded off its system in the third
century, the triangle is of deep necessity the bounding surface of a
body, never a system of three intersecting straight lines or a group
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of three points in three-dimensional space. He defines a line as
‘length without breadth’ (ufjkos dmdarés). In our mouths such a
definition would be pitiful—in the Classical mathematic it was
brilliant.

Numbers belong exclusively to the domain of extension. But
there are precisely as many possibilities—and therefore necessities
—of ordered presentation of the extended as there are Cultures.
Classical number is a thought-process dealing not with spatial re-
lations but with visibly limitable and tangible units, and it follows
naturally and necessarily that the Classical knows only the ‘natural’
(positive and whole) numbers, which on the contrary play in our
Western mathematics a quite undistinguished part in the midst of
complex, hypercomplex, non-Archimedean and other number-
systems.

On this account, the idea of irrational numbers—the unending
decimal fractions of our notation—was unrealizable within the
Greek spirit. Euclid says—and he ought to have been better under-
stood—that incommensurable lines are ‘not related to one another
like numbers’. In fact, it is the idea of irrational number that, once
achieved, separates the notion of number from that of magnitude,
for the magnitude of such a number (7 for example) can never be
defined or exactly represented by any straight line. Moreover, it
follows from this that in considering the relation, say, between
diagonal and side in a square the Greek would be brought up sud-
denly against a quite other sort of number, which was fundamentally
alien to the Classical soul, and was consequently feared as a secret
of its proper existence too dangerous to be unveiled.? There is a
singular and significant late-Greek legend, according to which the
man who first published the hidden mystery of the irrational
perished by shipwreck, ‘for the unspeakable and the formless must
be left hidden for ever.® It is the deep metaphysical fear that the
sense-comprehensible and present in which the Classical existence

2 One may be permitted to add that according to legend, both Hippasus
who took to himself public credit for the discovery of a sphere of twelve
pentagons, viz., the regular dodecahedron (regarded by the Pythagoreans as
the quintessence—or aether—of a world of real tetrahedrons, octahedrons,
icosahedrons and cubes), and Archytas the eighth successor of the Founder
are reputed to have been drowned at sea. The pentagon from which his
dodecahedron is derived, itself involves incommensurable numbers. The
‘pentagram’ was the recognition badge of Pythagoreans and the &ioyov
(incommensurable) their special secret. It would be noted, too, that Pytha-
goreanism was popular till its initiates were found to be dealing in these
alarming and subversive doctrines, and then they were suppressed and
lynched—a persecution which suggests more than one deep analogy with
certain heresy-suppressions of Western history.

3 The idea 4/2 for the diagonals, the length of the sides being 1, was known
to Fudoxus. In spite of this knowledge of them the Greeks did not use the
irrational number.—H.W. 68
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had entrenched itself would collapse and precipitate its cosmos
(largely created and sustained by art) into unknown prin_nitiye
abysses. And to understand this fear is to understand the final signifi-
cance of Classical number—that is, measure in contrast to the im-
measurable—and to grasp the high ethical significance of its
limitation.

Now, the Classical soul felt the principle of the irrational, which
overturned the statuesquely-ordered array of whole numbers and
the complete and self-sufficing world-order for which these stood,
as an impiety against the Divine itself. In Plato’s ‘Timaeus’ this feel-
ing is unmistakable. For the transformation of a series of discrete
numbers into a continuum challenged not merely the Classical
notion of number but the Classical world-idea itself, and so it is
understandable that even negative numbers, which to us offer no
conceptual difficulty, were impossible in the Classical mathematic,
let alone zero as a number, that refined creation of a wonderful
abstractive power which, for the Indian soul that conceived it as
base for a positional numeration, was nothing more nor less than the
key to the meaning of existence. Every product of the waking con-
sciousness of the Classical world, then, is elevated to the rank of
actuality by way of sculptural definition. That which cannot be
drawn is not ‘number’. Archytas and Eudoxus use the terms surface-
and volume-numbers to mean what we call second and third powers,
and it is easy to understand that the notion of higher integral powers
did not exist for them, for a fourth power would predicate at once,
for the mind based on the plastic feeling, an extension in four
dimensions, and four material dimensions into the bargain, ‘which
is absurd’. Expressions like e which we constantly use, or even
the fractional index (e.g. 51%) which is employed in the Western
mathematics as early as Oresme (fourteenth century), would have
been to them utter nonsense. Euclid calls the factors of a product
its sides (mevpal) and fractions (finite of course) were treated as
whole-number relationships between two lines. Clearly, out of this
no conception of zero as a number could possibly come, for from
the point of view of a draughtsman it is meaningless. We, having
minds differently constituted, must not argue from our habits to
theirs and treat their mathematic as a “first stage’ in the development
of ‘Mathematics’. Within and for the purposes of the world that
Classical man evolved for himself, the Classical mathematic was a
complete thing—it is merely not so for us.
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THE WORLD ACCORDING TO ARISTARCHUS
DIOPHANTUS AND THE MAGIAN MATHEMATIC

Numbers are images of the perfectly desensualized understanding,
of pure thought, and contain their abstract validity within them-
selves. Their exact application to the actuality of conscious experi-
ence is therefore a problem in itself—a problem which is always
being posed anew and never solved—and the congruence of mathe-
matical system with empirical observation is at present anything
but self-evident. Although the lay idea—as found in Schopenhauer—
is that mathematics rest upon the direct evidences of the senses,
Euclidean geometry, superficially identical though it is with the
popular geometry of all ages, is only in agreement with the
phenomenal world approximately and within very narrow limits—
in fact, the limits of a drawing-board. Extend these limits, and what
becomes, for instance, of Euclidean parallels? They meet at the line
of the horizon—a simple fact upon which all our art-perspective is
grounded. But Euclid, as a thinker of the Classical age, was entirely
consistent with its spirit when he refrained from proving the
phenomenal truth of his axioms by referring to, say, the triangle
formed by an observer and two infinitely distant fixed stars. For
these can neither be drawn nor ‘intuitively apprehended’ and his
feeling was precisely the feeling which shrank from the irrationals,
which did not dare to give nothingness a value as zero (i.e. a number)
and even in the contemplation of cosmic relations shut its eyes to
the Infinite and held to its symbol of Proportion.

Aristarchus of Samos, who in 288-277 belonged to a circle of
astronomers at Alexandria that doubtless had relations with
Chaldaeo-Persian schools, projected the elements of a heliocentric
world-system.* Rediscovered by Copernicus, it was to shake the
metaphysical passions of the West to their foundations—witness
Giordano Bruno—to become the fulfilment of mighty premonitions,
and to justify that Faustian, Gothic world-feeling which had already
professed its faith in infinity through the forms of its cathedrals.
But the world of Aristarchus received his work with entire indiffer-
ence and in a brief space of time it was forgotten—designedly, we
may surmise. In fact, the Aristarchian system had no spiritual appeal
to the Classical Culture and might indeed have become dangerous
to it. And yet it was differentiated from the Copernican (a point
always missed) by something which made it perfectly conformable
to the Classical world-feeling, viz., the assumption that the cosmos

4 In the only writing of his that survives, indeed, Aristarchus maintains the
geocentric view; it may be presumed therefore that it was only temporarily
that he let himself be captivated by a hypothesis of the Chaldaean learning.
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is contained in a materially finite and optically appreciable hollow
sphere, in the middle of which the planetary system, arranged as
such on Copernican lines, moved. In the Classical astronomy, the
earth and the heavenly bodies are consistently regarded as entities
of two different kinds, however variously their movements in detail
might be interpreted. Equally, the opposite idea that the earth is
only a star among stars is not inconsistent in itself with either the
Ptolemaic or the Copernican systems. But by this device of a celestial
sphere the principle of infinity which would have endangered the
sensuous-Classical notion of bounds was smothered. One would have
supposed that the infinity-conception was inevitably implied by the
system of Aristarchus—Ilong before his time, the Babylonian thinkers
had reached it. But no such thought emerges. On the contrary, in
the famous treatise on the grains of sand Archimedes proves that
the filling of this stereometric body (for that is what Aristarchus’s
Cosmos is, after all) with atoms of sand leads to very high, but not
to infinite, figure-results. This proposition, quoted though it may be,
time and again, as being a first step towards the Integral Calculus,
amounts to a denial (implicit indeed in the very title) of everything
that we mean by the word analysis. Eudoxus, Apollonius and Archi-
medes, certainly the keenest and boldest of the Classical mathe-
maticians, completely worked out, in the main with rule and com-
pass, a purely optical analysis of things-become on the basis of
sculptural-Classical bounds. With these methods also should be
classed the exhaustion-method of Archimedes, given by him in his
recently discovered letter to Eratosthenes on such subjects as the
quadrature of the parabola section by means of inscribed rectangles
(instead of through similar polygons). But the very subtlety and ex-
treme complication of his methods, which are grounded in certain
of Plato’s geometrical ideas, make us realize, in spite of superficial
analogies, what an enormous difference separates him from Pascal.
Apart altogether from the idea of Riemann'’s integral, what sharper
contrast could there be to these ideas than the so-called quadratures
of today? The name itself is now no more than an unfortunate sur-
vival, the ‘surface’ is indicated by a bounding function, and the
drawing, as such, has vanished. Nowhere else did the two mathe-
matical minds approach each other more closely than in this in-
stance, and nowhere is it more evident that the gulf between the
two souls thus expressing themselves is impassable.

Numbers are symbols of the mortal. Set forms are the negation of
life, formulae and laws spread rigidity over the face of nature,
numbers make dead—and the ‘Mothers’ of Faust II sit enthroned,
majestic and withdrawn, in
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‘The realms of Image unconfined.

. . . Formation, transformation,

Eternal play of the eternal mind

‘With semblances of all things in creation
For ever and for ever sweeping round.”

Goethe draws very near to Plato in this divination of one of the final
secrets. For his unapproachable Mothers are Plato’s Ideas—the possi-
bilities of a spirituality, the unborn forms to take shape as active
and purposed Culture, as art, thought, polity and religion, in a world
ordered and determined by that spirituality. And so the number-
thought and the world-idea of a Culture are related, and by this
relation, the former is elevated above mere knowledge and experi-
ence and becomes a view of the universe, there being consequently
as many mathematics——as many number-worlds—as there are higher
Cultures. Only so can we understand, as something necessary, the
fact that the greatest mathematical thinkers, the creative artists of
the realm of numbers, have been brought to the decisive mathe-
matical discoveries of their several cultures by a deep religious in-
tuition. Classical, Apollinian number we must regard as the creation
of Pythagoras—who founded a religion. It was an instinct that
guided Nicolaus Cusanus, the great Bishop of Brixen (about 1450),
from the idea of the unendingness of God in nature to the elements
of the Infinitesimal Calculus. Leibniz himself, who two centuries
later definitely settled the methods and notation of the Calculus,
was led by purely metaphysical speculations about the divine prin-
ciple and its relation to infinite extent to conceive and develop the
notion of an analysis situs—probably the most inspired of all in-
terpretations of pure and emancipated space. And Kepler and New-
ton, strictly religious natures both, were and remained convinced,
like Plato, that it was precisely through the medium of number
that they had been able to apprehend intuitively the essence of the
divine world order.

The Classical arithmetic, we are always told, was first liberated
from its sense-bondage, widened and extended by Diophantus
(A.D. 250), who did not indeed create algebra (the science of un-
defined magnitudes) but brought it to expression within the frame-
work of the Classical mathematic that we know—and so suddenly
that we have to assume that there was a pre-existent stock of
ideas which he worked out. But this amounts, not to an enrich-
ment of, but a complete victory over, the Classical world-feeling. In
Diophantus, unconscious though he may be of his own essential
antagonism to the Classical foundations on which he attempted to
build, there emerges from under the surface of Euclidean intention

5 Dr. Anster’s translation.—At,
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the new limit-feeling which I designate the ‘Magian’. He did not
widen the idea of number as magnitude, but (unwittingly) eliminated
it. No Greek could have stated anything about an undefined number
a or an undenominated number 3—which are neither magnitudes
nor lines.

In Diophantus, number has ceased to be the measure and essence
of plastic things. Diophantus does not yet know zero and negative
numbers, it is true, but he has ceased to know Pythagorean numbers.
And this Arabian indeterminateness of number is, in its turn, some-
thing quite different from the controlled variability of the later
Western mathematics, the variability of the function.

The Magian mathematic—we can see the outline, though we are
ignorant of the details—advanced through Diophantus (who is
obviously not a starting-point) boldly and logically to a culmination
in the Abbassid period (ninth century) that we can appreciate in
AlKhwarizmi and Alsidzshi.

WESTERN MATHEMATIC AS FUNCTION

The decisive act of Descartes, whose geometry appeared in 1637,
consisted not in the introduction of a new method or idea in the
domain of traditional geometry (as we are so frequently told), but
in the definitive conception of a new number-idea, which conception
was expressed in the emancipation of geometry from servitude to
optically-realizable constructions and to measured and measurable
lines generally. With that, the analysis of the infinite became a fact.
In place of the sensuous element of concrete lines and planes—the
specific character of the Classical feeling of bounds—there emerged
the abstract, spatial, un-Classical element of the point which from
then on was regarded as a group of co-ordered pure numbers. The
idea of magnitude and of perceivable dimension derived from
Classical texts and Arabian traditions was destroyed and replaced
by that of variable relation-values between positions in space. It is
not in general realized that this amounted to the supersession of
geometry, which thenceforward enjoyed only a fictitious existence
behind a facade of Classical tradition. The word ‘geometry’ has an
inextensible Apollinian meaning, and from the time of Descartes
what is called the ‘new geometry’ is made up in part of synthetic
work upon the position of points in a space which is no longer
necessarily three- dimensional (a ‘manifold of points’), and in part of
analysis, in which numbers are defined through point-positions in
space. And this replacement of lengths by positions carries with it a
purely spatial, and no longer a material, conception of extension.
The clearest example of this destruction of the inherited optical-
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finite geometry seems to me to be the conversion of angular
functions—which in the Indian mathematic had been numbers (in a
sense of the word that is hardly accessible to our minds)—into
periodic functions, and their passage thence into an infinite number-
realm, in which they become series and not the smallest trace re-
mains of the Euclidean figure. In all parts of that realm the circle-
number = like the Napierian base €, generates relations of all sorts
which obliterate all the old distinctions of geometry, trigonometry
and algebra, which are neither arithmetical nor geometrical in their
nature, and in which no one any longer dreams of actually drawing
circles or working out powers.

At the moment exactly corresponding to that at which (c. 540) the
Classical Soul in the person of Pythagoras discovered its own proper
Apollinian number, the measurable magnitude, the Western soul
in the persons of Descartes and his generation (Pascal, Fermat
Desargues) discovered a notion of number that was the child of a
passionate Faustian tendency towards the infinite. Number as pure
magnitude inherent in the material presentness of things is paral-
leled by numbers as pure relation,” and if we may characterize the
Classical ‘world’, the cosmos, as being based on a deep need of visible
limits and composed accordingly as a sum of material things, so we
may say that our world-picture is an actualizing of an infinite space
in which things visible appear very nearly as realities of a lower
order, limited in the presence of the illimitable. The symbol of the
West is an idea of which no other Culture gives even a hint, the idea
of Function. Function is anything rather than an expansion of, it is
complete emancipation from, any pre-existent idea of number. Not
only the Euclidean geometry (and with it the common human
geometry of children and laymen, based on everyday experience)
but also the Archimedean arithmetic, ceased to have any value for
the really significant mathematic of Western Europe. Hence-
forward, this consisted solely in abstract analysis. Even the power,
which in the beginning denotes numerically a set of multiplications
(products of equal magnitudes), is, through the exponential idea
(logarithm) and its employment in complex, negative and fractional
forms, dissociated from all connexion with magnitude and trans-
ferred to a transcendent relational world which the Greeks, know-
ing only the two positive whole-number powers that represent areas
and volumes, were unable to approach. Think, for instance, of ex-

Every one of the significant creations which succeeded one

T__
pressions like €%, v/ ,, g%
another so rapidly from the Renaissance onward—imaginary and

§ Similarly, coinage and double-entry book-keeping play analogous parts
in the money-thinking of the Classical and the Western Cultures respectively.
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complex numbers, introduced by Cardanus as early as 1550; infinite
series, established theoretically by Newton'’s great discovery of the
binomial theorem in 1666; differential geometry, the definite integral
of Leibniz; the aggregate as a new number-unit, hinted at even by
Descartes; new processes like those of general integrals; the expan-
sion of functions into series and even into infinite series of other
functions—is a victory over the popular and sensuous number-feel-
ing in us, a victory which the new mathematic had to win in order
to make the new world-feeling actual.

In all history, so far, there is no second example of one Culture
paying to another Culture long extinguished such reverence and
submission in matters of science as ours has paid to the Classical.
It was very long before we found courage to think our proper
thought. But though the wish to emulate the Classical was con-
stantly present, every step of the attempt took us in reality further
away from the imagined ideal. The history of Western knowledge is
thus one of progressive emancipation from Classical thought, an
emancipation never willed but enforced in the depths of the uncon-
scious. And so the development of the new mathematic consists of
a long, secret and finally victorious battle against the notion of
magnitude.

The present-day sign-language of mathematics perverts its real
content. It is principally owing to that tendency that the belief in
numbers as magnitudes still rules today even amongst mathema-
ticians, for is it not the base of all our written notation? But it is not
the separate signs (e.g. x, =, 5) serving to express the functions
but function itself as unit, as element, the variable relation no longer
capable of being optically defined, that constitutes the new number;
and this new number should have demanded a new notation built
up with entire disregard of Classical influences.

Consider the difference between two equations (if the same word
can be used of two such dissimilar things) such as zx + 4 x =
gxand x® + y® = z ® (the equation of Fermat’s theorem). The first
"consists of several Classical numbers—i.e. magnitudes—but the
second is one number of a different sort, veiled by being written
down according to Euclidean-Archimedean tradition in the identical
form of the first. ™ the first case, the sign = establishes a rigid con-
nexion between definite and tangible magnitudes, but in the second
it states that within a domain of variable images there exists a
relation such that from certain alterations certain other alterations
necessarily follow. The first equation has as its aim the specification
by measurement of a concrete magnitude, viz., a ‘result’, while the
second has, in general, no result but is simply the picture and sign
of a relation which for n> 2 (this is the famous Fermat problem)
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can probably be shown to exclude integers. A Greek mathematician
would have found it quite impossible to understand the purport of
an operation like this, which was not meant to be ‘worked out’.

In fact, directly the essentially anti-Hellenic idea of the irrationals
is introduced, the foundations of the idea of number as concrete and
definite collapse. Thenceforward, the series of such numbers is no
longer a visible row of increasing, discrete, numbers capable of
plastic embodiment but a unidimensional continuum in which each
‘cut’ (in Dedekind’s sense) represents a number. Such a number is
already difficult to reconcile with Classical number, for the Classical
mathematic knows only one number between 1 and 3, whereas for
the Western the totality of such numbers is an infinite aggregate.
But when we introduce further the imaginary (4/Z7 == i) and
finally the complex numbers (general form a + bi), the linear con-
tinuum is broadened into the highly transcendent form of a number-
body, i.e. the content of an aggregate of homogeneous elements in
which a ‘cut’ now stands for a number-surface containing an infinite
aggregate of numbers of a lower ‘potency’ (for instance, all the real
numbers), and there remains not a trace of number in the Classical
and popular sense. These number-surfaces, which since Cauchy and
Gauss have played an important part in the theory of functions, are
pure thought-pictures. Even positive irrational number (e.g. 4/ 72)
could be conceived in a sort of negative fashion by Classical minds;
they had, in fact, enough idea of it to ban it as dppnros and dloyos.
But expressions of the form x + yi lie beyond every possibility of
comprehension by Classical thought, whereas it is on the extension
of the mathematical laws over the whole region of the complex
numbers, within which these laws remain operative, that we have
built up the function theory which has at last exhibited the Western
mathematic in all purity and unity. Not until that point was reached
could this mathematic be unreservedly brought to bear in the
parallel sphere of our dynamic Western physics; for the Classical
mathematic was fitted precisely to its own stereometric world of
individual objects and to static mechanics as developed from
Leucippus to Archimedes.

The brilliant period of the Baroque mathematic—the counterpart
of the onian—Iies substantially in the eighteenth century and ex-
tends from the decisive discoveries of Newton and Leibniz through
Euler, Lagrange, Laplace and D’Alembert to Gauss. Once this im-
mense creation found wings, its rise was miraculous. Men hardly
dared believe their senses. The age of refined scepticism witnessed
the emergence of one seemingly impossible truth after another.’

" Thus Bishop Berkeley’s Discourse addressed to an infide] mathematician
(1735) shrewdly asked whether the mathematician were in a position to
criticize the divine for proceeding on the basis of faith.—At.
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Regarding the theory of the differential coefficient, D’ Alembert had
to say : ‘Go forward, and faith will come to you.” Logic itself seemed
to raise objections and to prove foundations fallacious. But the goal
was reached. This century was a very carnival of abstract and im-
material thinking, in which the great masters of analysis and, with
them, Bach, Gluck, Haydn and Mozart—a small group of rare and
deep intellects—revelled in the most refined discoveries and specu-
lations, from which Goethe and Kant remained aloof; and in point
of content it is exactly paralleled by the ripest century of the Ionic,
the century of Eudoxus and Archytas (440-350) and, we may add,
of Phidias, Polycletus, Alcamenes and the Acropolis buildings—in
which the form-world of Classical mathematic and sculpture dis-
played the whole fullness of its possibilities, and so ended.

DREAD AND LONGING

We have already observed that, like a child, a primitive mankind
acquires (as part of the inward experience that is the birth of the
ego) an understanding of number and ipso facto possession of an
external world referred to the ego. As soon as the primitive’s
astonished eye perceives the dawning world of ordered extension,
and the significant emerges in great outlines from the welter of mere
impressions, and the irrevocable parting of the outer world from
his proper, his inner, world gives form and direction to his waking
life, there arises in the soul—instantly conscious of its loneliness—
the root-feeling of longing (Sehnsucht). It is this that urges ‘be-
coming’ towards its goal, that motives the fulfilment and actualizing
of every inward possibility, that unfolds the idea of individual being.
It is the child’s longing, which will presently come into the con-
sciousness more and more clearly as a feeling of constant direction
and finally stand before the mature spirit as the enigma of Time—
queer, tempting, insoluble. Suddenly, the words ‘past’ and ‘future’
have acquired a fateful meaning.

But this longing which wells out of the bliss of the inner life is
also, in the intimate essence of every soul, a dread as well. As all
becoming moves towards a having-become wherein it ends, so the
prime feeling of becoming—the longing—touches the prime feeling
of having-become, the dread. In the present we feel a trickling-away,
the past implies a passing. Here is the root of our eternal dread of
the irrevocable, the attained, the final—our dread of mortality, of
the world itself as a thing-become, where death is set as a frontier
like birth—our dread of the moment when the possible is actualized,
the life is inwardly fulfilled and consciousness stands at its goal. It is
the deep world-fear of the child—which never leaves the higher
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man, the believer, the poet, the artist—that makes him so infinitely
lonely in the presence of the alien powers that loom, threatening in
the dawn, behind the screen of sense-phenomena. The element of
direction, too, which is inherent in all ‘becoming’, is felt owing to
its inexorable irreversibility to be something alien and hostile, and
the human will-to-understanding ever seeks to bind the inscrutable
by the spell of a name. It is something beyond comprehension, this
transformation of future into past, and thus time, in its contrast
with space, has always a queer, baffling, oppressive ambiguity from
which no serious man can wholly protect himself.

This world-fear is assuredly the most creative of all prime feelings.
Man owes to it the ripest and deepest forms and images, not only of
his conscious inward life, but also of the infinitely-varied external
culture which reflects this life. Like a secret melody that not every
ear can perceive, it runs through the form-language of every true
art-work, every inward philosophy, every important deed, and,
although those who can perceive it in that domain are the very few,
it lies at the root of the great problems of mathematics. Only the
spiritually dead man of the autumnal cities—Hammurabi’s Baby-
lon, Ptolemaic Alexandria, Islamic Baghdad, Paris and Berlin today
—only the pure intellectual, the sophist, the sensualist, the Dar-
winian, loses it or is able to evade it by setting up a secretless
‘scientific world-view’ between himself and the alien. As the long-
ing attaches itself to that impalpable something whose thousand-
formed elusive manifestations are comprised in, rather than denoted
by, the word ‘time’, so the other prime feeling, dread, finds its ex-
pression in the intellectual, understandable, outlinable symbols of
extension; and thus we find that every Culture is aware (each in its
own special way) of an opposition of time and space, of direction
and extension, the former underlying the latter as becoming pre-
cedes having-become. It is the longing that underlies the dread,
becomes the dread, and not vice versa. The one is not subject to
the intellect, the other is its servant. The rdle of the one is purely
to experience, that of the other purely to know (erleben, erkennen).
In the Christian language, the opposition of the two world-feelings
is expressed by : ‘Fear God and love Him.’

In the soul of all primitive mankind, just as in that of earliest
childhood, there is something which impels it to find means of
dealing with the alien powers of the extension-world that assert
themselves, inexorable, in and through space. The subtlest, as well as
the most powerful, form of this defence is causal and systematic
knowledge, delimitation by label and number.

The worldfear is stilled when an intellectual form-language
hammers out brazen vessels in which the mysterious is captured
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and made comprehensible The method common to all the great
Cultures—the only way of actualizing itself that the soul knows—
is the symbolizing of extension, of space or of things; and we find it
alike in the conceptions of absolute space that pervade Newtonian
physics, Gothic cathedral-interiors and Moorish mosques, and the
atmospheric infinity of Rembrandt’s paintings and again the dark
tone-worlds of Beethoven’s quartets; in the regular polyhedrons of
Euclid, the Parthenon sculptures and the pyramids of Old Egypt, the
Nirvana of Buddha, the aloofness of court-customs under Sesostris,
Justinian I and Louis XIV, in the God-idea of an Aschylus, a
Plotinus, a Dante; and in the world-embracing spatial energy of
modern technics.

GEOMETRY AND ARITHMETIC

In the Classical world the starting-point of every formative act
was, as we have seen, the ordering of the ‘become’, in so far as this
was present, visible, measurable and numerable. The Western,
Gothic, form-feeling on the contrary is that of an unrestrained,
strong-willed far-ranging soul, and its chosen badge is pure, imper-
ceptible, unlimited space. Our universe of infinite space, whose
existence, for us, goes without saying, simply does not exist for
Classical man. It is not even capable of being presented to him. The
fact is that the infinite space of our physics is a form of very
numerous and extremely complicated elements tacitly assumed,
which have come into being only as the copy and expression of our
soul, and are actual, necessary and natural only for our type of
waking life. The simple notions are always the most difficult. The
whole of our mathematic from Descartes onward is devoted to the
theoretical interpretation of this great and wholly religious symbol.
In the Classical mathematics and physics the content of this word
is simply not known.

Here, too, Classical names, inherited from the literature of Greece
and retained in use, have veiled the realities. Geometry means the
art of measuring, arithmetic the art of numbering. The mathe-
matic of the West has long ceased to have anything to do with both
these forms of defining, but it has not managed to find new names
for its own elements—for the word ‘analysis’ is hopelessly in-
adequate.

The beginning and end of the Classical mathematic is considera-
tion of the properties of individual bodies and their boundary-
surfaces; thus indirectly taking in conic sections and higher curves.
We, on the other hand, at bottom know only the abstract space-
element of the point, which can neither be seen, nor measured, nor
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yet named, but represents simply a centre of reference. The straight
line, for the Greeks a measurable edge, is for us an infinite con-
tinuum of points. Leibniz illustrates his infinitesimal principle by
presenting the straight line as one limiting case and the point as the
other limiting case of a circle having infinitely great or infinitely
little radius. But for the Greek the circle is a plane and the problem
that interested him was that of bringing it into a commensurable
condition. Thus the squaring of the circle became for the Classical
intellect the supreme problem of the finite. The deepest problem of
world-form seemed to it to be to alter surfaces bounded by curved
lines, without change of magnitude, into rectangles and so to render
them measureable. For us, on the other hand, it has become the
usual, and not specially significant, practice to represent the number
7 by algebraic means, regardless of any geometrical image.

The Classical mathematician knows only what he sees and grasps.
Where definite and defining visibility—the domain of his thought—
ceases, his science comes to an end. The Western mathematician, as
soon as he has quite shaken off the trammels of Classical prejudice,
goes off into a wholly abstract region of infinitely numerous
‘manifolds’ of n (no longer 7) dimensions, in which his so-called
geometry always can and generally must do without every common-
place aid.

[The figured signs used by the Pythagoreans are informatory. The
number I, conceived as dpyy, the prime stuff of the number-series,
was also the symbol of the mother-womb. The digit 2, the first true
number, which doubles the I was therefore correlated with the male
principle. Finally, the holy 3, the combination of the first two
numbers, represented the act of propagation—the erotic suggestion
in adding and multiplying, the only two processes of increasing
magnitude known to Classical man.]

Thus, inevitably, the Classical became by degrees the Culture of
the small. The Apollinian soul had tried to tie down the meaning
of things-become by means of the principle of visible limits; its
taboo was focused upon the immediately-present and proximate
alien. What was far away, invisible, was ipso facto ‘not there’. Just
as the Greek tongue—again and again we shall note the mighty
symbolism of such language-phenomena—possessed no word for
space, so the Greek himself was destitute of our feeling of landscape,
horizons, outlooks, distances, clouds, and of the idea of the far-
spread fatherland embracing the great nation. The Classical temple,
which can be taken in in one glance, is the smallest of all first-rate
architectural forms. Classical geometry from Archytas to Euclid—
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like the school geometry of today which is still dominated by it—
concerned itself with small, manageable figures and bodies, and
therefore remained unaware of the difficulties that arise in estab-
lishing figures of astronomical dimensions, which in many cases are
not amenable to Euclidean geometry. Otherwise the subtle Attic
spirit would almost surely have arrived at some notion of the
problems of non-Euclidean geometry, for its criticism of the well-
known ‘parallel’ axiom, the doubtfulness of which soon aroused
opposition yet could not in any way be elucidated, brought it very
close indeed to the decisive discovery. The Classical mind as un-
questioningly devoted and limited itself to the study of the small
and the near as ours has to that of the infinite and ultra-visual. All
the mathematical ideas that the West found for itself or borrowed
from others were automatically subjected to the form-language of
the Infinitesimal—and that long before the actual Differential
Calculus was discovered. Arabian algebra, Indian trigonometry,
Classical mechanics were incorporated as a matter of course in
analysis. In a certain measure, geometry may be treated algebraically
and algebra geometrically, that is, the eye may be switched off or
it may be allowed to govern. We take the first alternative, the
Greeks the second. Archimedes, in his beautiful management of
spirals, touches upon certain general facts that are also funda-
mentals in Leibniz’s method of the definite integral; but his pro-
cesses, for all their superficial appearance of modernity, are sub-
ordinated to stereometric principles; in like case, an Indian mathe-
matician would naturally have found some trigonometrical for-
mulation.?

From this fundamental opposition of Classical and Western
numbers there arises an equally radical difference in the relation-
ship of element to element in each of these number-worlds. The
nexus of magnitudes is called proportion, that of relations is com-
prised in the notion of function. The significance of these two words
is not confined to mathematics proper; they are of high importance
also in the allied arts of sculpture and music. Quite apart from the
role of proportion in ordering the parts of the individual statue, the
typically Classical art-forms of the statue, the relief, and the fresco,
admit enlargements and reductions of scale—words that in music
have no meaning at all. In the domain of Function, on the contrary,
it is the idea of transformation of groups that is of decisive im-
portance, and the musician will readily agree that similar ideas play
an essential part in modern composition-theory. I need only allude

§ It is impossible to say, with certainty, how much of the Indjan mathe-
matics that we possess is old, i.e. before Buddha.
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to one of the most elegant orchestral forms of the eighteenth
century, the Tema con Variazioni.

All proportion assumes the constancy, all transformation the
variability of the constituents. Compare, for instance, the con-
gruence theorems of Euclid, the proof of which depends in fact on
the assumed ratio 1:1, with the modern deduction of the same by
means of angular functions.

The Alpha and Omega of the Classical mathematic is construction
(which in the broad sense includes elementary arithmetic), that is,
the production of a single visually-present figure.

Every construction affirms, and every operation denies appear-
ances, in that the one works out that which is optically given and
the other dissolves it. And so we meet with yet another contrast
between the two kinds of mathematic; the Classical mathematic of
small things deals with the concrete individual instance and pro-
duces a once-for-all construction, while the mathematic of the
infinite handles whole classes of formal possibilities, groups of
functions, operations, equations, curves, and does so with an eye,
not to any result they may have, but to their course. And so for the
last two centuries—though present-day mathematicians hardly
realize the fact—there has been growing up the idea of a general
morphology of mathematical operations, which we are justified in
regarding as the real meaning of modern mathematics as a whole.
All this, as we shall perceive more and more clearly, is one of the
manifestations of a general tendency inherent in the Western in-
tellect, proper to the Faustian spirit and Culture and found in no
other. The great majority of the problems which occupy our mathe-
matic, and are regarded as ‘our’ problems in the same sense as the
squaring of the circle was the Greeks’,—e.g. the investigation of
convergence in infinite series (Cauchy) and the transformation of
elliptic and algebraic integrals into multiple-periodic functions (Abel,
Gauss)—would probably have seemed to the Ancients, who strove
for simple and definite quantitative results, to be an exhibition of
rather abstruse virtuosity. And so indeed the popular mind regards
them even today.

THE CLASSICAL LIMIT-PROBLEM AND THE
LIBERATION FROM THE VISUAL

Thus, finally, the whole content of Western number-thought
centres itself upon the historic limit-problem of the Faustian mathe-
matic, the key which opens the way to the Infinite, that Faustian
infinite which is so different from the infinity of Arabian and Indian
world-ideas. Whatever the guise—infinite series, curves or functions
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—in which number appears in the particular case, the essence of it
is the theory of the limit. This limit is the absolute opposite of the
limit which (without being so called) figures in the Classical prob-
lem of the quadrature of the circle. Right into the eighteenth
century, Euclidean popular prepossessions obscured the real mean-
ing of the differential principle. The idea of infinitely small quantities
lay, so to say, ready to hand, and however skilfully they were
handled, there was bound to remain a trace of the Classical con-
stancy, the semblance of magnitude, about them, though Euclid
would never have known them or admitted them as such. Thus, zero
is a constant, a whole number in the linear continuum between
+1 and —1; and it was a great hindrance to Euler in his analytical
researches that, like many after him, he treated the differentials as
zero. Only in the nineteenth century was this relic of Classical
number-feeling finally removed and the Infinitesimal Calculus made
logically secure by Cauchy’s definitive elucidation of the limit-idea;
only the intellectual step from the ‘infinitely small quantity’ to the
‘lower limit of every possible finite magnitude’ brought out the con-
ception of a variable number which oscillates beneath any assign-
able number that is not zero. A number of this sort has ceased to
possess any character of magnitude whatever: the limit, as thus
finally presented by theory, is no longer that which is approxi-
mated to, but the approximation, the process, the operation itself.
It is not a state, but a relation.

The liberation of geometry from the visual, and of algebra from
the notion of magnitude, and the union of both, beyond all elemen-
tary limitations of drawing and counting, in the great structure of
function-theory—this was the grand course of Western number-
thought. The constant number of the Classical mathematic was dis-
solved into the variable. Geometry became analytical and dissolved
all concrete forms, replacing the mathematical bodies from which
the rigid geometrical values had been obtained, by abstract spatial
relations which in the end ceased to have any application at all to
sense-present phenomena. It began by substituting for Euclid’s
optical figures geometrical loci referred to a co-ordinate system of
arbitrarily chosen ‘origin’, and reducing the postulated objective-
ness of existence of the geometrical object to the one condition that
during the operation (which itself was one of equating and not of
measurement) the selected co-ordinate system should not be
changed. But these co-ordinates immediately came to be regarded as
values pure and simple, serving not so much to determine as to
represent and replace the position of points as space-elements.
Number, the boundary of things-become, was represented, not as
before pictorially by a figure, but symbolically by an equation.
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‘Geometry’ altered its meaning; the co-ordinate system as a pictur-
ing disappeared and the point became an entirely abstract number-
group.

This mathematics of ours was bound in due course to reach the
point at which not merely the limits of artificial geometrical form
but the limits of the visual itself were felt by theory and by the soul
alike as limits indeed, as obstacles to the unreserved expression of
inward possibilities—in other words, the point at which the ideal of
transcendent extension came into fundamental conflict with the
limitations of immediate perception. Mathematical, ‘absolute’ space,
we see then, is utterly un-Classical, and from the first, although
mathematicians with their reverence for the Hellenic tradition did
not dare to observe the fact, it was something different from the
indefinite spaciousness of daily experience and customary painting,
the a priori space of Xant which seemed so unambiguous and sure a
concept. It is a pure abstract, an ideal and unfulfillable postulate of
a soul which is ever less and less satisfied with sensuous means of
expression and in the end passionately brushes them aside. The inner
eye has awakened.

And then, for the first time, those who thought deeply were
obliged to see that the Euclidean geometry, which is the true and
only geometry of the simple of all ages, is when regarded from the
higher standpoint nothing but a hypothesis, the general validity of
which, since Gauss, we know it to be quite impossible to prove in
the face of other and perfectly non-perceptual geometries. The
critical proposition of this geometry, Euclid’'s axiom of parallels, is
an assertion, for which we are quite at liberty to substitute another
assertion. We may assert, in fact, that through a given point, no
parallels, or two, or many parallels may be drawn to a given straight
line, and all these assumptions lead to completely irreproachable
geometries of three dimensions, which can be employed in physics
and even in astronomy, and are in some cases preferable to the
Euclidean.’

Even the simple axiom that extension is boundless (boundlessness,
since Riemann and the theory of curved space, is to be distinguished
from endlessness) at once contradicts the essential character of all
immediate perception, in that the latter depends upon the existence
of light-resistances and ipso facto has material bounds. But abstract
principles of boundary can be imagined which transcend, in an en-
tirely new sense, the possibilities of optical definition. For the deep
thinker, there exists even in the Cartesian geometry the tendency to
get beyond the three dimensions of experiential space, regarded as
an unnecessary restriction on the symbolism of number. And

9 Compare note 4 on page 108.
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although it was not till about 1800 that the notion of multi-dimen-
sional space (it is a pity that no better word was found) provided
analysis with broader foundations, the real first step was taken at
the moment when powers—that is, really, logarithms—were re-
leased from their original relation with sensually realizable surfaces
and solids and, through the employment of irrational and complex
exponents, brought within the realm of function as perfectly general
relation-values. It will be admitted by everyone who understands
anything of mathematical reasoning that directly we passed from
the notion of a® as a natural maximum to that of a ", the uncon-
ditional necessity of three-dimensional space was done away with.

Once the space-element or point had lost its last persistent relic
of visualness and, instead of being represented to the eye as a cut
in co-ordinate lines, was defined as a group of three independent
numbers, there was no longer any inherent objection to replacing
the number 3 by the general number n. The notion of dimension was
radically changed. It was no longer a matter of treating the
properties of a point metrically with reference to its position in a
visible system, but of representing the entirely abstract properties
of a number-group by means of any dimensions that we please. The
number-group—consisting of n independent ordered elements—is an
image of the point and it is called a point. Similarly, an equation
logically arrived therefrom is called a plane and is the image of a
plane. And the aggregate of all points of n dimensions is called an
n-dimensional space.’” In these transcendent space-worlds, which are
remote from every sort of sensualism, lie the relations which it is
the business of analysis to investigate and which are found to be
consistently in agreement with the data of experimental physics.
This space of higher degree is a symbol which is through-and-
through the peculiar property of the Western mind. That mind alone
has attempted, and successfully too, to capture the ‘become’ and the
extended in these forms, to conjure and bind—to ‘know’—the alien
by this kind of appropriation or taboo. Not until such spheres of
number-thought are reached, and not for any men but the few who
have reached them, do such imaginings as systems of hypercomplex
numbers (e.g. the quaternions of the calculus of vectors) and appar-
ently quite meaningless symbols like oo” acquire the character of
something actual. And here if anywhere it must be understood that
actuality is not only sensual actuality. The spiritual is in no wise
limited to perception-forms for the actualizing of its idea.

¥ From the standpoint of the theory of ‘aggregates’ (or ‘sets of points’), a
well-ordered set of points, irrespective of the dimension figure, is called a
corpus; and thus an aggregate of n—r dimensions is considered, relatively to
one of n dimensions, as a surface. Thus the limit (wall, edge) of an ‘aggregate’
represents an aggregate of lower ‘potentiality’.
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From this grand intuition of symbolic space-worlds came the last
and conclusive creation of Western mathematic—the expansion and
subtilizing of the function theory in that of groups. Groups are
aggregates or sets of homogeneous mathematical images—e.g. the
totality of all differential equations of a certain type—which in
structure and ordering are analogous to the Dedekind number-
bodies. Here are worlds, we feel, of perfectly new numbers, which
are nevertheless not utterly sense-transcendent for the inner eye of
the adept; and the problem now is to discover in those vast abstract
form-systems certain elements which, relatively to a particular
group of operations (viz., of transformations of the system), remain
unaffected thereby, that is, possess invariance. In mathematical
language, the problem, as stated generally by Klein, is—given an
n-dimensional manifold (‘space’) and a group of transformations, it
is required to examine the forms belonging to the manifold in respect
of such properties as are not altered by transformation of the group.

And with this culmination our Western mathematic, having ex-
hausted every inward possibility and fulfilled its destiny as the copy
and purest expression of the idea of the Faustian soul, closes its
development in the same way as the mathematic of the Classical
Culture concluded in the third century. Both those sciences (the only
ones of which the organic structure can even today be examined
historically) arose out of a wholly new idea of number, in the one
case Pythagoras’s, in the other Descartes’. Both, expanding in all
beauty, reached their maturity one hundred years later; and both,
after flourishing for three centuries, completed the structure of their
ideas at the same moment as the Cultures to which they respectively
belonged passed over into the phase of megalopolitan Civilization.
The deep significance of this interdependence will be made clear in
due course. It is enough for the moment that for us the time of the
great mathematicians is past. Our tasks today are those of pre-
serving, rounding off, refining, selection—in place of big dynamic
creation, the same, clever detail-work which characterized the
Alexandrian mathematic of late Hellenism,
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THE PROBLEM OF WORLD-HISTORY

PSYSIOGNOMIC AND SYSTEMATIC

[To review the whole fact of Man from an extreme distance is to
imitate Copernicus in the field of history. This the western intellect
achieved in the field of Nature, when it passed from the Ptolemaic
world-system to one valid today. Nature and History are the
opposite extreme terms in man’s range of possibilities of picturing
the world. The cognized and Nature are one and the same thing.
Nature is the sum of necessities imposed by law. Everything cognized
is timeless, neither past nor future but simply ‘there’ and so per-
manently valid. Law and the domain of law are anti-historic.

Pure Becoming, pure life, on the other hand, is irreversible. Every
happening is unique and incapable of being repeated. Becoming lies
beyond the domain of cause and effect, law and measurement. But
history, as positively treated, is not pure becoming; it is an image
radiated from the waking-consciousness of the historian, in which
the becoming dominates the become.

The possibility of extracting scientific results from history de-
pends upon the proportion of things become presented in the subject
treated, but when this proportion dwindles to very little, as is hypo-
thetically the case, history is almost pure becoming and belongs to
the realm of Art. Ranke said that Quentin Durward is history at its
best. Science reaches as far as the notions of truth and falsity have
validity, viz. the collection, ordering, and sifting of material. For
real historical vision the crucial words are not ‘correct’ and
‘erroneous’ but ‘deep’ and ‘shallow’. There are no exact boundaries
between ‘becoming’ and ‘become’. They are jointly present in every
sort of understanding. If one looks at the becoming and fulfilling,
one experiences History; if one dissects the become and fulfilled
one cognizes Nature. The principle of Form and the principle of
Law are the basic elements in picturing the world. The historical
impression-process is intuitive, instinctive. It is only the quantitative
that is capable of being causally defined, grasped through figures, of
being captured in a law or formula. When it has achieved this
science has shot its bolt. Nevertheless, or rather, therefor, the
modern mind finds nature study easy, and historical study hard.
Direction and extension are the chief distinguishing marks separat-
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ing the historical and the scientific impression of the world. There
is knowledge of nature and knowledge of men. Scientific experience,
and experience of life.]

That which Dante saw before his spiritual eyes as the destiny of
the world, he could not possibly have arrived at by scientific
methods, nor could Plotinus and Giordano Bruno have distilled
their visions from researcties.

All modes of comprehending the world may, in the last analysis,
be described as Morphology. The Morphology of the mechanical and
the extended, a science which discovers and orders nature-laws and
causal relations, is called Systematic. The Morphology of the organic,
of history and life and all that bears the sign of direction and destiny,
is called Physiognomic.

In the West, the Systematic mode of treating the world reached
and passed its culminating-point during the last century, while the
great days of Physiognomic have still to come. In a hundred years
all sciences that are still possible on this soil will be parts of a single
vast Physiognomic of all things human. This is what the ‘Mor-
phology of World-History” means.

CULTURES AS ORGANISMS

[The visible foreground of history is, as it were, the pursuit of
Becoming as it becomes. Becoming is visible to the historical eye in
so far as state-forms, battles, arts, sciences, etc., are symbols, and
the expression of a soul. Everything transitory is only a parable.
The transitory is the symbol of a becoming which follows a form,
an organism. Cultures are organisms. If we disentangle their shapes
we may find the primitive culture form, that underlies all in-
dividual cultures and is reflected in their various manifestations.
The phenomenon of the Great Cultures gives meaning and substance
to the 6,000 years or so of history of higher mankind. The culture
is the prime phenomenon of all past and future world-history.]

The deep, and scarcely appreciated, idea of Goethe, which he dis-
covered in his ‘living nature’ and always made the basis of his
morphological researches, we shall here apply—in its most precise
sense—to all the formations of man’s history, whether fully
matured, cut off in the prime, half opened or stifted in the seed. It is
the methed of living into (erfiihlen) the object, as opposed to dis-
secting it. ‘The highest to which man can attain, is wonder; and if
the prime phenomenon makes him wonder, let him be content;
nothing higher can it give him, and nothing further should he seek
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for behind it; here is the limit. The prime phenomenon is that in
which the idea of becoming is presented net. To the spiritual eye of
Goethe the idea of the prime plant was clearly visible in the form
of every individual plant that happened to come up, or even that
could possibly come up. In his investigation of the ‘os intermaxillare’
his starting-point was the prime phenomenon of the vertebrate type;
and in other fields it was geological stratification, or the leaf as the
prime form of the plant-organism, or the metamorphosis of the
plants as the prime form of all organic becoming. ‘The same law
will apply to everything else that lives,” he wrote, in announcing
his discovery to Herder. It was a look into the heart of things that
Leibniz would have understood, but the century of Darwin is as
remote from such a vision as it is possible to be.

At present, however, we look in vain for any treatment of history
that is entirely free from the methods of Darwinism—that is, of
systematic natural science based on causality. A physiognomic that
is precise, clear and sure of itself and its limits has never yet arisen,
and it can only arise through the discoveries of method that we have
yet to make. Herein lies the great problem set for the twentieth
century to solve—to explore carefully the inner structure of the
organic units through and in which world-history fulfils itself, to
separate the morphologically necessary from the accidental, and,
by seizing the purport of events, to ascertain the languages in which
they speak.

A boundless mass of human Being, flowing in a stream without
banks; up-stream, a dark past wherein our time-sense loses all
powers of definition and restless or uneasy fancy conjures up
geological periods to hide away an eternally-unsolvable riddle;
down-stream, a future even so dark and timeless—such is the ground-
work of the Faustian picture of human history.

Over the expanse of the water pass the endless uniform ripples of
the generations. Here and there bright shafts of light broaden out,
everywhere dancing flashes confuse and disturb the clear mirror,
changing, sparkling, vanishing. These are what we call the clans,
tribes, peoples, races which unify a series of generations within this
or that limited area of the historical surface. As widely as these
differ in creative power, so widely do the images that they create
vary in duration and plasticity, and when the creative power dies
out, the physiognomic, linguistic and spiritual identification-marks
vanish also and the phenomenon subsides again into the ruck of the
generations. Aryans, Mongols, Germans, Celts, Parthians, Franks,
Carthaginians, Berbers, Bantus are names by which we specify some
very heterogeneous images of this order.
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But over this surface, too, the great Cultures accomplish their
majestic wave-cycles. They appear suddenly, swell in splendid lines,
flatten again and vanish, and the face of the waters is once more a
sleeping waste.

A Culture is born in the moment when a great soul awakens out
of the proto-spirituality of ever-childish humanity, and detaches
itself, a form from the formless, a bounded and mortal thing from
the boundless and enduring. It blooms on the soil of an exactly-
definable landscape, to which plant-wise it remains bound. It dies
when this soul has actualized the full sum of its possibilities in the
shape of peoples, languages, dogmas, arts, states, sciences, and
reverts into the proto-soul. But its living existence, that sequence of
great epochs which define and display the stages of fulfilment, is an
inner passionate struggle to maintain the Idea against the powers
of Chaos without and the unconscious muttering deep-down within.
It is not only the artist who struggles against the resistance of the
material and the stifling of the idea within him. Every Culture
stands in a deeply-symbolical, almost in a mystical, relation to the
Extended, the space, in which and through which it strives to
actualize itself. The aim once attained—the idea, the entire content
of inner possibilities, fulfilled and made externally actual—the
Culture suddenly hardens, it mortifies, its blood congeals, its force
breaks down, and it becomes Civilization, the thing which we feel
and understand in the words Egypticism, Byzantinism, Mandarinism.
As such it may, like a worn-out giant of the primeval forest, thrust
decaying branches towards the sky for hundreds or thousands of
years, as we see in China, in India, in the Islamic world. It was thus
that the Classical Civilization rose gigantic, in the Imperial age,
with a false semblance of youth and strength and fullness, and
robbed the young Arabian Culture of the East of light and air.

This—the inward and outward fulfilment, the finality, that
awaits every living Culture—is the purport of all the historic
‘declines’, amongst them that decline of the Classical which we
know so well and fully, and another decline, entirely comparable to
it in course and duration, which will occupy the first centuries of
the coming millennium but is heralded already and sensible in and
around us today—the decline of the West. Every Culture passes
through the age-phases of the individual man. Each has its child-
hood, youth, manhood and old age. It is a young and trembling soul,
heavy with misgivings, that reveals itself in the morning of
Romanesque and Goethic. It fills the Faustian landscape from the
Provence of the troubadours to the Hildesheim cathedral of Bishop
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Bernward.! The spring wind blows over it. Childhood speaks to us
also—and in the same tones—out of early-Homeric Doric, out of
early-Christian (which is really early-Arabian) art and out of the
works of the Old Kingdom in Egypt that began with the Fourth
Dynasty. A mythic world-consciousness is fighting like a harassed
debtor against all the dark and daemonic in itself and in Nature,
while slowly ripening itself for the pure, day-bright expression of
the existence that it will at last achieve and know. The more nearly
a Culture approaches the noon culmination of its being, the more
virile, austere, controlled, intense the form-language it has secured
for itself, the more assured its sense of its own power, the clearer
its lineaments. We find every individual trait of expression deliber-
ate, strict, measured, marvellous in its ease and self-confidence, and
everywhere, at moments, the coming fulfilment suggested. Still
later, tender to the point of fragility, fragrant with the sweetness of
late October days, come the Cnidian Aphrodite and the Hall of the
Maidens in the Erechtheum, the arabesques on Saracen horseshoe-
arches, the Zwinger of Dresden, Watteau, Mozart. At last, in the
grey dawn of Civilization, the fire in the Soul dies down. The dwind-
ling powers rise to one more, half-successful, effort of creation, and
produce the Classicism that is common to all dying Cultures. The
soul thinks once again, and in Romanticism looks back piteously to
its childhood; then finally, weary, reluctant, cold, it loses its desire
to be, and, as in Imperial Rome, wishes itself out of the overlong
daylight and back in the darkness of protomysticism, in the womb
of the mother, in the grave.

STYLE, TEMPO, DURATION, SYNCHRONISM

[The style and the spiritual nature of the great historical organisms
varies according to their ‘habitus’. The habitus in the case of cultures
embraces the totality of life-expressions of the higher order, such as
the choice of particular branches of art and the out and out re-
jection of others. In the ‘habit’ we can see the style of a definite
soul. To the habit of a group belong its life duration and its tempo;
it is fair to speak of the andante of Greece and Rome and of the
allegro con brio of the Faustian spirit.

The notion of the life duration of a man, a butterfly, or an oak
comprises a specific time value independently of accidents in the
individual case. Thus every culture, everyspringtime, every rise and

1 St Bernward was Bishop of Hildesheim from 993 to 1022, and himself
architect and metal-worker. Three other churches besides the cathedral sur-
vive in the city from his time or that of his immediate successors, and

Hildesheim of all North German cities is richest in monuments of the
Romanesque.— TT.
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fall has its determined phases, which invariably recur with the
emphasis of a symbol. In this sense every being of any import, from
intrinsic necessity, recapitulates the phases of the culture to which
it belongs.

By the homology of organs biology means their morphological
equivalence—for example the lungs of land animals and the swim-
bladders of fish, while lungs and gills are analogous, that is similar
in point of use. These pure phenomena are far removed from
causality and cannot be explained by expediency. In homologous
comparison of cultures their forms are displayed in striking profile,
though with different meanings. As they go through the same phases
we can call them contemporaneous. Thus, for example, the
Pyramids are contemporary with Gothic cathedrals. Analogous
forms in the cultures are dependent on the habitus of the contem-
porary culture, but at times they show a precise congruence; thus
antique plastic and baroque organ music are analogous phenomena.
It can almost be said that homologous and analogous phenomena
are one and the same—for example Alexander the Great and
Napoleon.

Given the physiognomic rhythm it is possible following the
method of Goethe to reconstruct the organic characteristics of whole
periods of history, and even to pre-determine the features of the
still unaccomplished features of our western history.]

THE IDEA OF DESTINY AND THE PRINCIPLE
OF CAUSALITY

[The soul as the idea of an existence entails the certainty that the
actualization of the possible, that life itself, must be regarded as
irrevocable, fateful in every line. Such organic logic is opposed to
the logic of the inorganic, and is beyond the scope of systematists
like Aristotle and Kant.

The word Destiny expresses an indescribable inward certainty:
causality carries the notion of law. The physiognomic flair, by which
it is possible to read a lifetime, a fate, from a face, operates without
deliberate effort or any system. It is far removed from cause and
effect. Still the inward feeling of certain destiny is the foundation
of the recognition of cause and effect, as becoming is to the become.
Causality could be described as destiny made inorganic and model-
led in reason-forms. The idea of destiny governs the world-picture
of history, for destiny is the true existence-mode of the prime
phenomenon.

Causality, which is the existence-mode of objects rules and per-
vades the world-picture of nature. Destiny and Causality stand in
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regard to one another as Time and Space. Causality has nothing to
do with Time as Kantians thought. The causal connection, strictly
regarded, confines itself to the statement that something happens,
not when it happens. In so far as Time is concerned in this connec-
tion, it is as an abstract product of measurement.

Kant’s Time has no relation with the past or the future. Teleology
is a misdirected attempt to deal mechanically with the living con-
tent of scientific knowledge (for knowledge implies someone to
know, and though the substance of thought may be ‘Nature’, the
act of thought is History) and with life itself as an inverted
causality.

Teleology is a characteristic tendency of Darwinism. It is a
caricature of the idea of destiny.]

THE PROBLEM OF TIME

[The word time is a sort of charm with which we summon up
that intensely personal element which with an inner certitude we
oppose to an ‘alien’ element that forces its way in among the
crowding impressians of the sense life. The ‘Personal’, ‘Destiny’,
‘Time’, are interchangeable words. Time cannot be thought of cate-
gorically; space can; it is a conception, but time is a word to in-
dicate something inconceivable, a sound symbol, and to use it as a
concept, scientifically, is utterly to misconceive its nature.

For primitive man time can have no meaning. All of us are con-
scious as being ‘aware’, of space only, and not of time. Time is a
discovery which is only made by thinking. We create it as an idea
and do not begin till much later to suspect that we ourselves are
Time, inasmuch as we live. What one actually feels at the sound of
this word Time, which is clearer in music than in language, has an
organic essence as it is bound up with the living and the irreversible.
Only the higher cultures, whose ideas have reached the stage of a
mechanical Nature are capable of deriving from the idea of a
measurable and comprehensible spatial, a projected image of time,
the phantom time, which satisfies their need of measuring and ex-
plaining all things. What is merely thought, not felt and experi-
enced, necessarily takes a spatial form and this explains why no
systematic philosopher has been able to make anything of the
mystery ‘clouded, far echoing, sound symbols ‘Past’ and ‘Future’.
The invention of a time that is knowable and spatially representable
within causality is really wizard’s gear whereby our personal soul
attempts to conjure alien powers. Goethe speaks of ‘the principle of
reasonable order that we bear within ourselves, and would impress
as the seal of our powers upon everything that we touch’.
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The most profound presentation of ‘Time’ in the elder philosophy
is in Augustine: ‘If no one questions me. I know, if I would explain
to a questioner, I know not.’

While present-day philosophers ‘hedge’ by saying that things are
in ‘time’ as in ‘space’, and that ‘outside’ them nothing is ‘con-
ceivable’, they are merely setting another interpretation of space
beside the ordinary one, just as one might, if one chose, call hope
and electricity the two forces of the universe.

It is easy enough to come to a scientific understanding about
space, not to explain it in the ordinary sense of the world—for that is
beyond human powers; treatment of time on the same lines breaks
down utterly.]

Every Culture possesses a wholly individual way of looking at
and comprehending the world-as-Nature; or (what comes to the
same thing) it has its own peculiar ‘Nature’ which no other sort of
man can possess in exactly the same form. But in a far greater de-
gree still, every Culture—including the individuals comprising it
(who are separated only by minor distinctions)—possesses a specific
and peculiar sort of history.

But it is difficult enough to form an exact idea even of the
‘Nature’ proper to another kind of man, although in this domain
things specifically cognizable are causally ordered and unified in a
communicable system. And it is quite impossible for us to pene-
trate completely a historical world-aspect of ‘becoming’ formed by
a soul that is quite differently constituted from our own. Here there
must always be an intractable residue, greater or smaller in pro-
portion to our historical instinct, physiognomic tact and knowledge
of men. All the same, the solution of this very problem is the con-
dition-precedent of all really deep understanding of the world.

DESTINY AND INCIDENT

[Destiny and Incident form an opposition in which the soul is
ceaselessly trying to clothe something which consists only of feeling
and living and intuition, and can only be made plain in highly sub-
jective religious and artistic creations.

He who is blind to the world as Divina Commedia can only find
a meaningless turmoil of incidents. The dance scene of the drunken
Triumvirs in Antony and Cleopatra may well show Shakespeare’s
contempt for the pragmatic aspect of history.

In the ‘late’ phase of a culture it is customary to ascribe every-
thing to causality. Kant had carefully established causality as a
necessary form of knowledge, but this was meant to refer ex-
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clusively to the understanding of man’s environment by way of
reason.

The supreme ethical expression of Incident and Destiny is found
in the Western Christian idea of Grace—the grace of being made
free to will. ‘Free will’ is an inward certainty, but whatever one may
will or do, that which actually ensues subserves a deeper necessity,
and for the eye that sweeps over the distant past visibly conforms
to a major order.

Pascal, intensely spiritual and born mathematician, tried to bring
the idea of Destiny within the schematic form of the Causality
Principle. Predestination turns Grace into a nature-force bound by
irrevocable law.

Yet was it not a Destiny for the world as well as for themselves
that the English Puritans, who were filled with this conviction, were
ruined not through any passive self-surrender but through their
certainty that their will was the will of God?]

It is this insight that constitutes the singularity and the power of
Shakespeare. Hitherto, neither our research nor our speculation has
hit upon this in him—that he is the Dramatist of the Incidental. And
yet this Incidental is the very heart of Western tragedy, which is a
true copy of the Western history idea and with it gives the clue to
that which we understand in the world—so misconstrued by Kant
—Time’. It is incidental that the political situation of ‘Hamlet’, the
murder of the King and the succession question impinge upon just
that character that Hamlet is. Or, take Othello—it is incidental that
the man at whom lago, the commonplace rogue that one could pick
up in any street, aims his blow is one whose person possesses just
this wholly special physiognomy. And Lear! Could anything be
more incidental (and therefore more ‘natural’) than the conjunction
of this commanding dignity with these fateful passions and the
inheritance of them by the daughters? No one has even today
realized all the significance of the fact that Shakespeare took his
stories as he found them and in the very finding of them filled them
with the force of inward necessity, and never more sublimely so
than in the case of the Roman dramas. Now, Hebbel is the exact
opposite, he destroys the depth of the anecdote by a system of cause
and effect. The arbitrary and abstract character of his plots, which
everyone feels instinctively, comes from the fact that the causal
scheme of his spiritual conflicts is in contradiction with the
historically-motived world-feeling and the quite other logic proper
to that feeling. These people do not live, they prove something by
coming on. One feels the presence of a great understanding, not
that of a deep life. Instead of the Incident we get a Problem.
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This Western species of the Incidental is entirely alien to the
Classical world-feeling and therefore to its drama. Antigone has no
incidental character to affect her fortunes in any way. What hap-
pened to (Edipus—unlike the fate of Lear—might just as well have
happened to anyone else. This is the Classical ‘Destiny’, the Fatum
which is common to all mankind, which affects the ‘body’ and in
no wise depends upon incidents of personality.

Napoleon had in his graver moments a strong feeling for the deep
logic of world-becoming, and in such moments could divine to what
extent he was, and to what extent he had, a destiny. ‘I feel myself
driven towards an end that I do not know. As soon as I shall have
reached it, as soon as I shall become unnecessary, an atom will
suffice to shatter me. Till then, not all the forces of mankind can do
anything against me,’ he said at the beginning of the Russian cam-
paign. Here, certainly, is not the thought of a pragmatist. In this
moment he divined how little the logic of Destiny needs particular
instances, whether men or situations. Supposing that he himself, as
‘empirical person’, had fallen at Marengo—then that which he
signified would have been actualized in some other form. A melody,
in the hands of a great musician, is capable of a wealth of variations;
it can be entirely transformed so far as the simple listener is con-
cerned without altering itself—which is quite another matter—
fundamentally.

For if it is incidental that the history of higher mankind fulfils
itself in the form of great Cultures, and that one of these Cultures
awoke in West Europe about the year 1000; yet from the moment of
awakening it is bound by its charter. Within every epoch there is
unlimited abundance of surprising and unforeseeable possibilities of
self-actualizing in detail-facts, but the epoch itself is necessary, for
the life-unity is in it. That its inner form is precisely what it is,
constitutes its specific determination (Bestimmung). Fresh inciden-
tals can affect the shape of its development, can make this grandiose
or puny, prosperous or sorrowful, but alter it they cannot.

The tragic in Napoleon’s life—which still awaits discovery by a
poet great enough to comprehend it and shape it—was that he, who
rose into effective being by fighting British policy and the British
spirit which that policy so eminently represented, completed by that
very fighting the continental victory of this spirit, which thereupon
became strong enough, in the guise of ‘liberated nations’, to over-
power him and to send him to St Helena to die. It was not Napoleon
who originated the expansion principle. That had arisen out of the
Puritanism of Cromwell’s milieu which called into life the British
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Colonial Empire® Transmitted through the English-schooled intellects
of Rousseau and Mirabeau to the Revolutionary armies, of which
English philosophical ideas were essentially the driving force, it be-
came their tendency even from that day of Valmy which Goethe
alone read aright. It was not Napoleon who formed the idea, but
the idea that formed Napoleon, and when he came to the throne he
was obliged to pursue it further against the only power, England
namely, whose purpose was the same as his own. His Empire was a
creation of French blood but of English style. It was in London,
again, that Locke, Shaftesbury, Samuel Clarke and, above all,
Bentham built up the theory of ‘European Civilization’'—the Western
Hellenism—which Bayle, Voltaire and Rousseau carried to Paris.
Thus it was in the name of this England of Parliamentarianism,
business morality and journalism that Valmy, Marengo, Jena,
Smolensk and Leipzig were fought, and in all these battles it was the
English spirit that defeated the French Culture of the West.? The
First Consul had no intention of incorporating West Europe in
France; his primary object was—note the Alexander-idea on the
threshold of every Civilization!—to replace the British Colonial
Empire by a French one. Thereby, French preponderance in the
Western culture-region would have been placed on a practically un-
assailable foundation; it would have been the Empire of Charles V
on which the sun never set, but managed from Paris after all, in
spite of Columbus and Philip, and organized as an economic-military
instead of as an ecclesiastical-chivalric unit. So far-reaching, prob-
ably, was the destiny that was in Napoleon. But the Peace of Paris
in 1763 had already decided the question against France, and
Napoleon’s great plans time and again came to grief in petty in-
cidents. At Acre a few guns were landed in the nick of time from
the British warships: there was a moment, again, just before the
signature of the Peace of Amiens, when the whole Mississippi basin
was still amongst his assets and he was in close touch with the
Maratha powers that were resisting British progress in India; but
again a minor naval incident* obliged him to abandon the whole of
a carefully-prepared enterprise: and, lastly, when by the occupa-

% The words of Canning at the beginning of the nineteenth century may be
recalled. ‘South America free! and if possible English!’ The expansion idea
has never been expressed in greater purity than this.

¥ The Western Culture of maturity was through-and-through a French
outgrowth of the Spanish, beginning with Louis XIV. But even by Louis XVI’s
time the English park had defeated the French, sensibility had ousted wit,
London costume and manners had overcome Versailles, and Hogarth,
Chip%endale and Wedgwood had prevailed over Watteau, Boulle and Sévres.

¢ The allusion is to the voyage of Linois’s small squadron to Pondichéry in
1803, its confrontation by another small British squadron there, and the
counter-order which led Linois to retire to Mauritius.—Tr.
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tion of Dalmatia, Corfu and all Italy he had made the Adriatic a
French lake, with a view to another expedition to the East, and was
negotiating with the Shah of Persia for action against India, he was
defeated by the whims of the Tsar Alexander, who at times was
undoubtedly willing to support a march on India and whose aid
would infallibly have secured its success. It was only after the failure
of all extra-European combinations that he chose, as his ultima ratio
in the battle against England, the incorporation of Germany and
Spain, and so, raising against himself his own English-Revolutionary
ideas, the very ideas of which he had been the vehicle, he took the
step that made him ‘no longer necessary’.

A ‘United States of Europe’, actualized through Napoleon as
founder of a romantic and popular military monarchy, is the
analogue of the Realm of the Diadochi; when actualized as a
twenty-first-century economic organism by a matter-of-fact Caesar,
it will be the counterpart of the imperium Romanum. These are in-
cidentals, but they are in the picture of history. But Napoleon’s
victories and defeats (which always hide a victory of England and
Civilization over Culture), his Imperial dignity, his fall, the Grande
Nation, the episodic liberation of Italy (in 1796, as in 1849, essen-
tially no more than a change of political costume for a people long
since become insignificant), the destruction of the Gothic ruin of
the Roman-German Empire, are mere surface phenomena, behind
which is marching the great logic of genuine and invisible History,
and it was in the sense of this logic that the West, having fulfilled
its French-formed Culture in the ancien régime, closed it off with
the English Civilization. As symbols of ‘contemporary’ epochal
moments, the storming of the Bastille, Valmy, Austerlitz, Water-
loo and the rise of Prussia thus correspond to the Classical-history
facts of Chaeronea, Gaugamela (Arbela), Alexander’s Indian ex-
pedition and the Roman victory of Sentinum.® And we begin to
understand that in wars and political catastrophes—the chief
material of our historical writings—rvictory is not the essence of
the fight.

IS THERE A SCIENCE OF HISTORY?

[There is no science of history, but a quality of divining what
actually took place. To the historical vision the actual data are
always symbols.]

Is it permissible to fix upon one, any one, group of social,
religious, physiological or ethical facts as the ‘cause’ of another?

5 295 B.C., when the Romans decisively defeated the Samnites.—T.
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‘Certainly,” the rationalistic school of history, and still more the up-
to-date sociology, would reply. That, they would say, is what is
meant by our comprehending history and deepening our knowledge
of it. But in reality, with ‘civilized’ man there is always the implicit
postulate of an underlying rational purpose—without which indeed
his world would be meaningless. Goethe’s warning: ‘Do not, I beg
you, look for anything behind phenomena. They are themselves
their own lesson (sie selbst sind die Lehre)’ had become incompre-
hensible to the century of Marx and Darwin. The idea of trying to
read a destiny in the physiognomy of the past and that of trying to
represent unadulterated Destiny as a tragedy were equally remote
from them. In both domains, the cult of the useful had set before
itself an entirely different aim. Shapes were called into being, not
to be, but to prove something. ‘Questions’ of the day were ‘treated’,
social problems suitably ‘solved’, and the stage, like the history-book,
became a means to that end. What historical investigation really is,
namely pure Physiognomic, cannot be better illustrated than by the
course of Goethe’s nature-studies. He works upon mineralogy, and
at once his views fit themselves together into a conspectus of an
earth-history in which his beloved granite signifies nearly the same
as that which I call the proto-human signifies in man’s history. He
investigates well-known plants, and the prime phenomenon of meta-
morphosis, the original form of the history of all plant existence,
reveals itself; proceeding further, he reaches those extraordinarily
deep ideas of vertical and spiral tendencies in vegetation which have
not been fully grasped even yet. His studies of ossature, based en-
tirely on the contemplation of life, lead him to the discovery of the
‘os intermaxillare’ in man and to the view that the skull-structure of
the vertebrates developed out of six vertebrae. Never is there a word
of causality. He feels the necessity of Destiny just as he himself
expressed it in his Orphische Urworte:

So must thou be. Thou canst not Self escape.
So erst the Sibyls, so the Prophets told.

Nor Time nor any Power can mar the shape
Impressed, that living must itself unfold.

History has the characteristic of the singular-factual, Nature that
of the continuously possible. So long as I scrutinize the image of the
world-around in order to see by what laws it must actualize itself,
irrespective of whether it does happen or merely might happen—
irrespective, that is, of time—then I am working in a genuine
science. For the necessity of a naturelaw (and there are no other
laws) it is utterly immaterial whether it becomes phenomenal in-

99



THE DECLINE OF THE WEST

finitely often or never. That is, it is independent of Destiny. There
are thousands of chemical combinations that never are and never
will be produced, but they are demonstrably possible and therefore
they exist—for the fixed System of Nature though not for the
Physiognomy of the whirling universe. A system consists of truths, a
history rests on facts. Nature stands beyond all time, its mark is
extension, and it is without directional quality. Hence, for the one,
the necessity of the mathematical, and for the other the necessity
of the tragic.

In the actuality of waking existence both worlds, that of scrutiny
and that of acceptance (Hingebung), are interwoven, just as in a
Brabant tapestry warp and woof together effect the picture. Every
law must, to be available to the understanding at all, once have been
discovered through some destiny-disposition in the history of an
intellect—that is, it must have once been in experiential life; and
every destiny appears in some sensible garb—as persons, acts, scenes
and gestures—in which Nature-laws are operative. History and
nature within ourselves stand opposed to one another as life is to
death, as ever-becoming time to ever-become space. In the waking
consciousness, becoming and become struggle for control of the
world-picture, and the highest and maturest forms of both sorts
are seen, in the case of the Classical soul, in the opposition of Plato
and Aristotle, and, in the case of our Western, in that of Goethe and
Kant—the pure physiognomy of the world contemplated by the
soul of an eternal child, and its pure system comprehended by the
reason of an eternal greybeard.

Before my eyes there seems to emerge, as a vision, a hitherto
unimagined mode of superlative historical research that is truly
Western, necessarily alien to the Classical and to every other soul
but ours—a comprehensive Physiognomic of all existence, a mor-
phology of becoming for all humanity that drives onward to the
highest and last ideas; a duty of penetrating the world-feeling not
only of our proper soul but of all souls whatsoever that have con-
tained grand possibilities and have expressed them in the field of
actuality as grand Cultures. This philosophic view——to which we
and we alone are entitled in virtue of our analytical mathematic,
our contrapuntal music and our perspective painting—in that its
scope far transcends the scheme of the systematist, presupposes the
eye of an artist, and of an artist who can feel the whole sensible and
apprehensible environment dissolve into a deep infinity of
mysterious relationships. So Dante felt, and so Goethe felt. Every
epoch, every great figure, every deity, the cities, the tongues, the
nations, the arts, in a word everything that ever existed and will
become existent, are physiognomic traits of high symbolic signifi-
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cance that it will be the business of quite a new kind of ‘judge of
men’ (Menschenkenner) to interpret. There is a wondrous music of
the spheres which wills to be heard and which a few of our deepest
spirits will hear. The physiognomic of world-happening will be-
come the last Faustian philosophy.
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MAKROKOSMOS: THE SYMBOLISM OF THE
WORLD-PICTURE AND THE SPACE-PROBLEM

MACROCOSM—THE SUM TOTAL OF ALL SYMBOLS
IN RELATION TO ONE SOUL

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
and beast; and beyond all this the whole voiceless language of
Nature with her woods and pastures, flocks, clouds, stars, moon-
light and thunderstorm, bloom and decay, nearness and distance—
all this is the emblematical impression of the Cosmos upon us, who
are both aware and in our reflective hours quite capable of listening
to this language. When we wake up at once something interposes
between a ‘here’ and a ‘there’. We live the ‘here’ as something
proper to ourselves, we experience the ‘there’ as something alien.
There is a dualizing of soul and world as poles of actuality; and in
the latter there are both resistances which we grasp causally as
things and properties, and impulses in which we feel beings,
numina (‘just like ourselves’) to be operative. But there is in it,
further, something which, as it were, eliminates the duality.
Actually—the world in relation to a soul—is for every individual
the projection of the Directed upon the domain of the Extended
—the Proper mirroring itself on the Alien; one’s actuality then
signifies oneself. By an act that is both creative and unconscious—
for it is not ‘" who actualize the possible, but ‘it’ actualizes itself
through me—the bridge of symbol is thrown between the living
‘here’ and ‘there’. Suddenly, necessarily, and completely ‘the’ world
comes into being out of the totality of received and remembered
elements: and as it is an individual who apprehends the world,
there is for each individual a singular world.

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

This is the idea of the Macrocosm, actuality as the sum total of
all symbols in relation to one soul. From this property of being
significant nothing is exempt. All that is, symbolizes. From the
corporeal phenomena like visage, shape, mien (of individuals and
classes and peoples alike), which have always been known to possess
meaning, to the supposedly eternal and universally-valid forms of
knowledge, mathematics and physics, everything speaks out of the
essence of one and only one soul.

At the same time these individuals’ worlds as lived and ex-
perienced by men of one Culture or spiritual community are inter-
related, and on the greater or less degree of this interrelation de-
pends 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 formulae 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 under-
stand the Indian or the Egyptian soul, as manifested in the men,
customs, deities, root-words, ideas, buildings and acts of it.

SPACE AND DEATH

Symbols, as being things actualized, belong to the domain of the
extended. They are become and not becoming (although they may
stand for a becoming) and they are therefore rigidly limited and
subject to the laws of space. There are only sensible-spatial symbols.
The very word ‘form’ designates something extended in the ex-
tended. But extension is the hall-mark of the fact ‘waking conscious-
ness’, and this constitutes only one side of the individual existence
and is intimately bound up with that existence’s destinies. Con-
sequently, every trait of the actual waking-consciousness, whether
it be feeling or understanding, is in the moment of our becoming
aware of it, already past. We can only reflect upon impressions, but
that which for the sensuous life of the animals is past, is for the
grammatical (wortgebundene) understanding of man passing,
transitory. Follow out the destiny of the Column, from the
Egyptian tomb-temple in which columns are ranked to mark the
path for the traveller, through the Doric peripteros in which they
are held together by the body of the building, and the Early-Arabian

103



THE DECLINE OF THE WEST

basilica where they support the interior, to the facades of the
Renaissance in which they provide the upward-striving element. As
we see, an old significance never returns; that which has entered the
domain of extension has begun and ended at once. A deep relation,
and one which is early felt, exists between space and death. Man is
the only being that knows death; all others become old, but with a
consciousness wholly limited to the moment which must seem to
them eternal. We are Time, but we possess also an image of history
and in this image death, and with death birth, appear as the two
riddles. It is because there is this deep and significant identity that
we so often find the awakening of the inner life in a child associated
with the death of some relation. The child suddenly grasps the life-
less corpse for what it is, something that has become wholly matter,
wholly space, and at the same moment it feels itself as an individual
being in an alien extended world. From the child of five to myself
is but a step. But from the new-born baby to the child of five is an
appalling distance,” said Tolstoi once. Here, in the decisive moments
of existence, when man first becomes man and realizes his immense
loneliness in the universal, the world-fear reveals itself for the first
time as the essentially human fear in the presence of death, the
limit of the light-world, rigid space. Here, too, the higher thought
originates as meditation upon death. Every religion, every scientific
investigation, every philosophy proceeds from it. Every great sym-
bolism attaches its form-language to the cult of the dead, the forms
of disposal of the dead, the adornment of the graves of the dead.
And thus every new Culture comes into existence with a new view
of the world, that is, a sudden glimpse of death as the secret of the
perceivable world. It was when the idea of the impending end of
the world spread over Western Europe (about the year 1000) that
the Faustian soul of this region was born. Ego-feeling and world-
feeling begin to work in primitive man, and all culture, inner or
outer, bearing or performance, is as a whole only the intensification
of this being-human. Henceforward all that comes up against our
sensations is not mere ‘resistance’ or thing or impression, as it is for
animals and for children also, but an expression as well. 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 form-language tells at once of hostility and of reverence.
Every thing-become is mortal. 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’, to the astronomers of the Nile and the
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Euphrates, for our eye in different from theirs; and our eye in its
turn is mortal. World-experience is bound up with the essence of
depth (i.e. far-ness or distance). In the abstract system of mathe-
matics, ‘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 homo-
geneous.

SPATIAL DEPTH AS ‘“TIME BECOME RIGID’
THE PRIME SYMBOL

Length and breadth 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 dimen-
sions, so called, which needless to say is wholly alien to mathe-
matics, 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 and genuine dimension in the
literal sense of the word. In it the waking consciousness is active,
whereas in the others it is strictly passive. It is the symbolic content
of a particular order as understood by one particular Culture that is
expressed by this original and unanalysable element. The ex-
periencing of depth (this is a premiss upon which all that follows is
dependent) is an act, as entirely involuntary and necessary as it is
creative, whereby the ego keeps its world, so to say, in subordina-
tion (zudiktiert erhilt). Out of the rain of impressions the ego
fashions a formal unit, a cinematic picture. Every artist has rendered
‘Nature’ by line and by tone, every physicist—Greek, Arabian or
German—has dissected ‘Nature’ into ultimate elements, and how is
it that they have not all discovered the same? Because every one of
them has had his own Nature, though—with a naiveté that was
really the salvation of his world-idea and of his own self—every
one believed that he had it in common with all the rest. Nature is a
possession which is saturated through and through with the most
personal connotations. Nature is a function of the particular Culture.

Kant believed that he had decided the great question of whether
this a priori element was pre-existent or obtained by experience, by
his celebrated formula that Space is the form of perception which
underlies all world impressions. But the ‘world’ of the careless child
and the dreamer undeniably possess this form in an insecure and
hesitant way, and it is only the tense, practical, technical treatment
of the world-around—imposed on the free-moving being which,

D* 104



THE DECLINE OF THE WEST

unlike the lilies of the fields, must care for its life—that lets
sensuous self-extension stiffen into rational tridimensionality.

Just as Kant confused the Time-problem by bringing it into re-
lation 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 confused the Space-problem by relating it to a common-place
geometry.

The outcome, then, of Gauss’s discovery, which completely
altered the course of modern mathematics,* was the statement that
there are severally equally valid structures of three-dimensional ex-
tension. That it should even be asked which of them corresponds to
actual perception shows that the problem was not in the least com-
prehended. Mathematics, whether or not it employs visible images
and representations as working conveniences, concerns itself with
systems that are entirely emancipated from life, time and distance,
with form-worlds of pure numbers whose validity—not fact-
foundation—is timeless and like everything else that is ‘known’ is
known by causal logic and not experienced.

With this, the difference between the intuitive method and
mathematical form-language became manifest and the secret of
spatial becoming was revealed.

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 accom-
plishing 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.

If we can describe the basic form of the understood, viz.
causality, as destiny become rigid, we may similarly speak of spatial
depth as a time become rigid. 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

1 So much so that Gauss said nothing about his discovery until almost
the end of his life for fear of ‘the clamour of the Boeotians'.
106



SYMBOLISM AND SPACE

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 intel-
lectual tension it vanishes from the many-coloured texture of our
environment—and so it is a sign and expression of the most ele-
mental 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; distance is felt, but it does not
yet speak to the soul. And with the soul’s awakening, direction, too,
first finds a living expression. Thus the Destiny-idea manifests itself
in every line of a life. With it alone do we become members of a
particular Culture, whose members are connected by a common
world-feeling and a common world-form derived from it. A deep
identity unites the awakening of the soul, its birth into clear exist-
ence in the name of a Culture, with the sudden realization of
distance and time, the birth of its outer world through the symbol
of extension; and thenceforth this symbol is and remains the prime
symbol of that life, imparting to it its specific style and the his-
torical form in which it progressively actualizes its inward possi-
bilities. From the specific directedness is derived the specific prime-
symbol of extension, namely, for the Classical world-view ‘the near,
strictly limited, self-contained Body, for the Western infinitely wide
and infinitely profound three-dimensional Space, for the Arabian
the world as a Cavern. And therewith an old philosophical problem
dissolves into nothing : this prime form of the world is innate in so
far as it is an original possession of the soul of that Culture which
is expressed by our life as a whole, and acquired in so far that every
individual soul re-enacts for itself that creative act and unfolds in
early childhood the symbol of depth to which its existence is pre-
destined, as the emerging butterfly unfolds its wings. The first com-
prehension of depth is an act of birth—the spiritual complement of
the bodily.? In it the Culture is born out of its mother-landscape, and
the act is repeated by every one of its individual souls throughout
its life-course. This is what Plato—connecting it with an early
Hellenic belief—called anamnesis.

But the prime symbol does not actualize itself; it is operative
through the form-sense of every man, every community, age and
epoch and dictates the style of every life-expression. It is inherent

2 It may not be out of place here to refer to the enormous importance
attached in savage society to initiation-rites at adolescence.—At.
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in the form of the state, the religious myths and cults, the ethical
ideals, the forms of painting and music and poetry, the fundamental
notions of each science—but it is not presented by these. Con-
sequently, it is not presentable by words, for language and words are
themselves derived symbols. Every individual symbol tells of it, but
only to the inner feelings, not to the understanding. And when we
say, as henceforth we shall say, that the prime-symbol of the
Classical soul is the material and individual body, that of the
Western pure infinite space, it must always be with the reservation
that concepts cannot represent the inconceivable, and thus at the
most a significative feeling may be evoked by the sound of words.

THE CLASSICAL AND THE WESTERN
PRIME SYMBOL

‘What then was it that Classical man, whose insight into his own
world-around was certainly not less piercing than ours, regarded as
the prime problem of all being? It was the problem of dpys, the
material origin and foundation of all sensuously-perceptible things.
If we grasp this we shall get close to the significance of the fact—
not the fact of space,? but the fact that made it a necessity of destiny
for the space-problem to become the problem of the Western, and
only the Western, soul. This very spatiality (Rdumlichkeit) that is
the truest and sublimest element in the aspect of our universe, that
absorbs into itself and begets out of itself the substantiality of all
things, Classical humanity (which knows no word for, and therefore
has no idea of, space) with one accord cuts out as the nonent,
Té py &, that which is not. The emphasis of this denial can
scarcely be exaggerated. The material, the optically definite, the
comprehensible, the immediately present—this list exhausts the
characteristics of this kind of extension.* The Classical universe, the

3 Either in Greek or in Latin. Témos (=locus) means spot, locality, and also
social position; Xdp« (=spatium) means space-between, distance, rank, and
also ground and soil (e.g., T& & THs xdpas, produce); T Xévov (vacuum)
means quite unequivocally a hollow body, and the stress is emphatically on
the envelope. The literature of the Roman Imperial Age, which attempted to
render the Magian world-feeling through Classical words, was reduced to
such clumsy versions as &pards Témwos (sensible world) or spatium inane
(‘endless space’, but also *wide surface’—the root of the word ‘spatium’ means
to swell or grow fat). In the true Classical literature, the idea not being there,
there was no necessity for a word to describe it.

4 It has not hitherto been seen that this fact is implicit in Euclid’s famous
parallel axiom (‘through a point only one parallel to a straight line is
possible’).

This was the only one of the Classical theorems which remained unproved,
and as we know now, it is incapable of proof. But it was just that which
made it into a dogma (as opposed to any experience) and therefore the meta-
Dphysical centre and main girder of thatsgeometrical system. Everything else,
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Cosmos or well-ordered aggregate of all near and completely view-
able things, is concluded by the corporeal vault of heaven. More
there is not. The need that is in us to think of ‘space’ as being be-
hind as well as before this shell was wholly absent from the Classical
world-feeling. The Stoics went so far as to treat even properties and
relations of things as ‘bodies’. For Chrysippus, the Divine Pneuma
is a 'body’, for Democritus seeing consists in our being penetrated
by material particles of the things seen. And the feeling finds its
last and most sublime expression in the stone body of the Classical
temple. The windowless interior is carefully concealed by the array
of columns; but outside there is not one truly straight line to be
found. Every flight of steps has a slight sweep outward, every step
relatively to the next. The pediment, the roof-ridge, the sides are all
curved. Every column has a slight swell and none stand truly vertical
or truly equidistant from one another. But swell and inclination and
distance vary from the corners to the centres of the sides in a care-
fully toned-off ratio, and so the whole corpus is given a something
that swings mysterious about a centre. The curvatures are so fine
that to a certain extent they are invisible to the eye and only to be
‘sensed’. But it is just by these means that direction in depth is
eliminated. While the Gothic style soars, the Ionic hovers. To the
principles of position, material and form we have opposed those of
straining movement, force and mass, and we have defined the last-
named as a constant ratio between force and acceleration, nay,
finally volatilized both in the purely spatial elements of capacity
and intensity. It was an obligatory consequence also of this way of
conceiving actuality that the instrumental music of the great
eighteenth-century masters should emerge as a master-art—for it is
the only one of the arts whose form-world is inwardly related to
the contemplative vision of pure space. This prime feeling of a
loosing, Erlésung, solution, of the Soul in the Infinite, of a liberation
from all material weight which the highest moments of our music
give, sets free also the energy of depth that is in the Faustian soul:
whereas Classical art limits its effect to the body and brings back
the eye from distance to a Near and Still that is saturated with
beauty.

axiom or postulate, is merely introductory or corollary to this. This one
proposition is necessary and universally-valid for the Classical intellect, and
yet not deducible. What does this signify?

It signifies that the statement is a symbol of the first rank. It contains the
structure of Classical corporeality. It is just this proposition, theoretically the
weakest link in the Classical geometry (objections began to be raised to it as
early as Hellenistic times), that reveals its soul, and it was just this proposition,
self-evident within the limits of routine experience, that the Faustian number-
thinking, derived from incorporeal spatial distances, fastened upon as the
centre of doubt.
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And now I draw the conclusions. There is a plurality of prime
symbols. It is the depth-experience through which the world be-
comes, through which perception extends itself to world. Its
signification is for the soul to which it belongs and only for that soul.
It actualizes for every high Culture the possibility of form upon
which that Culture’s existence rests and it does so of deep necessity.
All the primary words like our mass, substance, material, thing,
body, extension (and multitudes of words of the like order in other
culture-tongues) are emblems, obligatory and determined by destiny,
that out of the infinite abundance of world-possibilities evoke in the
name of the individual Culture those possibilities that alone are
significant and therefore necessary for it. None of them is exactly
transferable just as it is into the experiental living and knowing of
another Culture. And none of these prime words ever recurs. The
choice of prime symbol in the moment of the Culture-soul’s awaken-
ing into self-consciousness on its own soil—a moment, that for one
who can read world-history, thus contains something catastrophic
—decides all.
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MAKROKOSMOS:

APOLLINIAN, FAUSTIAN ANDMAGIAN SOUL

ARCHITECTURE AND DIVINITIES

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 tenth century in the Northern plain be-
tween the Elbe and the Tagus.

‘Space’—speaking now in the Faustian idiom—is a spiritual some-
thing, rigidly distinct from the momentary sense-present, which
could not be represented in an Apollinian language, whether Greek
or Latin. But the created expression-space of the Apollinian arts is
equally alien to ours. In no other Culture is the firm footing, the
socket, so emphasized. The Doric column bores into the ground,
the vessels are always thought of from below upward, whereas
those of the Renaissance float above their footing. Hence in archaic
works the legs are disproportionately emphasized, the foot is
planted on the full sole, and if the drapery falls straight down, a
part of the hem is removed to show that the foot is standing. The
Classical relief is strictly stereometrically set on a plane, and there
is an interspace between the figures but no depth. A landscape of
Claude Lorrain, on the contrary, is nothing but space, every detail
being made to subserve its illustration. All bodies in it possess an
atmospheric and perspective meaning purely as carriers of light
and shade. The extreme of this disembodiment of the world in the
service of space is Impressionism.

The Classical Culture begins, then, with a great renunciation. A
rich, pictorial, almost over-ripe art lay ready to its hand. But this
could not become the expression of the young soul, and so from
about 1100 B.C. the harsh, narrow, and to our eyes scanty and
barbaric, early-Doric geometrical style appears in opposition to the
Minoan.

Faustian architecture, on the contrary, begins on the grand scale
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simultaneously with the first stirrings of a new piety (the Cluniac
reform, c. 1000) and a new thought (the Eucharistic controversy
between Berengar of Tours and Lanfranc (1050), and proceeds at
once to plans of gigantic intention; often enough, as in the case of
Speyer, the whole community did not suffice to fill the cathedral,!
and often again it proved impossible to complete the projected
scheme. The passionate language of this architecture is that of the
poems too. Far apart as may seem the Christian hymnology of the
south and the Eddas of the still heathen north, they are alike in the
implicit space-endlessness of prosody, rhythmic syntax and imagery.
Read the Dies Irae together with the Vdluspd,? which is little earlier;
there is the same adamantine will to overcome and break all resist-
ances of the visible. No rhythm ever imagined radiates immensities
of space and distance as the old Northern does:

Zum Unheil werden —noch allzulange
Minner und Weiber —zur Welt geboren
Aber wir beide —bleiben zusammen
Ich und Sigurd.

The accents of the Homeric hexameter are the soft rustle of a leaf
in the midday sun, the rhythm of matter; but the ‘Stabreim’, like
‘potential energy’ in the world-pictures of modern physics, creates
a tense restraint in the void without limits, distant night-storms
above the highest peaks. In its swaying indefiniteness all words and
things dissolve themselves—it is the dynamics, not the statics, of
language. The same applies to the grave rhythm of Media vita in
morte sumus. Here is heralded the colour of Rembrandt and the
instrumentation of Beethoven—here infinite solitude is felt as the
home of the Faustian soul. Siegfried, Parzeval, Tristan, Hamlet,
Faust are the loneliest heroes in all the Cultures. Read the wondrous
awakening of the inner life in Wolfram’s Parzeval. The love of
wild nature, the mysterious compassion, the ineffable sense of for-
sakenness—it is all Faustian and only Faustian. Every one of us
knows it. The motive returns with all its profundity in the Easter
scene of Faust L.

‘A longing pure and not to be described
drove me to wander over woods and fields,
and in a mist of hot abundant tears

I felt a world arise and live for me.’

1 English readers may remember that Cobbett (‘Rural Rides’, passim) was
so impressed with the spaciousness of English country churches as to for-
mulate a theory that mediaeval England must have been more populous than
modern England is —At.

2 The oldest and most mystical of the poems of the ‘Elder Edda’—At.
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Of this world-experience neither Apollinian nor Magian man,
neither Homer nor the Gospels, knows anything whatever. The
climax of the poem of Wolfram, that wondrous Good Friday morn-
ing scene when the hero, at odds with God and with himself, meets
the noble Gawan and resolves to go on pilgrimage to Tevrezent, takes
us to the heart of the Faustian religion. Here one can feel the
mystery of the Eucharist which binds the communicant to a mystic
company, to a Church that alone can give bliss. In the myth of the
Holy Grail and its Knights one can feel the inward necessity of the
German-Northern Catholicism. In opposition to the Classical
sacrifices offered to individual gods in separate temples, there is here
the one never-ending sacrifice repeated everywhere and every day.
This is the Faustian idea of the ninth-eleventh centuries, the Edda
time, foreshadowed by Anglo-Saxon missionaries like Winfried but
only then ripened. The Cathedral, with its High Altar enclosing the
accomplished miracle, is its expression in stone.

The plurality of separate bodies which represents Cosmos for the
Classical soul, requires a similar pantheon—hence the antique poly-
theism. The single world-volume, be it conceived as cavern or as
space, demands the single god of Magian or Western Christianity.
Athene or Apollo might be represented by a statue, but it is and has
long been evident to our feeling that the Deity of the Reformation
and the Counter-Reformation can only be ‘manifested’ in the storm
of an organ fugue or the solemn progress of cantata and mass. About
the end of the seventeenth 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 immen-
sity and enigmatic gloom. They are steeped in music and in night,
for daylight gives visual bounds and therefore shapes bodily things.
Night eliminates bady, 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 Rem-
brandt’s etchings and absorbs Beethoven’s tane 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 im-
plicit recognition that eternal space, and not the corporeal copy—
which levels them down, desecrates them, denies them—is the
supreme symbol. This is the deep-felt motive that underlies the
iconoclastic storms in Islam and Byzantium (both, be it noted, of the
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seventh century), and the closely similar movement in our Protestant
North. Was not Descartes’s creation of the anti-Euclidean analysis
of space an iconoclasm?

THE EGYPTIAN AND THE CHINESE PRIME SYMBOL

That which is expressed by the soul of the West in its extra-
ordinary wealth of media—words, tones, colours, pictorial per-
spectives, philosophical systems, legends, the spaciousness of Gothic
cathedrals and the formulae of functions—namely its world-feeling,
is expressed by the soul of Old Egypt almost exclusively by the
immediate language of Stone—stone, the emblem of the timeless
become space. The Egyptian soul saw itself as moving down a narrow
and inexorably-prescribed life-path to come at the end before the
judges of the dead (‘Book of the Dead’, cap. 125). That was its
Destiny-idea. The Egyptian’s existence is that of the traveller who
follows one unchanging direction, and the whole form-language
of his Culture can be regarded as illustrating this one theme.
And as we have taken endless space as the prime symbol of the
North and body as that of the Classical, so we may take the word
way as most intelligibly expressing that of the Egyptians. Strangely,
and for Western thought almost incomprehensibly, the one ele-
ment in extension that they emphasize is that of direction in
depth. The tomb-temples of the Old Kingdom and especially the
mighty pyramid-temples of the Fourth Dynasty represent,
not a purposed organization of space such as we find in the
mosque and the cathedral, but a rhythmically ordered sequence of
spaces. The sacred way leads from the gate-building on the Nile
through passages, halls, arcaded courts and pillared rooms that grow
ever narrower and narrower, to the chamber of the dead, and
similarly the Sun-temples of the Fifth Dynasty are not ‘buildings’
but a path enclosed by mighty masonry. The reliefs and the paint-
ings appear always as rows which with an impressive compulsion
lead the beholder in a definite direction. The ram and sphinx avenues
of the New Empire have the same object. For the Egyptian, the
depth-experience which governed his worldform was so em-
phatically directional that he comprehended space more or less as a
continuous process of actualization. There is nothing rigid about
distance as expressed here. Man must move, and so become himself
a symbol of life, in order to enter into relation with the stone part
of the symbolism. ‘Way’ signifies both Destiny and third dimension.
The mighty wall-surfaces, reliefs, colonnades past which he moves
are ‘length and breadth’; that is, mere perceptions of the senses, and
it is the forward-driving life that extends them into ‘world’. And
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consequently the art of these Egyptians must aim at plane effects
and nothing else, even when it is making use of solid means. For
the Egyptian, the pyramid over the king’s tomb is a triangle, a huge
powerfully expressive plane that, whatever be the direction from
which one approaches, closes off the ‘way’ and commands the land-
scape. For him, the columns of the inner passages and courts, with
their dark backgrounds, their dense array and their profusion of
adornments, appear entirely as vertical strips which rhythmically
accompany the march of the priests. Relief-work is—in utter con-
trast to the Classical—carefully restricted in one plane; in the course
of development dated by the Third to the Fifth dynasties it dimin-
ishes from the thickness of a finger to that of a sheet of paper, and
finally it is sunk in the 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.

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.? But whereas the Egyptian treads to the end a
way that is prescribed for him with an inexorable necessity, the
Chinese 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. 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. 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
picture is not to be taken at once. Sequence in time presupposes a
sequence of space-elements through which the eye is to wander

¥ What makes Chinese—as also Indian—art so difficult a study for us is
the fact that all works of the early periods (namely, those of the Hwangho
region from 1300 to 800 B.C. and of pre-Buddhist India) have vanished without
a trace.
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from one to the next.’ As the Egyptian architecture dominates the
landscape, the Chinese espouses it. But in both it is direction in
depth that maintains the becoming of space as a continuously-
present experience.

IMITATION AND ORNAMENT

All art is expression-language. This expression is either orna-
ment or imitation. Both are higher possibilities and their polarity
to one another is hardly perceptible in the beginnings. Of the two,
imitation is definitely the earlier and the more characteristic of
race. Imitation is born of the secret rhythm of all things cosmic.
Every live religion is an effort of the waking soul to reach the
powers of the world-around. And so too is Imitation, which in its
most devoted moments is wholly religious, for it consists in an
identity of inner activity between the soul and body ‘here’ and the
world-around ‘there’ which, vibrating as one, become one. As a
bird poises itself in the storm or a float gives to the swaying waves,
so our limbs take up an irresistible beat at the sound of march-
music. Not less contagious is the imitation of another’s bearing
and movements, wherein children in particular excel. It reaches
the superlative when we ‘let ourselves go’ in the common song or
parade-march or dance that creates out of many units one unit
of feeling and expression, a ‘we’. A ‘successful’ picture of a man
or a landscape requires the executant to be an adept who can re-
veal the idea, the soul, of life in the play of its surface. In certain
unreserved moments we are all adepts of this sort, and in such
moments, as we follow in an imperceptible rhythm the music and
the play of facial expression, we suddenly look over the precipice
and see great secrets. All imitation is in the broadest sense dramatic;
drama is presented in the movement of the brush-stroke or the
chisel, the melodic curve of the song, the tone of the recitation, the
line of poetry, the description, the dance.

Ornament detaches itself now from Imitation as something which
does not follow the stream of life but rigidly faces it. Instead of
physiognomic traits overheard in the alien being, we have estab-
lished motives, symbols, which are impressed upon it. The inten-
tion is no longer to pretend but to conjure. The ‘I overwhelms the
‘Thou'. Imitation is only a speaking with means that are born of the
moment and unreproduceable—but Ornament employs a language
emancipated from the speaking, a stock of forms that possesses
duration and is not at the mercy of the individual.

Only the living can be imitated, and it can be imitated only in
movements, for it is through these that it reveals itself to the senses
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of artists and spectators. To that extent, imitation belongs to Time
and Direction. Ornament, on the contrary, is something removed
from Time: it is pure extension, settled and stable, Whereas an
imitation expresses something by accomplishing itself, ornament
can only do so by presenting itself to the senses as a finished thing.
It is Being as such, wholly independent of origin. Every imitation
possesses beginning and end, while an ornament possesses only
duration. In every springtime there are two definitely ornamental
and non-imitative arts, that of building and that of decoration. In
the longing and pregnant centuries before it, elemental expression
belongs exclusively to Ornamentation in the narrow sense. The
Carolingian period is represented only by its ornament, as its
architecture, for want of the Idea, stands between the styles. But
with the dawn of the great Culture, architecture as ornament comes
into being suddenly and with such a force of expression that for a
century mere decoration-as-such shrinks away from it in awe. The
spaces, surfaces and edges of stone speak for themselves. The tomb
of Chephren is the culmination of mathematical simplicity—every-
where right angles, squares and rectangular pillars, nowhere adorn-
ment, inscription or desinence—and it is only after some genera-
tions have passed that Relief ventures to infringe the solemn magic
of those spaces and the strain begins to be eased. In the same way
the noble Romanesque of Westphalia-Saxony (Hildesheim, Gern-
rode, Paulinzella, Paderborn), of Southern France and of the Nor-
mans (Norwich and Peterborough) managed to render the whole
sense of the world with indescribable power and dignity in one line,
one capital, one arch.

When the form-world of the springtime is at its highest, and not
before, the ordained relation is that architecture is lord and orna-
ment is vassal. The warrior figures of Dipylon vases are conceived
in the spirit of ornament, and so, in a far higher degree still, are the
statuary groups of Gothic cathedrals. And besides draperies,
gestures, and figure-types, even the structure of the hymn-strophe
and the parallel motion of the parts in church music are ornament
in the service of the all-ruling architectural idea. The spell of the
great Ornamentation remains unbroken till in the beginning of a
‘late’ period architecture falls into a group of civic and worldly
special arts that unceasingly devote themselves to pleasing and
clever imitation and become ipso facto personal.

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
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sensitive longing and presentiment of the end. A perfectly clear in-
tellect, joyous urbanity, the pain of a farewell—such are the
features of the last decades of a Culture of which Talleyrand was to
remark later : ‘Qui n'a pas vécu avant 1789 ne connait 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 Peri-
cles’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, Wiirzburg and Vienna.
At the last, when Civilization sets in, true ornament and, with it,
great art as a whole are extinguished. The transition consists—in
every Culture—in Classicism and Romanticism of one sort or
another, the former being a sentimental regard for an Ornamenta-
ion (rules, laws, types) that has long been archaic and soulless, and
the latter a sentimental Imitation, not of life, but of an older
Imitation. In the place of architectural style we find architectural
taste. Methods of painting and mannerisms of writing, old forms
the new, home and foreign, come and go with the fashion. In the
end we have a pictorial and literary stock-in-trade which is
destitute of any deeper significance and is employed according to
taste. This final or industrial form of Ornament—no longer his-
torical, no longer in the condition of ‘becoming’—we have before
us not only in the patterns of oriental carpets, Persian and Indian
metal work, Chinese porcelain, but also in Egyptian (and Baby-
lonian) art as the Greeks and Romans found it.

THE ARCHITECTURE OF THE WINDOW

The Doric soul actualized the symbol of the corporally-present
individual thing. The expression to which this soul finally attained
was the Doric temple with its purely outward effectiveness, set upon
the landscape as a massive image but denying and artistically dis-
regarding the space within as the u# év that which was held to
be incapable of existence.

The Magian and the Faustian souls, on the contrary, built high.
Their dream-images became concrete as vaultings above significant
inner-spaces, structural anticipations respectively of the mathe-
matic of algebra and that of analysis. In the style that radiated from
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Burgundy and Flanders rib-vaulting with its lunettes and flying
buttresses emancipated the contained space from the sense-appreci-
able surface bounding it. In the Magian interior ‘the window is
merely a negative component, a utility-form in no wise yet de-
veloped into an art-form—to put it crudely, nothing but a hole in
the wall’. When windows were in practice indispensable, they were
for the sake of artistic impression concealed by galleries as in the
Eastern basilica. The window as architecture, on the other hand, is
peculiar to the Faustian soul and the most significant symbol of its
depth-experience. In it can be felt the will to emerge from the in-
terior into the boundless. The same will that is immanent in con-
trapuntal music was native to these vaultings. The incorporeal
world of this music was and remained that of the first Gothic. To
get rid of every trace of Classical corporeality, there was brought
to bear the full force of a deeply significant Ornamentation, which
defies the delimiting power of stone with its weirdly impressive
transformations of vegetal, animal and human bodies (St Pierre in
Moissac), which dissolves all its lines into melodies and variations on
a theme, all its fagades into many-voiced fugues, and all the bodili-
ness of its statuary into a music of drapery-folds. It is this spirituality
that gave their deep meaning to the gigantic glass-expanses of our
cathedral-windows with their polychrome, translucent and there-
fore wholly bodiless, painting—an art that has never and nowhere
repeated itself and forms the completest contrast that can be
imagined to the Classical fresco. It is perhaps in the Sainte-Chapelle
at Paris that this emancipation from bodiliness is most evident. Here
the stone practically vanishes in the gleam of the glass. Whereas
the fresco-painting is co-material with the wall on and with which
it has grown and its colour is effective as material, here we have
colours dependent on no carrying surface but as free in space as
organ notes, and shapes poised in the infinite. Compare with the
Faustian spirit of these churches—almost wall-less, loftily vaulted,
irradiated with many-coloured light, aspiring from nave to choir—
the Arabian (that is, the Early-Christian Byzantine) cupola-church.
The pendentive cupola, that seems to float on high above the
basilica or the octagon, was indeed also a victory over the principle
of natural gravity which the Classical expressed in architrave and
column; it, too, was a defiance of architectural body, of ‘exterior’.
But the very absence of an exterior emphasizes the more the un-
broken coherence of the wall that shuts in the Cavern and allows
no look and no hope to emerge from it. An ingeniously confusing
interpenetration of spherical and polygonal forms; a load so placed
upon a stone drum that it seems to hover weightless on high, yet
closing the interior without outlet; all structural lines concealed;
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vague light admitted, through a small opening in the heart of the
dome but only the more inexorably to emphasize the walling-in—
such are the characters that we see in the masterpieces of this art,
S. Vitale in Ravenna, Hagia Sophia in Constantinople, and the Dome
of the Rock* in Jerusalem.

THE GREAT STYLE. THE HISTORY OF STYLE
AS AN ORGANISM

The phenomenon of the great style, then, is an emanation from
the essence of the Macrocosm, from the prime-symbol of a great
culture.

The organic history of a style comprises a ‘pre—’, a ‘non—' and a
‘post—". The bull tablet of the First Dynasty of Egypt is not yet
‘Egyptian’. Not till the Third Dynasty do the works acquire a style
—but then they do so suddenly and very definitely. Similarly the
Carolingian period stands ‘between-styles’. We see different forms
touched on and explored, but nothing of inwardly necessary ex-
pression. The creator of the Aachen Minster ‘thinks surely and
builds surely, but does not feel surely’. For the whole of West
Europe the period 850-950 is almost a blank. And just so today
Russian art stands between two styles. The primitive wooden archi-
tecture with its steep eight-sided tent-roof (which extends from
Norway to Manchuria) is impressed with Byzantine motives from
over the Danube and Armenian-Persian from over the Caucasus.
The church roof emerges, hillockwise, but little from the landscape,
and on it sit the tentroofs whose points are coifed with the kokosh-
niks’ that suppress and would abolish the upward tendency.® They
neither tower up like the Gothic belfry nor enclose like the mosque-
cupola, but sit, thereby emphasizing the horizontality of the build-
ing, which is meant to be regarded merely from the outside. When
about 1760 the Synod forbade the tent-roofs and prescribed the
orthodox -onion-cupolas, the heavy cupolas were set upon slender
cylinders, of which there may be any number and which sit on the
roof-plane. It is not yet a style, only the promise of a style that will
awaken when the real Russian religion awakens.

In the Faustian West, this awakening happened shortly before

¢ ‘Mosque of Omar.'—Tr.

5 The lack of any vertical tendency in the Russian life-feeling is perceptible
also in the saga-figure of Ilya Murometz. The Russian has not the smallest
relation with a Father-God. His ethos is not a filial but purely a fraternal
love, radiating in all directions along the human plane. Christ, even, is con-
ceived as a Brother. The Faustian, wholly vertical, tendency to strive up to

fulfilment is to the real Russian an incomprehensible pretension. The same
absence of all vertical tendency is observable in Russian ideas of the state

and property.
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AD. 1000. In one moment, the Romanesque style was there. Instead
of the fluid organization of space on an insecure ground plan, there
was, suddenly, a strict dynamic of space. From the very beginning,
inner and outer construction were placed in a fixed relation, the
wall was penetrated by the form-language and the form worked
into the wall in a way that no other Culture has ever imagined.
From the very beginning the window and the belfry were invested
with their meanings. The form was irrevocably assigned. Only its
development remained to be worked out.

The Egyptian style began with another such creative act, just as
unconscious, just as full of symbolic force. The prime symbol of
the Way came into being suddenly with the beginning of the Fourth
Dynasty (2550 B.C.). The Egyptian flat-relief, which is designed to
be seen at close quarters and arranged serially so as to compel the
beholder to pass along the wall-planes in the prescribed direction,
appears with similar suddenness about the beginning of the Fifth
Dynasty.

The Egyptian style was purely architectural, and remained so till
the Egyptian soul was extinguished. It is the only one in which
Ornamentation as a decorative supplement to architecture is entirely
absent. It allowed of no divergence into arts of entertainment, no
display-painting, no busts, no secular music. In the Ionic phase, the
centre of gravity of the Classical style shifted from architecture to
an independent plastic art; in that of the Baroque the style of the
West passed into music, whose form-language in its turn ruled the
entire building art of the eighteenth century; in the Arabian world,
after Justinian and Chosroes-Nushirvan, Arabesque dissolved all the
forms of architecture, painting and sculpture into style-impressions
that nowadays we should consider as craft-art. But in Egypt the
sovereignty of architecture remained unchallenged; it merely
softened its language a little.

In China, in lieu of the awe-inspiring pylon with its massy wall
and narrow entrance, we have the ‘Spirit-wall (yin-pi) that conceals
the way in. The Chinese slips into life and thereafter follows the
Tao of life’s path; as the Nile valley is to the up-and-down landscape
of the Hwang-Ho, so is the stone-enclosed temple-way to the mazy
paths of Chinese garden-architecture. And just so, in some mys-
terious fashion, the Euclidean existence is linked with the multitude
of little islands and promontories of the 4gean, and the passionate
Western, roving in the infinite, with the broad plains of Franconia
and Burgundy and Saxony.

The Egyptian architect loved immense stone buildings, the
Greek avoided it; his architecture first set itself small tasks, then
ceased altogether. If we survey it as a whole, and then compare it
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with the totality of Egyptian or Mexican or even, for that matter,
Western architecture, we are astounded at the feeble development
of the style. A few variations of the Doric temple and it was ex-
hausted. It was already closed off about 400 when the Corinthian
capital was invented, and everything subsequent to this was merely
modification of what existed.

The result of this was an almost bodily standardization of form-
types and style-species. One might choose between them, but never
overstep their strict limits—that would have been in some sort an
admission of an infinity of possibilities. Similarly with the style-
species of prose and the types of lyric poetry, narrative and tragedy.
Universally, the expenditure of powers on the basic form is re-
stricted to the minimum and the creative energy of the artist
directed to detail-fineness. It is a statical treatment of static genera,
and it stands in the sharpest possible contrast to the dynamic fertility
of the Faustian with its ceaseless creation of new types and domains
of form.

We are now able to see a great style sequence as an organism.
Here, as in so many other matters, Goethe was the first to whom
vision came. In his “‘Winckelmann" he says of Velleius Paterculus:
‘with his standpoint, it was not given to him to see all art as a
living thing ({@ov) that must have an inconspicuous beginning, a
slow growth, a brilliant moment of fulfilment and a gradual decline
like every other organic being, though it is presented in a set of
individuals.” This sentence contains the entire morphology of art-
history. Styles do not follow one another like waves or pulse-beats.
It is not the personality or will or brain of the artist that makes the
style, but the style that makes the type of the artist. The style, like
the Culture, is a prime phenomenon in the strictest Goethian sense,
be it the style of art or religion or thought, or the style of life itself.
Itis, as ‘Nature’ is, an ever-new experience of waking man, his alter
ego and mirror-image in the world-around. And therefore in the
general historical picture of a Culture there can be but one style,
the style of the Culture. The error has lain in treating mere style-
phases—Romanesque, Gothic, Baroque, Rococo, Empire—as if they
were styles on the same level as units of quite another order such
as the Egyptian, the Chinese (or even a ‘prehistoric’) style. Gothic
and Baroque are simply the youth and age of one and the same
vessel of forms, the style of the West as ripening and ripened. Hence
lonic columns can be as completely combined with Doric building
forms as late Gothic is with early Baroque in St Lorenz at Niirnberg,
or late Romanesque with late Baroque in the beautiful upper part of
the West choir at Mainz.

The task before art-history is to write the comparative biogra-
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phies of the great styles, all of which as organisms of the same genus
possess structurally cognate life histories.

HISTORY OF THE ARABIAN STYLE

No one has yet perceived that Arabian art is a single phenomenon.
It is an idea that can only take shape when we have ceased to be
deceived by the crust which overlaid the young East with post-
Classical art-exercises that, whether they were imitation-antique or
chose their elements from proper or alien sources at will, were in
any case long past all inward life. This Arabian style embraces the
entire first millennium of our era.

In this as in every other Culture, Spring seeks to express its
spirituality in a new ornamentation and, above all, in religious
architecture as the sublime form of that ornamentation. There is in
reality no such thing as a Late-Classical nor an Early-Christian nor
yet an Islamic art in the sense of an art proper to each of those
faiths and evolved by the community of believers as such. On the
contrary, the totality of these religions—from Armenia to Southern
Arabia and Axum, and from Persia to Byzantium and Alexandria—
possess a broad uniformity of artistic expression that overrides the
contradictions of detail. There is something in the basilicas of Chris-
tianity, Hellenistic, Hebrew and Baal-cults, and in the Mithraeum,
the Mazdaist fire-temple and the Mosque, that tells of a like
spirituality : it is the Cavern-feeling.

The artistic centre of this Culture was very definitely in the
triangle of cities Edessa, Nisibis, Amida. To the westward of it is
the domain of the Late-Classical ‘Pseudomorphosis’, the Pauline
Christianity that conquered in the councils of Ephesus and Chalce-
don, Western Judaism and the cults of Syncretism. The architectural
type of the Pseudomorphosis, both for Jew and Gentile, is the
Basilica.’ It employs the means of the Classical to express the
opposite thereof, and is unable to free itself from these means-—that
is the essence and the tragedy of ‘Pseudomorphosis’. The space-
feeling is different, but not—at first—the means of expressing it. In
the pagan religious architecture of the Imperial Age there is a per-
ceptible—though never yet perceived—movement from the wholly
corporeal Augustan temple, in which the cella is the architectural ex-
pression of nothingness, to one in which the interior only possesses
meaning. Finally the external picture of the Peripteros of the Doric
is transferred to the four inside walls. Columns ranked in front of a

® The Baal-shrines in Palmyra, Baalbek and many other localities are
basilicas : some of them are older than Christianity and many of them were
later taken over into Christian use.
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windowless wall are a denial of space beyond—that is, for the
Classical beholder, of space within, and for the Magian, of space
without. It is therefore a question of minor importance whether the
entire space is covered in as in the Basilica proper, or only the
sanctuary as in the Sun-temple of Baalbek with the great forecourt,
which later becomes a standing element of the mosque and is prob-
ably of South Arabian origin. That the Nave originates in a court
surrounded by halls is suggested not only by the special develop-
ment of the basilica-type in the East Syrian steppe (particularly
Hauran) but also by the basic disposition of porch, nave and choir
as stages leading to the altar—for the aisles (originally the side-halls
of the court) end blind, and only the nave proper corresponds with
the apse. This basic meaning is very evident in St Paul's at Rome,
albeit the Pseudomorphosis (inversion of the Classical temple)
dictated the technical means, viz., column and architrave. How
symbolic is the Christian reconstruction of the Temple of Aphro-
disias in Caria, in which the cella within the columns is abolished
and replaced by a new wall outside them.

Outside the domain of the ‘Pseudomorphosis’, on the contrary,
the cavern-feeling was free to develop its own form-language, and
here therefore it is the definite roof that is emphasized (whereas in
the other domain the protest against the Classical feeling led merely
to the development of an interior). When and where the various
possibilities of dome, cupola, barrel-vaulting, rib-vaulting, came into
existence as technical methods is, as we have already said, a matter
of no significance. In Rome itself, Apollodorus of Damascus was
employed under Trajan for the vaulting of the temple of ‘Venus and
Rome’, and the domed chambers of the Baths of Caracalla and the
so-called ‘Minerva Medica’ of Gallienus’s time were built by Syrians.
But the masterpiece, the earliest of all Mosques, is the Pantheon as
rebuilt by Hadrian. Here, without a doubt, the emperor was
imitating, for the satisfaction of his own taste, cult-buildings that
he had seen in the East.

The architecture of the central-dome, in which the Magian world-
feeling achieved its purest expression, extended beyond the limits
of the Roman Empire. When the Pseudomorphosis began to crumble
and the last cults of Syncretism to die out, it also impressed itself
victoriously upon the Basilica of the West. In Southern France—
where there were Manichaean sects even as late as the Crusades—
the form of the East was domesticated. Under Justinian, the inter-

7 Neither technically nor in point of space-feeling has this piece of purely
interior architecture any connexion whatever with Etruscan round-buildings.
‘With the cupolas of Hadrian’s Villa at Tibur (Tivoli), on the contrary, its
affinity is evident.
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penetration of the two produced the domical basilica of Byzantium
and Ravenna. The pure basilica was pushed into the Germanic West,
there to be transformed by the energy of the Faustian depth-impulse
into the cathedral. The domed basilica, again, spread from Byzan-
tium and Armenia into Russia, where it came by slow degrees to be
felt as an element of exterior architecture belonging to a symbolism
concentrated in the roof. But in the Arabian world Islam, the heir
of Monophysite and Nestorian Christianity and of the Jews and the
Persians, carried the development through to the end. When it
turned Hagia Sophia into a mosque it only resumed possession of an
old property. Islamic domical building followed Mazdaist and
Nestorian along the same tracks to Shan-tung and to India. Mosques
grew up in the far West in Spain and Sicily, where, moreover, the
style appears rather in its East-Aramaean-Persian than in its West-
Aramaean-Syrian mode.

What is true as regards architecture is even more so as regards
ornamentation, which in the Arabian world very early overcame all
figure-representation and swallowed it up in itself. Then, as
‘arabesque’, it advanced to meet, to charm and to mislead the young
art-intention of the West.

Nevertheless, the Arabian soul was cheated of its maturity—Ilike
a young tree that is hindered and stunted in its growth by a fallen
old giant of the forest. Here there was no brilliant instant felt and
experienced as such, like that of ours in which, simultaneously with
the Crusades, the wooden beams of the Cathedral roof locked them-
selves into rib-vaulting and an interior was made to actualize and
fulfil the idea of infinite space. The political creation of Diocletian
was shattered in its glory upon the fact that, standing as he did on
Classical ground, he had to accept the whole mass of the adminis-
trative tradition of Urbs Roma; this sufficed to reduce his work to a
mere reform of obsolete conditions. And yet he was the first of the
Caliphs. But so it was in all things. To this very day we admire as
last creations of the Classical—because we cannot or will not regard
them otherwise—the thought of Plotinus and Marcus Aurelius, the
cults of Isis, Mithras and the Sun-God, the Diophantine mathematics
and, lastly, the whole of the art which streamed towards us from
the Eastern marches of the Roman Empire and for which Antioch
and Alexandria were merely points d’appui.

This alone is sufficient to explain the intense vehemence with
which the Arabian Culture, when released at length from artistic
as from other fetters, flung itself upon all the lands that had in-
wardly belonged to it for centuries past. It is the sign of a soul that
feels itself in a hurry, that notes in fear the first symptoms of old
age before it has had youth. This emancipation of Magian mankind
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is without a parallel. Syria is conquered, or rather delivered, in 634.
Damascus falls in 637, Ctesiphon in 637. In 641 Egypt and India are
reached, in 647 Carthage, in 676 Samarkand, in 710 Spain. And in
732 the Arabs stood before Paris. Into these few years was com-
pressed the whole sum of saved-up passions, postponed hopes, re-
served deeds, that in the slow maturing of other Cultures suffice to
fill the history of centuries.

True, all Cultures (the Egyptian, the Mexican and the Chinese ex-
cepted) have grown up under the tutelage of some older Culture.
Each of the form-worlds shows certain alien traits. Thus, the
Faustian soul of the Gothic, already predisposed to reverence by
the Arabian origin of Christianity, grasped at the treasures of Late-
Arabian art. An unmistakably Southern, one might even say an
Arabian, Gothic wove itself over the facades of the Burgundian and
Provencal cathedrals, dominated with a magic of stone the outward
language of Strassburg Minster, and fought a silent battle in statues
and porches, fabric-patterns, carvings and metalwork—and not less
in the intricate figures of scholastic philosophy and in that intensely
Western symbol, the legend of the Grail®

But the Magian soul of the Pseudomorphosis had not the courage
to appropriate alien means without yielding to them. And this is
why the physiognomic of the Magian soul has still so much to
disclose to the quester.

8 The Grail legend contains, besides old Celtic, well-marked Arabian ele-
ments.
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Vi

MUSIC AND PLASTIC: THE ARTS OF FORM

ARTS AS THE SYMBOL OF THE HIGHER ORDER

THE clearest type of symbolic expression that the world-feeling of
higher mankind has found for itself is (if we except the mathe-
matical-scientific domain of presentation and the symbolism of its
basic ideas) that of the arts of form, of which the number is legion.
And with these arts we count music, for the formative impulse that
is at work in the wordless arts can never be understood until we
come to regard the distinction between optical and acoustic means
as only a superficial one.

In reality, tones are something extended, limited and numerable
just as lines and colours are; harmony, melody, rhyme and rhythm
no less so than perspective, proportion, chiaroscuro and outline. The
distance separating two kinds of painting can be infinitely greater
than that separating the painting and the music of a period. Arts are
living units, and the living is incapable of being dissected. The first
act of the learned pedant has always been to partition the infinitely
wide domain into provinces determined by perfectly superficial
criteria of medium and technique and to endow these provinces
with eternal validity and immutable (!) torm-principles. But in fact
the technical form-language is no more than the mask of the real
work. Style is something inaccessible to art-reason, a revelation of
the metaphysical order, a mysterious ‘must’, a Destiny. With the
material boundaries of the different arts 1t has no concern whatever.

If an art has boundaries at all—boundaries of its soul-become-
form—they are historical and not technical or physiological bound-
aries.

With this, the notion of Form opens out immensely. Not only the
technical instrument, not only the form-language, but also the choice
of art-genus itself is seen to be a means of expression. What the
creation of a masterpiece means for an individual artist—the ‘Night
Watch’ for Rembrandt or the ‘Meistersinger’ for Wagner—the
creation of a species of art, comprehended as such, means for the
life-history of a Culture. It is epochal. Apart from the merest ex-
ternals, each such art is an individual organism without predecessor
or successor. Its theory, technique and convention all belong to its
character, and contain nothing of eternal or universal validity.
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When one of these arts is born, when it is spent, whether it dies or
is transmuted into another, why this or that art is dominant in or
absent from a particular Culture—all these are questions of Form
in the highest sense, just as is that other question of why individual
painters and musicians unconsciously avoid certain shades and
harmonies or, on the contrary, show preferences so marked that
authorship-attributions can be based on them.

The importance of these groups of questions has not yet been
recognized by theory, even by that of the present day. Having
assumed as self-evident the existence of a number of constant and
well-defined provinces of art, one proceeded to order the history of
these several provinces according to the—equally self-evident—
scheme of ancient-mediaeval-modern. A futile up-an-down course
was stolidly traced out. Static times were described as ‘natural
pauses’, it was called ‘decline’ when some great art in reality died,
and ‘renaissance’ where an eye really free from prepossessions would
have seen another art being born in another landscape to express
another humanity.

And yet it is precisely in this problem of the end, the impres-
sively sudden end, of a great art—the end of the Attic drama in
Euripides, of Florentine sculpture with Michelangelo, of instru-
mental music in Liszt, Wagner and Bruckner—that the organic
character of these arts is most evident, If we look closely enough
we shall have no difficulty in convincing ourselves that no one art
of any greatness has ever been ‘reborn’.

Of the Pyramid style nothing passed over into the Doric. Nothing
connects the Classical temple with the basilica of the Middle East.
To believe genuinely in a rebirth of Classical art of whatsoever kind
in the Western fifteenth century requires a rare stretch of the
imagination.

APOLLINIAN AND FAUSTIAN ART

The temple of Poseidon at Paestum and the Minster of Ulm, works
of the ripest Doric and the ripest Gothic, differ precisely as the
Euclidean geometry of bodily bounding-surfaces differs from the
analytical geometry of the position of points in space referred to
spatial axes. All Classical building begins from the outside, all
Western from the inside. The Arabian also begins with the inside,
but it stays there. The exterior of the basilica and the domi-
cal building may be a field for ornamentation, but architecture
it is not. The impression that meets the beholder as he approaches
is that of something shielding, something that hides a secret. The
form-language in the cavern-twilight exists for the faithful only—
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that is the factor common to the highest examples of the style and
to the simplest Mithraea and Catacombs, the prime powerful utter-
ance of a new soul. Now, as soon as the Germanic spirit takes pos-
session of the basilical type, there begins a wondrous mutation of
all structural parts, as to both position and significance. Here in the
Faustian North the outer form of the building, be it cathedral or
mere dwelling-house, begins to be brought into relation with the
meaning that governs the arrangement of the interior. The Faustian
building has a visage and not merely a facade—whereas the front
of a peripteros is, after all, only one of four sides and the centre-
domed building in principle has not even a front. The motive of the
fagade, which greets the beholder and tells him the inner meaning
of the house, dominates not only individual major buildings but
also the whole aspect of our streets, squares and towns with their
characteristic wealth of windows.

The great architecture of the early period is ever the mother of
all following arts; it determines the choice of them and the spirit
of them. Accordingly, we find that the history of the Classical
shaping art is one untiring effort to accomplish one single ideal, viz.,
the conquest of the free-standing human body as the vessel of the
pure real present. The temple of the naked body was to it what the
‘cathedral’ of music was to the Faustian from earliest counterpoint
to the orchestral writing of the eighteenth 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.

The evolution of this rigorously non-spatial art occupies the three
centuries from 650 to 350, a period extending from the completion
of the Doric to the coming of the Hellenistic and its illusion-painting
which closed-off the grand style. This sculpture will never be rightly
appreciated until it is regarded as the last and highest Classical, as
springing from a plane art, first obeying and then overcoming the
fresco. But as a form-ideal the statue goes back through relief to the
archaic clay-painting in which fresco also originated. Relief, like
fresco, is tied to the bodily wall. The change is completed about 460
with Polycletus, and thenceforward plastic groups become the
model for strict painting. But it is with dysippus that a completely
all-round treatment is carried thoroughly into effect. Till then, even
in the case of Praxiteles, we have still a lateral or planar develop-
ment of the subject, with a clear outline that is only fully effective
in respect of one or two standpoints.
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The corresponding stage of Western art occupies the three
centuries 1500-1800, between the end of late Gothic and the decay
of Rococo which marks the end of the great Faustian style. In this
period, conformably to the persistent growth into consciousness of
the will to spatial transcendence, it is instrumental music that de-
velops into the ruling art. At the beginning, in the seventeenth
century, music uses the characteristic tone-colours of the instru-
ments, and the contrasts of strings and wind, human voices and
instrumental voices, as means wherewith to paint. Its (quite uncon-
scious) ambition is to parallel the great masters from Titian to
Velasquez and Rembrandt. It makes pictures . . (in the sonata from
Gabrieli [d. 1612] to Corelli [d. 1713] every movement shows a
theme embellished with graces and set upon the background of a
basso continuo), paints heroic landscapes (in the pastoral cantata),
and draws a portrait in lines of melody (in Monteverde’s ‘Lament
of Ariadne’, 1608). With the German masters, all this goes. Painting
can take music no further. Music becomes itself absolute: it is
music that (quite unconsciously again) dominates both painting and
architecture in the eighteenth century. And, ever more and more
decisively, sculpture fades out from among the deeper possibilities
of this form-world. But the serious music of the Classical was
nothing but a plastic for the ear. This music was single-voiced. West
Europe has an ornamental music of the grand style which is
associated with the architectural history of the cathedral. Counter-
point developed simultaneously with the flying-buttress system, and
its source was the 'Romanesque’ style of the fauxbourdon and the
descant with their simple parallel and contrary motion! It is an
architecture of human voices and, like the statuary-group and the
glass-paintings, is only conceivable in the setting of these stone
vaultings.

Along with this there came into being in castle and village a
secular imitative music, that of troubadours, Minnesinger and
minstrels. It consisted of simple melodies that appealed to the heart
with their major and minor, of canzoni, madrigals and caccias. After
1400, these forms give rise to forms of collective singing—the
rondeau and the ballade. All this is ‘art’ for a public? It is the dis-
tinction between waking consciousness and living existence, be-
tween the spiritual and the knightly singer. Imitation stands nearest
to life and direction and therefore begins with melody, while the
symbolism of counterpoint belongs to extension and through poly-

1 See articles fauxbourdon, descant and Goudimel in Grove’s ‘Dictionary of
Music.'—At.

2 Even the first great troubadour, Guilhem of Poitiers, though a reigning
sovereign, made it his ambition to be regarded as a ‘professional’, as we
should say.—At.
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phony signifies infinite space. The evolution of strict musical form
from the Motet to the four-voice Mass through Dunstaple, Binchois
and Dufay (c. 1430) proceeded wholly within the magic circle of
Gothic architecture. From Fra Angelico to Michelangelo the great
Netherlanders ruled alone in ornamental music.

The transition into the ‘Late’ age was heralded in Rome and
Venice. With Baroque the leadership in music passes to Italy. But
at the same time architecture ceases to be the ruling art and there
is formed a group of Faustian special-arts in which oil-painting
occupies the central place. About 1560 the empire of the human
voice comes to an end in the a cappella style of Palestrina and
Orlando Lasso (both d. 1594). Its powers could no longer express the
passionate drive into the infinite, and it made way for the chorus
of instruments, wind and string. The music of the Gothic is archi-
tectural and vocal, that of the Baroque pictorial and instrumental.
The one builds, the other operates by means of motives. For all
the arts have become urban and therefore secular. We pass from
super-personal Form to the personal expression of the Master, and
shortly before 1600 Italy produces the basso continuo which re-
quires virtuosi and not pious participants.

Thenceforward, the great task was to extend the tone-corpus into
the infinity, or rather to resolve it into an infinite space of tone.
Gothic had developed the instruments into families of definite
timbre. But the new-born ‘orchestra’ no longer observes limitations
imposed by the human voice, but treats it as a voice to be combined
with other voices—at the same moment as our mathematic pro-
ceeds from the geometrical analysis of Fermat to the purely
functional analysis of Descartes. To the vocal masses and motets the
Baroque opposes its grand, orchestrally-conceived forms of the
oratorio (Carissimi), the cantata (Viadana) and the opera (Monte-
verde).

From out of these forms of the early Baroque there proceeded,
in the seventeenth century, the sonata-like forms of suite, sym-
phony and concerto grosso. The inner structure and the sequence of
movements, the thematic working-out and modulation became more
and more firmly established. And thus was reached the great, im-
mensely dynamic, form in which music—now completely bodiless
—was raised by Corelli and Handel and Bach to be the ruling art of
the West. When Newton and Leibniz, about 1670, discovered the
Infinitesimal Calculus, the fugal style was fulfilled. And when, about
1740, Euler began the definitive formulation of functional Analysis,
Stamitz and his generation were discovering the last and ripest form
of musical ornamentation, the four-part movement as vehicle of
pure and unlimited motion. For, at that time, there was still this
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one step to be taken. The theme of the fugue ‘is’, that of the new
sonata-movement ‘becomes’, and the issue of its working out is in
the one case a picture, in the other a drama. Instead of a series of
pictures we get a cyclic succession, and the real source of this tone-
language was in the possibilities, realized at last, of our deepest and
most intimate kind of music—the music of the strings. Certain it is
that the violin is the noblest of all instruments that the Faustian soul
has imagined and trained for the expression of its last secrets, and
certain it is, too, that it is in string quartets and violin sonatas that
it has experienced its most transcendent and most holy moments
of full illumination. Here, in chamber-music, Western art as a whole
reaches its highest point. Here our prime symbol of endless space is
expressed as completely as the Spearman of Polycletus expresses
that of intense bodiliness.

With this, the Faustian music becomes dominant among the
Faustian arts. It banishes the plastic of the statue and tolerates only
the minor art—an entirely musical, refined, un-Classical and
counter-Renaissance art—of porcelain, which is contemporary with
the rise of chamber-music to full effectiveness. Whereas the
statuary of Gothic is through-and-through architectural ornamenta-
tion, human espalier-work, that of the Rococo remarkably exempli-
fies the pseudo-plastic that results from entire subjection to the
form-language of music, and shows to what a degree the technique
governing the presented foreground can be in contradiction with
the real expression-language that is hidden behind it. Music trans-
muted also the architecture of Bernini’s Baroque into accord with
its own spirit, and made of it Rococo, a style of transcendent orna-
mentation upon which lights (or rather ‘tones’) play to dissolve
ceilings, walls and everything else constructional and actual into
polyphonies and harmonies, with architectural trills and cadences
and runs to complete the identification of the form-language of these
halls and galleries with that of the music imagined for them.
Dresden and Vienna are the homes of this late and soon-extin-
guished fairyland of visible chamber music, of curved furniture
and mirror-halls, and shepherdesses in verse and porcelain. It is the
last supreme expression, lit by an autumnal sun, of the western
soul. And in the Vienna of the Congress-time it faded and died.

THE RENAISSANCE REGARDED AS AN ANTI-
GOTHIC (ANTI-MUSICAL) MOVEMENT

The Art of the Renaissance, considered from this particular one
of its many aspects, is a revolt against the spirit of the Faustian
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forest-music of counterpoint, which at that time was preparing to
dominate the whole form-language of Western Culture. It never
disavowed its Gothic origin and it maintained the character of a
simple counter-movement; necessarily therefore it remained de-
pendent upon the forms of the original movement, and represented
simply the effect of these upon a hesitant soul. Hence, it was with-
out true depth, either in idea or performance. We have only to
think of the bursting passion with which the Gothic world-feeling
discharged itself upon the whole Western landscape, and we shall
see at once what sort of a movement it was that the handful of
select spirits—scholars, artists and humanists—initiated about
1420. What had been a issue of life and death for a new-born
soul became a point of—taste. The Gothic gripped life in its
entirety, penetrated its most hidden corners. It created new men
and a new world. But the Renaissance, when it had mastered
some arts of word and picture, had shot its bolt. It altered the
ways of thought and the life-feeling of West Europe not one
whit. The Renaissance as an anti-Gothic movement and a re-
action against the spirit of polyphonic music has its Classical
equivalent in the Dionysiac movement. This was a reaction against
Doric and against the sculptural-Apollinian world-feeling. It did not
‘originate’ in the Thracian Dionysus-cult, but merely took this up
as a weapon against and counter-symbol to the Olympian religion,
precisely as in Florence the cult of the antique was called in for the
justification and confirmation of a feeling already there. The period
of the great protest was the seventh century in Greece and the
fifteenth in the West Europe.

It follows from the very character of a counter-movement that it
is far easier for it to define what it is opposing than what it is aiming
at. This is the difficulty of all Renaissance research. Renaissance art
is nothing more nor less than anti-Gothic art. Renaissance music,
too, is a contradiction in itself; the music of the Medicean court
was the Southern French ‘ars nova’, that of the Florentine Duomo
was the Low-German counterpoint, both alike essentially Gothic
and the property of the whole West.

In the actual birth of the Gothic style Italy had indeed no inward
share. At the epoch of 1000 the country was still absolutely under
the domination of Byzantine taste in the East and Moorish taste in
the South. When Gothic first took root here it was the mature
Gothic, and it implanted itself with an intensity and force for which
we look in vain in any of the great Renaissance creations—think of
the ‘Stabat Mater’, the ‘Dies Irae’, Catharine of Siena, Giotto and
Simone Martini!

If the Renaissance had been a ‘renewal’ (whatever that may
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mean) of the Classical world-feeling, then. surely, would it not have
had to replace the symbol of encompassed rhythmically-ordered
space by that of closed structural body? But there was never any
question of this. On the contrary, the Renaissance practised wholly
and exclusively an architecture of space prescribed for it by Gothic,
from which it differed only in that in lieu of the Northern ‘Sturm
und Drang’ it breathed the clear equable calm of the sunny, care-
free and unquestioning South. It produced no new building-idea.

If we take away from the models of the Renaissance all elements
that originated later than the Roman Imperial Age—that is to say,
those belonging to the Magian form-world—nothing is left. Most
conclusive of all, though, is that motive which actually dominates
the Renaissance, which because of its Southern-ness we regard as the
noblest of the Renaissance characters, viz., the association of round-
arch and column. This association, no doubt, is very un-Gothic, but
in the Classical style it simply does not exist, and in fact it repre-
sents the leitmotif of the Magian architecture that originated in
Syria.

But it was just then that the South received from the North those
decisive impulses which helped it first of all to emancipate itself
entirely from Byzantium and then to step from Gothic into Baroque.
In the region comprised between Amsterdam, Koln and Paris®
counterpoint and oil-painting had been created in association with
the Gothic architecture. Thence Dufay in 1428 and Willaert in
1516 came to the Papal Chapel, and in 1527 the latter founded that
Venetian school which was decisive for Baroque music. The suc-
cessor of Willaert was de Rore of Antwerp. A Florentine commis-
sioned Hugo van der Goes to execute the Portinari altar for Santa
Maria Nuova, and Memling to paint a Last Judgment. And over and
above this, numerous pictures (especially Low-Countries portraits)
were acquired and exercised an enormous influence. In 1450 Rogier
van der Weyden himself came to Florence, where his art was both
admired and imitated. In 1470 Justus van Gent introduced oil-
painting to Umbria, and Antonello da Messina brought what he had
learned in the Netherlands to Venice. How much ‘Dutch’ and how
little ‘Classical’ there is in the pictures of Filippino Lippi, Ghir-
landaio and Botticelli and especially in the engravings of Pollajulo!
Or in Leonardo himself

The high period of the Renaissance is a moment of apparent ex-
pulsion of music from Faustian art. And in fact, for a few decades,

% Inclusive of Paris itself. Even as late as the fifteenth century Flemish was
as much spoken there as French, and the architectural appearance of the city
in its oldest parts connects it with Bruges and Ghent and not with Troyes
and Poitiers,
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in the only area where Classical and Western landscapes touched,
Florence did uphold—with one grand effort that was essentially
metaphysical and essentially defensive—an image of the Classical
so convincing that, although its deeper characters were without
exception mere anti-Gothic, it lasted beyond Goethe and, if not for
our criticism, yet for our feelings, is valid to this day. The great
achievement of Giotto and Masaccio in creating a fresco-art is only
apparently a revival of the Apollinian way of feeling; but the depth-
experience and idea of extension that underlies it is not the
Apollinian unspatial and self-contained body but the Gothic space
picture. However recessive the backgrounds are, they exist. Yet
here again there was the fullness of light, the clarity of atmosphere,
the great noon-calm, of the South; dynamic space was changed in
Tuscany, and only in Tuscany, to the static space of which Piero
della Francesca was the master. The hidden dynamic is equally un-
mistakable in the sculpture of Florence—it would be perfectly hope-
less to look for an Attic companion for Verrocchio’s equestrian
statue.* The indescribable inward purity of Gothic form often causes
us to forget what an excess of native strength and depth it possessed.
Gothic, it must be repeated again, is the only foundation of the
Renaissance. The Renaissance never even touched the real Classical,
let alone understood it or ‘revived’ it. The consciousness of the
Florentine group, wholly under literary influences, fashioned the
deceptive name to positivize the negative element of the movement
—thereby demonstrating how little such currents are aware of their
own nature. Classical motives are a matter of indifference of the
method of treatment has an un-classical effect—significance lies not
in the thing but in the way in which it is used. But even in
Donatello such motives are far fewer than in mature Baroque. As
for a strict Classical capital, no such thing is to be found.

And yet, at moments, Renaissance art succeeded in achieving
something wonderful that music could not reproduce—a feeling
for the bliss of perfect nearness, for pure, restful and liberating
space-effects, bright and tidy and free from the passionate move-
ment of Gothic and Baroque. It is not Classical, but it is a dream of
Classical existence, the only dream of the Faustian soul in which
it was able to forget itself.

CHARACTER OF THE BAROQUE

And now, with the sixteenth century, the decisive epochal turn
begins for Western painting. The trusteeship of architecture in the
North and that of sculpture in Italy expire, and painting becomes

* The colossal statue of Bartolommeo Colleone at Venice.—At.
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polyphonic, ‘picturesque’, infinity-seeking. The colours become
tones. The background, hitherto casually put in, regarded as a fill-up
and, as space, almost shuffled out of sight, gains a preponderant im-
portance. A development sets in that is paralleled in no other
Culture, not even in the Chinese which in many other respects is so
near to ours. The background as symbol of the infinite conquers the
sense-perceptible foreground, and at last (herein lies the distinction
between the depicting and the delineating styles) the depth-experi-
ence of the Faustian soul is captured in the kinesis of a picture. The
space-relief of Mantegna’s plane layers dissolves in Tintoretto into
directional energy, and there emerges in the picture the great symbol
of an unlimited space-universe which comprises the individual
things within itself as incidentals—the horizon. There is not a hint
of it, either in Egyptian relief or in Byzantine mosaic or in vase-
paintings and frescoes of the Classical age, or even in those of the
Hellenistic in spite of its spatial treatment of foregrounds. This line,
in the unreal vapour of which heaven and earth melt, the sum and
potent symbol of the far, contains the painter’s version of the ‘in-
finitesimal’ principle. It is out of the remoteness of this horizon that
the music of the picture flows, and for this reason the great land-
scape-painters of Holland paint only backgrounds and atmospheres,
just as for the contrary reason ‘anti-musical’ masters like Signorelli
and especially Mantegna, paint only foregrounds and ‘reliefs’. It is
in the horizon, then, that Music triumphs over Plastic, the passion
of extension over its substance. It is not too much to say that no
picture by Rembrandt has a foreground at all.

The same symbolic meaning attaches to clouds. Classical art con-
cerns itself with them no more than with horizons, and the painter
of the Renaissance treats them with a certain playful superficiality.
But very early the Gothic looked at its cloud-masses, and through
them, with the long sight of mysticism; and the Venetians
(Giorgione and Paolo Veronese above all) discovered the full magic
of the cloud-world, of the thousand-tinted Being that fills the
heavens with its sheets and wisps and mountains. Griinewald and
the Netherlanders heightened its significance to the level of tragedy.
El Greco brought the grand art of cloud-symbolism to Spain.

It was at the same time that along with oil-painting and counter-
point the art of gardens ripened. Here, expressed on the canvas of
Nature itself by lengthy stretches of water, avenues, vistas and
galleries, is the same tendency that is represented in painting by
the effort towards the linear perspective that the early Flemish
artists felt to be the basic problem of their art and Brunellesco,
Alberti and Piero della Francesca formulated. The point at which
the perspective lines coalesce is at infinity. It was just because it
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avoided infinity and rejected distance that Classical painting pos-
sessed no perspective. Consequently the Park, the deliberate
manipulation of Nature so as to obtain space and distance effects,
is an impossibility in Classical art.

The most significant element in the Western garden-art is thus
the point de vue of the great Rococo park, upon which all its
avenues and clipped-hedge walks open and from which vision may
travel out to lose itself in the distances. This element is wanting
even in the Chinese garden-art. But it is exactly matched by some
of the silver-bright distance-pictures of the pastoral music of that
age (in Couperin for example). It is the point de vue that gives us
the key to a real understanding of this remarkable mode of making
nature itself speak the form-language of a human symbolism. It was
we and not the Hellenes or the men of the high Renaissance that
prized and sought out high mountain tops for the sake of the limit-
less range of vision that they afford. This is a Faustian craving—
to be alone with endless space. The great achievement of Lenotre
and the landscape-gardeners of Northern France, beginning with
Fouquet's epoch-making creation of Vaux-le-Vicomte, was that they
were able to render this symbol with such high emphasis. Compare
the Renaissance park of the Medicean age—all within range of
vision, gay, cosy, well-rounded—with these parks in which the
narrow lakes, statue-rows, hedges and labyrinths are instinct with
the suggestion of distance. It is the Destiny of Western oil-painting
told over again in a bit of garden-history.

A feeling for the far-away is at the same time one for history.
At a distance, space becomes time and the horizon signifies the
future. The Baroque park-is the park of the Late season, of the
approaching end, of the falling leaf. A Renaissance park brings us a
vision of a midsummer noon. [t is timeless, and nothing in its form-
language reminds us of mortality. It is perspective that begins to
awaken a premonition of something passing, fugitive and final. The
very words of distance possess, in the lyric poetry of all Western
languages, a plaintive autumnal accent that one looks for in vain
in the Greek and Latin. It is there in Macpherson’s ‘Ossian’ and
Holderlin, and in Nietzsche’s Dionysus-Dithyrambs, and lastly in
Baudelaire, Verlaine, George and Droem. The Late poetry of the
withering garden avenues, the unending lines in the streets of a
megalopolis; the ranks of pillars in a cathedral, the peak in a
distant mountain chain—all tell us that the depth-experience which
constitutes our space-world for us is in the last analysis our inward
certainty of a Destiny, of a prescribed direction, of time, of the
irrevocable. Here, in the experience of horizon as future, we become
directly and surely conscious of the identity of Time with the ‘third
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dimension” of that experienced space which is living self-
extension.

Oil-painting and instrumental music evolve organically towards
aims that were comprehended in the Gothic and achieved in the
Baroque. Both arts—Faustian in the highest sense—are within those
limits prime phenomena. They have a soul, a physiognomy and
therefore a history. And in this they are alone. All that sculpture
could thenceforward achieve was a few beautiful incidental pieces
in the shadow of painting, garden-art, or architecture. The art of
the West had no real need of them. There was no longer a style of
plastic in the sense that there were styles of painting or music.
What there is in a Rembrandt portrait simply cannot be rendered in
a bust. Now and then a sculptor of power arises, like Bernini or the
masters of the contemporary Spanish school, or Pigalle or Rodin
(none of whom, naturally, transcended the decorative and attained
the level of grand symbolism), but such an artist is always visibly
either a belated imitator of the Renaissance like Thorwaldsen, a
disguised painter like Houdon or Rodin, an architect like Bernini
and Schliiter or a decorator like Coysevox. And his very appearance
on the scene only shows the more clearly that this art, incapable
of carrying the Faustian burden, has no longer a mission—and
therefore no longer a soul or a life-history of specific style-develop-
ment—in the Faustian world.

SYMBOLISM OF THE COLOURS

The strict style in Classical painting limited its palette to yellow,
red, black and white. This singular fact was observed long ago, and,
since the explanation was only sought for in superficial and
definitely material causes, wild hypotheses were brought forward to
account for it, e.g. a supposed colour-blindness in the Greeks.

Blue and green are the colours of the heavens, the sea, the fruitful
plain, the shadow of the Southern noon, the evening, the remote
mountains. They are essentially atmospheric and not substantial
colours. They are cold, they disembody, and they evoke impres-
sions of expanse and distance and boundlessness.

And for this reason an atmospheric blue-green 1is the space-
creating element throughout the history of our perspective oil-
painting, from the Venetians right into the nineteenth century; it
is the basic and supremely important tone which supports the en-
semble of the intended colour-effect, as the basso continuo supports
the orchestra, whereas the warm yellow and red tones are put on
sparingly and in dependence upon this basic tone. It is not the full,
gorgeous and familiar green that Raphael and Diirer sometimes—
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and seldom at that—use for draperies, but an indefinite blue-green
of a thousand nuances into white and grey and brown; something
deeply musical, into which (notably in Gobelin tapestry) the whole
atmosphere is plunged. That quality which we have named aerial
perceptive in contrast to linear—and might also have called
Baroque perspective in contrast to Renaissance—rests almost ex-
clusively upon this. We find it with more and more intense depth-
effect in Leonardo, Guercino, Albani in the case of Italy, and in
Ruysdael and Hobbema in that of Holland, but, above all, in the
great French painters, from Poussin and Claude Lorrain and
Watteau to Corot. Blue, equally a perspective colour, always stands
in relation to the dark, the unillumined, the unactual. It does not
press in on us, it pulls us out into the remote.

Blue and green are transcendent, spiritual, non-sensuous colours.
Yellow and red, the Classical colours, are the colours of the material,
the near, the full-blooded. Red is the characteristic colour of
sexuality.

Yellow and red are the popular colours, the colours of the crowd,
of children, of women, and of savages. Amongst the Venetians and
the Spaniards high personages affected a splendid black or blue,
with an unconscious sense of the aloofness inherent in these colours.
For red and yellow, the Apollinian, Euclidean-polytheistic colours,
belong to the foreground even in respect of social life; the noisy
hearty market-days and holidays. But blue and green—the Faustian,
monotheistic colours—are those of loneliness, of care, of a present
that is related to a past and a future, of destiny as the dispensation
dwelling in the universe.

The most significant use of dusky green as the colour of destiny
is Griinewald’s. The indescribable power of space in his nights is
equalled only by Rembrandt’s. And the thought suggests itself here,
is it possible to say that his bluish-green, the colour in which the
interior of a great cathedral is so often clothed, is the specifically
Catholic colour?—it being understood that we mean by ‘Catholic’
strictly the Faustian Christianity (with the Eucharist as its centre)
that was founded in the Lateran Council of 1215 and fulfilled in the
Council of Trent. This colour with its silent grandeur is as remote
from the resplendent gold-ground of Early Christian-Byzantine
pictures as it is from the gay, loquacious ‘pagan’ colours of the
painted Hellenic temples and statues. It is to be noted that the effect
of this colour, entirely unlike that of yellow and red, depends upon
work being exhibited indoors. Classical painting is emphatically an
open-air art, Western just as emphatically a studio-art. The whole
of our great oil-painting, from Leonardo to the end of the eighteenth
century, is not meant for the bright light of day. Here once more
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we meet the same opposition as that between chamber-music and
the statue. The climatic explanation of the difference is merely
superficial; the example of Egyptian painting would suffice to dis-
prove it if disproof were necessary at all.

GOLD BACKGROUND AND STUDIO BROWN

Arabian art expressed the feeling of the Magian world by means
of the gold background of its mosaics and pictures.

In this instance we can study the soul of three Cultures working
upon very similar tasks in very dissimilar ways. The Apollinian
Culture recognized as actual only that which was immediately
present in time and place—and thus it repudiated the background
as pictorial element. The Faustian strove through all sensuous
barriers towards infinity—and it projected the centre of gravity of
the pictorial idea into the distance by means of perspective. The
Magian felt all happening as an expression of mysterious powers
that filled the world-cavern with their spiritual substance—and it
shut off the depicted scene with a gold background, that is, by some-
thing that stood beyond and outside all nature-colours. Gold is not a
colour. Colours are natural; but the metallic gleam, which is practi-
cally never found in natural conditions, is unearthly.® It recalls im-
pressively the other symbols of the Culture, Alchemy and Kabbala,
the Philosophers’ Stone, the Holy Scriptures, the Arabesque, the
inner form of the tales of the ‘Thousand and One Nights'. The
gleaming gold takes away from the scene, the life and the body their
substantial being. The gold background possesses, in the icono-
graphy of the Western Church, an explicit dogmatic significance.
It is an express assertion of the existence and activity of the divine
spirit. When ‘natural’ backgrounds, with their blue-green heavens,
far horizons and depth perspective, began to appear in early Gothic,
they had at first the appearance of something profane and worldly.
The change of dogma that they implied was, if not acknowledged,
at any rate felt, witness the tapestry backgrounds with which the
real depth of space was covered up by a pious awe that disguised
what it dared not exhibit. The final schism took place almost at the
same moment in Church and in Art. The landscape-background of
the depicted scene and the dynamic infiniteness of God were com-
prehended at the same moment; and, simultaneously with the gold

5 The brilliant polish of the stone in Egyptian art has a deep symbolic
significance of much the same kind. Its effect is to dematerialize the statue
by causing the eye to glide along its exterior. Hellas on the contrary mani-
fests, by its progress from ‘Poros’ stone, through Naxian, to the translucent
Parian and Pentelic marbles, how determined it is that the look shall sink
right into the material essence of the body.
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ground of the sacred picture, there vanished from the Councils of
the West that Magian, ontological problem of Godhead which had
so passionately agitated Nicaea, Ephesus, Chalcedon and all the
Councils of the East.

The Venetians discovered, and introduced into oil-painting as a
space-forming and quasi-musical motive, the handwriting of the
visible brush-stroke. It is only in the brushwork, which remains per-
manently visible and, in a way, perennially fresh, that the historical
feeling comes out. Our desire is to see in the work of the painter
not merely something that has become but something that is be-
coming. And this is precisely what the Renaissance wanted to avoid.
The individual brush-strokes—first met with as a complete new
form-language in the later work of Titian—are accents of a personal
temperament, characteristic in the orchestra-colours of Monte-
verde, melodically-flowing as a contemporary Venetian madrigal:
streaks and dabs, immediately juxtaposed, cross one another, cover
one another, entangle one another, and bring unending movement
into the plain element of colour. The physiognomy of this script
of the brush—an ornamentation that is entirely new, infinitely rich
and personal, and peculiar to the Western Culture—is purely and
simply musical. Henceforward the notion of tempo is introduced
into painting. The aéry web of brush-strokes at once dissolves sur-
faces. Contours melt into chiaroscuro.

At the same time with this, there appeared in Western painting
another symbol of highest significance, which subdued more and
more the actuality of all colour—the ‘studio-brown’ (atelierbraun).
This was unknown to the early Florentines and the older Flemish
and Rhenish masters alike. Pacher, Diirer, Holbein, passionately
strong as their tendency towards spatial depth seems, are quite
without it, and its reign begins only with the last years of the
sixteenth century. This brown does not repudiate its descent from
the atmospheric greens of Leonardo’s, Schongauer’s and Griine-
wald’s backgrounds, but it possesses a mightier power over things
than they, and it carries the battle of Space against Matter to a
decisive close. It even prevails over the more primitive linear per-
spective, which is unable to shake off its Renaissance association
with architectural motives. Between it and the Impressionist tech-
nique of the visible brush-stroke there is an enduring and deeply
suggestive connexion. Ultimately both dissolve the tangible pre-
sences of the sense-world—the foreground at a given moment—
into ethereal semblances. Its discovery marks the zenith of
the Western style. As contrasted with the preceding green, this
colour has something Protestant in it. The atmosphere of Lear and
the atmosphere of Macbeth are akin to it. The contemporary
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striving of instrumental music towards freer and ever freer chro-
matics corresponds exactly with the new tendency of oil-painting
to create pictorial chromatics out of pure colours, by means of these
unlimited brown shadings and the contrast-effect of immediately
juxtaposed colour-strokes. Thereafter both the arts spread through
their worlds of tones and colours—colour-tones and tone-colours—
an atmosphere of the purest spatiality, which enveloped and
rendered, no longer body—the human being as a shape—but the
soul unconfined. This atmospheric brown, which was entirely alien
to the Renaissance, is the unrealest colour that there is. It is the one
major colour that does not exist in the rainbow. A pure brown light
is outside the possibilities of the Nature that we know. All the
greenish-brown, silvery, moist brown, and deep gold tones that
appear in their splendid variety with Giorgione, grow bolder and
bolder in the great Dutch painters and lose themselves towards the
end of the eighteenth century, have the common quality that they
strip nature of her tangible actuality. They contain, therefore, what
is almost a religious profession of faith; we feel that here we are not
very far from Port Royal, from Leibniz. With Constable—who is
the founder of the painting of Civilization—it is a different will
that seeks expression; and the very brown that he had learnt from
the Dutch meant to him not what it had meant to them—Destiny,
God, the meaning of life—but simply romance, sensibility, yearning
for something that was gone, memorial of the great past of the
dying art. In the last German masters too—Lessing, Marées, Spitz-
weg, Diez, Leibl—whose belated art is a romantic retrospect, an
epilogue, the brown tones appear simply as a precious heirloom.
Unwilling in their hearts to part with this last relic of the great
style, they preferred to set themselves against the evident tendency
of their generation—the soulless and soulkilling generation of
plein-dir and Haeckel.

It was the masters who were inwardly greatest—Rembrandt
above all—who best understood this colour. It is the enigmatic
brown of his most telling work, and its origin is in the deep lights
of Gothic church-windows and the twilight of the high-vaulted
Gothic nave.

Brown, then, became the characteristic colour of the soul, and
more particularly of a historically-disposed soul. Nietzsche has, I
think, spoken somewhere of the ‘brown’ music of Bizet, but the ad-
jective is far more appropriate to the music which Beethoven wrote
for strings® and to the orchestration that even as late as Bruckner

¢ The strings in the Orchestra represent, as a class, the colours of the
distance. The bluish green of Watteau is found already in the Neapolitan
bel canto of about 1700, in Couperin, in Mozart and Haydn; and the brown
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so often fills space with a browny-golden expanse of tone. All other
colours are relegated to ancillary functions—thus the bright yellow
and the vermilion of Vermeer intrude into the spatial almost as
though from another world and with an emphasis that is truly
metaphysical, and the yellow-green and blood-red lights of Rem-
brandt seem at most to play with the symbolism of space.

PATINA

I have called brown a historical colour. By this is meant that it
makes the atmosphere of the pictured space signify directedness
and future. The other colours of distance have also this significance,
and they lead to an important, considerable and distinctly bizarre
extension of the Western symbolism. The Hellenes had in the end
come to prefer bronze and even gilt-bronze to the painted marble,
the better to express (by the radiance of this phenomenon against a
deep blue sky) the idea of the individualness of any and every
corporeal thing.” Now, when the Renaissance dug these statues up,
it found them black and green with the patina of many centuries.
The historic spirit, with its piety and longing, fastened on to this—
and from that time forth our form-feeling has canonized this black
and green of distance. Patina is a symbol of mortality and hence
related in a remarkable way to the symbols of time-measurement
and the funeral rite. It corresponds to the wistful regard of the
Faustian soul for ruins and evidences of the distant past, its prone-
ness to the collection of antiquities and manuscripts and coins, to
pilgrimages to the Forum Romanum and to Pompeii, to excavations
and philological studies, which appears as early as the time of
Petrarch. We are moved by a secret piety to preserve the aqueducts
of the Campagna, the Etruscan tombs, the ruins of Luxor and
Karnak, the crumbling castles of the Rhine, the Roman Limes,
Hersfeld and Paulinzella from becoming mere rubbish—but we
keep them as ruins, feeling in some subtle way that reconstruction
would deprive them of something, indefinable in terms, that can
never be reproduced. Nothing was further from the Classical mind

of the Dutch in Corelli, Handel and Beethoven. The woodwind, too, calls up
illumined distances. Yellow and red, on the other hand, the colours of near-
ness, the popular colours, are associated with the brass timbre, the effect of
which is corporeal often to the point of vulgarity. The tone of an old fiddle
is entirely bodiless.

(The horn is an exception, and is always treated as an exception, to the
brass generally. Its place is with the woodwind, and its colours are those of
the distance.—At.)

7 The use of gold in this way, viz., to add brilliancy to bodies standing
freely in the open, has nothing in common with its employment in Magian
art to provide glittering backgrounds for figures seen in dim interiors.
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than this reverence for the weather-beaten evidences of a once and
a formerly. It cleared out of sight everything that did not speak of
the present; never was the old preserved because it was old. The
heroic landscape of the Claude Lorrain type is inconceivable with-
out ruins. The English park with its atmospheric suggestion, which
supplanted the French about 1750 and abandoned the great per-
spective idea of the latter in favour of the ‘Nature’ of Addison, Pope
and sensibility, introduced into its stock of motives perhaps the
most astonishing bizarrerie ever perpetrated, the artificial ruin, in
order to deepen the historical character in the presented landscape.?
Again, it is not the Classical statue, but the Classical torso that we
really love. It has had a destiny : something suggestive of the past
as past envelops it, and our imagination delights to fill the empty
space of missing limbs with the pulse and swing of invisible lines.
A good restoration—and the secret charm of endless possibilities is
all gone. I venture to maintain that it is only by way of this trans-
position into the musical that the remains of Classical sculpture can
really reach us. Would not the towers and domes of our old cities
lose their deep metaphysical charm if they were sheathed in new
copper? Age, for us as for the Egyptian, ennobles all things. For
Classical man, it depreciates them.

® Home, an English philosopher of the eighteenth century, declared in a
lecture on English parks that Gothic ruins represented the triumph of time
over power, Classical ruins that of barbarism over taste. It was that age
that first discovered the beauty of the ruin-studded Rhine, which was thence-
forward the historic river of the Germans.
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VII

MUSIC AND PLASTIC: ACT* AND PORTRAIT

VARIETIES OF HUMAN PORTRAITURE

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.

The Apollinian soul, Euclidean and confined to a point, felt the
empirical visible body as the complete expression of its own way
of being; the Faustian, wandering far away, found this expression
not in person, odpa, but in personality, character, call it what you
will. While Gluck expresses the woe of Armida by a melody com-
bined with drear gnawing tones in the instrumental accompaniment,
the same is achieved in Pergamene sculptures by making every
muscle speak. The Hellenistic portraiture tries to draw a spiritual
type in the structure of its heads. In China the heads of the Saints
of Lin-yan-si tell of a wholly personal inner life by their look and
the play of the corners of the mouth. What Apollinian man and
Apollinian art can claim as their very own is simply the apotheosis
of the bodily phenomenon, taking the word perfectly literally—the
rhythmic proportioning of limbs and harmonious build of muscles.
This is not Pagan as against Christian, it is Attic as against Baroque.

Thus the Classical plastic art, after liberating the form completely
from the actual or imaginary back-wall and setting it up in the open,
free and unrelated, to be seen as a body among bodies, moved on
logically till the naked body became its only subject. And, more-
over, it is unlike every other kind of sculpture recorded in art-
history in that its treatment of the bounding surfaces of this body

1 The word Akt means ‘pose’ and, in art language, ‘nude’. In this work it
must be understood in a widened connotation—viz., as expressing the in-
stantaneous-become as against the historically-becoming, the presentation in
the perfect as against the imperfect sense, the act as against the action. It
has therefore been retained, ‘nude’ however being substituted in certain cases.
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is anatomically convincing. Just as Classical man properly meant,
with his perfected working-out of superficial body, to exhaust the
whole essence of the living phenomenon in and by the rendering
of its bounding surfaces, so Faustian man no less logically found the
most genuine, the only exhaustive, expression of his life-feeling in
the Portrait. The Hellenic treatment of the nude is the great excep-
ticnal case; in this and in this only has it led to an art of the high
order.?

Act and Portrait have never hitherto been felt as constituting an
opposition and consequently the full significance of their appear-
ances in art-history has never been appreciated. But in order to grasp
the significance of the portraiture of the West more specifically in
contrast with that of Egypt and that of China, we have to consider
the deep change in the language of the West that began in
Merovingian times to foreshadow the dawn of a new life-feeling.
This change extended equally over the old German and the vulgar
Latin, but it affected only the tongues spoken in the countries of the
coming Culture (for instance, Norwegian and Spanish, but not
Rumanian). The change would be inexplicable if we were to regard
merely the spirit of these languages and their ‘influence’ of one
upon another; the explanation is in the spirit of the mankind that
raised a mere way of using words to the level of a symbol. Instead
of sum, Gothic im, we say ich bin, I am, je suis; instead of fecisti,
we say tu habes factum, tu as fait, du habes gitdn; and again, daz
wip, un homme, man hat. The coming of this specific ‘I’ is the first
dawning of that personality-idea which was so much later to create
the sacrament of Contrition and personal absolution. And this ‘T’
and ‘Thou’ is the key to Gothic portraiture.

It has been shown how the experience of the extended has its
origin in the living direction, time, destiny. In the perfected ‘being’
of the allround nude body the depth-experience has been cut
away, but the ‘look’ of a portrait leads this experience into the
supersensuous infinite. Therefore the Ancient art is an art of the
near and tangible and timeless. The Classical statue is a piece of
present ‘Nature’ and nothing besides. The Classical poetry is
statuary in verse. Herein is the root of our feeling that ascribes to
the Greek an unreserved devotion to Nature. We shall never entirely
shake off the idea that the Gothic style as compared with the Greek
is ‘unnatural’. Of course it is, for it is more than Nature; only we are

% In other countries, e.g. old Egypt and Japan (to anticipate a particularly
foolish and shallow assertion), the sight of naked men was a far more ordin-
ary and commonplace thing than it was in Athens, but the Japanese art-
lover feels emphasized nudity as ridiculous and vulgar. The nude is depicted
(as for that matter it is in the ‘Adam and Eve’ of Bamberg Cathedral), but
merely as an object without any significance of potential whatsoever,
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unnecessarily loath to realize that it is a deficiency in the Greek
that our feeling has detected. The Western form-language is richer
—portraiture belongs to Nature and to history. Any monument by
the Netherland Sculptors who worked on the Royal tombs of St
Denis from 1260, a portrait by Holbein or Titian or Rembrandt or
Goya, is a biography, and a self-portrait is a historical confession.
To make one’s confession is not to avow an act but to lay before
the Judge the inner history of that act. The whole of Northern
poetry is one outspoken confession. So are the portrait of Rem-
brandt and the music of Beethoven. What Raphael and Calderon
and Haydn told to the priests, these men put into the language of
their works. Western man lives in the consciousness of his be-
coming and his eyes are constantly upon past and future. The Greek
lives pointwise, ahistorically, somatically. No Greek would have
been capable of a genuine self-criticism. As the phenomenon of the
nude statue is the completely ahistoric copy of a man, so the
Western self-portrait is the exact equivalent of the ‘Werther' or
‘Tasso’ autobiography. To the Classical both are equally and wholly
alien. There is nothing so impersonal as Greek art. Myron's Dis-
cobolus® renders the exterior form purely as itself, without relation
of any sort to the inner organs, let alone to any ‘soul’. One has only
to take the best work of this period and compare it with the old
Egyptian statues, say the ‘Village Sheikh™ or King Phiops (Pepi), or
again with Donatello’s ‘David’,’ to understand at once what it means
to recognize a body purely with reference to its material boundaries.
Everything in a head that might allow something intimate or
spiritual to become phenomenal the Greeks (and markedly this same
Myron) most carefully avoid. Once this characteristic has struck us,
the best heads of the great age sooner or later begin to pall. Seen in
the perspective of our world-feeling, they are stupid and dull, want-
ing in the biographical element, devoid of any destiny. Right down
to Lysippus there is not one single character-head, but only masks.
Again, considering the figure as a whole, with what skill the Greeks
avoid giving any impression that the head is the favoured part of
the body! That is why these heads are so small, so un-significant in
their pose, so un-thoroughly modelled. Always they are formed as a
part of the body like arms and legs, never as the seat and symbol of
an T.

At last, even, we come to regard the feminine (not to say

8 A cast of this is in the British Museum.

4 In the Bargello, Florence. Replica in Vict. and Alb. Museum, London.—At.

5 The ‘Apollo with the lyre’ at Munich was admired by Winckelmann and
his time as a Muse. Till quite recently a head of Athene (a copy of Praxiteles)
at Bologna passed as that of a general. Such errors would be entirely impos-
sible in dealing with a physiognomic art, e.g. Baroque.
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effeminate) look of many of these heads of the fifth, and still more
of the fourth, centuries as the—no doubt unintentional—outcome
of an effort to get rid of personal character entirely.

The portraiture of the great age of Baroque, on the contrary,
applies to historical distance all those means of pictorial counter-
point that we already know as the fabric of their spatial distance—
the brown-dipped atmosphere, the perspective, the dynamic brush-
stroke, the quivering colour-tones and lights—and with their aid
succeeds in treating body as something intrinsically non-material,
as the highly expressive envelope of a space-commanding ego. (This
problem the fresco-technique, Euclidean that it is, is powerless to
solve.) The whole painting has only one theme, a soul. Observe the
rendering of the hands and the brow in Rembrandt (e.g. in the etch-
ing of Burgomaster Six or the portrait of an architect at Cassel),
and again, even so late, in Marées and Leibl—spiritual to the point
of dematerialization, visionary, lyrical. Compare them with the
hand and brow of an Apollo or a Poseidon of the Periclean age!

The Gothic, too, had deeply and sincerely felt this. It had draped
body, not for its own sake but for the sake of developing in the
ornament of the drapery a form-language consonant with the
language of the head and the hands in a living fugue. So, too, with
the relations of the voices in counterpoint and, in Baroque, those
of the ‘continuo’ to the upper voices of the orchestra. In Rembrandt
there is always interplay of bass melody in the costume and motives
in the head.

The opposition of Apollinian and Faustian ideals of Humanity
may now be stated concisely. Act and Portrait are to one another
as body and space, instant and history, foreground and background,
Euclidean and analytical number, proportion and relation. The
Statue is rooted in the ground, Music (and the Western portrait is
music, soul woven of colour-tones) invades and pervades space
without limit. The Apollinian form-language reveals only the be-
come, the Faustian shows above all a becoming.

It is for this reason that child-portraits and family groups are
amongst the finest and most intimately right achievements of
Western art. The child links past and future. In every art of human
representation that has a claim to symbolic import, it signifies
duration in the midst of phenomenal change, the endlessness of life.
But the Classical Life exhausted itself in the completeness of the
moment. The individual shut his eyes to time-distances; he compre-
hended in his thought the men like himself whom he saw around
him, but not the coming generations; and therefore there has never
been an art that so emphatically ignored the intimate representa-
tion of children as the Greek art did.
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Endless Becoming is comprehended in the idea of Motherhood,
Woman as Mother is Time and is Destiny. All symbols of Time and
Distance are also symbols of maternity. Care is the root-feeling of
future, and all care is motherly.

In the religious art of the West, the representation of Motherhood
is the noblest of all tasks. As Gothic dawns, the Theotokos of the
Byzantine changes into the Mater Dolorosa, the Mother of God. In
German mythology she appears (doubtless from Carolingian times
only) as Frigga and Frau Holle. The same feeling comes out in beauti-
ful Minnesinger fancies like Lady Sun, Lady World, Lady Love. The
whole panorama of early Gothic mankind is pervaded by some-
thing maternal, something caring and patient, and Germanic-
Catholic Christianity—when it had ripened into full consciousness
of itself and in one impulse settled its sacraments and created its
Gothic Style—placed not the suffering Redeemer but the suffering
Mother in the centre of its world-picture. About 1250, in the great
epic of statuary of Reims Cathedral, the principal place in the centre
of the main porch, which in the cathedrals of Paris and Amiens was
still that of Christ, was assigned to the Madonna; and it was about
this time, too, that the Tuscan school at Arezzo and Siena (Guido da
Siena) began to infuse a suggestion of mother-love into the con-
ventional Byzantine Theotokos. And after that the Madonnas of
Raphael led the way to the purely human type of the Baroque, the
mother in the sweetheart—Ophelia, Gretchen—whose secret reveals
itself in the glorious close of Faust II and in its fusion with the
early Gothic Mary.

As against these types, the imagination of the Greeks conceived
goddesses who are either Amazons like Athene or hetaerae like
Aphrodite. In the root-feeling which produced the Classical type of
womanhood, fruitfulness has a vegetal character—in this con-
nexion as in others the word odua exhaustively expresses the mean-
ing of the phenomenon. Think of the masterpieces of this art, the
three mighty female bodies of the East Pediment of the Parthenon,®
and compare with them that noblest image of a mother, Raphael's
Sistine Madonna. In the latter, all bodiliness has disappeared. She
is all distance and space. The Helen of the ‘Iliad’, compared with
Kriemhild, the motherly comrade of Siegfried, is a courtesan, while
Antigone and Clytaemnestra are Amazons. When the Classical
sculpture, late art that it is,” arrives at secularizing® the pictures of

6 The so-called ‘Three Fates’ in the British Museum.—At.

7 The Orphic springtime contemplates the Gods and does not see them.

8 There was indeed a beginning of this in the aristocratic epic of Homer—
so nearly akin to the courtly narrative art of Boccaccio. But throughout the
Classical age strictly religious people felt it as a profanation; the worship
that shines through the Homeric poems is quite without idolatry, and a
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the god, it creates the antique ideal of female form in a Cnidian
Aphrodite—merely a very beautiful object, not a character or an
ego but a piece of Nature. And in the end Praxiteles finds the hardi-
hood to represent a goddess entirely naked. This innovation met
with severe criticism, for it was felt to be a sign of the decline of
the Classical world-feeling; suitable as it was to erotic symbolism,
it was in sharp contradiction with the dignity of the older Greek
religion.

HELLENISTIC PORTRAITURE

It was at this time that an art of portraiture appeared sim-
ultaneously with the invention of a form that has never since
been forgotten, the bust. Unfortunately (here as elsewhere) art-
research has made the mistake of discovering in this the ‘begin-
nings’ of ‘the’ portrait. This ‘portrait’ is distinguishable not by per-
sonal traits but by the label only. This is the general custom
amongst children and primitive men, and it is connected with
name-magic. But now, in the later phase, there was an additional
factor—the tendency of the time towards genre and applied art,
which produced also the Corinthian column. What the sculptors
worked out was the types of life’s stage, the #fos which we mis-
translate by character but which is really the kinds and modes of
public behaviour and attitude; thus there is ‘the’ grave Commander,
‘the’ tragic poet, ‘the’ passion-torn actor, ‘the’ absorbed philosopher.
Here is the real key to the understanding of the celebrated Hellen-
istic portraiture, for which the quite unjustifiable claim has been
set up that its products are expressions of a deep spiritual life. It
was only in the fourth century that Demetrius of Alopeke began to
emphasize individual traits in the external build of the man and
Lysistratus the brother of Lysippus to copy (as Pliny tells us) a
plaster-of-paris cast of the subject’s face without much subsequent
modification. And how little such portraiture is portraiture in Rem-
brandt’s sense should surely have been obvious to anyone. The soul
is missing. The brilliant fidelity of Roman busts especially has been
mistaken for physiognomic depth. But what really distinguishes
the higher work from this craftsman’s and virtuoso’s work is that
in such work the important and significant is not brought out, it is

further proof is the anger of thinkers who, like Heraclitus and Plato, were
in close touch with the temple tradition. It will occur to the student that
the unrestricted handling of even the highest divinities in this very late art
is not unlike the theatrical Catholicism of Rossini and Liszt, which is already
foreshadowed in Corelli and Hindel and had, earlier even, almost led to the
condemnation of Church music in 1564.
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put In. An example of this is seen in the Demosthenes statue,’ the
artist of which possibly saw the orator in life. Here the particulars
of the body-surface are emphasized, perhaps over-emphasized (‘true
to Nature’, they called this then), but upon a foundation so con-
ceived he introduces the character-type of the Serious Orator which
we meet again on different bases in the portraits of Aschines and
Lysias at Naples.

BAROQUE PORTRAITURE

In the oil-painting age that followed the end of the Renaissance,
the depth of an artist can be accurately measured by the content
of his portraits. To this rule there is hardly an exception. All forms
in the picture (whether single, or in scenes, groups or masses)” are
fundamentally felt as portraits; whether they are meant to be so
or not is immaterial, for the individual painter has no choice in the
matter. Nothing is more instructive than to observe how under the
hands of a Faustian artist even the Act transforms itself into a
portrait-study. A Faustian nude is a contradiction in itself—hence
the character-heads that we so often see on feeble representations
of the nude, (as far back as the Job of old French cathedral-sculpture)
and hence also the laborious, forced, equivocal character that
arouses our dislike in too manifest efforts to placate the Classical
ideal—sacrifices offered up not by the soul but by the cultivated
understanding. In the whole of painting after Leonardo there is not
one important or distinctive work that derives its meaning from
the Euclidean being of the nude body. It is mere incomprehension
to quote Rubens here, and to compare his unbridled dynamism of
swelling bodies in any respect whatever with the art of Praxiteles
and even Scopas. It is owing precisely to his splendid sensuality that
he is so far from the static of Signorelli’s bodies. If there ever was
an artist who could put a maximum of ‘becoming’ into the beauty
of naked bodies, who could treat bodily floridness historically and
convey the (utterly un-Hellenic) idea of an inexhaustible outflowing
from within, it was Rubens. In Rubens (recalling once more the
characteristic opposition of Apollinian and Faustian mathematics)
the body is not magnitude but relation. What matters is the fullness
of life that streams out of it and the stride of its life along the road
from youth to age, where the Last Judgment that turns bodies into
flames takes up the motive and interwines it in the quivering web

9 In the Vatican Museum.—At.

10 Even the landscape of the Baroque develops from composed backgrounds
to portraits of definite localities, representations of the soul of these localities
which are thus endowed with faces.
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of active space. Such a synthesis is entirely un-Classical; but even
nymphs, when it is Corot who paints them, are likewise shapes
ready to dissolve into colour-patches reflecting endless space. Such
was not the intention of the Classical artist when he depicted the
nude.

At the same time, the Greek form-ideal—the self-contained unit
of being expressed in sculpture—has equally to be distinguished
from that of the merely beautiful bodies on which painters from
Giorgione to Boucher were always exercising their cleverness, which
are fleshly still-life, genre-work expressing merely a certain gay
sensuousness (e.g. Rubens’ wife in a fur cloak.”) and in contrast
with the high ethical significance of the Classical Act have almost
no symbolic force.” The episode of Florence amounts to an attempt
to replace the Portrait of the Gothic style by the Act as a symbol of
humanity. Logically, therefore, the entire art of the Renaissance
should be wanting in the physiognomic traits but the whole of the
portrait-work of A. Rossellino, Donatello, Benedetto de Maiano,
Mino da Fiesole, stands so near in spirit to that of Van Eyck,
Memlinc and the Early Rhenish masters as to be often indistinguish-
able from theirs. In architecture, little as the new work was
Apollinian in spirit, it was possible to create anti-Gothically, but in
portraiture—no. It was too specifically Faustian a symbol. However
highly we may value the Uzzano bust of Donatello—which is per-
haps the most important achievement of that age and that circle—
it will be admitted that by the side of the portraits of the Venetians
it hardly counts.

LEONARDO RAPHAEL AND MICHELANGELO—
AS VANQUISHERS OF THE RENAISSANCE

The Renaissance was born of defiance. In Gothic, and again in
Baroque an entirely great artist was fulfilling his art in deepening
and completing its language, but in Renaissance he was necessarily
only destroying it.

So it was in the cases of Leonardo, Raphael and Michelangelo, the
only really great men of Italy after Dante. Is it not curious that
between the masters of the Gothic—who were nothing but silent
workers in their art and yet achieved the very highest that could be
achieved within its convention and its field~—and the Venetians and
Dutch of 1600—who again were purely workers—there should be

1 Art Gallery, Vienna.—At.

12 Nothing more clearly displays the decadence of Western art since
the middle of the nineteenth century than its absurd mass-wise rendering of

nudes; the deeper meaning of study of the nude and the importance of the
motive have been entirely forgotten.
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these three men who were not only ‘sculptors’ or ‘painters’ but
thinkers, and thinkers who of necessity busied themselves not
merely with all the available means of artistic expression but with
a thousand other things besides, ever 1estless and dissatisfied, in
their effort to get at the real essence and aim of their being? Does
it not mean—that in the Renaissance they could not ‘find them-
selves’? Each in his own fashion, each under his own tragic illusion,
these three giants strove to be ‘Classical’ in the Medicean sense; and
yet it was they themselves who in one and another day—Raphael in
respect of the line, Leonardo in respect of the surface, Michelangelo
in respect of the body—shattered the dream. In them the misguided
soul is finding its way back to its Faustian starting-points. What
they intended was to substitute proportion for relation, drawing
for light-and-air effect, Euclidean body for pure space. But neither
they nor others of their time produced a Euclidean-static sculpture—
for that was possible once only, in Athens. In all their work one
feels a secret music, in all their forms the movement-quality and
the bias towards distance and depth. They are on the way, not to
Phidias but to Palestrina, and they have come thither not from
Roman ruins but from the still music of the cathedral. The majestic
spirit of the Counter-Reformation, massive, animated, gorgeous,
lives already in Michelangelo. The question of form was for him a
religious matter; for him (and only for him) it was all or nothing.
And this is the explanation of the lonely fearful wrestlings of this
man, surely the unhappiest figure in our art; of the fragmentary,
the tortured, the unsatisfied, the terrible in his forms that frightened
his contemporaries.

His was the last effort, repeated again and again, to put the
entirety of the artist-personality into the language of marble. But
the Euclidean material failed him. For Phidias, marble is the cosmic
stuff that is crying for form. The story of Pygmalion and Galatea
expresses the very essence of that art. But for Michelangelo marble
was the foe to be subdued, the prison out of which he must deliver
his idea as Siegfried delivered Brunhilde. Everyone knows his way
of setting to work. He did not approach the rough block coolly
from every aspect of the intended form, but attacked it with a
passionate frontal attack, hewing into it as though into space,
cutting away the material layer by layer and driving deeper and
deeper until his form emerged, while the members slowly developed
themselves out of the quarry. Never perhaps has there been a more
open expression of world-dread in the presence of the become—
Death—of the will to overpower and capture it in vibrant form.
There is no other artist of the West whose relation to the stone has
been that of Michelangelo—at once so intimate and so violently
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masterful. It is his symbol of Death. In it dwells the hostile principle
that his daemonic nature is always striving to overpower, whether
he is cutting statues or piling great buildings out of it. He produced
acts—a sacrifice to the Hellenic idol—but the soul in them denies
or overmasters the visible form. The Classical eye absorbs plastic
form into itself, but Michelangelo saw with the spiritual eye and
broke through the foreground-language of immediate sensuousness.
And inevitably, in the long run, he destroyed the conditions for this
art. Marble became too trivial for his will-to-form. He ceased to be
sculptor and turned architect. In his old age, when he was producing
only wild fragments like the Rondanini Madonna and leaving his
figures almost in the rough, the musical tendency of his artistry
broke through. In the end the impulse towards contrapuntal
form was no longer to be repressed and, dissatisfied through and
through with the art upon which he had spent his life, yet dominated
still by the unquenchable will to self-expression, he shattered the
canon of Renaissance architecture and created the Roman Baroque.
For relations of material and form he substituted the contest of
force and mass. He grouped the columns in sheaves or else pushed
them away into niches. He broke up the storeys with huge pilasters
and gave the facade a sort of surging and thrusting quality. Measure
yielded to melody, the static to the dynamic. And thus Faustian
music enlisted in its service the chief of all the other arts.

With Michelangelo the history of Western sculpture is at an end.
What of it there was after him was mere misunderstanding or
reminiscence. His real heir was Palestrina.

Leonardo does not speak the language of his contemporaries. He
alone had neither the ambition to be sculptor nor the ambition to
be architect. It was a strange illusion of the Renaissance that the
Hellenic feeling and the Hellenic cult of the exterior structure
be achieved through anatomy. But when Leonardo studied anatomy
it was not, as in Michelangelo’s case, foreground anatomy, the topo-
graphy of human surfaces, studied for the sake of plastic, but physi-
ology studied for the inward secrets. While Michelangelo tried to
force the whole meaning of human existence into the language of
the living body. Leonardo’s studies show the exact opposite. His
much-admired sfumato is the first sign of the repudiation of cor-
poreal bounds, in the name of space, and as such it is the starting-
point of Impressionism. Leonardo begins with the spiritual space,
not with defined outlines, and when he ends (that is, if he ends at
all and does not leave the picture unfinished), the substance of colour
lies like a mere tinge over the real structure of the picture, which is
something incorporeal and indescribable. Raphael’s paintings fall
into planes in which he disposes his well-ordered groups, and he

154



ACT AND PORTRAIT

closes off the whole with a well-proportioned background. But
Leonardo knows only one space, wide and eternal, and his figures, as
it were, float therein. The one puts inside a frame a sum of individual
near things, the other a portion cut out of the infinite.

Leonardo discovered the circulation of the blood. It was no
Renaissance spirit that brought him to that—on the contrary, the
whole course of his thought took him right outside the conceptions
of his age. Neither Michelangelo nor Raphael could have done it,
for their painter’s anatomy regarded only the form and position,
not the function, of the parts. But Leonardo investigated the life in
the body as Rubens did, and not the body-in-itself like Signorelli.
The Baroque is truly the period of the great discoveries.

Leonardo was a discoverer through-and-through, and discovery
was the sum in one word of his whole nature. He was the first, too,
who set his mind to work on aviation. To fly, to free one’s self from
earth, to lose one’s self in the expanse of the universe—is not this
ambition Faustian in the highest degree? Is it not in fact the fulfil-
ment of our dreams? Has it never been observed how the Christian
legend became in Western painting a glorious transfiguration of
this motive? All the pictured ascents into heaven and falls into hell,
the divine figures floating above the clouds, the blissful detachment
of angels and saints, the insistent emphasis upon freedom from
earth’s heaviness, are emblems of soulflight, peculiar to the art of
the Faustian, utterly remote from that of the Byzantine.

The transformation of Renaissance fresco-painting into Venetian
oil-painting is a matter of spiritual history. We have to appreciate
very delicate and subtle traits to discern the process of change. In
almost every picture from Masaccio’s ‘Peter and the Tribute
Money’ in the Brancacci Chapel, through the soaring background
that Piero della Francesca gave to the figures of Federigo and
Battista of Urbino, to Perugino’s ‘Christ giving the keys’, the fresco
manner is contending with the invasive new form. It was, as always,
the struggle between hand and soul, between eye and instrument,
between the form willed by the artist and the form willed by time
—the struggle between Plastic and Music.

In the light of this, we can at last understand that gigantic effort
of Leonardo, the cartoon of the ‘Adoration of the Magi’ in the
Uffizi. It is the most daring painting of the Renaissance. Nothing like
it was even imagined till Rembrandt. Transcending all optical
measures, everything then called drawing, outline, composition and
grouping, he pushes fearlessly on to challenge eternal space; every-
thing bodily floats like the planets in the Copernican system and
the tones of a Bach organ-fugue in the dimness of old churches. In
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the technical possibilities of the time, so dynamic an image of
distance could only remain a torso.

In the Sistine Madonna, which is the very summation of the
Renaissance, Raphael causes the outline to draw into itself the
entire content of the work. It is the last grand line of Western art.
Already (and it is this that makes Raphael the least intelligible of
Renaissance artists) convention is strained almost to breaking-point
by the intensity of inward feeling. He did not indeed wrestle with
problems. He had not even an inkling of them. But he brought art
to the brink where it could no longer shirk the plunge, and he lived
to achieve the utmost possibilities within its form-world. The
ordinary person who thinks him flat simply fails to realize what is
going on in his scheme. We do understand Perugino at a glance, we
merely think we understand Raphael. His very line—that drawing-
character that at first sight seems so Classical—is something that
floats in space, unearthly, Beethoven-like. In this work Raphael is the
least obvious of all artists, much less obvious even than Michel-
angelo, whose intention is manifest through all the fragmentariness
of his works.

Leonardo is over the frontier. The sketch for Adoration of the
Magi is already music. It is not a casual but a deeply significant
circumstance that in this work, as also in his St Jerome, he did not
go beyond the brown underpainting, the ‘Rembrandt’ stage, the
atmospheric brown of the following century. For him, entire full-
ness and clearness of intention was attained with the work in that
state, and one step into the domain of colour (for that domain was
still under the metaphysical limitations of the fresco style) would
have destroyed the soul of what he had created. It was reserved for
the Venetians, who stood outside the Florentine convention, to
achieve what he strove for here, to fashion a colour-world sub-
serving space instead of things.

The men of this time were not ripe for portraiture as Rem-
brandt understood the word, the building-up of a soul-history out
of dynamic brush-strokes and lights and tones. But only Leonardo
was great enough to experience this limitation as a Destiny. Others
merely set themselves to paint heads (in the modes prescribed by
their respective schools) but Leonardo—the first, here, to make the
hands also speak, and that with a physiognomic maestria—had an
infinitely wider purpose. His soul was lost afar in the future, though
his mortal part, his eye and hand, obeyed the spirit of the age.
Assuredly he was the freest of the three great ones. Deeper than
Diirer, bolder than Titian, more comprehensive than any single man
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of his time, he was essentially the artist of torsos.® Michelangelo
the belated sculptor was so, too, but in another sense, while in
Goethe’s day that which had been unattainable for the painter of
the Last Supper had already been reached and overpassed. Michel-
angelo strove to force life once more into a dead form-world,
Leonardo felt a new form-world in the future, Goethe divined that
there could be no new form-worlds more. Between the first and the
last of these men lie the ripe centuries of the Faustian Culture.

THE VICTORY OF INSTRUMENTAL MUSIC IN 1670
AND A CLASSICAL PARALLEL

It remains now to deal with the major characters of Western art
during the phase of accomplishment. In this the inexorable pro-
gress of Necessity is apparent. We have learned to understand arts
as prime phenomena. We no longer look to the operations of cause
and effect to give unity to the story of development. Instead, we have
set up the idea of the Destiny of an art, and admitted arts to be
organisms of the Culture, organisms which are born, ripen, age and
for ever die.

As a ‘late’ period, the Baroque knows, just as the Ionic had known,
what the form-language of its arts has to mean. From being a philo-
sophical religion, art has to be a religious philosophy. Great masters
come forward in the place of anonymous schools. At the culmina-
tion of every Culture we have the spectacle of a splendid group of
great arts, well-ordered and linked as a unit by the unity of the
prime symbol underlying them all. The Apollinian group, to which
belong vase-painting, fresco relief, the architecture of ranked
columns, the Attic drama and the dance, centres upon the naked
statue. The Faustian group forms itself round the ideal of pure
spatial infinity and its centre of gravity is instrumental music. The
nearer the grand style comes to its point of fulfilment, the more
decisive the tendency to an ornamental language of inexorable
clarity of symbolism. The group of great arts is further simplified.
About 1670, just when Newton and Leibniz were discovering the
Differential Calculus, oil-painting had reached the limits of its pos-
sibilities. Its last great masters were dead or dying—Velasquez
1660, Poussin 1665, Franz Hals 1666, Rembrandt 1669, Vermeer
1675, Murillo, Ruysdael and Claude Lorrain 1682—and one has only
to name the few successors of any importance (Watteau, Hogarth,
Tiepolo) to feel at once the descent, the end, of an art. In this time
also, the great forms of pictorial music expired. Heinrich Schiitz died

8 In Renaissance work the finished product is often quite depressingly
complete. The absence of ‘infinity’ is palpable. No secrets, no discoveries.
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in 1672, Carissimi in 1674, and Purcell in 1665—the last great
masters of the Cantata, who had played around image-themes with
infinite variety of vocal and instrumental colour and had painted
veritable pictures of fine landscape and grand legend-scene. With
Lully (1687) the heart of the heroic Baroque opera of Monteverde
ceased to beat. It was the same with the old ‘classical’ sonata for
orchestra, organ and string trio, which was a development of
image-themes in the fugal style. Thereafter, the forms become those
of final maturity, the concerto grosso, the suite, and the three-part
sonata for solo instruments. Music frees itself from the relics of
bodiliness inherent in the human voice and becomes absolute. The
theme is no longer an image but a pregnant function, existent only
in and by its own evolution, for the fugal style as Bach practised it
can only be regarded as a ceaseless process of differentiation and in-
tegration. The victory of pure music over painting stands recorded
in the Passions which Heinrich Schiitz composed in his old age—
the visible dawn of the new form-language—in the sonatas of
Dall'Abaco and Corelli, the oratorios of Hindel and the Baroque
polyphony of Bach. Henceforth this music is the Faustian art, and
Watteau may fairly be described as a painter-Couperin, Tiepolo as a
painter-Handel.

In the Classical world the corresponding change occurred about
460, when Polygnotus, the last of the great fresco-painters, ceded
the inheritance of the grand style to Polycletus and to sculpture in
the round. Till then—as late even as Polygnotus’s contemporaries
Myron and the masters of the Olympia pediment—the form-
language of a purely planar art had dominated that of statuary also;
for, just as painting had developed its form more and more towards
the ideal of the silhouette of colour with internal drawing super-
posed—to such an extent that at last there was almost no difference
between the painted relief and the flat picture—so also the sculptor
had regarded the frontal outline as it presented itself to the beholder
as the true symbol of the Ethos, the cultural type, that he meant his
figure to represent. The field of the temple-pediment constitutes a
picture; seen from the proper distance, it makes exactly the same
impression as its contemporary the red-figure vase-painting. In Poly-
cletus’s generation the monumental wall-painting gives place to the
board-picture, the ‘picture’ proper, in tempera or wax—a clear in-
dication that the great style has gone to reside elsewhere. The am-
bition of Apollodorus’s shadow painting was not in any sense what
we call chiaroscuro and atmosphere, but sheer modelling in the
round in the sculptor’s sense; and of Zeuxis Aristotle says expressly
that his work lacked ‘Ethos’. Thus, this newer Classical painting
with its cleverness and human charm is the equivalent of our
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eighteenth-century work. Both lacked inner greatness, and both
tried by force of virtuosity to speak in the language of that single
and final Art which in each case stood for ornamentation in the
higher sense. Hence Polycletus and Phidias aline themselves with
Bach and Hindel; as the Western mast=rs liberated strict musical
form from the executive methods of the Painting, so the Greek
masters finally delivered the statue from the associations of the
Relief.

And with plastic and music at this stage of development the two
Cultures reach their respective ends. A pure symbolism of mathe-
matical rigour had become possible. Polycletus could produce his
‘canon’ of the proportions of the human body, and his contem-
porary Bach the ‘Kunst der Fuge’ and ‘Wohltemperiertes Klavier’.
In the two arts that ensued, we have the last perfection of achieve-
ment that pure form saturated with meaning can give. The mathe-
matics of beauty and the beauty of mathematics are henceforth in-
separable. The unending space of tone and the all-round body of
marble or bronze are immediate interpretations of the extended.
They belong to number-as-relation and to number-as-measure. In
fresco and in oil-painting, in the laws of proportion and those of
perspective, the mathematical is only indicated, but the two final
arts are mathematics, and on these peaks Apollinian art and
Faustian art are seen entire.

With the exit of fresco and oil-painting, the great masters of
absolute plastic and absolute music file on to the stage, man after
man. Polycletus is followed by Phidias, Paeonius, Alcamenes,
Scopas, Praxiteles, Lysippus. Behind Bach and Handel come Gluck,
Stamitz, the younger Bachs, Haydn, Mozart, Beethoven—in their
hands an armoury of wonderful and now long-forgotten instru-
ments, a whole magician’s world created by the discovering and in-
venting spirit of the West in the hope of getting more and more
tones and timbres for the service and enhancement of musical
expression—visualising an abundance of grand, solemn, ornate,
dainty, ironic, laughing and sobbing forms of perfectly regular
structure, forms that no one now understands. In those days, in
eighteenth-century Germany especially, there was actually and
effectively a Culture of Music that suffused all Life. Its type was
Hoffmann’s Kapellmeister Kreisler. Today it is hardly even a
memory.

And with the eighteenth century, too, architecture died at last,
submerged and choked in the music of Rococo. On that last wonder-
ful fragile growth of Western architecture criticism has blown
mercilessly, failing to realize that its origin is in the spirit of the
fugue and that its non-proportion and non-form, its evanescence
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and instability and sparkle, its destruction of surface and visual
order, are nothing else than a victory of tones and melodies over
lines and walls, the triumph of pure space over material, of absolute
becoming over the become. They are no longer buildings, these
abbeys and castles and churches with their flowing fagades and
porches and ‘gingerbread’ courts and their splendid staircases,
galleries, salons and cabinets; they are sonatas, minuets, madrigals
in stone, chamber-music in stucco, marble, ivory and fine woods,
cantilene of volutes and cartouches, cadences of fliers and copings.
The Dresden Zwinger is the most completely musical piece in all
the world’s architecture, with an ornamentation like the tone of an
old violin, an allegro fugitivo for small orchestra.

IMPRESSIONISM

‘Impressionism’, which only came into general use in Manet’s
time (and then, originally, as a word of contempt like Baroque and
Rococo) very happily summarizes the special quality of the Faustian
way of art that has evolved from oil-painting. Impressionism is the
inverse of the Euclidean world-feeling. It tries to get as far as possible
from the language of plastic and as near as possible to that of music.
The effect that is made upon us by things that receive and reflect
light is made not because the things are there but as though they
‘in themselves' are not there. The things are not even bodies, but
light-resistances in space, and their illusive density is to be unmasked
by the brush-stroke. What is received and rendered is the impression
of such resistances, which are tacitly evaluated as simple functions
of a transcendent extension. The artist’s inner eye penetrates the
body, breaks the spell of its material bounding surfaces and sacrifices
it to the majesty of Space. And with this impression, under its in-
fluence, he feels an endless movement-quality in the sensuous
element that is in utter contrast to the statuesque ‘Ataraxia’ of the
fresco. Therefore, there was not and could not be any Hellenic im-
pressionism; if there is one art that must exclude it on principle, it
is Classical sculpture.

Impressionism is the comprehensive expression of a world-feeling,
and it must obviously therefore permeate the whole physiognomy
of our ‘Late’ Culture. There is an impressionistic mathematic, which
frankly and with intent transcends all optical limitations. It is
Analysis, as developed after Newton and Leibniz, and to it belong
the visionary images of number-‘bodies’, aggregates, and the multi-
dimensional geometry. There is again an impressionistic physics
which ‘sees’ in lieu of bodies systems of mass-points—units that are
evidently no more than constant relations between variable
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efficients. There are impressionistic ethics, tragedy, and logic, and
even (in Pietism) an impressionistic Christianity.

Be the artist painter or musician, his art consists in creating with
a few strokes or spots or tones an image of inexhaustible content, a
microcosm meet for the eyes or ears of Faustian man; that is, in
laying the actuality of infinite space under enchantment by fleeting
and incorporeal indications of something objective which, so to
say, forces that actuality to become phenomenal. The daring of
these arts of moving the immobile has no parallel. Right from the
later work of Titian to Corot and Menzel, matter quivers and flows
like a solution under the mysterious pressure of brush-stroke and
broken colours and lights. It was in pursuit of the same object that
Baroque music became ‘thematic’ instead of melodic and—rein-
forcing the ‘theme’ with every expedient of harmonic charm, in-
strumental colour, rhythm, and tempo—developed the tone-picture
from the imitative piece of Titian’s day to the leitmotiv-fabric of
Wagner, and captured a whole new world of feeling and experience.
When German music was at its culmination, this art penetrated also
into lyric poetry. On a small scale, it continually repeats the achieve-
ments of Copernicus and Columbus. No other Culture possesses an
ornament-language of such dynamical impressiveness relatively to
the means it employs. Every point or stroke of colour, every scarce-
audible tone releases some surprising charm and continually feeds
the imagination with fresh elements of space-creating energy.

Is Impressionism (in the current narrow sense) a creation of the
nineteenth century? Has painting lived, after all, two centuries
more? Is it still existing? But we must not be deceived in the
character of the new episode, that in the nineteenth century (i.e.
beyond the 1800 frontier and in ‘Civilisation’) succeeded in awaken-
ing some illusion of a great culture of painting, choosing the word
Plein-air (Freilicht) to designate its special characteristic. The
materialism of a Western cosmopolis blew into the ashes and re-
kindled this curious brief flicker—a brief flicker of two generations,
for with the generation of Manet all was ended again. I have
characterized the noble green of Griinewald and Claude and
Giorgione as the Catholic space-colour and the transcendent brown
of Rembrandt as the colour of the Protestant world-feeling. On the
other hand, Plein-air and its new colour scale stand for irreligion.**

1 Hence the impossibility of achieving a genuinely religious painting on
plein-air principles. The world-feeling that underlies it is so thoroughly
irreligious, so worthless for any but a ‘religion of reason’ so-called, that every
one of its efforts in that direction, even with the noblest intentions (Uhde,
Puvis de Chavannes), strikes us as hollow and false. One instant of plein-air
treatment suffices to secularize the interior of a church and degrade it into a
showroom.
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From the spheres of Beethoven and the stellar expanses of Kant,
Impressionism has come down again to the crust of the earth. Its
space is cognized, not experienced, seen, not contemplated; there is
tunedness in it, but not Destiny. Rousseau’s tragically correct
prophecy of a ‘return to Nature’ fulfils itself in this dying art—the
senile, too, return to Nature day by day. The modern artist is a
workman, not a creator. He sets unbroken spectrum-colours side
by side. The subtle script, the dance of brush-strokes, give way to
crude commonplaces, pilings and mixings and daubings of points,
squares, broad inorganic masses. The whitewasher’s brush and the
trowel appear in the painter’s equipment; the oil-priming of the
canvas is brought into the scheme of execution and in places left
bare. It is a risky art, meticulous, cold, diseased—an art for over-
developed nerves, but scientific to the last degree, energetic in every-
thing that relates to the conquest of technical obstacles, acutely
assertive of programme. It is the ‘satyric pendant’ of the great age
of oil-painting that stretches from Leonardo to Rembrandt; it could
only be at home in the Paris of Baudelaire. Corot’s silvern land-
scapes, with their grey-greens and browns, dream still of the spiritual
of the Old Masters; but Courbet and Manet conquer bare physical
space, ‘factual’ space. The meditative discoverer represented by
Leonardo gives way to the painting experimentalist. Corot, the
eternal child, French but not Parisian, finds his transcendent land-
scapes anywhere and everywhere; Courbet, Manet, Cézanne, por-
tray over and over again, painfully, laboriously, soullessly, the Forest
of Fontainebleau, the bank of the Seine at Argenteuil, or that re-
markable valley near Arles. Rembrandt's mighty landscapes lie
essentially in the universe, Manet's near a railway station.

In Germany it was otherwise. After Beethoven music, without
change of inward essence, was diverted (one of the modalities of the
German Romantic movement) back into painting. And it was in
painting that it flowered longest and bore its kindliest fruits, for the
portraits and landscapes are suffused with a secret wistful music,
and there is a breath of Eichendorff and Mérike left even in Thoma
and Bocklin.

The studio-brown of the seventeenth century had had by its side
a second art, the intensely Faustian art of etching. In this, as in the
other, Rembrandt is the greatest master of all time; this, like the
other, has something Protestant in it that puts it in a quite different
category from the work of the Southern Catholic painters of blue-
green atmospheres and the Gobelin tapestries. And Leibl, the last
artist in the brown, was the last great etcher whose plates possess
that Rembrandtesque infinity that contains and reveals secrets with-
out end. In Marées, lastly, there was all the mighty intention of the
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great Baroque style, but, though Géricault and Daumier were not
too belated to capture it in positive form, he—lacking just that
strength that a tradition would have given him—was unable to force
it into the world of painter’s actuality.

PERGAMUM AND BAYREUTH: THE END OF ART

The last of the Faustian arts died in ‘Tristan’. This work is the
giant keystone of Western music. Painting achieved nothing like this
as a finale.

‘Contemporaneously’, Apollinian art came to its end in Per-
gamene sculpture . Pergamum is the counterpart of Bayreuth. The
famous altar itself,” indeed, is later, and probably not the most
important work of the epoch at that; we have to assume a century
(330-220 B.C.) of development now lost in oblivion. Nevertheless, all
Nietzsche’s charges against Wagner and Bayreuth, the ‘Ring’ and
‘Parsifal’—decadence, theatricalness and the like—could have been
levelled in the same words at the Pergamene sculpture. A master-
piece of this sculpture—a veritable ‘Ring'—has come down to us
in the Gigantomachia frieze of the great altar. Here is the same
theatrical note, the same use of motives from ancient discredited
mythology, the same ruthless bombardment of the nerves, and also
(though the lack of inner power cannot altogether be concealed) the
same fully self-conscious force and towering greatness. To this art
the Farnese Bull and the older model of the Laocoén group certainly
belong.

The symptom of decline in creative power is the fact that to pro-
duce something round and complete the artist now requires to be
emancipated from form and proportion. Its most obvious, though
not its most significant, manifestation is the taste for the gigantic.
Here size is not, as in the Gothic and the Pyramid styles, the ex-
pression of inward greatness, but the dissimulation of its absence.
This swaggering in specious dimensions is common to all nascent
Civilizations—we find it in the Zeus altar of Pergamum, the Helios
of Chares called the ‘Colossus of Rhodes’, the architecture of the
Roman Imperial Age, the New Empire work in Egypt, the American
skyscraper of today. But what is far more indicative is the
arbitrariness and immoderateness that tramples on and shatters the
conventions of centuries. In the time of Rembrandt or Bach the
ambitious ‘failures’ that we know only too well were quite un-
thinkable. The Destiny of the form lay in the race or the school, not
in the private tendencies of the individual. Under the spell of a
great tradition full achievement is possible even to a minor artist,

15 State Museum, Berlin.—At.
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because the living art brings him in touch with his task and the
task with him. Today, these artists can no longer perform what
they intend, for intellectual operations are a poor substitute for
the trained instinct that has died out. All of them have experienced
this. Manet was exhausted after he had painted thirty pictures, and
his ‘Shooting of the Emperor Maximilian’, in spite of the immense
care that is visible in every item of the picture and the studies for
it, hardly achieved as much as Goya managed without effort in its
prototype the ‘shootings of the zrd of May’. Bach, Haydn, Mozart
and a thousand obscure musicians of the eighteenth century could
rapidly turn out the most finished work as a matter of routine, but
Wagner knew full well that he could only reach the heights by con-
centrating all his energy upon ‘getting the last ounce’ out of the best
moments of his artistic endowment.

Between Wagner and Manet there is a deep relationship, which is
not, indeed, obvious to everyone but which Baudelaire with his un-
erring flair for the decadent detected at once. For the Impres-
sionists, the end and the culmination of art was the conjuring up
of a world in space out of strokes and patches of colour, and this
was just what Wagner achieved with three bars. A whole world of
soul could crowd into these three bars. Colours of starry midnight,
of sweeping clouds, of autumn, of the day dawning in fear and
sorrow, sudden glimpses of sunlit distances, world-fear, impending
doom, despair and its fierce effort, hopeless hope—all these im-
pressions which no composer before him had thought it possible
to catch, he could paint with entire distinctness in the few tones of
a motive. Here the contrast of Western music with Greek plastic
has reached its maximum. Everything merges in bodiless infinity,
no longer even does a linear melody wrestle itself clear of the vague
tone-masses that in strange surgings challenge an imaginary space.
The motive comes up out of dark terrible deeps. It is flooded for an
instant by a flash of hard bright sun. Then, suddenly, it is so close
upon us that we shrink. It laughs, it coaxes, it threatens, and anon
it vanishes into the domain of the strings, only to return again out
of endless distances, faintly modified and in the voice of a single
oboe, to pour out a fresh cornucopia of spiritual colours.

All that Nietzsche says of Wagner is applicable, also, to Manet.
Ostensibly a return to the elemental, to Nature, as against contem-
plation-painting (Inhaltsmalerei) and abstract music, their art really
signifies a concession to the barbarism of the Megalopolis, the be-
ginning of dissolution sensibly manifested in a mixture of brutality
and refinement. As a step, it is necessarily the last step. An artificial
art has no further organic future, it is the mark of the end.

And the bitter conclusion is that it is all irretrievably over with
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the arts of form of the West. The crisis of the nineteenth century
was the death-struggle. Like the Apollinian, the Egyptian and every
other, the Faustian art dies of senility, having actualized its inward
possibilities and fulfilled its mission within the course of its Culture.

What is practised as art today—be it music after Wagner or paint-
ing after Manet, Cézanne, Leibl and Menzel—is impotence and
falsehood. One thing is quite certain, that today every single art-
school could be shut down without art being affected in the
slightest. We can learn all we wish to know about the art-clamour
which a megalopolis sets up in order to forget that its art is dead
from the Alexandria of the year 200. There, as here in our world-
cities, we find a pursuit of illusions of artistic progress, of personal
peculiarity, of ‘the new style’, of ‘unsuspected possibilities’,
theoretical babble, pretentious fashionable artists, weight-lifters
with cardboard dumb-bells—the ‘Literary Man’ in the Poet’s place,
the unabashed farce of Expressionism which the art-trade has
organized as a ‘phase of art-history’, thinking and feeling and form-
ing as industrial art. Alexandria, too, had problem-dramatists and
box-office artists whom it preferred to Sophocles, and painters who
invented new tendencies and successfully bluffed their public. The
final result is that endless industrious repetition of a stock of fixed
forms which we see today in Indian, Chinese, and Arabian-Persian
art. Pictures and fabrics, verses and vessels, furniture, dramas and
musical compositions—all is patternwork. We cease to be able to
date anything within centuries, let alone decades, by the language of
its ornamentation. So it has been in the Last Act of all Cultures.
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VIII

SOUL-IMAGE AND LIFE-FEELING: ON THE
FORM OF THE SOUL

THE SOUL-IMAGE, A FUNCTION OF THE
WORLD-IMAGE

WHAT is not the world around us we do not see, but we do divine
‘its’ presence in ourselves and in others, and by virtue of ‘its’
physiognomic impressive power it evokes in us the anxiety and the
desire to know; and thus arises the meditated or pondered image of a
counterworld which is our mode of visualizing that which remains
eternally alien to the physical eye. The image of the soul is mythic
and remains objective in the field of spiritual religion so long as the
image of Nature is contemplated in the spirit of religion; and it
transforms itself into a scientific notion and becomes objective in
the fleld of scientific criticism as soon as ‘Nature’ comes to be
observed critically. As ‘Time’ is a counter-concept to space, so the
‘soul’ is a counterworld to ‘Nature’ and therefore variable in de-
pendence upon the notion of Nature as this stands from moment to
moment. Every psychology is a counter-physics.

I maintain, then, that scientific psychology has, in its inability to
discover or even to approach the essence of the soul, simply added
one more to the symbols that collectively make up the Macrocosm
of the culture-man. Like everything else that is no longer becoming
but become, it has put a mechanism in place of an organism.

This imaginary soul-body (let it be called so outright for the first
time) is never anything but the exact mirror-image of the form in
which the matured culture-man looks on his outer world. In the one
as in the other, the depth-experience actualizes the extension-world.
Alike out of the perception of the outside and the conception of the
inside, the secret that is hinted at in the root-word Time creates
Space. The soul-image like the world-image has its directional depth,
its horizon, and its boundedness or its unboundedness.

This being so, everything that has been said in this work regard-
ing the phenomenon of the high Cultures combines to demand an
immensely wider and richer sort of soul-study than anything worked
upon so far. For everything that our present-day psychologist has to
tell us—and here we refer not only to systematic science but
also in the wider sense to the physiognomic knowledge of men—
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relates to the present condition of the Western soul, and not, as
hitherto gratuitously assumed, to ‘the human soul’ at large.

A soulimage is never anything but the image of one quite
definite soul.

In reality, every Culture possesses its own systematic psy-
chology just as it possesses its own style of knowledge of men and
experience of life; and just as even each separate stage—the age of
Scholasticism, that of the Sophists, that of Enlightenment—forms
special ideas of number and thought and Nature that pertain to
itself only, so even each separate century mirrors itself in a soul-
image of its own.

THE GOTHIC WILL

The separation of its ultimate elements is a task that the Gothic
world-outlook and its philosophy leaves to the courage of the future.
Just as the ornamentation of the cathedral and the primitive con-
temporary painting still shirk the decision between gold and wide
atmosphere in backgrounds, so this early, timid, immature soul-
image as it presents itself in this philosophy mingles characters
derived from the Christian-Arabian metaphysic and its dualism of
Spirit and Soul with Northern inklings of functional soul-forces not
yet avowed. This is the discrepance that underlies the conflict con-
cerning the primacy of will or reason, the basic problem of the
Gothic philosophy, which men tried to solve now in the old Arabian,
now in the new Western sense.

Will and thought in the soul-image correspond to Direction and
Extension, History and Nature, Destiny and Causality in the image
of the outer world. The direction-feeling as ‘Will' and the space-
feeling as ‘Reason’ are imagined as entities, almost as legend-figures;
and out of them comes the picture that our psychologists of
necessity abstract from the inner life.

To call the Faustian Culture a Will-Culture is only another way
of expressing the eminently historical disposition of its soul. Our
first-person idiom, our ‘ego habeo factum’—our dynamic syntax,
that is—faithfully renders the ‘way of doing things’ that results
from this disposition and, with its positive directional energy,
dominates not only our picture of the World-as-History but our own
history to boot. This first person towers up in the Gothic architec-
ture; the spire is an ‘T, the flying buttress is an ‘I'. And therefore the
entire Faustian ethic, from Thomas Aquinas to Kant, is an ‘excelsior’
—fulfilment of an ‘T, ethical work upon an ‘T, justification of an ‘I’
by faith and works; respect of the neighbour ‘Thou’ for the sake
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of one’s ‘I' and its happiness; and, lastly and supremely, immor-
tality of the T.

Now this, precisely this, the genuine Russian regards as contempt-
ible, vain glory. The Russian soul, will-less, having the limitless
plane as its prime-symbol, seeks to grow up—serving, anonymous,
self-oblivious—in the brother-world of the plane. To take ‘I" as the
starting-point of relations with the neighbour, to elevate ‘I' morally
through ‘I's’ love of near and dear, to repent for ‘I's’ own sake, are to
him traits of Western vanity as presumptuous as is the upthrusting
challenge to heaven of our cathedrals that he compares with his
plane church-roof and its sprinkling of cupolas. Tolstoi’s hero
Nechludov looks after his moral ‘I’ as he does after his finger-nails;
this is just what betrays Tolstoi as belonging to the pseudomor-
phosis of Petrinism. But Raskolnikov is only something in a ‘we’.
His fault is the fault of all, and even to regard his sin as special to
himself is pride and vanity. Something of the kind underlies the
Magian soulimage also. ‘If any man come to me, says Jesus
(Luke xiv, 26), ‘and hate not his father and mother, and wife, and
children, and brethren, yea, and his own life (viy €éavrod duyrv)
also,! he cannot be my disciple’; and it is the same feeling that makes
him call himself by the title that we mistranslate ‘Son of Man’.?
The contest of thinking and willing that is the hidden theme of
every serious portrait from Jan van Eyck to Marées is impossible in
Classical portraiture, for in the Classical soul-image thought (vo?s),
the inner Zeus, is accompanied by the wholly ahistoric entities of
animal and vegetative impulse (fvuds and émbuuia), wholly
somatic and wholly destitute of conscious direction and drive to-
wards an end. The actual designation of the Faustian principle,
which belongs to us and to us alone, is a matter of indifference. It
is not the notion of ‘Will’, but the circumstance that we possess it
while the Greeks were entirely ignorant of it, that gives it high
symbolic import. At the very bottom, there is no distinction be-
tween space-as-depth and will. For the one, and therefore for the
other also, the Classical languages had no expression.? We shall see

1 In the German, ‘Vor allem aber sein eignes Ich’. (But in Luther’s Bible,
characteristically, ‘Auch dazu sein eigen Leben.’)—At.

2 Barnasha. The underlying idea is not the filial relation, but an impersonal
coming-up in the field of mankind.

3 éo8 and Polronen imply, to have the intention, or wish, or inclination
PovAM means counsel, council, plan, and #éw has no equivalent noun).
Voluntas is not a psychological concept but, like potestas and virtus, a
thoroughly Roman and matter-of-fact designation for a practical, visible and
outward asset—substantially, the mass of an individual’s being. In like case,
we use the word energy. The ‘will’ of Napoleon is something very different
from the energy of Napoleon, being, as it were, lift in contrast to weight.
We must not confuse the outward-directed intelligence, which distinguishes
the Romans as civilized men from the Greeks as cultured men, with ‘will’ as
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how the identity of space and will comes to expression in the acts
of Copernicus and Columbus—as well as in those of the Hohen-
staufen and Napoleon—but it underlies also, in another way, the
physical notions of fields of force and potential, ideas that it would
be impossible to convey to the comprehension of any Greek. ‘Space
as a priori form of perception’, the formula in which Kant finally
enunciated that for which Baroque philosophy had so long and tire-
lessly striven, implies an assertion of supremacy of soul over the
alien; the ego, through the form, is to rule the world.*

This is brought to expression in the depth-perspective of oil-
painting which makes the space-field of the picture, conceived as
infinite, dependent on the observer, who in choosing his distance
asserts his dominion. It is this attraction of distance that produces
the type of the heroic and historically-felt landscape that we have
alike in the picture and the park of the Baroque period, and that is
expressed also in the mathematico-physical concept of the vector.
For centuries painting fought passionately to reach this symbol,
which contains all that the words space, will and force are capable
of indicating. And correspondingly we find in our metaphysic the
steady tendency to formulate pairs of concepts (such as phenomena
and things-in-themselves, will and idea, ego and non-ego) all of the
same purely dynamic content, and—in utter contrast to Protagoras’s
conception of man as the measure, not the creator, of things—to
establish a functional dependence of things upon spirit.

THE INNER MYTHOLOGY

For every man, whatever the Culture to which he belongs, the
elements of the soul are the deities of an inner mythology. What
Zeus was for the outer Olympus, vods was for the inner world, that
every Greek was entirely conscious of possessing—the throned lord
of the other soul-elements. What ‘God’ is for us, God as Breadth of
the world, the Universal Power, the ever-present doer and provider,
that also—reflected from the space of world into the imaginary
space of soul and necessarily felt as an actual presence—is ‘Will’.
In the Baroque age the pantheism of the outer world immediately

understood here. Caesar is not a man of will in the Napoleonic sense. The
idioms of Roman law, which represent the root-feeling of the Roman soul far
better than those of poetry, are significant in this regard. Intention in the
legal sense is animus (animus occidendi); the wish, directed to some criminal
end, is dolus as distinct from the unintended wrongdoing (culpa). Voluntas
is nowhere used as a technical term.

4 The Chinese soul ‘wanders’ in its world, This is the meaning of the East-
Asiatic perspective, which places the vanishing point in the middle of the
picture instead of in the depth as we do. The function of perspective is to
subjict things to the ‘I’, which in ordering comprehends them.
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resulted in one of the inner waorld also; and the word ‘God’ in
antithesis to ‘world’ has always—however interpreted in this or that
case—implied exactly what is implied in the word ‘will' with re-
spect to soul, viz., the power that moves all that is within its
domain.’ Thought no sooner leaves Religion for Science than we get
the double myth of concepts, in physics and psychology. The con-
cepts ‘force’, ‘mass’, ‘will’, ‘passion’ rest not on objective experience
but on a life-feeling. Darwinism is nothing but a specially shallow
formulation of this feeling. No Greek would have used the word
‘Nature’ as our biology employs it, in the sense of an absolute and
methodical activity. ‘The will of God’ for us is a pleonasm—God
(or ‘Nature’, as some say) is nothing but will. Zeus emphatically
does not possess full powers over the world, but is simply ‘primus
inter pares’, a body amongst bodies, as the Apollinian world-feeling
requires. Blind necessity, the Ananke immanent in the cosmos of
Classical consciousness, is in no sense dependent upon him; on the
contrary, the Gods are subordinate to It. £schylus says so outright
in a powerful passage of the ‘Prometheus’, but it is perceptible
enough even in Homer, e.g. in the Strife of the Gods and in that
decisive passage in which Zeus takes up the scales of destiny, not to
settle, but to learn, the fate of Hector. The Classical soul, therefore,
with its parts and its properties, imagines itself as an Olympus of
little gods, and to keep these at peace and in harmony with one
another is the ideal of the Greek life-ethic of cwdpoodvij and
drapafia. More than one of the philosophers betrays the con-
nexion by calling vods, the highest part of the soul, Zeus. Aristotle
assigns to his deity the single function of fewpla, contemplation,
and this is Diogenes’s ideal also—a completely-matured static of life
in contrast to the equally ripe dynamic of our eighteenth-century
ideal.

The enigmatic Something in the soul-image that is called ‘will’,
the passion of the third dimension, is therefore quite specially a
creation of the Baroque, like the perspective of oil-painting and the
force-idea of modern physics and the tone-world of instrumental
music.

Baroque architecture began, as we have seen, when Michelangelo
replaced the tectonic elements of the Renaissance, support and load,
by those of dynamics, force and mass. While Brunelleschi’s chapel
of the Pazzi in Florence expresses a bright composedness, Vignola's
fagade of the Gesl in Rome is will become stone. The new style in

5 Obviously, atheism is no exception to this. When a Materialist or Dar-
winian speaks of a ‘Nature’ that orders everything, that effects selections, that
produces and destroys anything, he differs only to the extent of one word
from the eighteenth-century Deist. The world-feeling has undergone no

change.
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its ecclesiastical form has been designated the ‘Jesuit’, and indeed
there is an inward connexion between the achievement of Vignola
and Giacomo Della Porta and the creation by Ignatius Loyola of the
Order that stands for the pure and abstract will of the Church,® just
as there is between the invisible operations and the unlimited range
of the Order and the arts of Calculus and Fugue.

Henceforward, then, the reader will not be shocked if we speak
of a Baroque, and even of a Jesuit, style in psychology, mathematics,
and pure physics. The form-language of dynamics, which puts the
energetic contrast of capacity and intensity in place of the volition-
less somatic contrast of material and form, is one common to all
the mind-creations of those centuries.

CLASSICAL BEHAVIOUR—AND FAUSTIAN
CHARACTER-DRAMA

The question is now : How far is the man of this Culture himself
fulfilling what the soul-image that he has created requires of him?

What will is in the soul-image, character is in the picture of life
as we see it, the Western life that is self-evident to Western men.
It is the fundamental postulate of all our ethical systems, differ
otherwise as they may in their metaphysical or practical precepts,
that man has character. Character, which forms itself in the stream
of the world—the personality, the relation of living to doing—is a
Faustian impression of Man. The conception of mankind as an active,
fighting, progressing whole is (and has been since Joachim of Floris
and the Crusades) so necessary an idea for us that we find it hard
indeed to realize that it is an exclusively Western hypothesis, living
and valid only for a season. The carpe diem, the saturated being, of
the Classical standpoint is the most direct contrary of that which
is felt by Goethe and Kant and Pascal, by Church and Freethinker,
as alone possessing value—active, fighting and victorious being.”

8 The great part played by learned Jesuits in the development of theoretical
physics must not be overlooked. Father Boscovich, with his system of atomic
forces (1759), made the first serious advance beyond Newton. The idea of the
equivalence of God and pure space is even more evident in Jesuit work than
it is in that of the Jansenists of Port Royal with whom Descartes and Pascal
were associated.

" Luther placed practical activity (the day’s demands, as Goethe said) at
the very centre of morale. and that is one of the main reasons why it was to
the deeper natures that Protestantism appealed most cogently. Works of
piety devoid of directional energy (in the sense that we give the words here)
fell at once from the high esteem in which they had been sustained (as the
Renaissance was sustained) by a relic of Southern feeling. On ethical grounds
monasticism thenceforth falls into ever-increasing disrepute. In the Gothic
Age entry into the cloister, the renunciation of care, deed and will, had been
an act of the loftiest ethical character—the highest sacrifice that it was pos-
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It is character—the form in virtue of which an eventful exist-
ence can combine the highest constancy in the essential with the
maximum variability in the details—which is essential to a good
biography. Plutarch’s truly Classical biographies are by comparison
mere collections of anecdotes strung together chronologically and
not ordered pictures of historical development.

It goes without saying that we, when we turn to look into the
Classical life-feeling, must find there some basic element of ethical
values that is antithetical to ‘character’ in the same way as the
statue is antithetical to the fugue, Euclidean geometry to Analysis,
and body to space. We find it in the Gesture. It is this that provides
the necessary foundation for a spiritual static. The word that stands
in the Classical vocabulary where ‘personality’ stands in our own is
mpdodmov, ‘persona’—namely réle or mask. In late Greek or Roman
speech it means the public aspect and mien of a man, which for
Classical man is tantamount to the essence and kernel of him. An
orator was described as speaking in the mpdo@mov of a priest or a
soldier. The slave was dmpdowmos—that is, he had no attitude or
figure in the public life—but not doduaros—that is, he did have a
soul. The idea that Destiny had assigned the rdle of king or general
to a man was expressed by Romans in the words persona regis,
imperatoris® The Apollinian cast of life is manifest enough here.
What is indicated is not the personality (that is, an unfolding of
inward possibilities in active striving) but a permanent and self-
contained posture strictly adapted to a so-to-say plastic ideal of
being. The significance of Aristotle’s phrase {@ov moArixov—quite
untranslatable and habitually translated with a Western connota-
tion—is that it refers to men who are nothing when single and
lonely and only count for anything when in a plurality, in agora or
forum, where each reflects his neighbour and thus, only thus,
acquires a genuine reality. It is all implicit in the phrase oduara
mélews, used for the burghers of the city.

This opposition, further, has produced forms of tragedy that
differ from one another radically in every respect. The Faustian
character-drama and the Apollinian drama of noble gesture have in
fact nothing but name in common. It is not enough to distinguish
Classical and Western tragedy merely as action-drama and event-

sible to imagine, that of life. But in the Baroque even Roman Catholics no
longer felt thus about it. And the institutions, no longer of renunciation but
merely of inactive comfort, went down before the spirit of the Enlighten-
ment.

8 mpéoddmov meant in the older Greek ‘visage’, and later, in Athens, ‘mask’.
As late as Aristotle the word is not yet in use for person. ‘Persona,’ ongmally
also a theatre-mask, came to have a juristic application, and in Roman Im-
perial times the pregnant Roman sense of this word affected the Greek
wpdodov also.
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drama. Faustian tragedy is biographical, Classical anecdotal; that is,
the one deals with the sense of a whole life and the other with the
content of the single moment. What relation, for instance, has the
entire inward past of (Edipus or Orestes to the shattering event that
suddenly meets him on his way? There is not the smallest trait in
the past existence of Othello—that masterpiece of psychological
analysis—that has not some bearing on the catastrophe. Race-
hatred, the isolation of the upstart amongst the patricians, the Moor
as soldier and as child of Nature, the loneliness of the ageing bachelor
—all these things have their significance. ‘Psychology’ in fact is the
proper designation for the Western way of fashioning men; the word
holds good for a portrait by Rembrandt as for the music of ‘Tristan’,
for Stendhal’s Julian Sorel as for Dante’s ‘Vita Nuova’. The like of it
is not to be found in any other Culture. If there is anything that the
Classical arts scrupulously exclude it is this, for psychology is the
form in which art handles man as incarnate will and not as ocdpa.
To call Euripides a psychologist is to betray ignorance of what
psychology is.

Of deep necessity, therefore, we Faustians understand drama as a
maximum of activity; and, of deep necessity also, the Greek under-
stood it as a maximum of passivity.® Speaking generally, the Attic
tragedy had no ‘action’ at all. The Mysteries were purely Spduara
or Spwueva, i.e. ritual performances, and it was from the Mystery-
form with its ‘peripeteia’ that Aschylus (himself an Eleusinian) de-
rived the high drama that he created. Aristotle describes tragedy as
the imitation of an occurrence. This imitation is identical with the
‘profanation’ of the mysteries; and we know that /&schylus went
further and made the sacral vestments of the Eleusinian priesthood
the regular costume of the Attic stage, and was accused on that
account. For the 8pdua proper, with its reversal from lamentation
to joy, consisted not in the fable that was narrated but in the ritual
action that lay behind it, and was understood and felt by the
spectator as deeply symbolic. With this element of the non-Homeric
early religion there became associated another, a boorish—the

9 The evolution of meaning in the Classical words pathos and passio cor-
responds with this. The second was formed from the first only in the Im-
perial period, and carried its original sense in the ‘Passion’ of Christ. It was
in the early Gothic times, and particularly in the language of the Franciscan
‘Zealots’ and the disciples of Joachim of Floris, that its meaning underwent
the decisive reversal. Expressing thenceforward a condition of profound ex-
citement which strained to discharge itself, it became finally a generic name
for all spiritual dynamic; in this sense of strong will and directional energy
it was brought into German as Leidenschaft by Zesen in 1647.

10 The Eleusinian mysteries contained no secrets at all. Everyone knew
what went on. But upon the believers they exercised a strange and over-
powering effect, and the ‘betrayal’ consisted in profaning them by imitating
their holy forms outside the temple-precinct.
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burlesque (whether phallic or dithyrambic) scenes of the spring
festivals of Demeter and Dionysus. The beast-dances and the accom-
panying song were the germ of the tragic Chorus which is the accom-
paniment to the actor or ‘answerer’ of Thespis (534).

The genuine tragedy grew up out of the solemn death-lament
(threnos, naenia). At some time or other the gay Dionysus festival
(which also was a soul-feast) became a mourners’ chorus of men,
the Satyr-play being relegated to the end. It was Aschylus’s intro-
duction of the second actor that accomplished the essential of
Classical tragedy; the lament as given theme was thenceforward
subordinated to the visual presentation of a great human suffering
as present motive. The foreground-story (uofos) isnot ‘action’ but
the occasion for the songs of the Chorus, which still constitutes the
7paywdla proper. But presently there emerges high above the lament
the grandeur of human endurance, the attitude, the 7fos of the
Hero. The theme is, not the heroic Doer whose will surges and
breaks against the resistance of alien powers or the demons in his
own breast, but the will-less Patient whose somatic existence is—
gratuitously—destroyed. The Prometheus trilogy of Aschylus be-
gins just where Goethe would in all probability have left off. King
Lear’s madness is the issue of the tragic action, but Sophocles’s Ajax
is made mad by Athene before the drama opens—here is the
difference between a character and an operated figure. Fear and
compassion, in fact, are, as Aristotle says, the necessary effect of
Greek tragedy upon the Greek (and only the Greek) spectator, as is
evident from his choice of the most effective scenes depicting either
abrupt reversals of fortune or else virtue rewarded. In the first,
the ruling impression is ¢dBos (terror) and in the second it is éXeds
(pity), and the xafdpous in the spectator presupposes his existence-
ideal to be that of drapafia. The Greek ‘soul’ is the ‘here and now’,
the o@dpa, static, ‘fixed point’, being. To see this imperilled by
the jealousy of the Gods or by that blind chance that may crash
upon any man'’s head without reason and without warning, is the
most fearful of all experiences. The very roots of Greek being are
struck at by what for the challenging Faustian is the first stimulus
to living activity. And then—to find one’s self delivered, to see the
sun come out again and the dark thunder clouds huddle themselves
away on the remote horizon, to rejoice profoundly in the admired
grand gesture, to see the tortured mythical soul breathe again—
that is the xafdpois. But it presupposes a kind of life-feeling that
is entirely alien to us, the very word being hardly translatable into
our languages and our sensations. It took all the aesthetic industry
and assertiveness of the Baroque and of Classicism, backed by the
meekest submissiveness before ancient texts, to persuade us that
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this is the spiritual basis of our own tragedy as well. And no wonder.
For the fact is that the effect of our tragedy is precisely the opposite.
It does not deliver us from deadweight pressure of events, but
evokes active dynamic elements in us, stings us, stimulates us. It
awakens the primary feelings of an energetic human being, the
fierceness and the joy of tension, danger, violent deed, victory,
crime, the triumph of overcoming and destroying—feelings that
have slumbered in the depths of every Northern soul since the days
of the Vikings, the Hohenstaufen and the Crusades. That is Shakes-
pearian effect. A Greek would not have tolerated Macbeth, nor,
generally, would he have comprehended the meaning of this
mighty art of directional biography at all.

SYMBOLISM OF THE DRAMA

There are corresponding differences between the Apollinian and
the Faustian outlook in the forms of dramatic presentation, which
are the complement of the poetic idea. The antique drama is a
piece of plastic, a group of dramatic scenes conceived as reliefs, a
pageant of gigantic marionettes disposed against the definitive
plane of the back-wall. Presentation is entirely that of grandly-
imagined gestures, the meagre facts of the fable being solemnly
recited rather than presented. The technique of Western drama
aims at just the opposite—unbroken movement and strict exclusion
of flat static moments. The famous ‘three unities’ of place, time and
action, as unconsciously evolved (though not expressly formulated)
in Athens, are a paraphrase of the type of the Classical marble statue
and, like it, an indication of what classical man, the man of the
Polis and the pure present and the gesture, felt about life. The unities
are all, effectively, negative, denials of past and future, repudiation
of all spiritual action-at-a-distance. The Spanish theatre of the
sixteenth century bowed itself to the authority of ‘Classical’ rules;
the great Spanish dramatists, Tirso da Molina above all, fashioned
the ‘unities’ of the Baroque, but not as metaphysical negations, but
purely as expressions of the spirit of high courtesy, and it was as
such that Corneille, the docile pupil of Spanish ‘grandezza’, bor-
rowed them. It was a fateful step. Here there was the possibility of
a mighty drama, purely Faustian, of unimagined forms and daring.
That this did not appear, that for all the greatness of Shakespeare
the Teutonic drama never quite shook off the spell of misunder-
stood convention, was the consequence of blind faith in the
authority of Aristotle. What might not have come out of Baroque
drama had it remained under the impression of the knightly epic
and the Gothic Easter-play and Mystery, in the near neighbourhood

175



THE DECLINE OF THE WEST

of Oratorios and Passions, without ever hearing of the Greek
theatre! A tragedy issuing from the spirit of contrapuntal music,
free of limitations proper to plastic but here meaningless, a dramatic
poetry that from Orlando Lasso and Palestrina could develop—side
by side with Heinrich Schiitz, Bach, Hindel, Gluck and Beethoven,
but entirely free—to a pure form of its own: that was what was
possible, and that was what did not happen.

The unities were not sufficient for the Attic drama. It demanded,
further, the rigid mask in lieu of facial play, thus forbidding spiritual
characterization in the same spirit as Attic sentiment forbade like-
ness-statuary. It demanded more-than-life-sized figures and got them
by means of the cothurnus and by padding and draping the actor
till he could scarcely move, thus eliminating all his individuality.
Lastly, it required monotonous sing-song delivery, which it ensured
by means of a mouthpiece fixed in the mask.

And here our attention is drawn to a feature of Greek tragedy
that any true tragedy of the Faustian style must find intolerable,
the continual presence of the Chorus. This Chorus as crowd (the
ideal opposite to the lonely or inward man and the monologue of
the West), this Chorus which is always there, the witness of every
‘soliloquy’, this Chorus by which, in the stage-life as in the real
life, fear before the boundless and the void is banished, is truly
Apollinian. Self-review as a public action, pompous public mourn-
ing in lieu of the solitary anguish of the bedchamber, the tears and
lamentations that fill a whole series of dramas like the ‘Philoctetes’
and the ‘Trachiniae’, the impossibility of being alone, the feeling of
the Polis, all the feminine of this Culture that we see idealized in
the Belvedere Apollo, betrays itself in this symbol of the Chorus.
In comparison with this kind of drama, Shakespeare’s is a single
monologue. Even in the conversations, even in the group-scenes we
are sensible of the immense inner distance between the persons,
each of whom at bottom is only talking with himself. Nothing can
overcome this spiritual remoteness. It is felt in Hamlet as in ‘Tasso’
and in Don Quixote as in Werther, but even Wolfram von Eschen-
bach’s Parzeval is filled with and stamped by the sense of infinity.
The distinction holds for all Western poetry against all Classical.
All our lyric verse from Walther von der Vogelweide to Goethe and
from Goethe to the poems of our dying world-cities is monologue,
while the Classical lyric is a choral lyric, a singing before witnesses.

THE ART OF THE DAY AND OF THE NIGHT

Thus, although the Eleusinian Mysteries and the Thracian festival
of the epiphany of Dionysus had been nocturnal celebrations, the
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art of Thespis developed, as its inmost nature required, as a scene
of the morning and the full sunlight. On the contrary, our Western
popular and Passion plays, which originated in the sermon of
allocated parts and were produced first by priests in the church, and
then by laymen in the open square, on the mornings of high fes-
tivals, led almost unnoticed to an art of evening and night. Already
in Shakespeare’s time performances took place in the late afternoon,
and by Goethe’s this mystical sense of a proper relation between
art and light-setting had attained its object. In general, every art and
every Culture has its significant times of day. The music of the
eighteenth century is a music of the darkness and the inner eye,
and the plastic of Athens is an art of cloudless day. That this is no
superficial contrast we can see by comparing the Gothic plastic,
wrapped eternally in ‘dim religious light’, and the Ionic flute, the
instrument of high noon. The candle affirms and the sunlight denies
space as the opposite of things. At night the universe of space
triumphs over matter, at midday the surroundings assert themselves
and space is repudiated. The same contrast appears in Attic fresco
and Northern oil-painting, and in the symbols of Helios and Pan and
those of the starry night and red sunset.

The Classical vase-painting and fresco has no time-of-day. No
shadow indicates the state of the sun, no heaven shows the stars.
There is neither morning nor evening, neither spring nor autumn,
but pure timeless brightness. For equally obvious reasons our oil-
painting developed in the opposite direction, towards an imaginary
darkness, also independent of time-of-day, which forms the
characteristic atmosphere of the Faustian soul-space. There are
early mornings, sunset-clouds, the last gleams upon the sky-line of
distant mountains, the candle-lighted room, the spring meadows and
the autumn woods, the long and short shadows of bushes and
furrows. But they are all penetrated through and through with a
subdued darkness that is not derived from the motion of the
heavenly bodies. In fact, steady brightness and steady twilight are
the respective hall-marks of the Classical and the Western, alike in
painting and in drama; and may we not also describe Euclidean
geometry as a mathematic of the day and Analysis as a mathematic
of the night?

Change of scene, undoubtedly regarded by the Greeks as a sort of
profanation, is for us almost a religious necessity, a postulate of
our world-feeling. We inwardly need a drama of perspectives and
wide backgrounds, a stage that shakes off sensuous limitations and
draws the whole world to itself. In Shakespeare, who was born
when Michelangelo died and ceased to write when Rembrandt came
into the world, dramatic infinity, the passionate overthrow of all
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static limitations, attained the maximum. His woods, seas, alleys,
gardens, battlefields lie in the afar, the boundless. Years fly past
in the space of minutes. The mad Lear between fool and reckless
outcast on the heath, in the night and the storm, the unutterably
lonely ego lost in space—here is the Faustian life-feeling!

POPULAR AND ESOTERIC CHARACTER. THE IMAGE
OF ASTRONOMY. THE GEOGRAPHICAL HORIZON

Every Culture has its own quite definite sort of esoteric or popular
character that is immanent in all its doings, so far as these have
symbolic importance. We find everywhere in the Western what we
find nowhere in the Classical—the exclusive form. Whole periods—
for instance, the Provencal Culture and the Rococo—are in the
highest degree select and exclusive, their ideas and forms having no
existence except for a small class of higher men. Even the Renais-
sance is no exception, for though it purports to be the rebirth of
that Antique which is so utterly non-exclusive and caters so frankly
for all, it is in fact, through-and-through, the creation of a circle or of
individual chosen souls, a taste that rejects popularity from the
outset. On the contrary, every Attic burgher belonged to the Attic
Culture, which excluded nobody; and consequently, the distinction
of deeps and shallow, which is so decisively important for us, did
not exist at all for it. For us, popular and shallow are synonymous—
in art as in science—but for Classical man it was not so.

From Titian painting becomes more and more esoteric. So, too,
poetry. So, too, music. And the Gothic per se had been esoteric from
its very beginnings—witness Dante and Wolfram. The masses of
Okeghem and Palestrina, or of Bach for that matter, were never
intelligible to the average member of the congregation. Ordinary
people are bored by Mozart and Beethoven, and regard music gener-
ally as something for which one is or is not in the mood. A certain
degree of interest in these matters has been induced by concert
room and gallery since the age of enlightenment invented the phrase
‘art for all’. But Faustian art is not, and by very essence cannot be,
‘for all’. If modern painting has ceased to appeal to any but a small
(and ever decreasing) circle of connoisseurs, it is because it has
turned away from the painting of things that the man in the street
can understand. It has transferred the property of actuality from
contents to space—the space through which alone, according to
Kant, things are.

Consider our sciences too. Every one of them, without exception,
has besides its elementary groundwork certain ‘higher’ regions that
are inaccessible to the layman—symbols, these also, of our will-to-
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infinity and directional energy. Indeed, we may take the craving for
wide effect as a sufficient index by itself of the commencing and
already perceptible decline of Western science. That the severe
esoteric of the Baroque Age is felt now as a burden, is a symptom
of sinking strength and of the dulling of that distance-sense which
confessed the limitation with humility. For us, the polarity of expert
and layman has all the significance of a high symbol, and when the
tension of this distance is beginning to slacken, there the Faustian
life is fading out.

THE WILL TO POWER

[The will to power—in contrast to the Moral of Behaviour—finds
its expression also in the astronomical picture. The telescope, a truly
Faustian discovery, penetrates into space which is hidden from the
naked eye, and thereby increases the universe that we ‘possess’.
What we see are merely light indices; what we understand are
symbols of ourselves. World signifies above all space and the stars
are hardly more than tiny balls in the immensity, that as material
no longer affect the world-feeling. While Democritus who tried (as
on behalf of the Apollinian Culture he was bound to try) to lay
down some limit of a bodily kind to it all, imagined a layer of hook-
shaped atoms over the Cosmos, an insatiable hunger drives us further
and ever further into the remote.

The same holds good for the geographical horizon. Apollinian man
felt the Columbus longing as little as he did the Copernican. In the
tenth century that heralded the Faustian birth, the spirit of the
Norsemen drove their cockle boats to the coasts of America but
Classical Man was totally indifferent to the circumnavigation of
Africa, which had already been achieved by Egyptians and Cartha-
ginians. Athens shut its eyes to this, as it did to the knowledge of
the old East.]

The discoveries of Columbus and Vasco da Gama extended the
geographical horizon without limit, and the world-sea came into
the same relation with land as that of the universe of space with
earth. And then the first political tension within the Faustian world-
consciousness discharged itself. For the Greeks, Hellas was and re-
mained the important part of the earth’s surface, but with the dis-
covery of America West-Europe became a province in a gigantic
whole. Thenceforward the history of the Western Culture has a
planetary character.

Every Culture possesses its own conception of home and father-
land, which is hard to comprehend, scarcely to be expressed in
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words, full of dark metaphysical relations, but nevertheless un-
mistakable in its tendency. The Classical home-feeling which tied the
individual corporally and Euclidean-ly to the Polis is the very
antithesis of that enigmatic ‘Heimweh’ of the Northerner which has
something of the musical, soaring and unearthly. Classical man felt
as ‘Home’ just what he could see from the Acropolis of his native
city. Where the horizon of Athens ended, the alien, the hostile, the
‘fatherland’ of another began.

If, in fine, we look at the whole picture—the expansion of the
Copernican world into that aspect of stellar space that we possess
today; the development of Columbus’s discovery into a worldwide
command of the earth’s surface by the West; the perspective of oil-
painting and the theatre; the sublimation of the idea of home; the
passion of our Civilization for swift transit, the conquest of the air,
the exploration of the Polar regions and the climbing of almost im-
possible mountain-peaks—we see, emerging everywhere the prime-
symbol of the Faustian soul, Limitless Space. And those specially
Western creations of the soul-myth called “Will’, ‘Force’ and ‘Deed’
must be regarded as derivatives of this prime-symbol.
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IX

SOUL-IMAGE AND LIFE FEELING: BUDDHISM,
STOICISM, SOCIALISM

EVERY CULTURE POSSESSES ITS OWN ETHIC

WESTERN mankind, without exception, is under the influence of an
immense optical illusion. Everyone demands something of the rest.
We say ‘thou shalt’ in the conviction that so-and-so in fact will, can
and must be changed or fashioned or arranged conformably to the
order, and our belief both in the efficacy of, and in our title to give,
such orders is unshakable. That, and nothing short of it, is, for us,
morale. In the ethics of the West everything is direction, claim to
power, will to affect the distant. Here Luther is completely at one
with Nietzsche, Popes with Darwinians, Socialists with Jesuits; for
one and all, the beginning of morale is a claim to general and per-
manent validity. It is a necessity of the Faustian soul that this
should be so. He who thinks or teaches ‘otherwise’ is sinful, a back-
slider, a foe, and he is fought down without mercy. You ‘shall’, the
State ‘shall’, society ‘shall’—this form of morale is to us self-evident;
it represents the only real meaning that we can attach to the word.
But it was not so either in the Classical, or in India, or in China.
Buddha, for instance, gives a pattern to take or to leave, and Epicurus
offers counsel. Both undeniably are forms of high morale, and
neither contains the will-element.

What we have entirely failed to observe is the peculiarity of
moral dynamic. If we allow that Socialism (in the ethical, not the
economic, sense) is that world-feeling which seeks to carry out its
own views on behalf of all, then we are all without exception,
willingly or no, wittingly or no, Socialists. Even Nietzsche, that most
passionate opponent of ‘herd morale’, was perfectly incapable of
limiting his zeal to himself in the Classical way. He thought only of
‘mankind’, and he attacked everyone who differed from himself.
Epicurus, on the contrary, was heartily indifferent to others’
opinions and acts. But the Nietzschean Zarathustra—though pro-
fessedly standing beyond good and evil—breathes from end to end
the pain of seeing men to be other than as he would have them be,
and the deep and utterly un-Classical desire to devote a life to their
reformation—his own sense of the word, naturally, being the only
one. It is just this, the general transvaluation, that makes ethical
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monotheism and—using the word in a novel and deep sense—
socialism. All world-improvers are Socialists. And consequently
there are no Classical world-improvers.

The moral imperative as the form of morale is Faustian and only
Faustian. It is quite wrong to associate Christianity with the moral
imperative. It was not Christianity that transformed Faustian man,
but Faustian man who transformed Christianity—and he not only
made it a new religion but also gave it a new moral direction. The
‘it’ became ‘', the passion-charged centre of the world, the founda-
tion of the great Sacrament of personal contrition. Will-to-power
even in ethics, the passionate striving to set up a proper morale as a
universal truth, and to enforce it upon humanity, to reinterpret or
overcome or destroy everything otherwise constituted—nothing is
more characteristically our own than this is. And in virtue of it the
Gothic springtime proceeded to a profound—and never yet
appreciated—inward transformation of the morale of Jesus. A quiet
spiritual morale welling from Magian feeling—a morale or conduct
recommended as potent for salvation, a morale the knowledge of
which was communicated as a special act of grace—was recast as a
morale of imperative command.!

There are as many morales as there are Cultures, no more and no
fewer. Just as every painter and every musician has something in
him which, by force of inward necessity, never emerges into con-
sciousness but dominates a priori the form-language of his work and
differentiates that work from the work of every other Culture, so
every conception of Life held by a Culture-man possesses a priori (in
the very strictest Kantian sense of the phrase) a constitution that is
deeper than all momentary judgments and strivings and impresses
the style of these with the hall-mark of the particular Culture. The
individual may act morally or immorally, may do ‘good’ or ‘evil’
with respect to the primary feeling of his Culture, but the theory
of his actions is not a result but a datum. Each Culture possesses its
own standards, the validity of which begins and ends with it. There
is no general morale of humanity. A morale, like a sculpture, a
music, a painting-art, is a self-contained form-world expressing a
life-feeling; it is a datum, fundamentally unalterable, an inward
necessity.

! ‘He who hath ears to hear, let him hear'—there is no claim to power in
these words. But the Western Church never conceived its mission thus. The
‘Glad Tidings’ of Jesus, like those of Zoroaster, of Mani, of Mahomet, of the
Neo-Platonists and of all the cognate Magian religions were mystic benefits
displayed but in nowise imposed.
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FAUSTIAN MORALE

Every Classical ethic that we know or can conceive of constitutes
man an individual static entity, a body among bodies, and all
Western valuations relate to him as a centre of effect in an infinite
generality. Ethical Socialism is neither more nor less than the
sentiment of action-at-a-distance; the moral pathos of the third
dimension; the root-feeling of Care—care for those who are with us,
and for those who are to follow—pervades the atmosphere of our
time. Consequently there is for us something socialistic in the aspect
of the Egyptian Culture, while the opposite tendency to immobile
attitude, to non-desire, to static self-containedness of the individual,
recalls the Indian ethic and the man formed by it. The seated
Buddha-status (‘looking at its navel') and Zeno’s Ataraxia are not
altogether alien to one another. The ethical ideal of Classical man
was that which is led up to in his tragedy, and revealed in its
Katharsis. This in its last depths means the purgation of the
Apollinian soul from its burden of what is not Apollinian, not free
from the elements of distance and direction, and to understand it
we have to recognize that Stoicism is simply the mature form of it.
The Stoa wished to spread over the whole field of life the solemn
theme of the Greek tragedy—statuesque steadiness and will-less
ethos. Now, is not this conception of xafdpois closely akin to the
Buddhist ideal of Nirvana, which as a formula is no doubt very ‘late’
but as an essence is thoroughly Indian and traceable even from
Vedic times? When one thinks of it, there is nothing preposterous
in the idea of Socrates, Epicurus, and especially Diogenes, sitting
by the Ganges, whereas Diogenes in a Western megalopolis would
be an unimportant fool. Nor, on the other hand, is Frederick
William I of Prussia, the prototype of the Socialist in the grand
sense, thinkable in the polity of the Nile, whereas in Periclean
Athens he is impossible.

Had Nietzsche regarded his own times with fewer prejudices and
less disposition to romantic championship of certain ethical creations,
he would have perceived that specifically Christian morale of com-
passion in his sense does not exist on West-European soil. We must
not let the words of humane formulae mislead us as to their real
significance. Between the morale that one has and the morale that
one thinks one has, there is a relation which is very obscure and
very unsteady, and it is just here that an incorruptible psychology
would be invaluable. The text of a conviction is never a test of its
reality, for man is rarely conscious of his own beliefs. Our
theoretical reverence for the propositions of the New Testament is
in fact the same order as the theoretical reverence of the Renais-
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sance and of Classicism for antique art; the one has no more trans-
formed the spirit of men than the other has transformed the spirit
of works. The oft-quoted cases of the Mendicant Orders, the
Moravians and the Salvation Army prove by their very rarity, and
even more by the slightness of the effects that they have been able
to produce, that they are exceptions in a quite different generality—
namely, the Faustian-Christian morale. That morale will not indeed
be found formulated, either by Luther or by the Council of Trent,
but all Christians of the great style—Innocent III and Calvin, Loyola
and Savonarola, Pascal and St Theresa—have had it in them, even in
unconscious contradiction to their own formal teachings.

We have only to compare the purely Western conception of the
manly virtue that is designated by Nietzsche’s ‘moralinfrei’ virta,
the grandezza of Spanish and the grandeur of French Baroque, with
that very feminine dperjof the Hellenic ideal, of which the practical
application is presented to us as capacity for enjoyment (78ov1]),
placidity of disposition (yaMjrn, dwdfewa), absence of wants and
demands, and, above all, the so typical drapaéia. What Nietzsche
called the Blond Beast and conceived to be embodied in the type of
Renaissance Man that he so overvalued (for it is really only a jackal
counterfeit of the great Hohenstaufen Germans) is the utter
antithesis to the type that is presented in every Classical ethic with-
out exception and embodied in every Classical man of worth. The
Faustian Culture has produced a long series of granite-men, the
Classical never a one. But in the North the great Saxon, Franconian
and Hohenstaufen emperors appear on the very threshold of the
Culture, surrounded by giant-men like Henry the Lion and
Gregory VII. Then came the men of the Renaissance, of the struggle
of the two Roses, of the Huguenot Wars, the Spanish Conquistadores,
the Prussian electors and kings, Napoleon, Bismarck, Rhodes. What
other Culture has exhibited the like of these? Where, on the heights
of Faustian morale, from the Crusades to the World War, do we
find anything of the ‘slave-morale’, the meek resignation, the
deaconess’s Caritas? Only in pious and honoured words, nowhere
else. The type of the very priesthood is Faustian; think of those
magnificent bishops of the old German empire who on horseback led
their flocks into battle,® or those Popes who could force submission

2 The battle of Tusculum in 1167 was won by the Archbishops of K&ln
and Mainz. English history, too, contains the figures of warlike prelates—not
only leaders of national movements hke Stephen Langton but strong-handed
administrators and fighters. The great Scots invasion of 1346 was met and
defeated by the Archbishop of York. The Bishops of Durham were for
centuries ‘palatines’; we find one of them serving on pay in the King’s army
in France, 1348. The line of these warlike Bishops in our history extends from
Odo the brother of William the Conqueror to Scrope, archbishop and rebel
in Henry IV’s time.—At.
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on a Henry IV and a Frederick II, of the Teutonic Knights in the
Ostmark, of Luther’s challenge in which the old Northern heathen-
dom rose up against old Roman, of the great Cardinals (Richelieu,
Mazarin, Fleury) who shaped France. That is Faustian morale, and
one must be blind indeed if one does not see it efficient in the whole
field of West-European history. And it is only through such grand
instances of worldly passion which express the consciousness of a
mission that we are able to understand those of grand spiritual
passion, of the upright and forthright Caritas which nothing can
resist, the dynamic charity that is so utterly unlike Classical modera-
tion and Early-Christian mildness. There is a hardness in the sort of
com-passion that was practised by the German mystics, the German
and Spanish military Orders, the French and English Calvinists. In
the Russian, the Raskolnikov, type of charity a soul melts into the
fraternity of souls, in the Faustian it arises out of it. Here too ‘ego
habeo factum’ is the formula. Personal charity is the justification
before God of the Person, the individual.

THE MORALE OF DAWNING ‘CIVILIZATION’

When Nietzsche wrote down the phrase ‘transvaluation of all
values’ for the first time, the spiritual movement of the centuries in
which we are living found at last its formula. Transvaluation of all
values is the most fundamental character of every civilization. For
it is the beginning of a Civilization that it remoulds all the forms of
the Culture that went before, understands them otherwise, practises
them in a different way. It begets no more, but only reinterprets,
and herein lies the negativeness common to all periods of this
character. It assumes that the genuine act of creation has already
occurred, and merely enters upon an inheritance of big actualities.
In the Late-Classical, we find the same taking place inside Hellen-
isticcRoman Stoicism, that is, the long death-struggle of the
Apollinian soul. In the interval from Socrates—who was the
spiritual father of the Stoa and in whom the first signs of inward
impoverishment and city-intellectualism became visible—to
Epictetus and Marcus Aurelius, every existence-ideal of the old
Classical underwent transvaluation. In the case of India, the trans-
valuation of Brahman life was complete by the time of King Asoka
(250 B.C.), as we can see by comparing the parts of the Vedanta put
into writing before and after Buddha. And ourselves? Even now the
ethical socialism of the Faustian soul, its fundamental ethic, as we
have seen, is being worked upon by the process of transvaluation as
that soul is walled up in the stone of the great cities. Rousseau is
the ancestor of this socialism; he stands, like Socrates and Buddha,
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as the representative spokesman of a great Civilization. Rousseau’s
rejection of all great Culture-forms and all significant conventions,
his famous ‘Return to the state of Nature’, his practical rationalism,
are unmistakable evidences. Each of the three buried a millennium
of spiritual depth. Each proclaimed his gospel to mankind, but it
was to the mankind of the city intelligentsia, which was tired of the
town and the Late Culture, and whose ‘pure’ (i.e. soulless) reason
longed to be free from them and their authoritative form and their
severity, from the symbolism with which it was no longer in living
communion and which therefore it detested. The Culture was
annihilated by dialectic. Socrates was a nihilist, and Buddha. There
was an Egyptian or an Arabian or a Chinese de-souling of the human
being, just as there is a Western. This is a matter not of mere
political and economic, nor even of religious and artistic, trans-
formations, nor of any tangible or factual change whatsoever, but
of the condition of a soul after it has actualized its possibilities in
full.

Culture and Civilization—the living body of a soul and the
mummy of it. For Western existence the distinction lies at about
the year 18co—on the one side of that frontier life in fullness and
sureness of itself, formed by growth from within, in one great un-
terrupted evolution from Gothic childhood to Goethe and Napoleon,
and on the other the autumnal, artificial, rootless life of our great
cities, under forms fashioned by the intellect. Culture-man lives
inwards, Civilization-man outwards in space and amongst bodies
and ‘facts’. That which the one feels as Destiny the other under-
stands as a linkage of causes and effects, and thenceforward he is a
materialist—in the sense of the word valid for, and only valid for,
Civilization—whether he wills it or no, and whether Buddhist, Stoic
or Socialist doctrines wear the garb of religion or not.

Only the sick man feels his limbs. When men construct an un-
metaphysical religion in opposition to cults and dogmas; when a
‘natural law’ is set up against historical law; when, in art, styles are
invented in place of the style that can no longer be borne or
mastered; when men conceive of the State as an ‘order of society’
which not only can be but must be altered—then it is evident that
something has definitely broken down. The Cosmopolis itself, the
supreme Inorganic, is there, settled in the midst of the Culture-
landscape, whose men it is uprooting, drawing into itself and using
up.

So long as the man of a Culture that is approaching its fulfilment

still continues to follow straight onwards naturally and unquestion-

ingly, his life has a settled conduct. This is the instinctive morale,

which may disguise itself in a thousand controversial forms but
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which he himself does not controvert, because he has it. As soon as
Life is fatigued, as soon as a man is put on to the artificial soil of
great cities—which are intellectual worlds to themselves—and needs
a theory in which suitably to present Life to himself, morale turns
into a problem. As late as Plato and as late as Kant ethics are still
mere dialectics, a game with concepts, or the rounding-off of a
metaphysical system, something that at bottom would not be
thought really necessary. The Categorical Imperative is merely an
abstract statement of what, for Kant, was not in question at all. But
with Zeno and with Schopenhauer this is no longer so. It had be-
come necessary to discover, to invent or to squeeze into form, as a
rule of being, that which was no longer anchored in instinct; and at
this point therefore begin the civilized ethics that are no longer the
reflection of Life but the reflection of Knowledge upon Life. One
feels that there is something artificial, soulless, half-true in all these
considered systems that fill the first centuries of all the Civiliza-
tions. They are not those profound and almost unearthly creations
that are worthy to rank with the great arts. All metaphysic of the
high style, all pure intuition, vanishes before the one need that has
suddenly made itself felt, the need of a practical morale for the
governance of a Life that can no longer govern itself. Up to Kant,
up to Aristotle, up to the Yoga and Vedanta doctrines, philosophy
had been a sequence of grand world-systems in which formal ethics
occupied a very modest place. But now it became ‘moral philosophy’
with a metaphysic as background. The enthusiasm of epistemology
had to give way to hard practical needs. Socialism, Stoicism and
Buddhism are philosophies of this type.

IRRELIGION

Each Culture, further, has its own mode of spiritual extinction,
which is that which follows of necessity from its life as a whole.
And hence Buddhism, Stoicism and Socialism are morphologically
equivalent as end-phenomena.

For Buddhism too is such. Hitherto the deeper meaning of it has
always been misunderstood. It was not a Puritan movement like,
for instance, Islamism and Jansenism, not a Reformation as the
Dionysiac wave was for the Apollinian world, and, in fact, not a
religion at all in the sense of the religions of the Vedas or the religion
of the Apostle Paul® It was the basic feeling of the Indian Civiliza-
tion and as such both equivalent to and ‘contemporary’ with

3 It was many centuries later that the Buddhist ethic of life gave rise to a
religion for simple peasantry, and it was only enabled to do so by reaching
back to the long-stiffened theology of Brahmanism and, further back still, to
very ancient popular cults.
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Stoicism and Socialism. The quintessence of this thoroughly worldly
and unmetaphysical thought is to be found in the famous sermon
near Benares, the Four Noble Truths that won the prince-philosopher
his first adherents. Its roots lay in the rationalist-atheistic Sankhya
philosophy, the world-view of which it tacitly accepts, just as the
social ethic of the nineteenth century comes from the Sensualism
and Materialism of the eighteenth, and the Stoa (in spite of its
superficial exploitation of Heraclitus) is derived from Protagoras and
the Sophists. In each case it is the all-power of Reason that is the
starting-point from which to discuss morale, and religion (in the
sense of belief in anything metaphysical) does not enter into the
matter. Nothing could be more irreligious than these systems in
their original forms—and it is these, and not derivatives of them
belonging to later stages of the Civilizations, that concern us here.

What we have before us is three forms of Nihilism, using the
word in Nietzsche's sense. In each case, the ideals of yesterday, the
religious and artistic and political forms that have grown up
through the centuries, are discarded; yet even in this last act, this
self-repudiation, each several Culture employs the prime-symbol of
its whole existence. The Faustian nihilist—Ibsen or Nietzsche, Marx
or Wagner—shatters the ideals. The Apollinian—Epicurus or
Antisthenes or Zeno—watches them crumble before his eyes. And
the Indian withdraws from their presence into himself. Stoicism is
directed to individual self-management, to statuesque and purely
present being, without regard to future or past or neighbour.
Socialism is the dynamic treatment of the same theme; it is defensive
like Stoicism, but is concerned not with conduct but procedure, and
more, it is offensive-defensive, for it projects itself into the future
and plans to bring the whole of mankind under a single regimen.
Buddhism, which only a mere dabbler in religious research could
compare with Christianity, is hardly reproducible in words of the
Western languages. But it is permissible to speak of a Stoic Nirvana
and point to the figure of Diogenes, and even the notion of a Socialist
Nirvana has its justification in so far that European weariness covers
its flight from the struggle for existence under the catchwords World-
Peace, Humanity and the Brotherhood of Man. Still, none of this
comes anywhere near the strange profundity of the Buddhist con-
ception of Nirvana.

Every soul has religion, which is only another word for its exist-
ence. All living forms in which it expresses itself—all arts, doctrines,
customs, all metaphysical and mathematical form-worlds, all orna-
ment, every column and verse and idea—are ultimately religious,
and must be so. But from the setting-in of Civilization they cannot
be so any longer. As the essence of every Culture is religion, so—
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and consequently—the essence of every Civilization is irreligion—
the two words are synonymous. Megalopolis itself, as against the old
Culture-towns—Alexandria as against Athens, Paris as against
Bruges, Berlin as against Niirnberg—is irreligious* down to the last
detail, down to the look of the streets, the dry intelligence of the
faces.’ And, correspondingly, the ethical sentiments belonging to
the form-language of the megalopolis are irreligious and soulless
also. Socialism is the Faustian world-feeling become irreligious;
‘Christianity’ so called (and qualified even as ‘true Christianity’),
is always on the lips of the English Socialist, to whom it seems to
be something in the nature of a ‘dogma-less morale.’

Stoicism also was irreligious as compared with Orphic religion,
and Buddhism as compared with Vedic, and it is of no importance
whatever that the Roman Stoic approved and conformed to
Emperor-worship, that the later Buddhist sincerely denied his
atheism, or that the Socialist calls himself an earnest Freethinker
or even goes on believing in God.

It is this extinction of living inner religiousness, which gradually
tells upon even the most insignificant element in a man’s being,
that becomes phenomenal in the historical world-picture at the
turn from Culture to Civilization.

ETHICAL SOCIALISM

Let us, once more, review Socialism (independently of the
economic movement of the same name) as the Faustian example of
Civilization-ethics. Its friends regard it as the form of the future,
its enemies as a sign of downfall, and both are equally right. We are
all Socialists, wittingly or unwittingly, willingly or unwillingly.
Even resistance to it wears its form.

Socialism—in its highest and not its street-corner sense—is, like
every other Faustian ideal, exclusive. It owes its popularity only to
the fact that it is completely misunderstood even by its exponents,
who present it as a sum of rights instead of as one of duties, an
abolition instead of an intensification of the Kantian imperative, a
slackening instead of a tautening of directional energy. The trivial
and superficial tendency towards ideals of ‘welfare’, ‘freedom’,
‘humanity’, the doctrine of the ‘greatest happiness of the greatest
number’, are mere negations of the Faustian ethic—a very different
matter from the tendency of Epicureanism towards the ideal of

4 The term must not be confused with anti-religious.

5 Note the striking similarity of many Roman portrait-busts to the matter-
of-fact modern heads of the American style, and also (though this is not so
distinct) to many of the portrait-heads of the Egyptian New Empire.
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‘happiness’, for the condition of happiness was the actual sum and
substance of the Classical ethic. Here precisely is an instance of
sentiments, to all outward appearance much the same, but meaning
in the one case everything and in the other nothing.

Similarly, and equally necessarily, all Classical men of the Late
period were Stoics unawares. The whole Roman people, as a body,
had a Stoic soul. The genuine Roman, the very man who fought
Stoicism hardest, was a Stoic of a stricter sort than ever a Greek
could be.

The directional movement of Life that is felt as Time and Destiny,
when it takes the form of an intellectual machinery of means and
ends stiffens in death, Ethical Socialism is the most exalted expres-
sion possible of life’s aims.

In spite of its foreground appearances, ethical Socialism is not a
system of compassion, humanity, peace and kindly care, but one
of will-to-power. Any other reading of it is illusory. The Stoic takes
the world as he finds it, but the Socialist wants to organize and recast
it in the form and substance, to fill it with his own spirit. The Stoic
adapts himself, the Socialist commands. He would have the whole
world take the shape he desires, thus transferring the idea of the
‘Critique of Pure Reason’ into the ethical field. This is the ultimate
meaning of the Categorical Imperative, which he brings to bear in
political, social and economic matters alike—act as though the
maxims that you practise were to become by your will the law for
all. And this tyrannical tendency is not absent from even the
shallowest phenomena of the time. It is not attitude and mien, but
activity that is to be given form. As in China and in Egypt, life only
counts in so far as it is deed. And it is the mechanicalizing of the
organic concept of Deed that leads to the concept of work as com-
monly understood, the civilized form of Faustian effecting.
Apollinian man looked back to a Golden Age; this relieved him of
the trouble of thinking upon what was still to come. The Socialist
feels the Future as his task and aim, and accounts the happiness of
the moment as worthless in comparison. The Classical spirit, with
its oracles and its omens, wants only to know the future, but the
Westerner would shape it. The Third Kingdom is the Germanic
ideal. From Joachim of Floris to Nietzsche and Ibsen—arrows of
yearning to the other bank, as the Zarathustra says—every great
man has linked his life to an eternal morning.

And here Socialism becomes tragic. It is of the deepest signifi-
cance that Nietzsche, so completely clear and sure in dealing with
what should be destroyed, what transvalued, loses himself in
nebulous generalities as soon as he comes to discuss the Whither,
the Aim. His criticism of decadence is unanswerable, but his theory
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of the Superman is a castle in the air. And therein lies a deep neces-
sity; for, from Rousseau onwards, Faustian man has nothing more
to hope for in anything pertaining to the grand style of Life. Some-
thing has come to an end. The Northern soul has exhausted its
inner possibilities, and of the dynamic force and insistence that had
expressed itself in world-historical visions of the future—visions of
millennial scope—nothing remains but the mere pressure, the
passionate desire to create, the form without the content. This soul
was Will and nothing but Will. It needed an aim for its Columbus-
longing; it had to give its inherent activity at least the illusion of a
meaning and an object. And so the keener critic will find a trace of
Hjalmar Ekdal in all modernity, even its highest phenomena. Ibsen
called it the lie of life. For deep down beneath it all is the gloomy
feeling, not to be repressed, that all this hectic zeal is the despairing
self deception of a soul that may not and cannot rest. This is the
tragic situation—the inversion of the Hamlet motive, and a thread
of it runs through the entire fabric of Socialism, political, economic
and ethical, which forces itself to ignore the annihilating serious-
ness of its own final implications, so as to keep alive the illusion of
the historical necessity of its own existence.
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X

FAUSTIAN AND APOLLINIAN NATURE-
KNOWLEDGE

EVERY SCIENCE IS DEPENDENT UPON A RELIGIC

HELMHOLTZ observed, in a lecture of 1869 that has become famot
that ‘the final aim of Natural Science is to discover the motio
underlying all changes, and the motive forces thereof; that is,
resolve itself into Mechanics’. What this resolution into mechani
means is the reference of all qualitative impressions to fix
quantitative base-values, that is, to the extended and to change
place therein. It means, further—if we bear in mind the oppositic
of becoming and become, form and law, image and notion—t
referring of the seen Nature-picture to the imagined picture of
single numerically and structurally measurable Order. The speci:
tendency of all Western mechanics is towards an intellectual co
quest by measurement, and it is therefore obliged to look for ti
essence of the phenomenon in a system of constant elements th
are susceptible of full and inclusive appreciation by measuremer
of which Helmholtz distinguishes motion (using the work in i
everyday sense) as the most important.

To the physicist this definition appears unambiguous and e
haustive, but to the sceptic who has followed out the history of th
scientific conviction, it is very far from being either. To the physicis
present-day mechanics is a logical system of clear, uniquel
significant concepts and of simple, necessary relations; while to tl
other it is a picture distinctive of the structure of the West-Europe:
spirit, though he admits that the picture is consistent in the highe
degree and most impressively convincing. It is self-evident that r
practical results and discoveries can prove anything as to tt
‘truth’ of the theory, the picture.

Modern physics, as a science, is an immense system of indicatior
in the form of names and numbers whereby we are enabled 1
work with Nature as with a machine. As such, it may have 2
exactly-definable end. But as a piece of history, all made up ¢
destinies and incidents in the lives of the men who have worked i
it and in the course of research itself, physics is, in point of obje
methods and results, alike an expression and actualization of
Culture, an organic and evolving element in the essence of th:
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Culture, and every one of its results is a symbol. Its discoveries, in
virtue of their imagined content (as distinguished from their print-
able formulae), have been of a purely mythic nature, even in minds
so prudent as those of J. B. Mayer, Faraday and Hertz. In every
Nature-law, physically exact as it may be, we are called upon to
distinguish between the nameless number and the naming of it, be-
tween the plain fixation of limits and their theoretical interpreta-
tion. The formulae represent general logical values, pure numbers
—that is to say, objective space—and boundary-elements. But
formulae are dumb. The expression s = 14gt* means nothing at all
unless one is able mentally to connect the letters with particular
words and their symbolism. But the moment we clothe the dead
signs in such words, give them flesh, body and life, and, in sum, a
perceptible significance in the world, we have overstepped the
limits of a mere order. @ewpia means image, vision, and it is this
that makes a Nature-law out of a figure-and-letter formula. Every-
thing exact is in itself meaningless, and every physical observation
is so constituted that it proves the basis of a certain number of
imaged presuppositions; and the effect of its successful issue is to
make these presuppositions more convincing than ever. Apart from
these, the result consists merely of empty figures. But in fact we do
not and cannot get apart from them. Even if an investigator puts
on one side every hypothesis that he knows as such, as soon as he
sets his thought to work on the supposedly clear task, he is not
controlling but being controlled by the unconscious form of it, for
in living activity he is always a man of his Culture, of his age, of
his school and of his tradition. Faith and ‘knowledge’ are only two
species of inner certitude, but of the two faith is the older and it
dominates all the conditions of knowing, be they never so exact.
And thus it is theories and not pure numbers that are the support of
all natural science. The unconscious longing for that genuine know-
ledge which (be it repeated) is peculiar to the spirit of Culture-man
sets itself to apprehend, to penetrate, and to comprise within its
grasp the world-image of Nature. Mere industrious measuring for
measuring’s sake is not and never has been more than a delight for
little minds. Every savant’s experiment, be it what it may, is at the
same time an instance of the kind of symbolism that rules in the
savant’s ideation. All Laws formulated in words are derived from
experiences, typical of the one—and only the one—Culture. As to
the ‘necessity’ which is a postulate in all exact research, here too
we have to consider two kinds of necessity, viz., a necessity within
the spiritual and living (for it is Destiny that the history of every
individual research-act takes its course when, where and how it
does) and a necessity within the known (for which the current
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Western name is Causality). If the pure numbers of a physical
formula represent a causal necessity, the existence, the birth and
the life-duration of a theory are a Destiny.

The pure mechanics that the physicist has set before himself as
the end-form to which it is his task (and the purpose of all this
imagination-machinery) to reduce Nature, presupposes a dogma—
nainely, the religious world-picture of the Gothic centuries. For it
is from this world-picture that the physics peculiar to the Western
intellect is derived. There is no science that is without unconscious
presuppositions of this kind, over which the researcher has no con-
trol and which can be traced back to the earliest days of the awaken-
ing Culture. There is no Natural science without a precedent
Religion.

Every critical science, like every myth and every religious belief,
rests upon an inner certitude. Various as the creations of this certi-
tude may be, both in structure and in repute, they are not different
in basic principle. Any reproach, therefore, levelled by Natural
science at Religion is a boomerang. We are presumptuous and no
less in supposing that we can ever set up ‘The Truth’ in the place
of ‘anthropomorphic’ conceptions, for no other conceptions but
these exist at all. Every idea that is possible at all is a mirror of the
being of its author. The statement that ‘man created God in his own
image’, valid for every historical religion, is not less valid for every
physical theory, however firm its reputed basis of fact.

Each Culture has made its own set of images of physical pro-
cesses, which are true only for itself and only alive while it is itself
alive. The ‘Nature’ of Classical man found its highest artistic em-
blem in the nude statue, and out of it logically there grew up a static
of bodies, a physics of the near. The Arabian Culture can be sym-
bolized by the arabesque and the cavern-vaulting of the mosque,
and out of this world-feeling there issued Alchemy with its ideas of
mysterious substances like the ‘philosophical mercury’, which is
neither a material nor a property but by magic can transmute one
metal into another. And the outcome of Faustian man’s Nature idea
was a dynamic of unlimited span, a physics of the distant. To the
Classical therefore belong the conceptions of matter and form, to
the Arabian (quite Spinozistically) the idea of substances with visible
or secret attributes, and to the Faustian the idea of force and mass.

As with the formulation of problems and the methods of dealing
with them, so also with the basic concepts. They are symbols in
each case of one and only the one Culture. The Classical root-words
dmewpov, dpyr, popdt, UAn, are not translatable into our speech. To
render dpy7i by ‘primestuff’ is to eliminate its Apolinian con-
notation, to make the hollow shell of the word sound an alien note.
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That which Classical man saw before him as ‘motion’ in space, he
understood as dMoiwais, change of position of bodies; we, from
the way in which we experience motion, have deduced the con-
cept of a process, a ‘going forward’, thereby expressing and em-
phasizing that element of directional energy which our thought
necessarily predicates in the courses of Nature. In Alchemy there
is deep scientific doubt as to the plastic actuality of things—of the
‘somata’ of Greek mathematicians, physicists and poets—and it dis-
solves and destroys the soma in the hope of finding its essence. The
conflict concerning the person of Christ which manifested itself in
all the early Councils and led to the Nestorian and Monophysite
secessions is an alchemistic problem. It would never have occurred
to a Classical physicist to investigate things while at the same time
denying or annihilating their perceivable form. And for that very
reason there was no Classical chemistry.

The rise of a chemical method of the Arabian style betokens a
new world-consciousness. The discovery of it, which at one blow
made an end of Apollinian natural science, of mechanical statics, is
linked with the enigmatic name of Hermes Trismegistus, who is
supposed to have lived in Alexandria at the same time as Plotinus
and Diophantus. Similarly it was just at the time of the definite
emancipation of the Western mathematic by Newton and Leibniz
that the Western chemistry was freed from Arabic form by Stahl
(1660-1734) and his Phlogiston theory. Chemistry and mathematic
alike became pure analysis. Then Robert Boyle (1626-1691) devised
the analytical method and with it the Western conception of the
Element. That is in fact the end of genuine chemistry, its dissolu-
tion into the comprehensive system of pure dynamic, its assimila-
tion into the mechanical outlook which the Baroque age had estab-
lished through Galileo and Newton.

What we call Statics, Chemistry and Dynamics—words that as
used in modern science are merely traditional distinctions without
deeper meaning—are really the respective physical systems of the
lApollinian. Magian and Faustian souls, each of which grew up in
its own Culture and was limited as to validity to the same. Corres-
ponding to these sciences, each to each, we have the mathematics
of Euclidean geometry, Algebra and Higher Analysis, and the arts
of statue, arabesque and fugue.

THE ATOMIC THEORY

Now, the tendency of human thought (which is always causally
disposed) to reduce the image of Nature to the simplest possible
quantitative form-units that can be got by causal reasoning, measur-
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ing and counting—in a word, by mechanical differentiation—Ileads
necessarily in Classical, Western and every other possible physics,
to an atomic theory. Of the Indian and Chinese theories we know
hardly more than the fact they once existed, and the Arabian is so
complicated that even now it seems to defy presentation. But we do
know our own and the Apollinian sciences well enough to observe,
here too, a deeply symbolical opposition.

The Classical atoms are miniature forms, the Western minimal
quanta, and quanta, too, of energy. The atoms of Leucippus and
Democritus were different in form and magnitude, that is to say,
they were purely plastic units, ‘indivisible’, as their name asserts,
but only plastically indivisible. The atoms of Western physics, for
which ‘indivisibility’ has quite another meaning, resemble the
figures and themes of music; their being or essence consisting in
vibration and radiation, and their relation to the processes of
Nature being that of the ‘motive’ to the ‘movement’. On the one
hand—Democritus’s multitude of confused atoms, victims hunted
like CEdipus, of blind Chance, which he as well as Sophocles called
dvdyxn. On the other hand—systems of abstract force-points work-
ing in unison, aggressive, energetically dominating space (as ‘field’),
overcoming resistances like Macbeth. According to Leucippus the
atoms fly about in the void ‘of themselves’; Democritus merely re-
gards shock and countershock as a form of change of place.
Aristotle explains individual movements as accidental, Empedocles
speaks of love and hate, Anaxagoras of meetings and partings. All
these are elements also of Classical tragedy; the figures on the Attic
stage are related to one another just so. Further, and logically, they
are the elements of Classical politics.

But the inner relationship between atom-theory and ethic goes
further. It has been shown how the Faustian soul—whose being
consists in the overcoming of the visible, whose feeling is loneliness
and whose yearning is infinity—puts its need of solitude, distance
and abstraction into all its actualities, into its public life, its
spiritual and its artistic form-worlds alike. This pathos of distance
(to use Nietzsche’s expression) is peculiarly alien to the Classical,
in which everything human demanded nearness, support and com-
munity. It is this that distinguishes the spirit of the Baroque from
that of the Ionic, the culture of the Ancien Régime from that of
Periclean Athens. And this pathos, which distinguishes the heroic
doer from the heroic sufferer, appears also in the picture of Western
physics as tension. It is tension that is missing in the science of
Democritus; for in the principle of shock and countershock it is
denied by implication that there is a force commanding space and
identical with space. And, correspondingly, the element of Will is

196



NATURE-KNOWLEDGE

absent from the Classical soul-image. The principle of tension (de-
veloped in the potential theory), which is wholly untranslatable into
Classical tongues and incommunicable to Classical minds, has be-
come for Western physics fundamental. Its content follows from
the notion of energy, the Will-to-Power in Nature, and therefore
it is for us just as necessary as for the Classical thought it is
impossible.

THE PROBLEM OF MOTION

Every atomic theory, therefore, is a myth and not an experience.
In it the Culture, through the contemplative-creative power of its
great physicists, reveals its inmost essence and very self.

We have already® shown the decisive importance of the depth-
experience, which is identical with the awakening of a soul and
therefore with the creation of the outer world belonging to that
soul. The mere sense-impression contains only length and breadth,
and it is the living and necessary art of interpretation—which, like
everything else living, possesses direction, motion and irreversibility
(the qualities that our consciousness synthesizes in the word Time)
—that adds depth and thereby fashions actuality and world. Life
itself enters into experience as third dimension. The perfected ex-
tension of the Classical consciousness is one of sensuous and bodily
presence. The Western consciousness achieves extension, after its
own fashion, as transcendental space, and as it thinks its space more
and more transcendentally it develops by degrees the abstract
polarity of Capacity and Intensity that so completely contrasts with
the Classical visual polarity of Matter and Form.

But it follows from this that in the known there can be no re-
appearance of living time. For this has already passed into the
known, into constant ‘existence’, as Depth, and hence duration (i.e.
timelessness) and extension are identical. Only knowing possesses
the mark of direction. The application of the word ‘time’ to the
imaginary and measurable time-dimension of physics is a mistake.
The only question is whether it is possible or not to avoid the mis-
take. If one substitutes the word ‘Destiny’ for ‘time’ in any physical
enunciation, one feels at once that pure Nature does not contain
Time. The form-world of physics extends just as far as the cognate
form-world of number and notion extend, and we have seen that
(notwithstanding Kant) there is not and cannot be the slightest re-
lation of any sort between mathematical number and Time. And yet
this is controverted by the fact of motion in the picture of the
world-around. It is the unsolved and unsolvable problem of the

1 See p. 105
197



THE DECLINE OF THE WEST

Eleatics—being (or thinking) and motion are incompatible; motion
‘is’ not (is only ‘apparent’).

And here, for the second time, Natural science becomes dogmatic
and mythological. The words Time and Destiny, for anyone who
uses them instinctively, touch Life itself in its deepest depths—Iife
as a whole, which is not to be separated from lived-experience.
Physics, on the other hand—i.e. the observing Reason—must
separate them. The livingly-experienced ‘in-itself’, mentally eman-
cipated from the act of the observer and become object, dead, in-
organic, rigid, is now ‘Nature’, something open to exhaustive mathe-
matical treatment. In this sense the knowledge of Nature is an
activity of measurement. All the same, we live even when we are
observing and therefore the thing we are observing lives with us.
The element in the Nature-picture in virtue of which it not merely
from moment to moment is, but in a continuous flow with and
around us becomes, is the copula of the waking-consciousness and
its world. This element is called movement, and it contradicts Nature
as a picture, but it represents the history of this picture. And there-
fore, as precisely as Understanding is abstracted (by means of
words) from feeling, and mathematical space from light-resistances
(‘things’), so also physical ‘time’ is abstracted from the impression
of motion.

‘Physics,” says Kirchhoff, ‘is the complete and simple description of
motions,” That indeed has always been its object. But the question is
not one of motion in the picture but of motion of the picture. Motion
in the Nature of physics, is nothing else but that metaphysical some-
thing which gives rise to the consciousness of a succession. The
known is timeless and alien to motion; its state of becomeness im-
plies this. It is the organic sequence of knowns that gives the im-
pression of a motion. The physicist receives the word as an im-
pression not upon ‘reason’ but upon the whole man, and the
function of that man is not ‘Nature’ only but the whole world. And
that is the world-as-history. ‘Nature’, then, is an expression of the
Culture in each instance. All physics is treatment of the motion-
problem—in which the life-problem is implicit—not as though it
could one day be solved, but in spite of, nay because of, the fact that
it is insoluble.

Let the reader conceive of the motion within a physical system
as the ageing of that system (as in fact it is, as lived-experience of
the observer), and he will feel at once and distinctly the fatefulness
immanent in, the unconquerably organic content of, the word
‘motion’ and all its derivative ideas. But Mechanics, having nothing
to do with ageing, should have nothing to do with motion either,
and consequently, since no scientific system is conceivable without a

198



NATURE-KNOWLEDGE

motion-problem in it, a complete and self-contained mechanics is
an impossibility. Somewhere or other there is always an organic
starting-point in the system where immediate Life enters it—an
umbilical cord that connects the mind-child with the life-mother,
the thought with the thinker.

This puts the fundamentals of Faustian and Apollinian Nature-
science in quite another light. No ‘Nature’ is pure—there is always
something of history in it. If man is ahistorical, like the Greek, so
that the totality of his impressions of the world is absorbed in a pure
point-formed present, his Natureimage is static, self-contained.
Time as magnitude figures in Greek physics as little as it does in
Aristotle’s entelechy-idea. If, on the other hand, Man is historically
constituted, the image formed is dynamic.

History is eternal becoming and therefore eternal future; Nature
is become and therefore eternally past. And here a strange inversion
seems to have taken place—the Becoming has lost its priority over
the Become. When the intellect looks back from its sphere, the
Become, the aspect of life is reversed, the idea of Destiny which
carries aim and future in it having turned into the mechanical
principle of cause-and-effect of which the centre of gravity lies in
the past. The spatially-experienced is promoted to rank above the
temporal living, and time is replaced by a length in a spatial world-
system. And, since in the creative experience extension follows from
direction, the spatial from life, the human understanding imports
life as a process into the inorganic space of its imagination. While
life looks on space as something functionally belonging to itself,
intellect looks upon life as something in space. To establish
scientifically means, starting from the become and actualized, to
search for ‘causes’ by going back along a mechanically-conceived
course, that is to say, by treating becoming as a length. But it is
not possible to live backwards, only to think backwards. Not Time
and Destiny are reversible, but only that which the physicist calls
‘time’ and admits into his formulae as divisible, and preferably as
negative or imaginary quantities.

The perplexity is always there, though it has rarely been seen to
be originally and necessarily inherent. In the Classical science the
Eleatics, declining to admit the necessity of thinking of Nature as
in motion, set up against it the logical view that thinking is a being,
with the corollary that known and extended are identical and know-
ledge and becoming therefore irreconcilable. Their criticisms have
not been, and cannot be, refuted. But they did not hinder the
evolution of Classical physics, which was a necessary expression of
the Apollinian soul and as such superior to logical difficulties. In the
‘classical’ mechanics so-called of the Baroque, founded by Galileo
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and Newton, an irreproachable solution of the motion-problem on
dynamic lines has been sought again and again. The last serious
attempt—which failed like the rest, and of necessity—was Hertz’s.
Hertz tried to eliminate the notion of force entirely—rightly feeling
that error in all mechanical systems has to be looked for in one or
another of the basic concepts—and to build up the whole picture
of physics on the quantities of time, space and mass. But he did not
observe that it is Time itself (which as direction-factor is present in
the force-concept) that is the organic element without which a
dynamic theory cannot be expressed and with which a clean
solution cannot be got. Moreover, quite apart from this, the con-
cepts force, mass and motion constitute a dogmatic unit. They so
condition one another that the application of one of them tacitly
involves both the others from the outset. The notion of mass is only
the complement of that of force. Newton, a deeply religious nature,
was only bringing the Faustian world-feeling to expression when,
to elucidate the words ‘force’” and ‘motion’, he said that masses are
points of attack for force and carriers for motion. So the thirteenth-
century Mystics had conceived of God and his relation to world.
Force is to the mechanical Nature-picture of western man what Will
is to his soul-picture and infinite Godhead in his world-picture. The
primary ideas of this physics stood firm long before the first
physicist was born, for they lay in the earliest religious world-con-
sciousness of our Culture.

THE INTERPRETATION OF ‘EXPERIENCE’

Nature-laws are forms of the known in which an aggregate of
individual cases are brought together as a unit of higher degree.
Living Time is ignored—that is, it does not matter whether, when
or how often the case arises, for the question is not of chronological
sequence but of mathematical consequence. But in the conscious-
ness that no power in the world can shake this calculation lies our
will to command over Nature. That is Faustian. It is only from this
standpoint that miracles appear as breaches of the laws of Nature.
Magian man saw in them merely the exercise of a power that was
not common to all, not in any way a contradiction of the laws of
Nature. And Classical man, according to Protagoras, was only the
measure and not the creator of things—a view that unconsciously
forgoes all conquest of Nature through the discovery and applica-
tion of laws.

We see, then, that the causality-principle, in the form in which it
is self-evidently necessary for us—the agreed basis of truth for our
mathematics, physics and philosophy—is a Western and, more
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strictly speaking, a Baroque phenomenon. It cannot be proved, for
every proof set forth in a Western language and every experiment
conducted by a Western mind presupposes itself. In every problem,
the enunciation contains the proof in germ. The method of a science
is the science itself. Beyond question, the notion of laws of Nature
and the conception of physics as ‘scientia experimentalis’, which has
held ever since Roger Bacon, contains a priori this specific kind of
necessity. The Classical mode of regarding Nature—the alter ego of
the Classical mode of being—on the contrary, does not contain it,
and yet it does not appear that the scientific position is weakened
in logic thereby. If we work carefully through the utterances of
Democritus, Anaxagoras, and Aristotle (in whom is contained the
whole sum of Classical Nature-speculation), and, above all, if we
examine the connotations of key-terms like d\Molwats, avdyxn,
évredéyera,  we look with astonishment into a world-image totally
unlike our own. This world-image is self-sufficing and therefore, for
this definite sort of mankind, unconditionally true. And causality
in our sense plays no part therein.

The principle of the Conservation of Energy, which since its
enunciation by J. R. Mayer has been regarded in all seriousness as a
plain conceptual necessity, is in fact a redescription of the dynamic
principle of causality by means of the physical concept of force.
The appeal to ‘experience’, and the controversy as to whether
judgment is necessary or empirical—i.e. in the language of Kant
(who greatly deceived himself about the highly-fluid boundaries be-
tween the two), whether it is a priori or a posteriori certain—are
characteristically Western. But no one has noticed that a whole
world-view is implicit in such a concept of ‘experience’ with its
aggressive dynamic connotation, and that there is not and cannot
be ‘experience’ in this pregnant sense for men of other Cultures.
When we decline to recognize the scientific results of Anaxagoras
or Democritus as experiential results, it does not mean that these
Classical thinkers were incapable of interpreting and merely threw
off fancies, but that we miss in their generalizations that causal
element which for us constitutes experience in our sense of the
word. Experience means to us an activity of the intellect, which
does not resignedly confine itself to receiving, acknowledging and
arranging momentary and purely present impressions, but seeks
them out and calls them up in order to overcome them in their
sensuous presence and to bring them into an unbounded unity in
which their sensuous discreteness is dissolved. Experience in our
sense possesses the tendency from particular to infinite. And for that
very reason it is in contradiction with the feeling of Classical
science. What for us is the way to acquire experience is for the
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Greek the way to lose it. And therefore he kept away from the
drastic method of experiment. Our exact Natural science is im-
perative, the Classical is fsweia in the literal sense, the result of
passive contemplativeness.

THE ‘GOD-FEELING’ AND NATURE

We can now say without any hesitation that the form-world of a
Natural science corresponds to those of the appropriate mathematic,
the appropriate religion, the appropriate art. A deep mathematician
—by which is meant not a master-computer but a man, any man,
who feels the spirit of numbers living within him—realizes that
through it he knows God'. Pythagoras and Plato were as well aware
of this as Pascal and Leibniz.

The word ‘God’ has a different sound under the vaulting of Gothic
cathedrals or in the cloisters of Maulbronn and St Gallen and in
the basilicas of Syria and the temples of Republican Rome. The
character of the Faustian cathedral is that of the forest. It is the
architectural actualizing of a world-feeling that had found the first
of all its symbols in the high forest of the Northern plains, the
deciduous forest with its mysterious tracery, its whispering of ever-
restless foliage high over the watcher’s head, its tree-tops struggling
to escape from earth. Think of Romanesque ornamentation and its
deep affinity to the sense of the woods.

Cypresses and pines, with their corporeal and Euclidean effect,
could never have become symbols of unending space. But the oaks,
beeches and limes with the fitful light-flecks playing in their shadow-
filled volume are felt as bodiless, boundless, spiritual. The rustle of
the woods, a charm that no Classical poet ever felt—for it lies be-
yond the possibilities of Apollinian Nature-feeling—stands with its
secret questions ‘whence? whither?’ its merging of presence into
eternity, in a deep relation with Destiny, with the feeling of History
and Duration, with the quality of Direction that impels the anxious,
Faustian soul towards infinitely-distant Future. And for that reason
the organ, that roars deep and high through our churches in tones
which, compared with the plain solid notes of aulos and cithara,
seem to know neither limit nor restraint, is the instrument of in-
struments in Western devotions. Cathedral and organ form a sym-
bolic unity like temple and statue. Orchestra-tone strove tirelessly
in the eighteenth century towards a nearer kinship with the organ-
tone. The word ‘schwebend’>—meaningless as applied to Classical
things—is important alike in the theory of music, in oil-painting, in

2 It is used in the phrase ‘The spirit of God “schwebte” upon the face of

the waters’.
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architecture and in the dynamic physics of the Baroque. Stand in a
high wood of mighty stems while the storm is tearing above, and
you will comprehend instantly the full meaning of the concept of a
force which moves mass.

Out of such a primary feeling there arises, then, an idea of the
Divine immanent in the world-around, and this idea becomes
steadily more definite. The percipient receives the impression of
motion in Nature. He feels about him an almost indescribable alien
life of unknown powers, and traces the origin of these effects to
‘numina’, to The Other, inasmuch as this Other also possesses Life.
Astonishment at alien motion is the source of religion and of physics
both; respectively, they are the elucidations of Nature (world-
around) by the soul and by the reason. The ‘powers’ are the first
object both of fearful or loving reverence and of critical investiga-
tion. There is a religious experience and a scientific experience.

Now it is important to observe how the consciousness of each
Culture intellectually condenses its primary ‘numina’. It imposes
significant words—names—on them and thereby conjures (seizes or
bounds) them. By virtue of the Name they are subject to the in-
tellectual power of the man who possesses the Name. The pro-
nouncement of the right name (in physics, the right concept) is an in-
cantation. Deities and basic notions of science alike come into being
first as invocable names, representing an idea that tends to become
more and more sensuously definite. The outcome of a Numen is a
Deus, the outcome of a notion is an idea. In the mere naming of
‘thing-in-itself’, ‘atom’, ‘energy’, ‘gravitation’, ‘cause’, ‘evolution’ and
the like is for most learned men the same sense of deliverance as
there was for the peasent of Latium in the words ‘Ceres’, ‘Consus’,
‘Janus’, ‘Vesta'?

THE GREAT MYTH. FAUSTIAN, CLASSICAL,
MAGIAN NUMINA

Scientists are wont to assume that myths and God-ideas are
creations of primitive man, and that as spiritual culture ‘advances’,
this myth-forming power is shed. In reality it is the exact opposite,
and had not the morphology of history remained to this day an
almost unexplored field, the supposedly universal mythopoetic
power would long ago have been found to be limited to particular
periods. It would have been realized that this ability of a soul to
fill its world with shapes, traits and symbols—Ilike and consistent

3 And it may be asserted that the downright faith that Haeckel. for
example, pins to the names atom. matter, energy, is not essentially different
from the fetishism of Neanderthal Man.
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amongst themselves—belongs most decidedly not to the world-age
of the primitives but exclusively to the springtimes of great Cultures.
Every myth of the great style stands at the beginning of an awaken-
ing spirituality. It is the first formative act of that spirituality. No-
where else is it to be found. There—it must be.

There are as many form-worlds of great myth as there are
Cultures and early architectures. It was in the Homeric age (1100-
800 B.C.) and in the corresponding age of chivalry (900-1200 AD.),
that is, the epic ages, and neither before nor after them, that the
great world-image of a new religion came into being. The corres-
ponding ages in India and Egypt are the Vedic and the Pyramid
periods; one day it will be discovered that Egyptian mythology did
in fact ripen into depth during the Third and Fourth Dynasties.

Only in this way can we understand the immense wealth of
religious-intuitive creations that fills the three centuries of the
Imperial Age in Germany. What came into existence then was the
Faustian mythology. Hitherto, owing to religious and learned pre-
conceptions, either the Catholic element has been treated to the
exclusion of the Northern-Heathen or vice versa, and consequently
we have been blind to the breadth and the unity of this form-world.
In reality there is no such difference. The deep change of meaning
in the Christian circle of ideas is identical, as a creative act, with
the consolidation of the old heathen cults of the Migrations. To
this lore belong the great God-legends of the Edda and many motives
in the gospel-poetry of learned monks; the German hero-tales of
Siegfried and Gudrun, Dietrich and Wayland; the vast wealth of
chivalry-tales, derived from ancient Celtic fables, that was simul-
taneously coming to harvest on French soil, concerning King
Arthur and the Round Table, the Holy Grail, Tristan, Percival and
Roland. And with these are to be counted—beside the spiritual
transvaluation, unremarked but all the deeper for that, of the
Passion-Story—the Catholic hagiology of which the richest floraison
was in the tenth and eleventh centuries and which produced the
Lives of the Virgin and the histories of SS Roch, Sebald, Severin,
Francis, Bernard, Odilia. The Legenda Aurea was composed about
1250—this was the blossoming-time of courtly epic and Icelandic
skald-poetry alike. Nowhere is the final meaning of these religious
creations more clearly indicated than in the history of Valhalla. It
was not an original German idea, and even the tribes of the
Migrations were totally without it. It took shape just at this time,
instantly and as an inward necessity, in the consciousness of the
peoples newly-arisen on the soil of the West. Thus it is ‘contem-
porary’ with Olympus, which we know from the Homeric epos and
which is as little Mycenaean as Valhalla is German in origin. As to
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the meaning of a myth, its provenance proves nothing. The ‘numen’
itself, the primary form of the world-feeling, is a pure, necessary
and unconscious creation, and it is not transferable.

In the Classical, Arabian and Western Cultures, the myth of the
springtime is in each case that which we should expect; in the first
static, in the second Magian, in the third dynamic. Examine every
detail of form, and see how in the Classical it is an attitude and in
the West a deed, there a being and here a will that underlies them;
how in the Classical the bodily and tangible, the sensuously-
saturated, prevails and how therefore in the mode of worshipping
the centre of gravity lies in the sense-impressive cult, whereas in
the North it is space, force and therefore a religiousness that is pre-
dominantly dogmatic in colouring that rule. These very earliest
creations of the young soul tell us that there is relationship between
the Olympian figures, the statue and the corporeal Doric temple;
between the domed basilica, the ‘Spirit’ of God and the arabesque;
between Valhalla and the Mary myth, the soaring nave and instru-
mental music.

Classical polytheism, consequently, has a style of its own which
puts it in a different category from the conceptions of any other
world-feelings, whatever the superficial affinities may be. This
mode of possessing gods without godhead has only existed once,
and it was in the one Culture that made the statue of naked Man
the whole sum of its art.

Nature, as Classical man felt and knew it about him, viz., a sum
of well-formed bodily things, could not be defied in any other form
but this. The Roman felt that the claim of Yahweh to be recognized
as sole God had something atheistic in it. One God, for him, was no
God, and to this may be ascribed the strong dislike of popular feel-
ing, both Greek and Roman, for the philosophers in so far as they
were pantheists and godless. Gods are bodies, oduara the highest
type of, and plurality was an attribute of bodies alike for mathe-
maticians, lawyers and poets. The concept of {Hov modirixéy was
valid for gods as well as for men. It is a deeply significant fact
that in Hellas of all countries star-gods, the numina of the Far,
are wanting. Helios was worshipped only in half-Oriental Rhodes
and Selene had no cult at all. The old Roman religion, in which
the Classical world-feeling was expressed with special purity, knew
neither sun nor moon, neither storm nor cloud as deities. The
forest stirrings and the forest solitude, the tempest and the surf,
which completely dominated the Nature of Faustian man (even
that of pre-Faustian Celts and Teutons) and imparted to their
mythology its peculiar character, left Classical man unmoved. Only
concretes—hearth and door, the coppice and the plotfield, this
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particular river and that particular hill—condensed into Being for
him.

The bases of the Apollinian and the Faustian Nature-images re-
spectively are in all contexts the two opposite symbols of individual
thing and unitary space. Olympus and Hades are perfectly sense-
definite places, while the kingdom of the dwarfs, elves and goblins,
and Valhalla and Niflheim are all somewhere or other in the uni-
verse of space. In the old Roman religion ‘Tellus Mater’ is not the
all-mother but the visible arable field itself. Faunus is the wood
and Vulturnus is the river, the name of the seed is Ceres and that of
the harvest is Consus. Horace is a true Roman when he speaks of
‘sub Jove frigido’, under the cold sky. In these cases there is not
even the attempt to reproduce the God in any sort of image at the
places of worship, for that would be tantamount to duplicating him.
Even in very late times the instinct not only of the Romans but of
the Greeks also is opposed to idols, as is shown by the fact that
plastic art, as it became more and more profane, came into conflict
more and more with popular beliefs and the devout philosophy. In
the house, Janus is the door as god, Vesta the hearth as goddess, the
two functions of the house are objectivized and deified at once. A
Hellenic river-god (like Acheloiis, who appears as a bull,) is definitely
understood as being the river and not as, so to say, dwelling in the
river. The Pans* and Satyrs are the fields and meadows as noon
defines them. Dryads and Hamadrayads are trees. On the contrary,
not a trace of this localized materiality clings to the elves, dwarfs,
witches, Valkyries and their kindred the armies of departed souls
that sweep round o'nights. Naiads are sources: nixies and tree-
spirits and brownies are souls that are only bound to sources, trees
and houses, from which they long to be released into the freedom
of roaming. A nymph—a spring, that is—assumes human form
when she would visit a handsome shepherd, but a nixy is an en-
chanted princess with nenuphars in her hair who comes up at mid-
night from the depths of the pool wherein she dwells. Kaiser Bar-
barossa sits in the Kyffhduser cavern and Frau Venus in the Horsel-
berg. It is as though the Faustian universe abhorred anything
material and impenetrable. In things, we suspect other worlds.
Their hardness and thickness is merely appearance, and—a trait
that would be impossible in Classical myth, because fatal to it—
some favoured mortals are accorded the power to see through cliffs
and crags into the depths. But is not just this the secret intent of our
physical theories, of each new hypothesis? No other Culture knows
so many fables of treasures lying in mountains and pools, of secret

¢ The pantheistic idea of Pan, familiar in European poetry, is a conception
of later Classical ages, acquired in principle from Egypt—At.
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subterranean realms, palaces, gardens wherein other beings dwell.
The whole substantiality of the visible world is denied by the
Faustian Nature-feeling, for which in the end nothing is of earth
and the only actual is Space. The fairy-tale dissolves the matter of
Nature as the Gothic style dissolves the stone-mass of our cathedrals,
into a ghostly wealth of forms and lines that have shed all weight
and acknowledge no bounds.

The ever-increasing emphasis with which Classical polytheism
somatically individualized its deities is peculiarly evident in its
attitude to ‘strange gods’. For Classical man the gods of the
Egyptians, the Phoenicians and the Germans, in so far as they could
be imagined as figures, were as real as his own gods. If a man were
sojourning in Babylon, for instance, and Zeus and Apollo were far
away, all the more reason for particularly honouring the local
gods. This is the meaning of the altars dedicated ‘to the unknown
gods’, such as that which Paul so significantly misunderstood in a
Magian monotheistic sense at Athens. These were gods not known
by name to the Greek but worshipped by the foreigners of the great
seaports (Piraeus, Corinth or other) and therefore entitled to their
due of respect from him. Rome expressed this with Classical clear-
ness in her religious law and in carefully-preserved formulae like,
for example, the generalis invocatio. As the universe is the sum of
things, and as gods are things, recognition had to be accorded even
to those gods with whom the Roman had not yet practically and
historically come into relations.

In the first generations of the Imperial age, the antique polytheism
gradually dissolved, often without any alteration of outward ritual
and mythic form, into the Magian monotheism. A new soul had
come up, and it lived the old forms in a new mode. The names con-
tinued, but they covered other numina.

In all Late-Classical cults, those of Isis and Cybele, of Mithras
and Sol and Serapis, the divinity is no longer felt as a localized and
formable being in an identifiable shape. In Early Christian times
Juppiter Dolichenus or Sol Invictus® could be worshipped ‘whereso-
ever two or three were gathered together in his name’. All these
deities more and more came to be felt as a single numen, though
the adherents of a particular cult would believe that they in par-
ticular knew the numen in its true shape. Hence it is that Isis could

5 Juppiter Dolichenus was a local deity of Doliche in Commagene, whose
worship was spread over all parts of the Empire by soldiers recruited from
that region; the tablet dedicated to him which is in the British Museum was
found, for example, near Frankfurt-on-Main.

Sol Invictus is the Roman official form of Mithras. Troop-movements and
trade spread his worship, like that of Juppiter Dolichenus, over the
Empire—At,.
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be spoken of as the ‘million-named’. Hitherto, names had been the
designations of so many gods different in body and locality, now
they are titles of the One whom every man has in mind.

This Magian monotheism reveals itself in all the religious creations
that flooded the Empire from the East—the Alexandrian Isis, the
Sun-god favoured by Aurelian (the Baal of Palmyra), the Mithras
protected by Diocletian (whose Persian form had been completely
recast in Syria), the Baalath of Carthage (Tanit, Dea Caelestis’)
honoured by Septimius Severus. The importation of these figures no
longer increases as in Classical times the number of concrete gods.
On the contrary, they absorb the old gods into themselves, and do so
in such a way as to deprive them more and more of picturable
shape. Alchemy is replacing statics. Correspondingly, instead of the
image we more and more find symbols—e.g. the Bull, the Lamb, the
Fish, the Triangle, the Cross—coming to the front. In Constantine’s
‘in hoc signo vinces’ scarcely an echo of the Classical remains.
Already there is setting in that aversion to human representation
that ended in the Islamic and Byzantine prohibitions of images.

ATHEISM

Atheism is a subject that the psychologist and the student of
religion have hitherto regarded as scarcely worth careful investiga-
tion. Much has been written and argued about it, and very roundly,
by the free-thought martyr on the one hand and the religious zealot
on the other. But no one has had anything to say about the species
of atheism; or has treated it analytically as an individual and
definite phenomenon, positive and necessary and intensely sym-
bolic; or has realized how it is limited in time.

Atheism, rightly understood, is the necessary expression of a
spirituality that has accomplished itself and exhausted its religious
possibilities, and is declining into the inorganic. It is entirely com-
patible with a living wistful desire for real religiousness—therein
resembling Romanticism, which likewise would recall that which
has irrevocably gone, namely, the Culture—and it may quite well
be in a man as a creation of his feeling without his being aware of
it, without its ever interfering with the habits of his thought or
challenging his convictions. We can understand this if we can see
what it was that made the devout Haydn call Beethoven an atheist

DfﬂTo Xhom the inhabitants of ‘Roman’ Carthage managed to attach even
ido.—At.

" Diagoras, who was condemned to death by the Athenians for his ‘godless’
writings, left behind him deeply pious dithyrambs. Read, too, Hebbel’s diaries
and his letters to Elise. He ‘did not believe in God’, but he prayed,
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after he had heard some of his music. Atheism comes not with the
evening of the Culture but with the dawn of Civilization.

But, if this late form of world-feeling and world-image which
preludes our ‘second religiousness’ is universally a negation of the
religious in us, the structure of it is different in each of the Civiliza-
tions. There is no religiousness that is without an atheistic
opposition belonging uniquely to itself and directed uniquely against
itself. Men continue to experience the outer world that extends
around them as a cosmos of well-ordered bodies or a world-cavern
or eternally active space, as the case may be, but they no longer
livingly experience the sacred causality in it. They only perceive a
profane causality that is, or is desired to be, inclusively mechanical.
There are atheisms of Classical, Arabian and Western kinds and
these differ from one another in meaning and in matter. Nietzsche
formulated the dynamic atheism on the basis that ‘God is dead’,
and a Classical philosopher would have expressed the static and
Euclidean by saying that the ‘gods who dwell in the holy places
are dead’, the one indicating that boundless space has, the other
that countless bodies have, become godless. But dead space and dead
things are the ‘facts’ of physics. The atheist is unable to experience
any difference between the Nature-picture of physics and that of
religion. Language, with a fine feeling, distinguishes wisdom and
intelligence—the early and the late, the rural and the megalopolitan
conditions of the soul.

The spiritual in every living Culture is religious, has religion,
whether it be conscious of it or not. It is not open to a spirituality to
be irreligious; at most it can play with the idea of irreligion as
Medicean Florentines did. But the megalopolitan is irreligious; this
is part of his being, a mark of his historical position. The degree of
piety of which a period is capable is revealed in its attitude towards
toleration. One tolerates something either because it seems to have
some relation to what, according to our experience is the divine or
else because we are no longer capable of such experience and are
indifferent.

What we moderns have called ‘Toleration’ in the Classical world
is an expression of the contrary of atheism. Plurality of numina and
cults is inherent in the conception of Classical religion. But to the
Faustian soul dogma and not visible ritual constitutes the essence.
What is regarded as godless is opposition to doctrine. Here begins
the spatial-spiritual conception of heresy. A Faustian religion by
its very nature cannot allow any freedom of conscience; it would
be in contradiction with its space-invasive dynamic. Even free
thinking itself is no exception to the rule. Amongst us there is no
fajth without leanings to an Inquisition of some sort, Expressed in

209



THE DECLINE OF THE WEST

appropriate electrodynamic imagery, the field of force of a con-
viction adjusts all the minds within it according to its own in-
tensity. Failure to do so means absence of conviction—in ecclesi-
astical language, ungodliness. For the Apollinian soul, on the con-
trary, it was contempt of the cult— doéBera in the literal sense—
that was ungodly, and here its religion admitted no freedom of
attitude. In both cases there was a line drawn between the tolera-
tion demanded by the god-feeling and that forbidden by it.

The histories of the gods could be made fun of in Satyric drama
and comedy—even that did not impugn their Euclidean existence.
But the statue of the god, the cult, the plastic embodiment of piety
—it was not permitted to any man to touch these. It was not out
of hypocrisy that the fine minds of the earlier Empire, who had
ceased to take a myth of any kind seriously, punctiliously con-
formed to the public cults and, above all, to the cult—deeply real
for all classes—of the Emperor. And, on the other hand, the poets
and thinkers of the mature Faustian Culture were at liberty ‘not to
go to Church’, to avoid Confession, to stay at home on procession-
days and (in Protestant surroundings) to live without any relations
with the church whatever. But they were not free to touch points
of dogma, for that would have been dangerous within any con-
fession and any sect, including, once more and expressly, free-
thought. The Roman Stoic, who without faith in the mythology
piously observed the ritual forms, has his counterpart in those men
of the Age of Enlightenment, like Lessing and Goethe, who disre-
garded the rites of the Church but never doubted the ‘fundamental
truths of faith’.

FAUSTIAN PHYSICS AS THE DOGMA OF FORCE

If we turn back from Nature-feeling become form to Nature-
knowledge become