Section 20

1. The noblest intellectual efforts to learn from the Greeks were made by Goethe, Schiller and Wincklemann, but this grown feebler.  Even these champions did not permanently ally the German and the Greek cultures.  Professors have abandoned the Hellenic ideal and have perverted antiquarian studies.  They have either corrected old texts, aped natural history, or taken on airs of cultured historiography.  

2. The cultural power of our higher education is perhaps at its weakest.  The journalist has triumphed over the professor and culture is reduced to “light elegance.”  The cultured class must view with painful confusion the reawakening of the Dionysian.

3. Culture and true art have become mutually estranged, as culture fears destruction from true art.  The Socratic-Alexandiran cultural form has exhausted itself.  If Goethe and Schiller could not break through to the Hellenic, their followers can hope for even less, unless the gate to the Greek is suddenly opened.

4. Only our faith in this rebirth gives us hope for renovation of the German spirit.

Section 21

1. We can only learn from the Greeks what tragedy can mean for a people.   The people who fought against the Persians needed tragedy to recover.  After being agitated for so many years by the Dionysian it is surprising they had this patriotic manly desire to fight.  Usually Dionysian liberation leads to diminution of political instincts.   And patriotism requires individual personality.  From Dionysian orgies people can only turn to Indian Buddhism beyond the individual, overcoming the displeasure of states between those that are ecstatic.  And when political drives are seen as necessary people go to the opposite extreme secularism of the Roman empire.  

2.  The Greeks, between India and Rome, chose classical purity.  They believed the noble die early but live with the gods eternally.  Such nobility need not have the durability of the Roman.  So how did the Greeks keep from exhausting themselves in ecstatic brooding or in the chase for power, but rather felt contemplative and fiery at the same time?  Tragedy stimulated, purified and discharged the whole life of the Greek people.  At its best it was a power of healing, even countering the most fatal qualities of the Greeks.
3. Tragedy brings music to its perfection both for the Greeks and for us.  It also puts up the hero who carries the whole world on his back to relieve us, and also to redeem us of our thirst for existence, and reminds us of another existence the hero prepares himself for by his destruction.  Myth is placed by tragedy between music and the Dionysian listener.  It deceives the listener into thinking music is merely the highest means to bring life into myth.  This deception may lead it to yield to ecstatic feelings of freedom.  Myth protects us from music and gives it its highest freedom, and music gives myth metaphysical significance.   And music gives the listener premonition of the highest pleasure through destruction from innermost being.
4. The actors on stage do not have music as their mother tongue and do not go far in musical perception.  I appeal rather to those immediately related to music as to the mother’s womb, i.e. genuine musicians.  Can you imagine Tristan and Isolde as pure music without your soul expiring spasmodically?  
5. Listening to the heart-chamber of the world will, feeling the desire for existence, one would break suddenly.  He couldn’t endure all the shouts of pleasure and woe without fleeing to the primordial home.  How could such a work be created without destroying the creator?

Section 22  
1. If the attentive friend will imagine the effects of musical tragedy upon him he will recognized his feeling of omniscience as the myth passed before him, of penetrating the interior, the waves of will, the unconscious emotions.  But he will notice how these Apollinian effects would not also generate contemplation in the way that Apollinian art does.  He not only sees the tragic hero and feels his actions justified but rejoices in his annihilation, and anticipates a more overpowering show in the hero’s sufferings.

2. This internal bifurcation must derive from the Dionysian magic.

3. The tragic myth symbolizes Dionysian wisdom through Apollinian artifice.  The myth goes from the limits of the phenomenal world to the womb of the true reality.

4. The tragic artist creates his figures like a god and this devours this world of phenomena to allow us to sense the joy in the primordial One behind it.  Our aestheticians have nothing to say about this but speak of the hero’s struggle with fat, the moral world order, and purgation of emotions as the tragic essence.  They seem to react as moral rather than as aesthetic beings.
5. Contra Aristotle and his many followers, we should concentrate on the aesthetic effects of the aesthetic activity.  Those who only see purgation of pity and fear and the triumph of moral principles have not experienced tragedy as a supreme art.
6. The catharsis of Aristotle is really a pathological discharge and Goethe himself avoided tragedy because he saw that truth of nature was needed today to produce such a work. 

7. As Goethe also observed, for the Greeks the deepest pathos is mere aesthetic play.  If you persist in talking of such extra-aesthetic spheres and the pathological-moral process then you have no aesthetic nature.

8. The aesthetic listener is reborn with the re-birth of tragedy.  He replaces the half-moral, half-scholarly, artificial, life-like, pretentious, barren, joyless, critic.  These critics have been the audience, and even others have been educated to this kind of perception.  Confronted with this audience the nobler artists appealed to the moral order instead of powerful artistic magic.  Alternatively, contemporary world events could be vividly presented by the dramatist, giving rise to war-like emotions.  This resulted in tendentiousness and de-generation of this.  So while the critic, journalist, and press got the upper hand in society art degenerated and aesthetic criticism was used to create unoriginal sociability, and art, although much talked about, is little valued, and few can talk about Beethoven or Shakespeare.  

9. A naturally noble or delicate individual who has become such a critical barbarian might, on hearing Wagner, have an inkling of what an aesthetic listener is.

Section 23
1. To see whether you are a true aesthetic listener examine how you feel in response to miracles on stage.  Do you feel your historical sense insulted by them?  Do you see them as only intelligible to childhood?  Or do you see that myth as a concentrated image of the world requires miracles?  Almost everyone only finds myth credible by way of scholarship.  Myth gives cultures their healthy power of creativity:  it unifies the cultural movement.  It saves imagination from aimless wandering.  The images of myth guide the young soul to maturity and allow older persons to interpret their lives.  Even the state requires a mythical foundation.
2. Our present age is untutored by myth:  it is the age of the abstract man, education, morality, law and state, in which artistic imagination roves wild and in which there is no fixed primordial state.  We nourish ourselves wretchedly on other cultures.  The mythless man is eternally hungry and grubs at food even in antiquity.  Modern culture has a tremendous historical need because of the loss of the mythical maternal womb.  The excitement of this culture is like the greedy seizing of someone who cannot be satisfied.  This is what becomes history and criticism.
3. German character is also to be regarded with despair if identical with its culture, as is the case with previously superior France, where its people are identical to its culture. We hope rather that beneath our cultural life there is a healthy, primordial power which only stirs at times.  From this came the German Reformation and its chorales.  The chorale of Luther was a Dionysian call to which the revelers responded with German music and the rebirth of German myth.  [This would surprise Lutherans!]

4. I must now lead the sympathetic friend to lonely contemplative heights, holding fast to our Greek guides, recognizing the Greek tragedy died through dissociation of the two art drives, along with degeneration of the Greek people and the demise of myth.  We learn from this that the connections between art, people, myth, custom, tragedy and state are necessary and close.  Because of myth even the present appeared to the Greeks as timeless.
5. Even the Greek state found rest from the greed of the moment in the timeless.  People and persons are worth only as much as they can put the stamp of the eternal on experiences.  This is when it or they find the true metaphysical meaning of life. When a people begins to see itself historically and to smash the myths, it is secularized, breaking from the past.  Greek tragedy delayed the destruction of myth.  Tragedy too needed to be destroyed for the Greek to live away from home.  The metaphysical drive tried then to create a form of transfiguration in the Socratism of science.   This only led to a collection of myths and subsequent confusion.   The Greek however masked this with Greek cheerfulness or the numbness of oriental superstition.
6. We came close to this state after the Renaissance.  We get too much lust for knowledge, unsatisfied delight, secularization, homeless roving, greedy interest in the foreign, frivolous deification of the present, or retreat.  You can’t transplant foreign myth without damaging the tree, superfoetation (of a fetus while another fetus is already present in the uterus).
7. We expect the German character more than others to expel foreign elements and return to itself.  For those who see it as elimination of everything Romanic, an external preparation of this could be seen in the Franco-Prussian war, but the inner necessity of it is seen in Luther and the great artists, and he needs the mythical gods of the house, the leader being the Dionysian bird [Wagner].  

Section 24

1. The Apollinian illusion saved us from immediate unity with Dionysian music and the musical excitement discharged itself in this field.  At the same time the action on stage was illuminated from the inside and the Apollinian received wings from the spirit of music thus making its powers more intense, thus reaching the apex of Apollinian/Dionysian art.
