$2 THE BIRTH OF TRAGEDY
<cribed as a semi-art whose essence is said to cons.ist in this, thay
willing and pure contemplation, i.t?,. the upacsthctrc and the ge,
thetic condition, are wonderfully mingled with cach other. W, con.
tend. on the contrary, that the whole opposit.ion between the g,
jective and objective, which Sc‘hopenhauer .strll uses as a meagyp,
of value in classifying the arts, Is altogether irrelevant in aesthetiey,
since the subject, the willing individual that furthers his owp €gois-
tic ends, can be conceived of only as the antagonist, not as b,
origin of art. Insofar as the subject is the artist, however, he ha,
alrcady been released from his individual will, and has become, g
it were. the medium through which the one truly existent subject
celebrates his release in appearance. For to our humiliation gng
exaltation, one thing above all must be clear to us. The entire com-
edy of art is neither performed for our betterment or education nor
are we the true authors of this art world. On the contrary, we may
assume that we are merely images and artistic projections for the
true author, and that we have our highest dignity in our significance
as works of art—for it is only as an aesthetic phenomenon that
existence and the world are eternally justified®—while of course
our consciousness of our own significance hardly differs from that
which the soldiers painted on canvas have of the battle represented
on it. Thus all our knowledge of art is basically quite illusory, be-
cause as knowing beings we are not one and identical with that
being which, as the sole author and spectator of this comedy of art,
prepares a perpetual entertainment for itself. Only insofar as the
genius in the act of artistic creation coalesces with this primordial
artist of the world, does he know anything of the eternal essence of
art; for in this state he is, in a marvelous manner, like the weird
image of the fairy tale which can turn its eyes at will and behold
itself; he is at once subject and object, at once poet, actor, and

spectator.
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SECTION 7 27

chorus somel‘lgw as the essence and extract of the crowd of specta-
tors—as the “ideal spectator.” This view, when compared with the
historical tradltfon. that originally tragedy was only chorus, reveals
itself for what it is—a crude, unscicatific, yet brilliant claim that
owes its brilliancy only to its concentrated form of expression, to
the typically Germanic bias in favor of anything called “ideal,” and
to our momentary astonishment. For we are certainly astonished
the moment we compare our familiar theatrical public with this
chorus, and ask ourselves whether it could ever be possible to ideal-
ize from such a public something analogous to the Greek tragic
chorus. We tacitly deny this, and now wonder as much at the bold-
ness of Schlegel’s claim as at the totally different nature of the
Greek public, For we had always believed that the right spectator,
whoever he might be, must always remain conscious that he was
viewing a work of art and not an empirical reality. But the tragic
chorus of the Greeks is forced to recogpize real beings in the figures
on the stage, The chorus of the Oceanides really believes that it
sces before it the Titan Prometheus, and it considers itself as real
as the god of the scene. But could the highest and purest type of
spectator regard Prometheus as bodily present and real, as the
Oceanides do? Is it characteristic of the ideal spectator to run onto
the stage and free the god from his torments? We had always be-
lieved in an aesthetic public and considered the individual spectator
the better qualified the more he was capable of viewing a work of
art as art, that is, aesthetically. But now Schlegel tells us that the
perfect, ideal spectator does not at all allow the world of the drama
to act on him aesthetically, but corporally and empirically. Oh,
these Greeks! we sigh; they upset all our aesthetics! But once ac-
customed to this, we repeated Schlegel's saying whenever the
chorus came up for discussion.

Now the tradition, which is quitc explicit, speaks against
Schlegcl_ The chorus as such, without the stage—the primitive
form of tragedy—and the chorus of ideal spectators do not go to-
gether. What kind of artistic genre could possibly be extracted from
the concept of the spectator, and find its true form in the “spectator
8 such™? The spectator without the spectacle is an absurd notion.
We fear that the birth of tragedy is to be explained neither by any
high esteem for the moral intelligence of the masses nor by the
concept of the spectator without a spectacle; and we consider the
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problem too decp to be even touched by such superficial considera-
tions.

An infinitely more valuable insight into the significance of the
chorus was displayed by Schiller in the celebrated Preface to hjs
Bride of Messina, where he regards the chorus as a living wall that
tragedy constructs around itself in order to close itself off from the
world of reality and to preserve its ideal domain and its poeticg)
freedom. :

With this, his chief weapon, Schiller combats the ordin
conception of the natural, the illusion usually demanded in drs.
matic poetry. Although the stage day is merely artificial, the arcp;.
tecture only symbolical, and the metrical language ideal in chara,.
ter, nevertheless an erroneous view still prevails in the main, a p,
points out: it is not sufficient that one merely tolerates as Poetic
license what is actually the essence of all poetry. The introductiog
of the chorus, says Schiller, is the decisive step by which war s
declared openly and honorably against all naturalism in art,

It would seem that to denigrate this view of the matter oy
would-be superior age has coined the disdainful catchword “pseudo-
idealism.” I fear, however, that we, on the other hand, with our
present adoration of the natural and the real, have reached the oppo-
site pole of all idealism, namely, the region of wax-work cabinets.
There is an art in these, too, as there is in certain novels much in
vogue at present; but we really should not be plagued with the claim
that such art has overcome the “pseudo-idealism™ of Goethe and
Schiller.

Itis indeed an “ideal” domain, as Schiller correctly perceived,
in which the Greek satyr chorus, the chorus of primitive tragedy,
was wont to dwell. It is a domain raised high above the actud
paths of mortals. For this chorus the Greek built up the scaffolding
of a fictitious natural state and on it placed fictitious natural beings-
On this foundation tragedy developed and so, of course, it coUs
dispense from the beginning with a painstaking portrayal of realitf-
Yet it is no arbitrary world placed by whim between heaven

: aile . $ bili that
earth; rather it is a world with the same reality and credib tylene-
Olympus with its inhabitants possessed for the believing H:xlxo .
The satyr, as the Dionysian chorist, lives in a religiously acm ol
edged reality under the sanction of myth and cult. That o5
should begin with him, that he should be the voice of the Di |
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wisdom of tragedy, is just as strange a phenomenon for us as the
neral derivation of tragedy from the chorus.

Perhaps we shall ha‘v_e a point of departure for our inquiry if I
put forward the proposition that the satyr, the fictitious natural
being, bears the same relation to the man of culture that Dionysian
music bears to civilization. Concerning the latter, Richard Wagner
says that it is nullified by music just as lamplight is nullified by the
light of day. Similarly, I believe, the Greek man of culture felt him-
self nullified in the presence of the satyric chorus; and this is the
most immediate effect of the Dionysian tragedy, that the state and
society and, quite generally, the gulfs between man and man give
way to an overwhelming feeling of unity leading back to the very
heart of nature. The metaphysical comfort—with which, I am sug-
gesting even now, every true tragedy leaves us—that life is at the
bottom of things, despite all the changes of appearances, inde-
structibly powerful and pleasurable—this comfort appears in in-
camnate clarity in the chorus of satyrs, a chorus of natural beings
who live ineradicably, as it were, behind all civilization and remain
eternally the same, despite the changes of generations and of the
history of nations.

With this chorus the profound Hellene, uniquely susceptible
to the tenderest and deepest suffering, comforts himself, having
looked boldly right into the terrible destructiveness of so-called
world history as well as the cruelty of nature, and being in danger
of longing for a Buddhistic negation of the will.® Art saves him,
and through art—life.

For the rapture of the Dionysian state with its annihilation of
the ordinary bounds and limits of existence contains, while it lasts,
8 lethargic element in which all personal experiences of the past
become immersed. This chasm of oblivion separates the wor!ds of
everyday reality and of Dionysian reality. But as soon as this ev-
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_ ryday reality re-enters consciousness, it is cxpenenccd as such,
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with nausea: an ascetic, will-negating mood is the fr,; i
t

60 THE BIRTH OF TRAGEDY

states. - . by
In this sense the Dionysian man resemoies Hamlet. "

once looked truly into the essence of things, they pgy,
knowledge, and nausea inhibits action; for .thenr action °°uldm s
change anything in the eternal nature of things; they fee| ; toﬂm
ridiculous or humiliating that they should be asked to g righ
world that is out of joint. Knowledge Kills action; actiop , uiri
the veils of illusion: that is the doctrine of Hamlet, not thy che
wisdom of Jack the Dreamer who reflects too much and, as jt
from an excess of possibilities does not get around to actiop, Ny
reflection, no—true knowledge, an insight into the horrible tny
outweighs any motive for action, both in Hamlet and in the Diony: o
sian man.

Now no comfort avails any more; longing transcends a wor
after death, even the gods; existence is negated along with its gli. |
tering reflection in the gods or in an immortal beyond. Conscious of
the truth he has once seen, man now sees everywhere only the hor- |t
ror or absurdity of existence; now he understands what is symbolic
in Ophelia’s fate; now he understands the wisdom of the sylvan
god, Silenus: he is nauseated.

Here, when the danger to his will is greatest, art approaches as 5
a saving sorceress, expert at healing. She alone knows how to tum
!hese nauseous thoughts about the horror or absurdity of existence fo
into notions with which one can live: these are the sublime as the
artistic taming of the horrible, and the comic as the artistic dis- |
charge of the nausea of absurdity. The satyr chorus of the dithy-
ramb is the saving deed of Greek art; faced with the intermediary
world of these Dionysian companions, the feelings described here

exhausted themselves.4

——

et
ﬁ::vs':gw':“;:'y b.'i?keﬂ loose from Schopenhauer, Nietzsche for the firs!
before him hedbf;' 1ancy of his own genius. It is doubtful whether anyone
Nekige: it le: tluminated Hamler so extensively in so few words: the
first cgdition f qupanson with Freud's great footnote on Hamler in the
ot obviou;)ly ; '::’ 'Z'Sf:l:l:rr:i:umng (ir;‘tel:pre(ation of dreams), 1900. Even
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than those of any other poet? Because he visualizes so much morg
vividly. We talk so abstractly about poetry because all of yg an
usually bad poets. At bottom, the aesthetic phenomenon is simple. |
let anyone have the ability to behold continually a vivid play ang ;
to live constantly surrounded by hosts of spirits, and he will be 5 |
poet; let anyone fecl the urge to transform himself and to speak
out of other bodies and souls, and he will be a dramatist,

The Dionysian excitement is capable of communicating this
artistic gift to a multitude, so they can see themselves surrounded
by such a host of spirits while knowing themselves to be essentially

The dithyramb is thus essentia] diffe
choral odes. The virgins who proceed ysolemlrl?ttofr&m all othe;
Apollo, laurel branches in their hands, sin ing 5 e temp!e f;]
hymn, remain what they are and retain their ciyic s Processpn
yrambic chorus is a chorus of transformeg charge emes: the dftl.x,
past and social status have been totally forgottey,. 'S whose civic

come timeless servants of their god who live Outeid- t €Y have be-
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¢ tragic chorus is the dramatic |
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. unnatural? It is this insight that I find expressed in that
wm?thmg-ad of Oedipus’ destinies: the same man who solves the
h-omblf) g";atufe—that Sphinx of two species’—also must break
rt;idl;osg sacred natural orders by murdering hjs father and marry-
10 his mother. Indeed, the myth seems to wish to whisper to us
1},§t wisdom, and particularly Dionysian wisdom, is an unnatural
abomination; that he who by means of his knowledge plunges na-
ture into the abyss of destruction must also suffer the dissolution of
nature in his own person. “The edge of wisdom turns against the
wise: wisdom is a crime against nature”: such horrible sentences
are proclaimed to us by the myth; but the Hellenic poet touches the
sublime and terrible Memnon’s Column of myth like a sunbeam, so
that it suddenly begins to sound—in Sophoclean melodies.?

Let me now contrast the glory of activity, which illuminates
Aeschylus’ Prometheus, with the glory of passivity. What the

thinker Aeschylus had to say to us here, but what as a poet he only
allows us t

O sense in his symbolic image, the youthful Goethe was
able to reveal to us in the audacious words of his. Prometheus:
flere I sit, fOrming men

i my own image,

@race to be like me,

to suffer, to weep,

to delight and 1o rejoice,

and to defy you,
asldos
Man, rising to Titanic stature, gains culture .by h'is ob“;n eﬁorti.: a:;g
orees the 20ds to enter into an alliance with him because
\

: LiOn and
'“enlation

ings i ient Greek rep-
human, Actually, the Sphinx also has wings in ancient

tzs Id be
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A : incest are influenced DY
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original sacrilege is committed by a man, the o
woman. Also, the witches’ chorus says:

72

1 |
i
If that is 50, we do not mind it:

With a thousand steps the women find it; 1t
But though they rush, we do not care: o b
With one big jump the men get there.® ,longi
Whoever understands this inner.most !(emel of the Pmmttha. tﬁ;‘:I
story—namely, the necessity of sacynlege Imposed upon ¢ g :e G
cally striving individual-—mus.t also immediately feel hoy un-g 50
linian this pessimistic notion is. For Apollo want.s to grant e i
to individual beings precisely by drawing bctundanes between ey g0
and by again and again calling these to mind as the mog s yody
laws of the world, with his demands for sclf-knowledge and e, i
ure. follc
Lest this Apollinian tendency congeal the form to Egyptia a8
rigidity and coldness, lest the effort to prescribe to the indivigy plat
wave its path and realm might annul the motion of the whole L he
the high tide of the Dionysian destroyed from time to time all thog
little circles in which the one-sidedly Apollinian “will” had sough
to confine the Hellenic spirit. The suddenly swelling Dionysian tide
then takes the separate little wave-mountains of individuals onits
back, even as Prometheus’ brother, the Titan Atlas, does with the T
?ar!h. This Titanic impulse to become, as it were, the Atlas foral g
ndividuals, carrying them on a broad back, higher and higher, far ¢
| ther and farther, is what the Promethean and the Dionysian havein
common, 1

fied in both,» eHStS s just and unjust and equally justi-
That is yoyr world! A worq indeed!.—9

8 Goethe's Faygy, lines 3982-85

® Goethe's Fausy, line 409, .
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The tradition is undisputed that Greek tragedy in its earliest
form had for its sole theme the sufferings of Dionysus and that for

a long time the only stage hero was Dionysus himself. But it may
be claimed with equal confidence that until Euripides, Dionysus
never ceased to be the tragic hero; that all the celchrated figures of
the Greek stage—Prometheus, Oedipus, etc.—are mere masks of
this original hero, Dionysus. That behind all these masks there is a
deity, that js one essential reason for the typical “ideality” of these
famous figures which has caused so much astonishment. Some-
body, I do not know who, has claimed that all individuals, taken as
individuals, are comic and hence untragic—from which it would
follow that the Greeks simply coutd not suffer individuals on the
tragic stage. In fact, this is what they seem to have felt; and the
Platonic distinction and evaluation of the “idca™ and the “idol,”
the mere image, is very deeply rooted in the Hellenic character.
Using Plato’s terms we should have to speak of the tragic fig-
ures of the Hellenic stage somewhat as follows: the one truly real
Dionysus appears in a variety of forms, in the mask of a fighting
hero, and entangled, as it were, in the net of the individual wil,
The god who appears talks and acts so as to resemble an erring
striving, suffering individual. That he appears at all with such epic
precision and clarity is the work of the dream-interpreter, Apolio,
who through this symbolic appearance interprets to the chorus its
Dionysian state, In truth, however, the hero is the suffering Diony-
sus of the Mysteries, the god experiencing in himself the agonies of
individuation, of whom wonderful myths tell that as a boy he was
tom to pieces by the Titans and now is worshiped in this state as
Zagreus. Thus it is intimated that this dismemberment, the properly
Dionysian suffering, is like a transformation into air, water, earth,
and fire, that we are therefore to regard the state of individuation
8 the origin and primal cause of all suffering, as something objec-
h_onable in itself. From the smile of this Dionysus sprang the Olym-
Pen gods, from his tears sprang man. In this existence as a dis-
membered god, Dionysus possesses the dual nature of a cruel, bar-
barized demon and ‘a mild, gentle ruler. But the hope of the
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opts! looked toward a rebirth of Diopysus, Which
fi?mfy conceive as the end of individuation, | Was

e my
i ing h f.0r this Com:  If
third Dionysus that the epopts’ roaring ymns of jo My, |
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And it is this hope alone that casts a gleam of joy u Soupg, * |

i,
e o 22 PO the

of a world torn asunder and shattered n}to individ

bolized in the myth of Dt?meter, sunk in eterna] X
joices again for the first time when t9ld that she m, Once m;:
give birth to Dionysus. This view of thmgs Eflr.ead)" Provides yq ,.©
all the elements of a profound ar.ld pessimistic view of the ,
together with the mystery doctrme. of tragedy: the f“"damemai
knowledge of the oneness of everythmg. existent, the conceptioy
individuation as the primal cause of evil, and of art as
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hope that the spell of individuation may be broken in augury of ,

restored oneness.

We have already suggested that the Homeric e
of Olympian culture, in which this culture has sung its own song of
victory over the terrors of the war of the Titans. Under the predom.
inating influence of tragic poetry, these Homeric myths are now
born anew; and this metempsychosis reveals that jn the meantime
the Olympian culture also has been
. found view of the world. The defi i
nounced to his Olympian torment
danger will menace his rule, unless
ance with him in time. In Aeschyl

Pos is the poem '
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t: the reflection of the wisest individuals does not
these old popular traditions, nor the perpetually self-propy,
worship of Dionysus; rather it is proper to display a diploé:a{iwh
cautious interest in the presence of such marvelous forces
though the possibility remains that the god may take ofien ,
such lukewarm participation, and eventually transform the ¢,
mat—like Cadmus—into a dragon. This is what we are (old by
poet who opposed Dionysus with heroic valor throughout a ln
life—and who finally ended his career with a glorification of s
adversary and with suicide, like a giddy man who, to escape th
horrible vertigo he can no longer endure, casts himself from s
tower. -

This tragedy was a protest against the practicability of %
own tendency; but alas, it had already been put into practice! T
marvel had happened: when the poet recanted, his tendency bat
already triumphed. Dionysus had already been scared from e
tragic stage, by a demonic power speaking through Euripides. E®!
Euripides was, in a sense, only a mask: the deity that spok
through him was neither Dionysus nor Apollo, but an altogeth®
newborn demon, called Socrates. :

This is the new opposition: the Dionysian and the Socra"‘f‘i'_
323 ::e art of Greek tragedy was wrecked on this. Though Etll:l:&
o okt canlon i by, bl rocantasiog, e P
enlitiit 315: L“agmﬁcent temple lies in ruins. What doeft e
most beautify] ofesg%’ef profit us, or his COI‘Ift’:SS‘IOB that ! o pu
ished by being all temples? And even if Euripides has bee b
who could bei;n?enged'lﬁto a dragon by the art critics Of all a8

e, mr:’z:thst(})l Mmiserable a compensation?
ides combategy andpfan :ishe:: Socratic tendency with whic

. Y€ must now as?c OurselAeschylean tragedy. ¢
Euripidean design, which, i ves, what could be the aim ¢
bz.lse drama exclus;vely on'tl:‘ 2wt ot Yoy, would W 2
still remained, f 1 wag, oy 1 e un-Dionysian? What form of dra™
mysterious twilight of the Dip e o ¢ #omb of music, i jpe
but in this Apollinian domaif:!ﬂ):fla:. Only the dramatized €po°
una'tt.ainable. The subject matter ofnththc tragic effect js certail
gcc's"”f indeed, I suggest that it would haye pe P e cned i i

oethe in hig projected Nausikaa to have rcn‘:iebrzznu.i mP ossible fof
agically effec

P — N —

h Eurip”

of the
sh t0



SECTION 12 85

ripdes thought he observed that during these first scenes the s

tator Was SO anxious to solve the problem of the background his-
tory that the poetic beauties and the pathos of the eXposition were

lost on him. So he put the prologue even before the exposition, and
placed it in the mouth of a person who could be trusted: often

some deity had to guarantee the plot of the tragedy to the public,
to remove every doubt as to the reality of the myth—somewhat as
Descartes could prove the reali

ty of the empirical world only by

appealing to the truthfulness of God and his inability to utter false-

hood. Euripides makes use of this same divine truthfulness once

more at the close of his drama, in order to reassure the public as to

the future of his heroes; this is the task of the notorious deus ex

machina, Between this epic preview and epic prospect lies the
matic-lyric present, the “drama” proper. .

Thus Euripides as a poet is essentially an echo of his own
conscious knowledge; and it is precisely on this account that he
cupies such a remarkable position in the history of Greek fa T

ith reference to his critical-productive activity, he must C;:::
Ve felt as if he had to bring to life for drama }he begm"":igx :d o
Esay of Anaxagoras: “In the beginning all things ::r"i Anetafo-
Sether, then came the understanding and created °rn };hilosophers
as With hig “nous” 1 is said to have appeared ano ;
t

ones. Euripides
e first sober person? amid a crowd of d‘“:‘fg?c poets in terms
May haye conceived his relation to the other i

disposer of the
2 similar image. As long as the sole w“;,;:gc acz(:rity, things
"Verse, the nous, remained excluded from ihis was what Euripi-
°¢ all mixed together in a primeval Chaz;t usober” one among
S must haye thought; and §0, a8 the

1, Sophocles said of
M, he had to condemn the “drumken” P ke gid it uncon-

ight, though ' b have
sa:?jus:,y' L e sur;L);;‘?e he created unconscpealks i s
that Aeschylus,

s
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crowded into a narrow space and timidly submitting to the single
ilot, Socrates, they now sailed into a new world, which never tired
of looking at the fantastic spectacle of this procession. Indeed,
Plato has given to all posterity the model of a new art form, the
model of the novel—which may be described as an infinitely en-
hanced Aesopian fable, in which poetry holds the same rank in
'} relation to dialectical philosophy as this same philosophy held for
many centuries in relation to theology: namely, the rank of an-
cila This was the new position into which Plato, under the pres-
sure of the demonic Socrates, forced poetry.

. Here philosophic thought overgrows art and compels it to
°l_'ng close to the trunk of diatectic. The Apollinian tendency has
¥ithdrawn into the cocoon of logical schematism; just as in the
%@t of Euripides we noticed something analogous, as well as a
M“Sf_omlation of the Dionysian into naturalistic affects. Socrates,
the dialectica] hero of the Platonic drama, reminds us of the kin-

. DdWre of the Buripidean hero who must defend his actions
itk arguments and counterarguments and in the process often
n.sks the losg of our tragic pity; for who could mistake the optimis-
m-' Clement in the nature of d;alectic, which celebrates a triumph
‘"l_th every conclusion and can breathe only in cool clarity and con-
:ClouSnesquhe optimistic element which, having-once pet}etratefl
agedy mys gradually overgrow its Dionysian regions and impel it

2y to self.destruction—to the death-leap into the bour-
§¢0.15 dramg. Consider the consequences of the Socraf:c maxims:
e is knowledee: sins only from ignorance; ‘he.who'ls
¥itugyg ; gx; man .e basic forms of optimism lies
the S happy.” In these fes must be a dialecti-

o ath of tragedy, For now the virtuous hero ion be

30; 1o & i ecessary, visible connection tween
Virtye =° It hea d morality;

: e Z!;dAknowledge, faitl?di:l:l g:‘the g p'erﬁciai and insc?lcm prin-
Ciple o « esgh¥1u5.1s .d iy stomary deus €X machina?
of poetic justice” with its cu

Clag
now the transcendental
Justi

i’

'}
n“'dl'l'!aid . he poets” {(Poetics
? Aris \ P ost tragic of the P i
Fisto ipides *“the most, ity—and tragedy
“Sh)fl;l?ha:u ca“;;i’ﬂf;:::g has morc! f_“lms for pe* Kc's conceplivn :f
an is : imale seems 40 i : ot believe that “he
By ‘i\dﬂﬂouc did, th\ls cs:iﬂislic. Surely. Eurip ldﬂ:]d:lfe:nsupt:r.al'ouml.nm:c of
‘”hopisesi:s o Ts happy"—on the contrary=s0d (G L the tragic iy
h uous is ) SR ough i 3 - :
J3lectica) fireworks in his mlglci‘:w:'f|::ns§)n. its inubility to prevent trugecy
°0, usually ilfustrates the fUHIEY

-
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of pestilence.

By contrast with this practical pessimism, Socrates is the pro-
' totype of the theoretical optimist who, with his faith that the nature
of things can be fathomed, ascribes to knowledge and insight the
power of a panacea, while understanding error as the evil par excel-
lence. To fathom the depths and to separate true knowledge from
appearance and error, seemed to Socratic man the noblest, even the
only truly human vocation. And since Socrates, this mechanism of
concepts, judgments, and inferences has been esteemed as the high-
est occupation and the most admirable gift of nature, above all
other capacities. Even the most sublime ethical deeds, the stirrings
of pity, self-sacrifice, heroism, and that calm sea of the soul, so
difficult to attain, which the Apollinian Greek called sophrosune,®
were derived from the dialectic of knowledge by Socrates and his
!lke-minded successors, down to the present, and accordingly des-
ignated as teachable.

_ Anyone who has ever experienced the pleasure of Socratic in-
Sight and felt how, spreading in ever-widening circles, it seeks to
embrace the whole world of appearances, will never again find any
Sumulus toward existence more violent than the craving to com-
Plete this conquest and to weave the net impenetrably tight. To one
Who feels that way, the Platonic Socrates will appear as the t"?"he'
of an altogether new form of “Greek cheerfulness” .and I?"SSM
Mation of existence that seeks to discharge itself in actions—
Most often in maieutic and educational influences 0P noble youths,
¥ith a view to eventually producing a genius.
But science, spurred by its powerful illusi
ibly toward its limits where its Optimism, conce
of 1°8i0, suffers shipwreck. For the periphery © : :
ence has an infinite number of points; and while there is no telil
W this circle could ever be surveyed complctely' ','Obl? and g'md
Men nevertheless reach, e’er half their time® and inevitably, such

——— L ——

on, speeds irresist-
aled in the essence
f the circle of sci-

¥ Often rendered, not quite adequately, as temperance. ;

L] L m
8 “Before the middle of his existence” presumably all}ldﬂ to the :;.gi:;;ndg
of Dante’s Inferno, not, like my translation, to Milton’s sonnet on
ness,
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boundgry pgints’ on the periphery from which one gazes into what |
defies illumination. When they see to their horror how logic coils
up at these boundaries and finally bites its own tail—suddenly the -
new form of insight breaks through, tragic insight which, merely (0
be endured, needs art as a protection and remedy ’

e G(r):crkzycla:ts:lrerllgthened and. refreshed by our contemplation of
; s look at the ighest spheres of the world around

us; then we shall see how th
¢ hu = S
knO.Wledge“ that in Socrates app]:eiz f:; Insatiable and optimistic

against A
f I:Iere. we '.m?f:k’ qeeply Moved, 5 tf:schylean tragedy.
uture: will this turning” o lead tg € gates of present and

. : ever- :
genius and especially of the Socrates Ver-new configurations ©

the net of art, even if it js called re[; i O practices music? 1 wil

- n .
over existence be woven evep More giope | SCi€NCe, that is sPrcad

. et :
destined to be torn to shreds ightly ang delicately, or i i

. H &« e reSt 1
whirl that now calls itself “the Presengry - OS5 barbarous, chaoti

Concerned but not disconsolate

: . e
contemplative men to whom it hag e, Stand g4, a little while:

. an
these tremendous struggles and transitione ted to be witnesses ¢

these struggles that those who beholq thiy - 3, it is the m agic 0
fight. 1! Ut also take part a8

s' celebrated Grem_/

: ibed. And Nietzsche's image o¢"C1 are
oints here described. key terms. This passage g i’;'PWre:la?grations of '::
Slose o 1 Cheitern) 81

ers
ecame one of J asper &',
A:n'l'cm" as Sectlon 7 ls to Sartr & cm LN N PN ‘\\ asDFI'o. -victen




Translator's Introduction

Althoﬂgh it is well known thaf Nietzsche and \\I’agner were friends
g while and -?‘ncn. broke with each o}her., this essay has not re-
sived the attention 1t-de§ewes. In English it has so far been avail-
e only o the old eighteen-volume edition of the Collected
yorks. An earlier version, done for the same collection, was dis-
ed. -

« This is not the place to review the relation of the two men in
detall, or to discuss and evaluate the literature on the subject. A
repid sketch of the background of this book must suffice.

Wagner, born in 1813——the same year as Nietzsche’s father,
sswell as Verdi and Kierkegaard—was the only great genius whom
Nietzsche ever knew intimately. The friendship was never even re-
motelg symmetrical: apart from the difference in age, Nietzsche
was still a student in November 1868 when, at twenty-four, he first
met Wa.gner W?IO, at fifty-five, had completed the bulk of his work.
Ig:;?’:gtegl‘{letzsyhe was appoiated to a chair of classical philol-
Tfibsche; lllwﬁmty fﬁ Basel, in Switzerland, withia easy feach of
Wasmer ';‘ 80 in Switzerland, where Wagne.t was then living. For
youin » Who had many detractors, it was nice 10 have a brilliant
o egdl’;lofessor as an ally; and when The Birth of T rggedymzl:;
beautif’ule wrote Nietzsche: “1 have never yet read a(?fyt o‘l?rie o
Worst than your book.” What he liked best was; . o - v

part of the book, the lengthy last part with its effusive app

:ia;ion of Wagner. Nor did he have anything ot gfzfi;f:ri;h%i
isti o . ‘ . r cri
Wlistic qualities which Nietzsche himself 12:";  his own manner

ition of 1886. Such 1mi ere

ssions in the €1%
i ¢ revisions 1n e~
ribute Wagner exacted. Indeed, be asked 1% 0 nely Medit?

'Ugs of The Birth and, a little B a; e was dgspleased;,’ ; -
lon” gp Schopenhauer @5 Educoton d Disadvantage & ‘ ense

S
the second “meditation,” O f":ﬂi’; him. He had 1
G

.

. v us
of Nietzsche's distinctive gent



