Art as a Psychological Phenomenon

Art as a Pschologlca) Phenomenon

I
of the artist which he traces to psychological elements. But
it is not clear
reading Nietzsche whether or not the Apollinian and
Dionysian are consci6
or unconscious sources of inspiration. The role of the
unconscious in artist
creation hinted at by Nietzsche is later developed by the
psychologist Sigmüj
Freud.
Freud, a Viennese psychologist, is probably the most
famous and infl
ential psychologist in the history of that discipline. Freud is
credited with?
theory that the human psyche is made up of three
elements: the conscjc
ego, the unconscious id which is the source of instincts and
desires, and L
unconscious super-ego which exhibits itself as human
conscience and
the source of value judgments. Evidence for the unconscious
elements in thi
psyche conies from inexplicable neurotic human behavior, slips
of the tongiF
and most importantly, from dreams. When one is
sleeping, according i
Freud, one’s conscious ego relaxes and unconscious elements
exert themselv
in dreams. In the selection included in this section,
Freud is particulajl
interested in dream phenomena as evidence for the unconscious
influence
artistic Creativity. Using a specific example, the myth of
Oedipus, Freud arui
that the story developed out of primitive dream material
in which a ma’
child’s unconscious wish to marry his mother and kill his
father was depicted
And the continued audience fascination in Ihe Oedipus
plot springs fro
every man’s unconscious ‘vish to have sexual relations
with his mother r:
to do away with his father, a phenomenon aptly called the
Oedipus comple
Freud argues further that the Oedipus complex is
exemplified in Williañ
Shakespeare’s characterization of Hamlet. This complex explains
Hamlet
inexplicable hesitation to kill his stepfather, as illustrated in the
selection fro
the play (Illustration 16), a murder which according to
rational thinking i
justified. Freud suggests that this inability is due to Hamlet’s
unconscior
sexual attachment to his mother which makes him incapable of
killing th
man who is living out Hamlet’s repressed desire. Although this
interpretatio
of Hamlet is controversial, it illustrates the role of
psychological theory
creativity and in the interpretation of art.
Evidence of the possible influence of the unconscious in art
is nicel3
illustrated in William Butler YeaCs mystical poem, The Second
Coming
lustration 17). What is the symbol of the Sphinx? How does
Yeats view the
role of the unconscious in history and in historical
revelation? The pictofia[1
rendition of the poem by Richard Saliaris (Illustration 18)
lets the readers
explore some of these ideas through images.
The role of psychological theory in the analysis of arfistic
creativity and
in art criticism is of continuing interest and controversy.
The Positions of]
Nietzsche, Freud, and to a lesser extent Arnheim and Langer
illustrate such
analyses. Whether or not psychology can contribute significantly
to aesthetici
theory and literary criticism is still much in question

I

Apollo and Dionysus
FRIEDRICH NIETZSCHE

fre shall have gained much for the science of aesthetics, once we perceive
bt merely by logical inference, but with the immediate certainty of vision,
iat the continuous development of art is bound up with the Apollinian and
ionysia?l duality—just as procreation depends on the duality of the sexes,
ivolving perpetual strife with only periodically intervening reconciliations.
[he terms Dionysian and Apollinian we borrow from the Greeks, who disclose
t the discerning mind the profound mysteries of their view of art, not, to be
rure, in concepts, but in the intensely clear figures of their gods. Through
poHo and Dionysus, the two art deities of the Greeks, we come to recognize
hat in the Greek world there existed a tremendous opposition, in origin and
ims, between the Apollinian art of sculpture, and the nonimagistic, Dion
sian art of music. These two different tendencies run parallel to each other,
[or the most part openly at variance; and they continually incite each other
Co new and more powerful births, which perpetuate an antagonism, only
uperficially reconciled by the common term “art”; till eventually, by a me
taphysicaL miracle of the Hellenic “will,” they appear coupled with each other,
nd through this coupling ultimately generate an equally Dionysian and Apol
linian form of art—Attic tragedy.
In order to grasp these two tendencies, let us first conceive of them as
the separate art worlds of dreams and intoxication. These physiological phe
nomena present a contrast analogous to that existing between the Apollinian
,id the Dionysian. It was in dreams, says Lucretius, that the glorious divine
appeared to the souls of men; in dreams the great shaper beheld
bodies of superhuman beings; and the Hellenic poet, if ques
splendid
the
the mysteries of poetic inspiration, would likewise have sug
about
‘.tcned
and he might have given an explanation like that of Hans Sachs
dreams
gested

Ifigures

first

in the Meistersinger:

(11.1

The poet’s task is this, my friend,
to read his dreams and comprehend.
The truest human fancy seems
to be revealed to us in dreams:
all poems and versification
are but true dreams’ interpretation.’

I

• From Friedrich Nietzsche, The Birth of Tragedy, trans. Walter Kaufmann (New York: Random
House, 1966).
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The beautiful illusion2 of the dream worlds, in the
creation of whichl
every man is truly an artist, is the prerequisite of all
plastic art, and, as we
shall see, of an important part of poetry also. In our
dreams we delight in’
the immediate understanding of figures; all forms speak
to us; there is nothing
unimportant or superfluous. But even when this dream reality
is most intense,:
we still hdve. glimmering through it, the sensation
that it is mere appearance:
at least this is my experience, and for its frequency—indeed,
normality—I
could adduce many proofs, including the sayings of
the poets.
Philosophical men even have a presentiment that the reaLity
in which
we Live and have our being is also mere appearance,
and that another, quite
different reality lies beneath it. Schopenhauer actually
indicates as the cri
terion ot philosophical ability the occasional ability to
view men and things
as mere phantoms or dream images. Thus the aesthetically
sensitive man
stands in the same relation to the reality of dreams as
the philosopher does
to the reality of existence; he is a close and willing
observer, for these images
afford him an interpretation of life, and by reflecting on
these processes he
trains himself for life.
It is not only the agreeable and friendly images that
he experiences as
something universally intelligible: the serious, the troubled,
the sad, the gloomy,
the sudden restraints, the tricks of accident, anxious
expectations, in short,
the whole divine comedy of life, including the inferno,
also pass before him,
not like mere shadows on a wall—for he lives and suffers
with these scenes—
and yet not without that fleeting sensation of illusion.
And perhaps many will,
like mysell, recall how amid the dangers and terrors of
dreams they have occa
sionally said to themselves in self-encouragement, and
not without success: “It
is a dream 1 will dream on!” I have likewise heard of
people who were able to
continue one and the same dream for three and even more
successive nights—
facts which indicate clearly how our innermost being,
our common ground,
experiences dreams with profound delight and a joyous
necessity.
This joyous necessity of the dream experience has
been embodied by
the Greeks in their Apollo: Apollo, the god of all
plastic energies, is at the
same tune the soothsaying god. He, who (as the
etymology of the name
indicates) is the “shining one,” the deity of light, is also
ruler over the beautiful
illusion of the inner world of fantasy. The higher truth,
the perfection of
these states in contrast to the incompletely intelligible
everyday world, this
deep consciousness of nature, healing and helping in
sleep and dreams, is at
the same time the symbolical analogue of the
soothsaying faculty and of the

I
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Glaubt ma, des rstenschen wuhrster Wahn
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Schein has l,cen rendered in Ihese pages sometimes as
“illusion” and sometimes as “mere
appearance”
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•arts generally, which make life possible and worth living. But we must also
include in our image of Apollo that delicate boundary which the dream image
must not overstep lest it have a pathological effect (in which case mere ap
pearance would deceive us as if it were crude reality). We must keep in mind
that nleasured restraint, that freedom from the wilder emotions, that calm
of the sculptor god. His eye must be “sunlike,” as befits his origin; even when
it is angry and distempered it is still hallowed by beautiful illusion. And so,
in one sense, we might apply to Apollo the words of Schopenhauer when he
speaks of the man wrapped in the veil of indyd (Welt aix Wille mid Vorstellung,
I, p. 41&): “Just as in a stormy sea that, unbounded in all directions, raises
and drops mountainous waves, howling, a sailor sits in a boat and trusts in
his frail bark: so in the midst of a world of torments the individual human
being sits quietly, supported by and trusting in the principium individua
donis.”4 In fact, we might say of Apollo that in him the unshaken faith in
this principium and the calm repose of the man wrapped up in it receive their
most sublime expression; and we might call Apollo himself the glorious divine
image of the principizun individuationis, through whose gestures and eyes all
the joy and wisdom of “illusion,” together with its beauty, speak to us.
In the same work Schopenhauer has depicted for us the tremendous
terror which seizes man when he is suddenly dumfounded by the cognitive
form of phenomena because the principle of sufficient reason, in some one
of its manifestations, seems to suffer an exception. If we add to this terror
the blissful ecstasy that wells from the innermost depths of man, indeed of
nature, at this collapse of the principium indii’iduanonis, we steal a glimpse
into the nature of the Dionysian, which is brought home to us most intimately
by the analogy of intoxication.
Under the charm of the Dionysian not only is the union between man
and man reaffirmed, but nature which has become alienated, hostile, or sub
jugated, celebrates once more her reconciliation with her lost son,5 man.
Freely, earth proffers her gifts, and peacefully the beasts of prey of the rocks
and desert approach. The chariot of Dionysus is covered with flowers and
garlands; panthers and tigers walk under its yoke. Transform Beethoven’s
“Hymn to Joy” into a painting; let your imagination conceive the multitudes
bowing to the dust, awestruck—then you will approach the Dionysian. Now
the slave is a free man; now all the rigid, hostile barriers that necessity, caprice,
or “impudent convention”6 have fixed between man and man are broken.
Now, with the gospel of universal harmony, each one feels himself not only
‘This reference, like subsequent references to the same work, is Nietzsche’s own and refers to
the edition of 1873 edited by Julius Frauenstddt—still one of the standard editions of Schopen
haner’s works.
PHnciple of individuation.
‘Fn German, “the prodigal son” is der verlorene So/in (the lost son).
‘An allusinn to Friedrich Schiller’s hymn An die Freude (to joy), used by Beethoven in the final
movement of his Ninth Symphony.
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united, reconciled, and fused with his
neighbor, but as one with him, as if
the veil of ‘flU vu had been torn aside and
were now merely fluttering in tatters
hefore the mysterious primordial unity.
In song and in dance man exprdses
himself as a member of a higher
community; he has forgotten how to walk and
speak and is on the way toward
flying into the air, dancing. His very
gestures express enchantment. Just as
the animals now talk, and the earth
yields milk and honey, supernatural
sounds emanate from him, too: he feels
himself a god, he himself now walks
about enchanted, in ecstasy, like the gods
he saw walking in his dreams. He
is no longer an artist, he has become a
work of art: in these paroxysms of
intoxication the artistic power of all nature
reveals itself to the highest grat
ification of (he primordial unity. The noblest
clay, the most costly marble,
man, is here kneaded and cut, and to the
sound of the chisel strokes of the
Dionysian world-artist rings out the cry of the
Eleusinian mysteries: “Do you
prostrate yourselves, millions? Do you sense
your Maker, world?”

•
•
•
•
•

Thus far we have considered the Apollinian
and its opposite, the Dionysian,
as artistic energies which burst forth
from nature herself, without the mediation
of the human artist—energies in which nature’s
art impulses are satisfied in
the most immediate and direct way—first
in the image world of dreams, whose
completeness is not dependent upon the
intellectual attitude or the artistic
culture of any single being; and then as
intoxicated reality, which likewise
does not heed the single unit, but even
seeks to destroy the individual and
redeem him by a mystic feeling of oneness.
With reference to these immediate
art-states of nature, every artist is an
“imitator,” that is to say, either an
Apollinian artist in dreams, or a Dionysian
artist in ecstasies, or finally—as
for example in Greek tragedy—at once
artist in both dreams and ecstasies;
so we may perhaps picture him sinking
down in his Dionysian intoxication
and mystical seft-abnegation, alone and
apart from the singing revelers, and
we may imagine how, through Apollinian
dream-inspiration, his own state,
i.e., his oneness with the inmost ground
of the world, is revealed to him in
a symbolical Si-cain image.

-

Though it is certain that of the two halves of our existence, the waking
and the dreaming states, the former appeals to us as infinitely preferable,
more important, excellent, and worthy of being lived, indeed, as that which
alone is lived—yet in relation to that mysterious ground of our being of which
we are the phenomena, I should, paradoxical as it may seem, maintain the
very opposite estimate of the value of dreams. For the more clearly I perceive
in nature those omnipotent art impulses, and in them an ardent longing for
illusion, for redemption through illusion, the more I feel myself impelled to
the metaphysical assumption that the truly existent primal unity, eternally
suffering and contradictory, also needs the rapturous vision, the pleasurable
illusion, for its continuous redemption. And we, completely wrapped up in
this illusion and composed of it, are compelled to consider this illusion as the
truly nonexistent—i.e., as a perpetual becoming in time, space, and causal
ity—in other words, as empirical reality. If, for the moment, we do not
consider the question of our own “reality,” if we conceive of our empirical
existence, and of that of the world in general, as a continuously manifested
representation of the primal unity, we shall then have to look upon the dream
as a mere appearance of mere appearance, hence as a still higher appeasement
of the primordial desire for mere appearance. And that is why the innermost
heart of nature feels that ineffable joy in the naïve artist and the naïve work
of art, which is likewise only “mere appearance of mere appearance.”
For to our humiliation and exaltation, one thing above all must be
clear to us. The entire comedy 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 consciouness of our own signifi
cance 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, because 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.
-

Now the dream analogy may throw
some light on the naïve artist. Let us
imagine the dreamer: in the midst of the
illusion of the dream world and
without disturbing it, he calls out to himself:
“It is a dream, I will dream on.”
What must we infer? That he experiencesa deep inner joy in dream contem
plation; on the other hand, to be at all able
to dream with this inner joy in
contemplation, he must have completely lost
sight of the waking reality and
its ominous obtrusiveness. Guided by the
dream-reading Apollo, we may
interpret all these phenomena in roughly
this way.
‘Quciation from Schiller’s hymn
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-

We must now avail ourselves of all the principles of art considered so far, in
order to find our way through the labyrinth, as we must call it, of the origin
of Greek tragedy: I do not think lam unreasonable in saying that the problem
of this origin has as yet not even been seriously posed, to say nothing of
solved, however often the ragged tatters of ancient tradition have been sewn
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together in various combinations and torn apart again. This tradition tells us
quite unequivocally that tragedy arose from the tragic chorus, and was origi
willy only chorus and nothing but chorus. Hence we consider it our duty to
look into the heart of this tragic chorus as the real proto-drama, without
resting satisfied with such arty clichés as that the chorus is the “ideal spectator”
or that it represents the people in contrast to the aristocratic region of the
scene. This latter explanation has a sublime sound to many a politician—as
if the immutable moral law had been embodied by the democratic Athenians
in the popular chorus, which always won out over the passionate excesses
and extravagances of kings. This theory may be ever so forcibly suggested by
one of Aristotle’s observations; still, it has no influence on the original for
ination of tragedy, inasmuch as the whole opposition of prince and people—
indeed the whole politico-social sphere—was excluded from the purely re
ligious origins of tragedy. But even regarding the classical form of the chorus
iii Aeschylus and Sophocles, which is known to us, we should deem it
blas
phemy to speak here of intimations of “constitutional popular representation.”
I-ram this blasphemy, however, others have not shrunk. Ancient constitutions
knew of no constitutional representation of the people in praxi, and it is to
he hoped that they did not even “have intimations” of it in tragedy.
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
ol 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 or
dinary bounds and limits of existence contains, while it lasts, a lethargic
element in which all personal experiences of the past become immersed. This
chasm of oblivion separates the worlds of everyday reality and of Dionysian
reality. But as soon as this everyday reality re-enters consciousness, it is
experienced as such, with nausea: an ascetic, will-negating mood is the fruit
ol these states.
In this sense the Dionysian man resembles Hamlet: both have once
looked truly into the essence of things, they have gained knowledge, and
nausea inhibits action; for their action could not change anything in the eternal
nature of things; they feel it to be ridiculous or humiliating that they should
he asked to set right a world that is out of joint. Knowledge kills action;
action requires the veils of ilLusion: that is the doctrine of Hamlet, not that
cheap wisdom of Jack the Dreamer vho reflects too much and, as it were,
Irom an excess of possibilities does not get around to action. Not reflection,
no-—true knowledge, an insight into the horrible truth, outweighs any motive
br action, both in 1-lamlet and in the Dionysian man.
Now no comfort avails any more; longing transcends a world after death,
even the gods; existence is negated along with its glittering reflection in the
gods or in an immortal beyond. Conscious of the truth he has once seen, man
-
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now sees everywhere only the horror or absurdity of existence; now he un
derstands 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 a saving
sorceress, expert at healing. She alone knows how to turn these nauseous
thoughts about the horror or absurdity of existence into notions with which
one can live: these are the sublime as the artistic taming of the horrible, and
the comic as the artistic discharge of the nausea of absurdity. The satyr chorus
of the dithyramb is the saving deed of Greek art; faced with the intermediary
world of these Dionysian companions, the feelings described here exhausted
themselves.
Among the peculiar art effects of musical tragedy we had to emphasize an
Apollinian illusion by means of which we were supposed to be saved from
the immediate unity with Dionysian music, while our musical excitement could
discharge itself in an Apollinian field and in relation to a visible intermediary
world that had been interposed. At the same time we thought that we had
observed how precisely through this discharge the intermediary world of the
action on the state, and the drama in general, had been made visible and
intelligible from the inside to a degree that in all other Apollinian art remains
unattained. Where the Apollinian receives wings from the spirit of music and
soars, we thus found the highest intensification of its powers, and in this
fraternal union of Apollo and Dionysus we had to recognize the apex of the
Apollinian as well as the Dionysian aims of art.
To be sure, the Apollinian projection that is thus illuminated from inside
by music does not achieve the peculiar effect of the weaker degrees of Apol
linian art. What the epic or the animated stone can do, compelling the con
templative eye to find calm delight in the world of individuation, that could
not be attained here, in spite of a higher animation and clarity. We looked
at the drama and with penetrating eye reached its inner world of motives—
and yet we felt as if only a parable passed us by, whose most profound meaning
we almost thought we could guess and that we wished to draw away like a
curtain in order to behold the primordial image behind it. The brightest clarity
of the image did not suffice us, for this seemed to wish just as much to reveal
something as to conceal something. Its revelation, being like a parable, seemed
to summon us to tear the veil and to uncover the mysterious background;
but at the same time this all-illuminated total visibility cast a spell over the
eyes and prevented them from penetrating deeper.
Those who have never had the experience of having to see at the same
time that they also longed to transcend all seeing will scarcely be able to
imagine how definitely and clearly these two processes coexist and are felt at
the same time, as one contemplates the tragic myth. But all truly aesthetic
spectators will confirm that among the peculiar effects of tragedy this coex
istence is the most remarkable. Now transfer this phenomenon of the aesthetic
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spectalor into an analogous
process in the tragic artist,
understood the genesis
and you will have
of the tragic myth.
With the Apollinian art
shares the complete

sphere he
pleasure in mere appear
ance and in seeing,
same time he negates
yet at the
this pleasure and finds
a still higher satisfaction
destruction of the visible
in the
world of mere appearance.
The content of the
tragic myth is, first of
all, an epic event and
glorification of the fighting
the
hero. But what is the
origin of this enigmatic
that the suffering and
the fate of the hero,
trait
the most painful triumphs,
most agonizing Oppos
itions of motives, in
the
short,
the exemplification of
wisdom ol Silenus, or,
to put it aesthetically,
this
that which is ugly and
monic, is represented
dishaF
ever anew in such
countl
ess forms and with
distinct preference_and
such a
precisely in the most fruitfu
a people? Surely a
l and youthful period
higher pleasure must be
of
perceived in all this.
That life is really so
tragic would least of all
explain the origin of an
form—assuming that art
art
is not merely imitation
of the reality of nature
rather a nietaphysical
but
supplement of the reality
of nature, placed beside
(or its overcoming,
The tragic myth, too,
it
insofar
as it belongs to art at
participates fully in this
all,
metaphysical intention of
art to transfigure. But
does it transfigure when
what
it presents the world
of appearance in the
the suffering hero?
image of
Least of all the “reality”
of this world of appear
it says to us: “Look
ance, for
there! Look closely! This
is your life, this is the
the clock of your
hand on
existence.”
And the myth should
show us this life in
order to thus transfigure
us? But if not, in what
it for
then lies the aesthetic
pleasure with which we let
images, too, pass before
these
us? I ask about the aesthet
ic pleasure, though]
full well thai many of
these images also produc
know
e at times a moral
example, under the form
delight, for
of pity or moral triump
h. But those who
derive the effect of the
would
tragic solely from these
moral sources—which,
sure, has been the custom
to be
in aesthetics all too
long—should least of all
that they have thus
believe
accomplished something
for art, which above
demand purity in its
all must
sphere. If you would
explain the tragic myth,
requirement is to seek the
the first
pleasure that is peculiar
to it in the purely aesthet
sphere, without transgressing
ic
into the region of
sublime. How can the
pity, fear, or the morall
y
ugly and the disharmonic,
myth, stimulate aesthetic
the content of the
tragic
pleasure?
Here it becomes
necessary to take a bold
running start and leap
metaphysics of art, by
into a
repeating the sentence
written above, that
and the world seem
existence
justified only as an aesthet
ic phenomnon. In
it is precisely the tragic
this sense,
myth that has to convince
us that even the ugly
disharmonic are part of
and
an artistic game that the
of its pleasure plays
will in the eternal
amplitude
with itself. But this
primordial phenomenon
art is difficult to grasp,
of Dionysian
and there is only one
direct way to make it
and grasp it inimediately:
intelligible
through the wonderful
significance of musical dis
su,,ance Quite generally,
only music, placed beside
the world, can give
us
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an idea of what is meant by the justification of the world as
an aesthetic
phenomenon. The joy aroused by the tragic myth has the
same origin as the
joyous sensation of dissonance in music. The Dionysian, with
its primordial
joy experienced even in pain, is the common source of music and
tragic myth.
Is it not possible that by calling to our aid the musical relatio
n of dis
sonance we may meanwhile have made the difficult proble
m of the tragic
effect much easier? For we now understand what it means to
wish to see
tragedy and at the same time to long to get beyond all seeing
: referring to
the artistically employed dissonances, we should have to charac
terize the
corresponding state by saying that we desire to hear and
at the same time
long to get beyond all hearing. That striving for the infinite,
the wing-beat
of longing that accompanies the highest delight in clearly perceiv
ed reality,
reminds us that in both states we must recognize a Dionysian
phenomenon:
again and again it reveals to us the playful construction
and destruction of
the individual world as the overflow of a primordial deligh
t. Thus the dark
Heraclitus compares the world-building force to a playing
child that places
stones here and there and builds sand hills only to overthrow
them again.
Music and tragic myth are equally expressions of the Diony
sian capacity of
a people, and they are inseparable. Both derive from a sphere
of art that lies
beyond the Apollinian; both transfigure a region in
whose joyous chords
dissonance as well as the terrible image of the world fade
away charmingly;
both play with the sting of displeasure, trusting in their exceed
ingly powerful
magic arts; and by means of this play both justify the existen
ce of even the
“worst world.” Thus the Dionysian is seen lobe, compa
red to the Apollinian,
the eternal and original artistic power that first calls the whole
world of
phenomena into existence—and it is only in the midst
of this world that a
new transfiguring illusionH becomes necessary in order to keep
the animated
world of individuation alive.
If we could imagine dissonance become mah—and what
else is man?—
this dissonance, to be able to live, would need a splendid illusio
n that would
cover dissonance with a veil of beauty. This is the true
artistic aim of Apollo
in whose name we comprehend all those countless illusions
of the beauty of
mere appearance that at every moment make life worth
living at all and
prompt the desire to live on in order to experience the
next moment.
Of this foundation of all existence—the Dionysian basic ground
of the
world—not one whit more may enter the consciousness of
the human indi
vidual than can be overcome again by this Apollinian power
of transfiguration.
Thus these two art drives must unfold their powers
in a strict proportion,
according to the law of eternal justice. Where the Dionysian
powers rise up
as impetuously as we experience them now, Apollo, too, must
already have
Verktarwigsschein could also mean a iransfiguring halo.
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descended among us, wrapped in a cloud; and the next
generation will prob
ably behold his most ample beautiful effects.
That this effect should be necessary, everybody
should be able to feel
most assuredly by means of intuition, provided
he has ever felt, if only in a
dream, that he was carried back into an ancient
Greek existence. Walking
under lofty Ionic colonnades, looking up toward
a horizon that was cut off
by pure and noble lines, finding reflections of
his transfigured shape in the
shining marble at his side, and all around him
solemnly striding or delicately
moving human beings, speaking with harmonious
voices and in a rhythmic
language of gestures—in view of this continual
influx of beauty, would he
not have to exclaim, raising his hand to Apollo:
“Blessed people of Hellas!
How great must Dionysus be among you if the
god of Delos considers such
magic necessary to heal your dithyrambic madness!”
To a man in such a mood, however, an old Athenian,
looking up at him
with the sublime eyes of Aeschylus, might reply:
“But say this, too, curious
stranger: how much did this people have to suffer
to be able to become so
beautiful! But now follow me to witness a tragedy,
and sacrifice with me in
the temple of both deities!”

Oedipus and Hamlet
SIGMUND FREUD

According to my already extensive experience, parents
play a leading part in
the infantile psychology of all persons who
subsequently become psychoneu
rotics. Falling in love with one parent and hating
the other forms part of the
permanent stock of the psychic impulses which arise
in early childhood, and
are of such importance as the material of the
subsequent neurosis. But I do
not believe that psychoneurotics are to be sharply
distinguished in this respect
from other persons who remain normal—that
is, I do not believe that they
are capable of creating something absolutely
new and peculiar to themselves.
It is far more probable—and this is confirmed
by incidental observations of
normal children—that in their amorous or hostile
attitude toward their par
ents, psychoneurotics do no more than reveal
to us, by magnification, some
thing that occurs less markedly and intensively
in the minds of the majority
of children. Antiquity has furnished us with
legendary matter which corrob
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orates this belief, and the profound and universal validity of the old legends
is explicable only by an equally universal validity of the abovementioned hypothesis of infantile psychology.
I am referring to the legend of King Oedipus and the Oedipus Rex of
Sophocles. Oedipus, the son of Laius, king of Thebes, and Jocasta, is exposed
as a suckling, because an oracle had informed the father that his son, who
was still unborn, would be his murderer. He is rescued, and grows up as a
king’s son at a foreign court, until, being uncertain of his origin, he, too,
consults the oracle, and is warned to avoid his native place, for he is destined
to become the murderer of his father and the husband of his mother. On the
road leading away from his supposed home he meets King Laius, and in a
sudden quarrel strikes him dead. He comes to Thebes, where he solves the
riddle of the Sphinx, who is barring the way to the city, whereupon he is
elected king by the grateful Thebans, and is rewarded with the hand of Jocasta.
He reigns for many years in peace and honour, and begets two sons and two
daughters upon his unknown mother, until at last a plague breaks out—which
causes the Thebans to consult the oracle anew. Here Sophocles’ tragedy
begins. The messengers bring the reply that the plague will stop as soon as
the murderer of Laius is driven from the country. But where is he?
“Where shall be found,
Faint, and hard to be known, the trace of the ancient guilt?”
The action of the play consists simply in the disclosure, approached step
by step and artistically delayed (and comparable to the work of a psycho
analysis) that Oedipus himself is the murderer of Laius, and that he is the
son of the murdered man and Jocasta. Shocked by the abominable crime
which he has unwittingly committed, Oedipus blinds himself, and departs
from his native city. The prophecy of the oracle has been fulfilled.
The Oedipus Rex is a tragedy of fate; its tragic effect depends on the
conflict between the all-powerful will of the gods and the vain efforts of human
beings threatened with disaster; resignation to the divine will, and the per
ception of one’s own impotence is the lesson which the deeply moved spectator
is supposed to learn from the tragedy. Modern authors have therefore sought
to achieve a similar tragic effect by expressing the same conflict in stories of
their own invention. But the playgoers have looked on unmoved at the un
availing efforts of guiltless men to avert the fulfilment of curse or oracle; the
modern tragedies of destiny have failed of their effect.
If the Oedipus Rex is capable of moving a modern reader or playgoer
no less powerfully than it moved the contemporary Greeks, the only possible
explanation is that the effect of the Greek tragedy does not depend upon the
conflict between fate and human will, but upon the peculiar nature of the
material by which this conflict is reveaLed. There must be a voice within us
which is prepared to acknowledge the compelling power of fate in the Oedipus,

