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Preface to the First Edition 

I N its basic views the present ps.ychological investiga-
tion of style is a sequel to my earlier book, Abst'mc

t'ion and E 'lJIpathy, v,'hich in its third edition is being 
brought out simultaneously by the same publisher . 
Accordingly, " 'hoever desires to orientate himself in 
regard to the premises that underlie the method em
ployed in Fonn P1'oblem s of the Gothic is referred to 
those fundamental investigations. 

As for the r est, J believe that my book ma.y be 
read and understood even without such preparation, 
especially since I have tal;:en pains in the course of this 
new statement to reiterate in concentrated form those 
premises that form the basis of my r easoning. 

The illustrations, which the publisher has gener
ously added to the book, do not claim at all to 
be exact scientific confirmation of what is developed 
in the text. They are intended, rather, to be taken 
primarily as harmonizing with the spirit of the text 
they accompany. Hence, their intangible qualities have 
helped to determine the selecti on. 

This is not, however, to say that the illustrations 
are superfluous in scientific r espect s : rather , I hope 
that after one has perused the text, one will ap
preciate these illustra.tive additions " 'ith an entirely 
new understanding. Just that is the real test of my 
thesi~. 

Berne, Autumn, 1910 
The Author 
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Preface to the Second and Third Editions 

THill second and third editions offer the unaltered 
impression of tlle first, though this fact is not in

tended as any proof of its perfection. For books of this 
sort that are conceived and carried out as a unit per
mit of no subsequent patchwork. 

Yet it should be added in the preface at least that 
the failure to take up the Oriental or the Byzantine 
question for the Middle Ages in northern Europe does 
not at all signify a rejection of these theories of 
eastern influence. Only the consideration that a com
plicated and therefore digressing special investigation 
was required to make this problem of history also a 
problem of style psychology caused me to renoujllce 
this task for the present. That, in a general way, the 
requisite psychological conditions exist for making the 
artistic will of the Byzantine appear to the Gothic man 
as having elective affinity can even now be read between 
the lines of my book. And, of course, according to my 
whole conception, this feeling of elective affinity in 
artistic will is the primary thing and the historical 
fact of influence is only an outer consequence of it. 
One may rest content, therefore, with the establishment 
of the possibility of attunement and leave the descrip
tion of the more exact process of the formation of the 
Gothic-Byzantine tone to a later special investigation 
by the author. 

Berne, May, 1912 
The Author 

(10) 
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Introduction 

T HE historian's feverish effort to reconstruct the 
mind and soul of past times out of the material 

of transmitted matters of fact remains, in the last 
analysis, an attempt witIl unfit means. For, after all, 
the channel of historical lmo,yledge is our ego, tem
porally cond itioned and restricted even though ,ye try 
ever so hard to screw it back into an ostensible ob
jectivity. So far to liberate oUl'selves from our own 
temporal conditions and so far to master the intimate 
conditions of the epochs of the past that we actually 
think with their mind and feel with their se II-in that 
we shall never sW3ceed. We remain, rather, with our 
powers of historical comprehension and cogniti.on closely 
bound \rithin the confines of our inner structure, which 
is lilJli ted by tempo ral circumstances. And tIle morc 
clear-sighted, the more sensitive a historical scholar 
is, the more severely does he suffer from ever re
current attacks of paralyzing resignati.on at the con
sciousness that the r.f'iirr(l~ cf;2'JOII~ of all history is that 
we comprehend and evaluate the things of the past, 
not in terms of their pa.st, but in terms of our present, 
values. 

The representatives of naIve historical realism are 
strangers to these doubts. ·Without scruple they exalt 
the relative conditions of their momentary humanity 
to absolute conditions of all times, and, as it were, out 
of the narrowness of their hi storie sense derive the 
privilege of consistent falsification of history. "Those 
naIve historians apply the term ouject'iv-ity to the mea
surement of past thought and action by the standard 
of the vulgar notions of the moment. In this they find 
the canon of all truth. Their work is to adapt the 
past to the trivial spirit: of their age. On the other 
hand, they term s'ubject'ive every llistorical writing that 
does not accept those popular opinions as canonical" 
(Nietzsche) . 

(15) 
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As soon as the historian aspires beyond bare col
lection of material and establishment of historical facts 
to interpretation of these facts, mere empiricism and 
induction no longer suffice him. He must here entrust 
himself to his power of divimition. His procedure is 
now, given lifeless historical material, to infer the 
immaterial conditions to which this owes its origin. 
That constitutes an inference leading into the un
known, the unknowable, one for which there is nothing 
but an intuitive basis. 

Who, however, will venture into this uncertain 
field ~ "\iVho ,,·ill have the courage to proclaim the 
right to hypotheses, to speculation ~ Everyone who has 
suffered from the deficiencies of historical r ealism; ov
eryone who has felt the bitterness of the dilemma : ei
ther to r est content in a certainty which flaunts itself as 
the certainty of objectivity and ,yhich in reality is to be 
attained only through one-sided subjective violence to 
objective facts, or to give up this pretended certainty 
and be guilty of depised speculation, whIch gives him at 
least a clear conscience, because he has got out of the 
rut of innate relative ideas as far as humanly pos
sible, and because he has r educed the measure of his 
temporal limitations down to an ineradicable residue. 
Under stress of tbis dilemma he will prefer the con
scious uncertainty of intuitively guided speculation to 
the Ullcertain consciousness of the alleged objective 
method. 

To be sure, hypotheses are not synonymous with 
capricioufS fancies . Rather, by hypotheses is meant 
in this connection only the ambitious experiments of 
the instinctive love of knowledge. Into the darkness 
of such facts as are no longer to be understood in 
terms of our own times this instinct has the power 
to press forward only by carefully constructing a 
diagram of possibilities with its chief points of orienta
tion formed by poles directly opposite ourselves. Since 
the instinct knows that all knowledge is but mediate
bound to the temporally limited ego-there is for it 
no possibility of broadening its capacity for historical 
knowledge except by broadening its ego. Now such 
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an extension of the plane of knowledge is not possilJle 
in r eality, but only througb. the expedient of of an ideal 
aU'xiliary construction, \\"hieb. i s plotted purely anti tbeti 
cally. Into the boundless space of history we build out 
from the firm standpoint of our positive ego an ex
tended plane of knowledge by ideally doubling om 
ego through aduing its opposite. For all possibilities of 
histo rical compreilension al ways lie only in this spherical 
surface stretching between our positive, temporally quali
fi ed eo'o and its opposite pole, which we get only 
throu"'l1 ideal con,trl1ct ion, and which is tbe direct 
antipode of our ego. To SU tl11110n an ideal auxiliary 
construction of this sort as a heuristic principle is 
the readiest way to overcollle histo rical realism and 
its pretentious myopia. \Vhat though the results bear 
only hypothetical cbaracter! 

With these hypotheses we come nearer than does 
short-sighted realism to the absolute objectivity of 
history, Imowlellge of wbich is withheld from us. V'iTith 
them \\'e grasp that absolute objectivity in the largest 
measure of which our ego is capable and gain the great
est breadth of view open to us. Only such hypotheses 
can give us the sa tisfaction of seeing the ages reflected 
no longer in the little lIJinor of our positive, tempor
ally restricteu eo'o but in the o'1'eater mirror ·\"hich a , b I 

construction has augmented by all that lies beyond 
Our positive ego. At all events, such hypotheses C011-
siderably dimini 'h the distortion of the historical mir
roring, though the whole matter is only a lIler e calcula
tion of probabilities. 

These hypotbeses signify, to repeat, no offense 
against absolnte historical objectivity, that is, against 
historical reality; for knowledge of that is indeed 
denied us, and \\'e term the inquiry concerning it a 
vagary as justl.' as Kant charactel'i7:es the inqu i r ,v 

concel'l1 ing the existence amI nature of tbe Di11g an slch 
as a mere vagary. The historical truth \\' e seek is some
thing fluite other than historical reality. "HistoI'.l" can be 
no copy of e\"ents 'as they r eally were, ' but only a re
casting of what actually happened in terms of the 
constructive aims of knowjng and the a priori cate-
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gories, which make the form, that is, the cOllstitution of 
this branch of knowledge, no less than that of natural 
:::;cience, a produd of our synthetic powors" (Simrnel). 

The problematic.al charader of tho sO-l:allecl ob
j ect ive historical mothod strikes us most sonsibly WhOll 
wo doal \vith those complex historical phenomena that 
are chiefly llioulded by psychic fones. In othor words, 
tho history of l'oligion and of art S11 ffer keenly from 
the inadequacy of our historical faculty. In the face 
of these phenoUlena the impotency of pure roalism be
comes 1I10st obvious. For hero we hampor all our 
possibilities of knowledp;e if we try to understand 
and appraise the phollomena sololy according to our 
preconceptions. Hero we llluSt, in tho case of each fact, 
t-ake into account, rather , tho presenco of psychic con
ditioll S that arc not Our own and that we ('an approach 
only by ,yay of prudent conjecture and \\"itbout any 
safeg;uanl of verification . Th e self-styled objective hi s
torical III ('tb od iden tifies th e condition' of IJ<l f: t facts 
with its own ton(litions; the former are therefore 
kno\\"J1 awl p;iYon quantities. To intuitive hi stori('al 
investigation, on the contrary, the.\" arc the real ohject 
of research, and thoir approximato approhension the 
one goal that mab,:s tll0 labor of investigation "orth 
whilo. 

While historical realism, in acquainting: 11 S with tho 
religious and artistic phenomena of the pa. t, has fur
nished onl~7 information-very thorough, to be suro
of the superficial forms of thoir appearance, tho othol', 
less self-satisfied, mothod strives for a vital interpreta
tion of these phenomena and to this purpo. 'e alone 
exerts an its synthetic powers. 



Aesthetic and Art Theory 

H ERE an attemp t ,,-ill be made to attain an under-
stnndlng- of tb e Gothic on the basis of its o,Yn 

premi, es, tllOugh, t o be ~ure, tlI e:,;e a r e disclosed to us 
onl y by \my of hypotlletically colored const r ucti ons_ 
vVe shall seek the su bs tl'atu1l1 of inn er historical 
relation s whil'h lI1akes t I! e expressional laws of the 
fOl'lll ative energi.es of the Gothic intelli gible to us. 
F or ever.)' a rtistic phenomenon is inlpenetl'able so long 
[IS we ha \"e not g-raspecl th e law and order of its for
lIl atiol1. 

Accordingly, we have i.o deterliline the form will 
of the Gothi c, tha t form will which has gr own ou t or 
the lU\ys of hU111 an history and which r ecords itself 
ju st as fo rcibly and un cquivocall? in the smallest 
pr)in t of Gotb ic draper :- a:; in the g reat Go thi.c (·athc
draL 

Let 1)0 one dece ive hi. mself : tIl e form values of 
tllC Gothic have hi therto l·elllained without psycbologic:l,l 
('xplanation_ In .fad, no t so nUl~b as a r esolute at
tempt at 1-1 positi r ('. a pprecia tion has been made. All 
effor ts in thi.s direction- for example, boginning with 
'raine and his disciples-confine themselves to th e 
l' s)Tchical di ssection of G'othic man an(I the characteri
zation of his general cultural mooel, wi thout making 
any attelllpt to lay bare the orderly <.:onn ec-t ion be
tween th ese points and the oute r a rti stic a spects of the 
Gothi c. And yet genuin e style psycholog)' fir st begins 
,,-h en form values are ]-evealed as the precise expression 
of inner values in such a way that all dualisUl bct~een 
form and content vaui shes. 

The \yorId of Ola ssical art and of modern art 
based upon it has long since found such a codification 
of th e laws of its structure : for ,,-hat we call scientifi c 
acsthetil· is at bottom nothing but su('h a p-,ychological 
interpretation of style applied to the phenomenon of 

(19) 
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Classical style. That is, there is taken into account as 
presupposition of this phenomenon of Classical ~rt 

that concept of beauty, the determination and definition 
of which is the one and only conce1'11 of aesthetic in 
spite of the diversity of its methods of approach. 
But because aesthetic applies its conclusion to the 
complex whole of art and confidently pretends to ex
plain also those facts "'hich have quite other presup
positions than that concept of beauty, its utility be
comes injury, its sover eignty, intolerable usurpat ion. 
Sharp distinction between aesthetic and objective art 
theory is therefore the most vital requirement for 
the serious scholarly investigation of art. It was 
really the life task of Konrad Fiedler to establish and 
champion this requirement, but the habit of unjustly 
identifying art theory and aesthetic, as had been done 
throughout the centuries since Aristotle's time, was 
stronger than Fiedler's clear argument. He lifted his 
voice in vain. 

The per emptory claim of aesthetic upon the in
terpretation of non-Classical artistic complexes is 
therefore to be rejected. For all of our historical art 
investigation and art appr eciation is affected by this 
one-sidedness of aesthetic. Wher e, in considering- a rtis
tic facts, our aesthetic, as Iyell as our idea (which runs 
parallel to it) of art as all urge toward the r epresenta
tion of th e beautifu l in life and of the natural, is insuffi
cient, there we appraise only negatively. Either we pl'O

nounce sentence upon all that is strange and unnatura l 
as being the r esult of not yet sufficient ability, or we 
avail ourselves-where the possibility of this first in
terpretation is excluded- of the questionable designatioll 
(;onventionality, which expression with its positive colo1'
ing so comfortabl~r veils tIle actual negative appraisal. 

That aesthetic has been able to carry off this 
peremptory elaim to universal validity is the ('onse
quence of a deep-rooted error as to the nature of ar t 
in general. This error expresses itself in t.he as
sumption, sanctioned throu.gh many centuries, th at the 
history of art is equivalent to the history of arti. tic 
ability, and that the self-evident, constant a im of this 
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ability is the artistic copying and reproduction of 
nature's models . The growing truth to life and natural
ness of what is represented has in this way, \yithout 
further question, been esteemed as artistic progress. 
The question of the artistic will has never been raiscd, 
because this will seemed, indeed, definitely established 
and undebatable. Ability alone has been the problem 
of valuation, never the will. 

Thus, people have actually believed that it took 
mankind thousands of years to Ie am to draw correctly, 
that is, true to nature; they have actually believed that 
the artistic production takes shape from age to age 
only through a plus or minus of ability. Although so 
obvious and literally forced upon the investigator by 
numerous historical cinumstances, it has not been 
recognized that this ahility is only a secondary matter, 
which obtains its proper determination and regulation 
ihrough the higher, sole determining- factor, the ,yill. 

Modern art research, bo,yever, can, as has been 
said, no longer keep from recognizing this, but must 
accept as an axiom that the past could do all that it 
·willecl and that it could not do only that which did not 
lie in the direction of its will. The will, which was 
formerly undebatable, accordingly becomes the real 
problem of investigation, and ability as a. criterion 
of ,,'orth completely disappears. For the fine dif
ferences between will and ability which are actually 
existent in the art production of past times can, as 
infinitesimally small values, not be taken into con
sideration, particularly as seen from the great dis
tance of our standpoint they are in their smallness no 
longer to be recogl1ized and to be calculated. But what 
we, in the retrospective study of art, are always grasp
ing as difference between will and ability is in reality 
only the diiference that suibsists between our will and 
the ,yill of past epochs, a difference which it ,,,as in
evitable that we should overlook because of the as
sumption of the constancy of the will, but ,,·hose a]1-
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praisement and determination now become the real ob
ject of investigation for the analytical history of 
style. 

vVith such a notion there is naturally introduced 
into the field of the scientific study of art a revision 
of all values by which incalculable possibilities are 
opened up. I say explicitly "the field of the scienti£c 
study of art," for the nalve appreciation of art should 
and must not be expected to hazard its impulsive and 
irresponsible feeling fo.r artistic things in such by
paths of forced reflection. On the other hand, through 
this emancipation froU1 the nalve point of view and 
through this altered attitude toward the artistic facts, 
the .:-cientific stllld~r of art first becollles actually pos
~ible , for the formerly arbitrary and subjectively 
limi ed e timate of the facts of art history can 01l1y 
no." become an approximately objective one. 

p to the present it has been the cuStOlll, then, to 
th rust the Classical art ideal into the lim elight as the 
determining criterion of value and to subordinate the 
to.tal complex of existent art facts to this point of 
VIew. It is clear ,,'hy Classical art should arrive at 
thi ' position of preeminence-which, to repeat, it al
ways will have and must have as far as concerns the 
naj've appr eciation of art. For under the assumption of 
an unchanging ,,,ill directed to\\'ard the true-to-life r e
production of nature's models, the various Classica l 
epochs of art must appeal' as absolute culminations, 
because in them every discrepancy between this will 
and the ability seems to be overcollle. But tue trutll 
is that the discrimination of will and ability is just 
as imperceptible for us in their' case as in the non-Classi
('a l epochs, and for us a particular worth attaches to 
the Classical epochs, merely because OUI' artistic 
will fundamentally agrees with theirs. For not 
only in our mental development but also in our artistic 
development we are descendellts of Classical humanity 
and its cultural ideals, Later, in the course of the 
more exact characterization of Classical man, \\7birh 
we al'e going to take up in order to g'et standards by 
which to measure Gothic Inan, ,\\'e shall see in what 
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important essentials the constitution of the mind awl 
soul of Classical man still agrees with the more dif
ferentiated product of evolution presented by modern 
man. 

It is clear, in any case, that as the Classical art 
epochs attained this preeminent position, the acsthetit 
derivcd from thelll attained corresponding preeminellce. 
Since all art came to be regarded only as a pressing 
forward toward Classical culminations, it was easy 
for aesthetic, although in reality only a psycbological 
interpretation of the style of the ,yorks of these Classi
cal epochs, to be applied to the "'hole course of art. 
Whatever failed to respond to the question s formulated 
by such aesthetic was judged deficient; that is, it was 
judged negatively. Since the Classical epochs wer0 
considered absolute culminations, aesthetic was also 
bound to win this absolute sig11ificance, and the result 
was that the method of approach in art history was 
made subjective in consonance with the modern one
sided Cla ssical and. European scheme. rrhe understand
ing of non-European art tomplexes suffer ed most from 
this one-sidedness. They, too, were customarily mea
sured according to the European scheme, iyhicb. sets 
in the forep;round the demand for true-to-life repre
sentation. Positive evaluation of these extra-Em'o
pean art complexes remained the privilege of some few, 
who knew how to emancipate th emselves from the com
mon European art prejudices. On the other hand, as the 
result of increasing world commerce, the greater in
filtration of extra-E·uropean art illto the :European 
fi eld of vision helperl to make the (lemand for a more oh
jective standard of measuremellt for the course of art 
prevail and to rnake a diversit? of will be seen \\ 'h('r0 

1efo1'e only a diver si ty of ability had been seen. 
This extended acquaint::lJ1ce naturally had its re

action upon the appreciation of the more limited course 
of European art and emp.hatically called for a r e
habilitatioll of tllOse nOll -Cla ssical epochs of Europe 
that previoul'l.v had received only a relatiYe, that i.s to 
say, It nep:ative, consideration from the standpoint of 
the Classic. Most of all, the Gothic required such a 
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rehabilitation, such a positive interpretation of its 
forms; for th.e ,vhole course of European art after 
antiquity can be reduced right down to the concentrated 
adjustment between the Gothic and the Classic. 

Since previous aestlbetic has been in a position 
to do ju'stice only to the Classic, . there ought to be an 
aesthetic of the Gothic, if one is not inclined to take 
offence at this paradoxical and inadmissible hybrid. It 
is inadmissible because Yi:ith the expression aesthetic 
the idea of the beautiful immediately creeps in again, 
and the Gothic has nothing to do with beauty. And 
only poverty of our phraseology, behind which, in this 
case, to be sure, hides a very sensible poverty of 
knowledge, would make us wish to speak of a beauty 
of the Gothic. This supposed beauty of the Gothic is 
a modern misunderstanding. The real greatness of the 
Gothic has so little to do with our current idea of art, 
which necessarily has to culminate in the concept 
beautiful, that an acceptation of this word for Gothic 
qualities can only lead to confusion. 

Therefore, let us shake the Gothic free from any 
verbal connection " 'ith aesthetic. Let us aspire through 
the phychology of style to such an interpretation 
of the phenomenon of Gothic. art as will make the 
orderly relation b.etween the inner feeling of the Gothic 
and the outer appearance of its art intelligible to us. 
Then we shall have attained for the Gothic what 
aesthetic has attained for the Classic. 



Art Study as Human Psychology 

WH~N we no 10~1g~r lo~~ upon art his~ory as a m8~'e 
hIstory of artIstIC abIlIty, but as a hIstory of artis

tic will, it has a greater significance for t.he general 
history of the world. Indeed, its subject-matter is there
by advanced into so high a sphere of investigation that 
it links up with that greatest chapter in human history, 
which treats of the development of the religious and 
philosophical culture of man and reveals to us the 
true psychology of mankind. For variations of the 
will, as the visible outcome of which ,ye comprehend 
the style variations of art history, cannot be of a 
capricious, accidental sort. Rather, they must stand 
in an orderly r elationship with the variations that 
take place in the constitution of the mind and soul 
of mankind, those variations \,"hich are clearly mirrored 
in the historical devolopment of myths, of religions, 
of philosophical systems, of views of life. As soon as 
we have discovered this orderly r elationship, the his
tory of artistic will falls into line on an equal footing 
with the comparative history of myth, the comparative 
history of reli o-lon, the comparative history of philos
ophy, the comparative history of views of life; it takes 
an equal place among these great fundamentals of the 
psychology of mankind. And thus, then, this present 
psychology of the Gothic style should al 0 become a 
contribution to the history of the human psyche and 
of its forms of expression . 

Because of the check that it has suffered from the 
one-sided Classical and subjective judgment described 
above, our study of the artistic activity of man is still 
in its primitive stages. First of all, for example, it 
has not yet gone through that radical transforma
tion and broadening that the study of the mental ac
tivity of man owes to Kant's critique of knowledge. 
His important shifting of emphasis from the study of 
the objects known, to the study of the knowing itself, 
would correspond in the field of art study to a method 
which regards all artistic facts merely as the working' 

(25) 



26 FORM PROBLEMS OF THE GOTHIC. 

out of definite ([, p1·io 'r'i categories of artistic, or, 
more exactly, of general psychic sensibility, and to a 
method for which these psychical categories that de
termine style are the real problem of investigation. 
Yet in more completely framing this method one has 
to accept a doctrine which, again, directly breaks the 
para llelism with Kant's critique of knowledge, namely, 
the law of the variability of these psychical categories. 
Man unqualified can no more exist for art history than 
can art unqualified. The two are rather ideological 
preconceptions, which would condemn to sterility tIle 
p ychology of mankind and would hopelessly suppress 
the abundant possibilities of understanding art. The 
only constant is the bare material of human histor~Y, 
the sum total of huu:nun energies; but the combina
tions of the different factors are illimitably variable 
and so too are the phenomena resulting from them . 

The variability of those psychical categories, which 
has found its formal expression in the development of 
style, goes forward in transformations, the order of 
which is regulated by that fundalnental process of the 
whole historical evolution of mankind : the checkered, 
fateful process of man's adjustment to the outer worW. 
The incessant alterations in this relation hip of man 
to the impressions crowding in upon him from the 
urrounding world forl11 the point of departure for 

all psychology on a grander scale, and no historical, 
cultural, or artistic phenomenon is comprehensible unti 1 
,,·e have put it in line 'iyith this essent ial point of view. 



Primitive Man 

I N order to illuminate not only the position of Gothic 
man in relation to the outer world but his result

ant psychical and men tal charadeI' and, further, those 
formal elem ents of his mlt detel'llliued by it, we ne-eel 
SO ll1e trustwortl1y standa rds , some reliable units of 
measurement. Since in its compositioll the Gothic 

1S an extremely cOlllplicated and llifferentiated phe
nOlllenon, \\' 8 ca ll aC4uil-e standards for measnring iL 
only by first getting our bearings through the inves
tigation of some fundamental types of humanity_ L 
call fundamental types of humanity those products of 
historical development in which a definite and r elativel.,
simple r elation of man to outer " 'orld has been im
pressed in a clear and paradigmatic way_ Such great 
model examples for the history of humanity whi("h 
aid us in understanding the less sharply pronounced 
or more suhtly nuanced cases are primitive man, 
Classical man, and Oriental man. 

Primiti ve Ulan, that is, primeval man anterior to 
all experience, to all t radition and history, this first 
lIl ember in the development, can be constructed only 
hypothetically. And to a somewhat lesser degree 
Classical JUall and Oriental man, as \\"e exhibit them, 
arc also but illlag.inary constructions of a broadly out
lined exposiiion, in that remote and organically <lif
ferentiated complexities rich in nuance are simplified 
or forced into i(leal types. Such forcing is permissible 
to historical analysis provided the r esult is looked npon 
only as a heuristic element; that is, as mere mean;; 
to an end, without cla im to value in itself. 

Of early man we have a false picture. He has been 
transformed b)" the poetic creative power of mankind 
into a creature of paradise, an ideal bcing. He has 
been made the embodiment of an imag inal'? postulate 
which possesses stronger vitality than docs l'alm llistol'i
cal reflection. As all metaphysical and poetical creations 

(27) 
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of mankind are merely powerful and remarkable re
actions of the instinct of self-preservation to the 
cramping, depressing sense of human insufficlency, 
so the picture of primeval man, the picture of the 
lost paradise of mankind, has received its alluring 
colors merely from human longing freeing itself from 
all constraint in a mighty flight of fancy. The imagina
tive life of mankiml obeys a ver:,), simple la,,'; it 
lives on antithesis. Hence, fancy places not only at 
the end, but also at the beginning of human history a 
state of felicity in which all darkness of reality is 
changell to gleaming brightness and all insufficiency 
appears as so much good fortune. 

Under the pressure of a vague sense of guilt 
man has interpreted his historical development as a 
gradual process of estrangement between himself and 
the outer world, as a process of estrangement which 
has caused the initial unity and intimacy to become less 
and less. In reality, the course of development is surely 
the reverse, and that state of unity and. intimacy at its 
beginning has only a poetical, not a historical validity. 
We must discard the picture of primeval man which 
is engendered by this poetical assumption, and, ex
cluding all sentimental elements, we must construct his 
tnlje picture solely by subtraction. And we should not 
shrink back before the monster that then remains in 
the place of the creature of paradise. 

Let us subtract from the total sum of the ideas 
that we possess the enormous mass of inherited and 
acquired experiences. Let us reduce our mental wealth 
to the fe ,,' original elements fr0111 which has pro
ceeded the cumulation of interest and of compound 
interest that has increased incalculably in the course 
of milleniums. Let us level to its foundations the in
finitely refined and marvelous structure of continuous 
contributions passed dO'l"n in the course of evolution. 
Ther e then remains a being that helplessly and in
coherently confronts the outer world like a. dum b
founded brute, a being that receives from the 
phenomenal world only fluctuating and untrustworthy 
percept~tal images and but slowly with the aid of in-
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creasing and consolidating experiences recoins thes(' 
perceptual images as conceptual images, by means of 
which he gradually orientates himself in the chaos of 
the phenomenal world. The evolution or the human mind 
and soul we should not comprehend as an increasing es
trangement after an initial state of close intimacy, 
but as a slo,,' ,,'caring away of the feeling of strange
ness, as a slow growth of confidence through the co
ordination of all ne'" sense ill11)1'eSS10ns to earlier 
experiences. Certainly, at the inception of the develop
ment there stands unmitigated by experience an ab
solute dualism of man and surrounding ,,'orld. Being 
confu'sed by the apparent caprice and incoherence ot 
phenomena, primitive man lives in a vague mental fen!', 
a relationship to the outer "World \\"hich is only s lowly dis
sipated by progressive mental adjustment, and \\'hirh, 
however, in spite of this dissipation, never wholly van
ishe ; for the traces of these earliest and deepest experi
ences cling to man as vague remembrance, as natll1'al i'J1-
st·i'l1ct. For so 've name that secret undercurrent of our 
nature which ,ye detect in ourselves as the court of last 
resort of our feeling, as the great inational substratum 
beneath the deceptive upper sur-face of the senses and 
of th.e intellect, and to which we descend in houl's of 
deepest and most painful insight, just as Faust 
descended to the Miitte1'. And the essential content of 
this instinct is awareness of the limitations of human 
knowledge, awareness of the phenomenal world's un
fathomableness, which morks all kno,yledge of the 
intellect. In these depths of om soul's consciousness 
still slumbers the feeling of the unbridgeable dualism 
of being, and before it the whole deceptive structure of 
experience and. all aJltlll'opocentric delusion -fall to 
pieces. 

Because of the relationship of fear, in which primi
tive man stands to the phenomenal world, the most 
urgent need of his mind and soul 1ll1lISt be to press for
ward to invariables, whicih save him from the chaoti0 
confusion of the impressions of rriilld alid sense. 
The incalculable relativity of the phenomenal world he 
must, accordingly, try to recast into constant, absolute 
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values. Out of this need arise language and art, and, 
above all, the r eligion of primitive man. To the ab
solute dualism of man and world corresponds, of course, 
an absolute dualism of God and world. The notion of 
God's immanence in the world can not yet find a place 
in t.his apprehensiye soul, besiegeJ by unknown powers. 
Deity is conceived as something absolutely above the 
world, as a dark power behind things which one must 
conjure and propitiate in every way, and against 
which one must, above all, secnre and protect himself by 
every contrivable scheme. Under the burden of this 
deep rnetaphysical anxiety primit.ive man overloads his 
whole action and behavior ,,·ith r e1igious concerns. At 
every step he _clings, as it ,,·ere, to religious precau
tionary expedients and seeks through mysterious con
juration to render himself and all that is dear and 
precious to him taboo in order to guard in this way 
against the caprice of divine po"ers; for he personi
fies as such the precarious chaos of impressions that 
deprives him of all sense of peace and security. 

His art also is an issue of thls magic incantatiol1 
in so far as it also strives to hold back by means of 
p8.lpable inval'iables the caprice of th e phenomenal world. 
In the free activity of his soul primitive man creates 
for bim elf s.v])] boIs of the absolute in g-eometr ic or 
stereometric forms [PI. II and P I. III, C]. Confu sed and 
troubled by life, he seeks the lifeless, because it is freo 
from the turbulence of becoming and offers permanen t 
stability. Artistic er eatioll means for him the en
deayor to escape life and its arbitrariness, means the 
e tablishment in perceptible form of a substance under
lying appearance, in which the caprice and transience 
of the latter are overcome. He. tarts from inflexible 
line with its abstract essence alien to life. Its intrinsic 
value, void of expression-that is, free from every 
idea of life-he senses dimly as part of an inorganic 
order superior to all life. To him who is tormented 
by the despotism of th e living an-cl therefore changing', 
line gives comfort and satisfae~ion , for it is the only 
perceptible expression he can attain of the non-living, 
of the absolute. He pU,Tsues tll e further geometrical 
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possibilities of line, makes triangles, squares, and 
circles, arranges ser,ies of identities, learns the ad
vantage of regularity-in short, creates a primitive 
ornament, which for him is not play and mere delight 
in decoration, but a table of symbolical invariables and 
therefore an appeasement of dire needs of the soul. 
By coverjng with these magic signs everything he 
values, he fully utilizes the magical power, which, ac
cording to his quite consistent conception, these clear, 
perlllanent, absolute linear symbols have. It is, iu
deed, first of all himself 11e tries to make taboo b~' 
ornamental tattooing [PI. III, B:I . Primitive orna
ment is conjuration to dispel that horror of the in
coherent surrounding world which is as yet lllunitigated 
by the progressive orientation of the mind, and it is 
evident that a ·wearing a \y ay of thi s rigid, abstract 
character of art, this conjuring nature of art, runs 
parallel to the progressive orientation of the mind. 
Since in the Classical epochs the SUlllmit of this power 
of mental orientation has been attained, since in them 
the chaos has become a cosmos, it is further clear that 
at this stage of the historical (leve1011111ent of lllall 
art ha. been completely absolved from its charadeI' 
of conjuration and may, therefore, turn unreservedly to 
life and its organic richness. The transcendentalislll 
of art, the direct religious character of its valnes, 
thereby comes to an end . Art becomes an idoal en
hancement of life, where it has formerly been con
juration and the negation of life . 

But not to anticipate the analysis of the Cla ssical 
fee ling toward the world and toward art, we return to 
primitive man and his al·t. After he has provic1erl him
self in his linear geometric ornament with a sort of 
basis of invariables, he attempts still further to restrain 
the tormenting caprice of the phenomen;}l world b)' 

seeking to fix for hi s perception those single ohjects awl 
impressions of the outer ,yorld that have for him a 
special meaning and value and that fluctuate and escape 
him in the variation of untrust\\"orthy sense impressions. 
Out of them, too, ho tJ-i,es to make ahsolute symbols. 
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One need only be rominded olf. the analogy to the: forma
tion of language. 

Accordingly, he extracts from the uninterrupted 
flux of ovents individual objects of the outer world, 
trying to get hold of thOlli by fixing them in perceptible 
form. He frees them from their disquieting juxta
position, from their lost condition in space. He reduces 
their changing manW'I" of appearanco to th o char 
acteri tic and recurrent features . He translates these 
features into his abstract language of line, assimilates 
them to his ornawent, and in this way makos them ab
solute and invariable LPl. III, D J. He produces artis, 
tic, that is, perceptible, images corresponding to the 
conceptual imag-es of his mind, which lattor haye boon 
incorporated in the forms of his speech and which, in
deed, are also slo\yly framed reductions and olabora
tions of sense apprehension and preserve the same 
stenographic, abstract, and invariable character in the 
face of the multitude of phenomena. 

For primitive man, therefore, th e artistic roduction 
of the phenomena of the onter world is bound to the 
disem bodied, expressionless line and, in further pur
suance of its tendency, to the surface. For the 'urface 
is the given correlate of the line, and only in tho sur
face he thel pos.'ihilit,ies of fixing' a conceptual illlago 
in compact, perr.eptible form . The third dimen sion, 
the dimension of depth, makes up the real corporeality 
of an object . That is what offers the strong-est r esis
tance to grasping and fixing an object in a unified, 
compact ,yay. For it sets the obj'ect in space and thorc. 
fore in the undefined relativism of the phenolllenal 
world. Suppres ion of corporeal extension by moans 
of the translation of the dimonsion of depth into sur
face dimension becomes nccessarily, then , tho first aim 
of that predilection which seeks to recoin into absolute 
and permanent forms what in the phenom enal \\'orld is 
relative and fluctu.ating in space. Onl." in surfaco 
representation has man even in his earliest develop
ment possessed an invariable symbol for that which 
is denied him by the three-dimensionality of the actual, 
an invariable symbol for the absolute form of the 
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individual object of the outer world, that is, for the 
form purified from all accident of apprehension and 
from all spatial confusion with other phenomena. 

Primitive man is artistically active only when he is 
drawing or scratching in the plane. When in addition 
to th,is he does sculptural modelling in clay or other 
material, it is only an issue of playful imitative in
stinct, which belongs not to the history of art, but to 
the history of handicraft. Imitative instinct and 
artistic creative instinct, which are here quite different 
in their nature, first blend at a much later period of 
evolution, when art, no longer hampered by any 
transcendency, has turned whole-heartedly to the nat
ural. And as closely as the actual borders upon the 
natural-without being identical with it-so closely at 
this later time do imitative instinct and artistic instinct 
approach, and the danger of interchange becomes al. 
most unavoidable. 

In spite of the unique suitability of surface repre
sentation to the above-analyzed artistic intention of 
primitive man, sculptural representation is not wholly 
intractable for his artistic use. Wbere, for the sake 
of the eternal character of stone, he occupies himself 
with sculpture, he attempts-by means of the most 
simple and unambiguous demonstration of surface re
lations, by means of the greatest possible preservation of 
cubic compactness, by means of few effects of light and 
shade; in short, by means of a modelling that excludes 
all spatial, evasive, chance aspects-to overcome the 
confusion that cubic figures oppose to coherent ap
prehension [PI. III, AJ . An a,ppro:s:imation to the ab
stract, cubical elementary forms resu~ts from this 
stylistic intention that shuns every approach to life. 
Thus, again, the artistic repr esentation of the or~anic 
and living, even in the case of sculpture, shifts int~ the 
higher domain of an abstract, lifeless order and be
comes, instead of the likeness of what is conditioned 

) 

the symbol of what is unconditioned, invariable. But 
primitive man can hardly be cited as an example in con
nection with this highest and most complicated alllbition 
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of artistic instinct for a Gstraction ; not nn'.il ,yc come to 
Oriental art, especially Eg"yptian, do ,,-e find this in its 
highest form-but of that elsewhere. 



Classical Man 

T HE process of adjustment between man and outer 
world takes place, of course, in man alone and 

i.' nothing but the ad just lUent between natural instinct 
and intelligence going on in him. In lllan's earliest de
velopment natmal instinct is still everything, intel
ligence nothing. However, on the basis of his waxing 
store of experience alld of ideas, lIlan gradually 
familiarizes himself more and more \Iith the order of 
t he world, aml gradually the chaos of sellse impressions 
r esolves itself into an arrangement of logical events. 
Chaos becomes ('osmos. With thi. growing mental 
conq uest of the world, vanishes, as a matter of course, 
the sense of the relativity of phenomena which mocks 
all knowledge. Instinctive fear is laid to rest by ex
ternal knowledge and slowly ,yanes a\yay, and while 
human self-l:onsciousncss approaches antLropocentric 
alTogance more and more, the organ for the deep, un
bridgeable dualism of being atrophies. Life becomes 
more beautiful, more joyful; but it loses in depth, 
grandeur, and 110wer. For in the increasing security 
of his knowledge, man has made himself the measure 
of all things, has assimilated the world to his trivial 
humanity. 

He no longe r looks at the world as something 
strange, unapproachable, mysteriously great, but as 
the living supplement of his own ego. He sees in it, 
as Goethe says, the responsive r efl ection of his own 
feelings. The vague, instinctive critique of knowledge 
of primitive man yields to a joyous, self-conscious 
belief in knowledge , and the prim eval cold r elationship 
of fear between man and ,,'orId no\\" becomes an inti
mate relationship of confidence, which liberates mani
fold previously inhihite<l powers of the :::oul and gives 
nrt in particular an entirely nell function. 

At this point of equilibri.um bet"'een natural in
stinct and intelligence st:m(ls Classical man, whose 

(35) 
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clearest paradigm is Hellenic man in the ideal form
perhaps somewhat beyond actual facts-in which he 
has shaped himself in our imagination. He is the 
monumental model example for the second decisive 
stage in that great process of adjustment of man to 
outer world, which constitutes world history. 

With Classical man the absolute dualism of man 
and outer world vanisbes, and consequently the ab
solute transcendentalism of religion and art vanishes. 
The divine is divested of its other-worldliness, it is 
secularized, incorporated in the mundane. For Classi
cal man the divine is no longer something ultramun
dane, no longer a transcendental conception, but for 
him it is contained in the ,YorId, embodied by the world. 

N ow, with man's belief in immediate divine imman
ence throughout all creation, with his premise of worlcl
acclaiming pantheism, the process of anthropomor
phizing the world reaches its climax. For it is this proc
ess which lies concealed behind the deification of the 
world. The ideal unity of God and world now attained is 
only another name for the unity of man and world, that 
is, for the fully accomplished conquest of the world by 
mind and sense, which wipes out all the original 
dualism. 

The law and order which primitive man, embryonic 
man, could seek only behind things, only in something 
underlying appearances, only in the negation of the liv
ing, Classical man seeks in the world itself, and, since 
man and world are now one, are now totally assimilated 
to each other, he finds this orderliness in himself and re
solutely projects it upon the world. Accordingly, be 
draws directly out of hi.mself that law and order 
which man needs so as to feel secure in the world. 
In other words, there takes place a gradual process in 
which religion is replaced by science, or philosophy. 
For science and philsopby are identical to Classical 
man. 

vVhat religion loses in sovereign importance and 
power it gains in beauty. Supplanted by science, it 
becomes more a luxurious function of psychical activity, 
,,,ithout immediate character of necessIty. It shares thi::; 
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fate, as we shall see later, with art, which for the very 
same reasons undergoes a tempering of character. 

In the case of Classical man there prevails a fine 
supplementary r elationship between religion and sci
ence. Olympns is a kind of sensuous correlate to in
tellectual knowledge. Science has indeed dislodged 
that vague, evasive mysticism of pr,imitive r eligion. 
But with the clear sculptural quality of the Greek 
Olympus as it has slowl:r and surely crystallized out of 
the haze of unclear mystical conceptions, science is not 
only compatible but, as we have said, is directly sup
plemented. Without that certainty achieved by sell
~uous and intellectual discernment the clear, sculp
tural quality of the Greek Olympus is unthinkable. 
They supplement each other as do concept and percept. 
For to a ntjllropolr,'oq)llization, as it. prevails, along witll 
science, in the fi eld of sen uous and intellectual 1010,,·1· 
edge, there corr esponds in the field of religion that cre
ative impulse which shDpes the gods in human f01'111 
and make them ideally enhanced men who are dif
fe r cmtiated only quantitati" cly, not qualitatively, frorn 
human beings [PI. IV]. R,eligion comes by degrees 
to satisfy only the needs of perception, no longer the 
direct intellectual needs of cognition. It therefore 
10. es ~ts intellectual, non-percep tual, supersensuous 
character. 

And now, as has already been said, th e artistic 
develolJlllent l'UllS exactly parallel to this religious de
velopment. Ar t also loses its transcendental, super
sensuous coloring. It, lij.;e the Greek Olympus, comes to 
be nature idealized. 

For primitive man, still mentally undeveloped and 
therefore uncertain and afraid in the face of the chaos 
of the world about him, to create artistically was 
synonymous, as we have seen, with the proclivity to 
organize an ultralllumlane world of values in easil? 
perceptible form, a world that is elevated above all the 
changing phenomena that are entangled in the caprice 
of life, a world of absolute and stable values. 'What wa s 
living und arbitrary in his eternally f1uctuating sense 
impressions he therefore r emoulded into invariable 
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symbols of an easily perceptible and abshact sort. The 
enjoyment of the direct sense perception of the object 
was not the point of departure in the case of his 
artistic volition; rather, he created precisely in order 
to overcome the torment of perception, in order to gain 
fixed conceptual images instead of accidental percep
tual ones. Art bore, therefore, a positive, almost 
scientific character; it was the product of an immediate 
instinct of self-preservation, not the frr-e, luxurious 
product of a humanity cured of all elementary dread of 
the world. 

In the Classical periods of human development it 
has become this fine, imposing, luxuriOLl s product. 
Classical man no longer feels distressed at the r elativ
ity and lack of cleal'l1ess in the phenomenal world, no 
longer feels tormented by perception as did primitive 
man. The systematizing and harmonizing activities of 
his mind have sufficiently restricted the caprice of the 
phenomenal world to give free play to his joy in life. 
The creative powers of his soul, released from the 
immediate necessity of psychical self-preservation, be
come free to act with more enjoyment of actuality, 
hecome free for art in our sense, in ,,"hich m't and 
science are absolute antitheses. As fear of the world 
becomes reverence for the ,,'orld in Goethe 's sense, so a 
strong impulse to abstraction becomes a lively impulse 
to empathy. Classical man devotes himself with all 
his senses to the phenomenal world of sense in order to 
remould it according to his own image. There is no 
longer anytrling lifeless for him; he animates every
thing "'ith his o\\"n life. For him, to create artistically 
means to hold fast in perceptible form the ideal 
process of the amalgamation of his own sense of 
vitality \\"ith the living " "orld about him; he no longer 
evades accirlental appearance, but merely modifies j t 
in consonance with an organically smooth orderliness, 
modifies it, in other words, through the inherent counter
point of his own sense of vitality, of which he has be
come joyfully conscious. Every artistic r epresentation 
becomes then a quasi-apotheosis of this now conscious 
elementary sense of vitality. 
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A sell se of the beauty of the living, of the pleasing 
rhythm of the organi<.: is a ,,"akened. OrnR lIlent, wl1 ich 
was fOl"J uerl.v l"cgularity, without expressing anything 
except invariability (that is, without dir cct e"'pression), 
now be<.:ollles a Ii v illg movement of forces, an ideal play 
of organic tendemie' frecd of all purpose [PI. V, A]. 
It is "wholly tnmsfor lued into cxpression, and this 
expr ession is the life that lII all besto \\" s OUlt of his own 
sense of vita lity upon the form, dead and lJI eaningless 
ill itself . Empnthy opens up to Classical lllan the 
elljoymellt of vel'ception, wh ich was still ,,"i thbeld from 
the mentally lUlde"elopcd man \,"ho found himself in his 
first, l'ull e and scanty, ndjustment to the t11ings of the 
sUlTounding world. 

Thus, at this Class ical stage of hm1lCl l1 development 
urt l"I'eation becollles a deal', ideal demonstration of 
now consc"ious and cla ri fied vitality; it becomes the 
objectified enjoyment of self. Purged of all dualistic 
memories, man celebrates in art, as in r eligion, the 
l'ealization of a felicitous state of eCJ uili briulIl of soul. 



Oriental Man 

CLASSICAL man, with llis well-tempered mood, 
amounts to a culmination in the circle of Occi

dental culture. He sets the ideal standara of Occidental 
possibilities. But we must not mistake Europe for the 
world, we must not in European self-consciousness 
shut our eyes to the phenomenon of Oriental civiliza
tion, which almost beggars OUiT limited power of imag
ination. 

For when we confront Oriental man, this third 
great model example of human development, there is 
intruded upon us a wholly new standard of human 
development that corrects our European prejudice. vVe 
must recognize that our European culture is only a 
culture of the mind _and of the senses, and that besides 
this mental and sensuous culture, bound as it is to the 
fiction of progress, there is another, which rests upon 
sources of knowledge deeper than the intellect, especial
ly upon the one most valuable source, natural instinct; 
we. must recognize that intellectu'al lmo,,-ledge as 
vain and empty, only superficial delusion. The culture 
of the Oriental is built up on natural instinct, and the 
ring of evolution is closed: the Oriental stands nearer 
to primitive man, again, than does Classical man, and 
yet there is a whole cycle, a whole world of develop
ment between them. The veil of Maya, before which 
primitive man stood in vague terror, Oriental man has 
looked tbrough and he ha s come face to face with the 
inexorable dualism of all being. Awareness of the 
problem of appeB-rance and of the unfathomable riddle 
of being is deeply rooted in his natural in stinct and 
precludes tbat naIve belief in this world's valu es, with 
which Cla ssical man felt happy. That happy amalgama
tion of sensuous feeling and intellectual knowledge, 
which led Classical man both to sensualize, or humanize, 
and to rationalize the world, is impossible for Oriental 

(40) 
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lUan because of the absolute predominance in his case of 
inner instinct over outer knowledge. The r ealm of the 
Oriental soul r emains completely unaffecteu by the 
progress of the Oriental intellect, for the two do not 
exist together , but only side by side, without any con
vertibIity, without commensurability. Intellectual kno'NI
edge might progress ever so far; but since it lacks 
anchol'age in the soul, it can never, in the Greek manner, 
become a pr oductive cultural element. All productive 
culhll'e-creating po\yer s a r e bound. r atber, to instinctive 
knowledge. 

In the possession of this instinctive know leflge Ori
ental man is again like primitive man. H e has the 
same dread of the worhl , the same need of deliver:mce 
that the ini tial member of the development had. But 
with him all this is nothing preliminary, nothing yield
ing befor e in cr easing intellectual knowledge, as with 
primitive man ; it is a fin al phase , superior to an 
development, not prior, but sZtp erio1 -, to intelligence. 
If, in contrast t o Classical European man and his 
anth ropocent r ic thought, the human self -consciousness 
of the Oriental is so slight and hi s metaphysical humil
ity so a r eat, that is merely because his cosmic sense is so 
broad. 

The dualism of the Oriental stands above intelli
gence. H e i s no longer confu.sed and torm ented by 
thi.· duali sm, but he feels it to be a sublim e f a te, and, 
silent and passive, he submits to the great impelletrable 
myst ery of being. His fe ar is r aised to respect, his 
r esignation has become r eligion. To him life is no 
longer confused and di stressing madness, but it is holy, 
becau e it is rooted in depths that are inacces ihle to 
man and allow him to feel his own nothingness. For 
this sense of his nullity elevates him , because it gives 
life its greatness . 

The Oriental's dualistically bouncl cosmic feeling 
is clearly reflected in tIl e strictlv trnn scendental color
ing of his r eligion and of hi s art : Life, the phenom enal 
world , actuality-in short, everything which was given a 
positive valuation by Cla ssical man in hi s na"L-ve]:v 
happy world piety-is again consciously made relative 
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by the more penetrat.ing Oriental kno\dedge of the 
world and is subjected to a loftier appraisal which 
proceeds from a higher reality lying behind all phe
nomena. This idea of a beyond lends to Oriental Jlleta
physics a dynamic tension of which the lllature Classical 
world ,\"(;1S ignorant. And as a natural anclnecess:1r." out
come of this p ~rcb ical tension is framed the thou:.~ht of 
salvation, \\·bich thougllt is the culJllination of Oriental 
mysticism and is finally giyen in Christianity the stallll! 
most familiar to ns. 

Oriental art is a similar outcome of a similar ten
t;ion. It also has absolute redemptive cbaracter, and its 
clear-cut transcendental, austract coloring distingui shes 
it from all that is Classical. It expresses no joyous 
approval of apparent vitality, but wholly appertains to 
that other domain which looks beyond the time and 
chance of life toward a higher order that is rid of all 
false impl·essions and sense deceptions, that is dOllli
nated uy necessity and permanence, that i · consecrated 
by the graJ1d calm of Oriental instinctlye lmo\yl clp:e . 

Like the art of primitiye man, the art of the Orient 
is strictly abstract and bound to the inflexible, expres
sionless line and its correlate, tbe surface. Yet in rich
ness of forms and in congruity of solutions it far sur
passes primitive art. The elementary creation hR1" 
become a complicated artful structure , pri.mitivity hD8 
become culture, and the higher, riper quali t., of the 
cosmic sense is recorded in unmistahable fash ion, de
spite the external similarity of means of expression. 
,Ve usually fail to appreciate the gTeat difference be
t":een primitive and Orienta l art, because our European 
eye is not sharpened for the nuantes of abstract art, 
and we always see only what they have in comm011, tha t 
is, only the lifelessness, the (leparture from nature. 
There is aC'tually present, ho"ever, the same di fference 
as between the dull fetishism of primitive a11(l the pro
found mystici.sm of Oriental man. 



The Latent Gothic of Early Northern 
Ornament 

A FTEB we have I1m s briefly sketched in their main 
lines three primipal types of hum an c1en:lopment, 

that is, three principell stages in the process of ad.iust
ment of man to outer ,,'orId, we sua ll approach from 
these fundamental points of or ientat ion our proper 
problem, the Gothic, 

Let us explain at onco that the Gothic \,-11ic11 our 
inves1-igation is going to elahol'ate in teI'lI IS of the psy
chology of st~ 'l e in 110 wa~' coincides \yi th the historical 
Gothic, This latter more limited ,Gothi c, as c1e5nel1 in 
sc1100l u sage, \\-e tFlke, l'ath er , a on 1,\- a final re sultant 
of a specificall" northern development \\'hich sets in al
r eady in the T-Iallstadt and La TEme periods, incleet1, ill 
its vcry heginnings, even earlier. Northern an d llIic1c110 
Europe are preeminent1y the scene of thi s de\'elopnlcnt; 
its point of origin is perhaps Gerlllanic Scandinayia 
rpl. VII, AJ . 

In other word s, the psychologist of style, who, look
ing at the mature historical Gotllic, has 011('0 become 
conscious of the fundamental character of the Gothic 
forlll will, sees this form will active unclC'l'groun<l, as it 
were, even wbere it is r e .. tnlined by more pO\Terful ex
tenml circumstances alHl w-11ere, prevented from free 
asserti on, i t aSSUlll es a si rnnge di sguise. He l'et'og
nizes that 1·hi s Goihic form will dominates, not ont
\Vanlly, but in \\'anlJ)r, RO IIl Hm'i::lC]ue art, l\Iel'o\' ing ian 
art, the art of the barbarian invn sion,,-in short, th e 
whole COllrse of northern a.nd middle European art , 

It is really the pnrr)ose of onr ]11\'estigation to 
del110nstrate the justif1cntion of this further extensioll of 
the stylistic. term GoOlie. In the meamYllilc this asser
t.ion ma.y be l1ut at the beginlling" merely as a tllesi s 
" 'hich we' are undertaking to establish. 

(J3) 
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We repeat, therefore, that according to our view 
the art of the whole Occident, as far as it has not 
immediately participated in the antique Mediterranean 
culture, is Gothic in its inmost essence and r emains so 
up to the Renaissance, that great turning point of the 
northern development. That is, the form will immanent 
in it, often scarce recognizable outwardly, is identically 
that which receives its clear, unobstructed, monumental 
exposition in the ripe historical Gothic. We shall 
see later how even the Italian Renaissance, proceeding 
from \vholly different psychical premises, has, when it 
has encroached upon the north and become the Euro
pean style, proved incapable of completely smothering 
the Gothic form will. N orthel11 Ba.roque is in a certain 
sense the fiaring up again of the suppressed Gothic 
form will under a strange mask. So Gothic as a term 
of style psychology extends further than the school 
term Gothic toward the present also. 

The basis upon which Gothic form will develops is 
the geometric style as it is spread over the whole earth 
as the style of primitive man [PI. II]. About the time, 
however, when the north enters into the historical de
velopment, this style appears peculiarly as the common 
property of all Aryan peoples. Before we indicate the 
development from this primitive geometric style into 
the Gothic style, we may, in order to characterize the 
historical situation of the world, recall that already 
with the Dorian migration this common Aryan style 
encountered the Orientally tinged style of early Medi
terranean peoples, and that it gave the impulse to the 
specifically Greek development. At first the conflict 
between the two heterogeneou.s conceptions of style was 
quite abrupt: ,Mycenffian style and Dipylon style 
[PI. V, Band C] . Then it echoed more softly in the 
difference in character between Doric and Ionic styles 
[PI. VI, A and B] . Finally, the conciliation took place 
in the mature Classical style [PI. VI, C] . In brief, this 
first offshoot of the Aryan style was entirely lost in tJle 
,Mediterranean culture; hence for our study it drops 
out in · advance. 
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We are interested only in the conglomerate of 
young, still undeveloped hordes of northern and middle 
Europe, who "'ere not yet in contact with the high 
Mediterranean culture connected with the Orient, and 
in whom was developing upon the basis of the general 
Aryan geometric style the great future power of the 
Middle Ages, the Gothic. 

In this middle and northern European conglomerate 
of peoples, in this true nursery of the Gothic, we 
would not set forth any single people as vehicle of 
the movement; the fact that we nevertheless talk in the 
following pages mainly of the Germanic development is 
not due to any wish to uphold the fiction of race in the 
sense of Chamberlain, but rather is partly for the sake 
of convenience ~nd is partly due to the consciousness 
tba t in this northern chaos of peoples the distinctions 
of race ar'e at first kept so much in the background by 
common conditions of life and of psychical development 
that the adduction of a single people as pars pro toto is 
justified. On the other hand, this particular adduction 
of the Teutons agrees, to be sure, with our view that the 
disposition toward Gothic is found only where Teutonic 
blood mingles ~'ith that of other IDnropean races. 
Teutol1s are, accordingly, not the exclusive promoters 
of the Gothic and not its sole creators; Celts and 
Latins have equally important sha re in the Gothic de
velopment. Teutons, however, are probably the conddio 
sine qua non of the Gothic. 

In contrast to the exactness appropriate to special 
investigations ,ve shall, accordingly, within the broacl 
lines of the purpose of our stud~', need to pay less 
painstaking attention to the diiferentiation of the 
individual agents of the aggregate northern moyement. 

The art of this northern racial conglomeration, at 
the time when it seems to be waiting for its cue, the 
fall of the Roman Empire, to enter as principal actor 
into the historical development of the world, is sheer 
ornament. And indeed this ornament is at the outset 
purely abstract in character. All attempt at direct 
imitation of nature is lacking. In speaking of early Teu
tonic ornament, Haupt, the authoritative hidl)rian of 
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Germanic. art, says: "In their art there is no represen· 
tation of the natural, neither of man, animal, nor tree. 
All has become smface decoration. As far as those 
races are concerned, we cannot, therefore, speak of a 
strictly formative art in the modern sense; their urt 
is anything but the attempt to imitate what i8 befo re 
their eyes." It is, then, a purely geometrical play of 
line, but we do not mean with the expression play of 
line fo attach the character of playfulness to this kind 
of art practice. On the contrary, after our discussion 
of the Ol'l1ament of primitive man, it is char thnt a 
strong metaphysical content is inherent even in this 
early northern ornament. 

In the earliest times it is not essentially different 
from the primitive geometric style ,,,hich we called 
common property of all Aryan peoples. On the 
foundation of this elementary Aryan grammar of line, 
however, there gradually develops a particular language 
of line, which bears characteristics that mark it plain
ly as a genuine Germanic dialect. In the terminology 
of the materialis{ic theory of art it is the linear fantasy 
called intertwining band ornament or braid ornament 
[PI. VIII] . Wherever Teutons were scattered by the 
storms of race migration, we :find in their graves this 
unique and quite unmistakable ornament: in England, 
in Spain, in North Africa, in Southern Italy, in Greece, 
and in Armenia. 

Lamprecht describes this sort of ornament as fol
lows : "There are certain simple motives whose inter
weaving and commingling determine the character of 
this ornament. In the beginning, only the point, the 
line, an(l the band wer e used, then later the curved 
line, the circle, the spiral, the zig-zag, and an S-shapecl 
ornament-tmly no gr eat wealth of motives! But what 
variety is attained by the manner of their use ! Now 
we see them laid parallel, now dovetailed, now latticed, 
now knotted, now interwoven, now even all checkered 
through each other in reciprocal knotting a11(l inter
weaving. Thus arise fantastically confused designs, 
whose enigma lures to puzzling, whose course seems to 
shun, to seek itself, whose components, endowed with 
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sensibility , as it were, captivate mind and eye in living, 
passionate motion." 

Ther e is a lineal' fa ntasy here whose fundalllental 
character we must analyze. As in the ornament of 
primitive man, tue vehicle of artistic will is the ab
stl'act geolll etric line, \\'hich cOlltaill s no organic ex
pression, that is, no possibility of organic interpretation. 
No w, whlle in the or'ganic sense it is expressionless, 
nevertheless, it is of extreme liveliness . The words of 
Lamprecht expr e 'sly attest the impression of passionate 
activity and life, expr ess1.r attest the impression of a 
seeking, r estless perturbation in this medley of lines. 
Since the line lacks all organic timbre, its expression 
of life lllU.st be an expression unconnected "'ith organic 
life. The. thing is to understand the peculiar nature of 
this super-o rgan ic expr ess iveness. 

, Ve see that the northern ornament, despite its 
abstract lineal' character , sets f r ee impressions of life, 
which our feeling of vitality, bound as it is to empathy, 
would impute illll1~edialdy only to the organic world. 
So it would seelJl that this ornament [Pl. VIII ] unites 
the abstract character of primitive geometric ornament 
[Pl. II] and the living character of Classical organically 
tinged Ol'l1amen t [PI. V, A]. Such is, however, not the 
('ase. It can by no lll eans raise the claim of present
ing a s?nthesis, a union, of th ese funda mental antitheses . 
It <l esen'es, rather, only the llame of a hybrid phenome
non. It is not a question here of a harmoniou s comming
ling of t\\"0 opposing tendencies, but of an unclear and, 
to a certain degree, uncanny allJalgamation of them, of 
drawin g upon our po\\"er of empathy, which is bound to 
organic rhythm , for an abstract world foreign to it. 
Our organically tempered ense of vitality shrinks back 
before this sC'llseless violCl lce of e"X pression as beforc 1:1. 

debauchery. But whcn finally, yielding to compulsion, 
it lets its ell ergies flow into ihese lines, dead in them
selYes, it fee ls itself torn away in an unheard-of man
lI er alld rai se<.1 to a frenzy of movement "hieh far 
outstr ips all possibili tics of organic moveluent. Thc ]la
thos of lll o\' elll cnt inherent in this vilnlized geometry-a 
prelude to tJle vitalized lIIa thclUatics of Gothic al'chi.tec-
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ture-forces our sensibility to an unnatural feat of 
strength. Once the natural bounds of organic motion are 
broken through, there is no stopping; again and again 
the line is broken, again and again checked in the natural 
direction of its movement, again and again violently 
prevented from running out quietly, again and again di
verted to new complications of expression, so that, inten
sified through all these r estraints, it yields its utmost of 
expressive po\yer, until finally, robbed of all possibili
ties of natural satisfaction, it comes to an end in in
tricat.e contortions, or disconsolately breaks off in va
cancy, or senselessly runs back into itself. 

Confronted with the organic clearness and modera
tion of Classical ornament, \ye are under the impression 
that it springs without restraint from our sense of 
vitality. It has no expression beyond that which we 
give it. The expression of northern ornament, on the 
other hand, is not immediately dependent upon us ; 
here we face, rather, a life that seems to be independent. 
of us, that makes exactions upon us and forces upon 
us an activity that we submit to only against our 
will. In short, the northern line is not alive because of 
an impression that we voluntarily impute to it, but 
it seems to have an inherent expression which is 
'stronger than our life. 

This inherent expression of northern, that I S, 

Gothic, line, which in a strict psychological sense is 
of course only apparent, we must try to comprehend 
more exactly. Let us start from commonplace ex
periences of everyday life . If we pick u'p a pencil and 
make line scrawls on paper, we can already sense the 
difference between tbe expression dependent upon us 
and the individual expr ession of the line seemingly not 
dependent upon us. 

When we draw the line in fine round curves, we in
voluntarily accompany the movement of our wrist with 
our inner fe eling:. We feel with a certain pleasant sensa
tion how the li]le almo t gTO\'VS out of the spontaneous 
play of the wrist. The movement we make is of an 
unobstructed facility; the impulse once given, move
ment goes on without effort. This pleasant f eelinp;, 
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this freedom of creation, we transfer now involuntarily 
to the line itself, and what \\'e have felt in executing it 
we ascribe to it as expression. In this case, then, we 
see in the line the expr ession of organic beauty just 
because the execution corresponded with our organic 
sen se. If we meet such a line in another production, 
our im pression is th same as if we had clra\yn it our
selves. For as soon as we become con cious of any 
kind of line, we inwardly follow out involuntarily the 
process of its execution. 

Besides this organic, expressive power of line, 
which we experience in all Cla ssical ornament, there is, 
hO'l"ever, another, und it is the one that eomes into con
sideration for our Gothic problem. A gain ,ye may 
"tart from tbe familiar experiences of playful line 
scrawls. If " 'e are filletl "ith a strong inward excite
ment that lye rna? express only on paper, the line 
scrawls will take an entirely different turn. The will 
of our wri t will not be consulted at all, but the pencil 
will travel "'ildly and impetuous ly over the paper, Hnd 
instead of the beautiful, round, organicall)' tempered 
curves, there " 'ill result a stiff, angular, r epeatedly in
terrupted, jagged line of strong-est expressive force. It is 
not the wrist that spontan eou sl~T ereates the l ine; lJut it 
is our impetuous desire for expr ession which imperious
I? prescribes the wrist's movement. Tb e impulRe once 
g iven, the movement is not allowed to run its course 
along its natural direction: but it is again and again over
whelmed by new impulses. When we become consciol1S of 
such an excited lin e, we inwardly foUol\' out involuntar
ily the process of its executiol1, too. Now, this following 
out, however, is not accompanied by any pleasure, but it 
is as if an out.side (lominant will c.oercecl us. 'Ve are made 
aware of all the suppressions of natul"fll movement. 
We feel at every point of rupture, at every change in 
direction, how the forc es , suddenly checked in their 
natural course: are blocked, how after this moment of 
blockade they go over into a ne,,· direction of move
ment with a momentum augm en ted by the obstruction. 
The more freCluent the breaks and the more obstructions 
thrown in, the more powerful becomes the seething at 
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the individual interruptions, the more forceful be
comes each time the surging in the new direction, the 
more mighty and irresistible becomes, in other words, 
the expr ession of the Tine. For her e, too, in apperception 
,ye ascribe to the line as expression the processes of 
executing it that we inwardly follow out. And since 
tho line seems to thrust its expression upon us, ,ve feel 
this to be something autonomous, independen t of us, 
and ,ye speak, ther efore, of an inher ent expr ession of 
the line. 

The essence of this inher ent expression of the line 
is that it does not stand fo r sensuous and organic 
values, but fo r values of an unsensuous, that is, spiritual 
sort. No activity of organic will is expressed by it, 
but activit.y of psychical and spiritual will, ,,'hich is 
still far from all union and agr eement with the com
plexes of organic feeling. 

Now, by this statement we do not mean to say that 
the nortbern ornament, that "almost primeval and 
darkly chaotic jumble of lines" (Semper), stands on a 
par with the line scrawls of an emotionally or mentally 
excited man, nor that it reflects even in a, general way, 
this phenomenon of everyday experience. That would 
be a comparison between wholly incommensurable en
tities. Nevertheless, this comparison will oifer us sug
gestions. As those line scrawls seem merely the re
lease of an inner spiritual p ressure, so the excitement, 
the convulsiveness, the fever , of northern drawing un
questionably throws a flashlight upon the heavily op
pressed inner life of northern hum anity. By this com
parison, at all events, we may make sure of the ex
pression of a spiritual unrest in northern ornament. 
But " 'hat. is playful line scrawling in the everyday li fe 
of the individual is something else in the art expression 
of a " 'hole race. In the latter case it is the longing 
to be absorbed in an unnatural intensified activity of a 
non-sensuous, spiritual sor t-one should remember in 
this connection the labyrinthic scholastic thinkin~--in or
der to get free, in this exaHation, from the pressing e,ense 
of the constraint of actuality. And , let it be said in ad
vance, this longing for an activity, non-sensuous and 
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elevated above all sense, or, to choose the more exact 
word, supersensuous, this longing which created such 
ornament lashed into the utmost expressiveness, was 
what gave rise to the fervent sublimity of the Gothic 
cathedral, that transcendentalism in stone. 

As Gothic a rchitectme presents the picture of a 
complete dematertulization of the stone and is full of 
spiritual expression not bound by stone and sense, so 
early northern ornament offers the picture of a com
plete degeometrization of the line for the sake of the 
sallie exigencies of Spi1'it'unl, expression. 

The line of prilllttive ornament is geometric, is 
dead and expressionless [PI. III, C]. Its artistic 
significance rests simply and solely upon this absence 
of all life, rests simply and solely upon its thoroughly 
abstract character. With the abatement of the original 
dualism between man and 'world, that is, with the mental 
development of man, the abstract geometrical char
acter of the line is gradually weakened. This weakening, 
this transition of the stiff, expressionlessness into ex
pressiveness can proceed in two different directions. In 
place of the dead geometric modality can arise an 
organic vitality agreeable to the senses-that is the 
case with Classical ornalllent rPI. V, A] . Or there can 
a ri se a spiritual "ita lit~" fa l' trans('ending the senscs
that is the case with early northern orna ment [PI. VIII], 
the Gothic charadeI' of wh~ch is immediately indicated 
by this observation , And it is evident that the 
organical1~' <1 derll1 ined lin e contains beaut5' of ex
pression, while power of expression is reserved for the 
Gothic line. Thi s tlistindion b.ctween beaut.v of ex
pression and power of expression is immediately ap
plicable to the ,,,}101e character of the two stylistic 
phenomena of Classic and Gothic art. 



The Infinite Melody of Northern line 

T HE antithesis between Classical ornament and 
northern, or Gothic, ornament needs further and 

deeper consideration. The fundamentally dissimilar 
character of these two manifestations of art shall also 
be explained in detail. The first thing that is noticed in 
th0 comparison of the two styles of ornament is that 
northel"n ornament. lacks the concept of symmetry so 
innate in all Classical ornament. Instead of sYJllmetl'Y, 
repetition dominates [PI. IX, A and B]. To be sure, in 
Classical ornament repetition of individual motives does 
playa role ; but this repetition is of an entirely dif
ferent cast [PI. V, A and PI. VI, CJ . Olassical orna
ment generally inclines to repeat in countersense, as in 
a mirror, the motive once struck, whereby the cbar
acter of uninterrupted progression produced by repeti
tion is paralyzed. From this r epetition in counter
sellse results a quiescence, a completion of the rhythm ; 
the juxtaposition has the calm character of addition 
that never mars the fymmetry. The organically guided 
sensibility of Classical man furnishes to tl18 move
ment, arising from repetition and threatening to ex
ceed the organic and to become mechanistic, repeated 
rest accents by forming pauses. That checks, as it 
were, the hastening mechanical activity by means of 
this repetition in countersense which is demanded by 
organic feeling. 

In the case of northern ornament, on the other 
hand, the repetition does not have this quiet character 
of addition, but has, so to speak, the character of multi
plication. No desire for organic moderation and rest 
intervenes here. A constantly increasing activity with
out pauses and accents arises, and the repetition has 
only the one intention of raising the given motive to 
the power of infinity. The infinite melody of line hovers 
before the vision of northern man in his ornament, 
that infinite line which does not delight but stupefies 

(52) 
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and compels us to yield to it ,yithout resistance. If we 
close our eyes after looking at northern ornament, there 
remains only the echoing impression of incorporeal 
endless activity. 

Lamprecht speak::; of the enigma of this northern 
intertwining band ornament, which one likes to puzzle 
over [PI. VIII]. But it is more than enigmatic; it 
is labyrinthic. It seems to have no beo'inning and no 
end, and especially no center; all those possibilities 
of orientation for organically adj us,t ed feeling an~ 

lacking. We find no point where we can start in, no 
point where we can pause. Within this infinite activity 
every point is equivalent and all together are insignifi
cant compared with the agitation reproduced by them. 

We have already said that the endless activity of 
northern ornam ent is the same as that ,,-hich Gothic ar
chitecture later wins from the dead massos of stone, and 
this identification is only corroborated, only fu'rther ex
plained, by the statement of a difference. For, while 
the impression of the endless line would onlJT be at
tained by having it really come to no visible end-that 
is, by having it senselessly return into itself - in archi
tecture the impression of endless movement results 
from the exclusive accentuation of tlP vertical [PI. 
XXII]. 

In view of this movement converging from all sides 
and vanishing upwards, the actual termination of the 
movement at the extreme point of the tower is not 
to be considered: thi3 movement r eechoes to infinity. 
In this case the vertical accentuation offers indirectl;> 
the symbol of endlessness which in the ornament is 
given directly by the line's returning into itself. 

We have therefore established in addition to tbe 
predominantly asymmetrical peculiarity of northern or
nament its predominantly a.centric quahty, also. Yet 
this only applies to the general character; in detail there 
are exceptions. Thus, there are a number of 01'118-

mental motives in the north that undoubtedly have 
centric cbaracter, but here, too, we can ascertain a 
striking difference frol11 similar Classical designs. For 
example, instead of the regular and wholly geometrical 
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star, or the rosette [PI. VI, CJ, or similar motion. 
less shapes, in the north are found the rotating wheel, 
the turbine, or the so-called solar wheel-all patterns 
that express violent movement [PI. IX, A and B], 
And, furthermore, the movement is not radial but 
peripheral. It is a movement that cannot be checked 
and restrained. " ·While in its opposed-negative and 
positive-centripetal and centrifugal movement antique 
ornament neutralizes itself and so comes to absolute 
rest, northern ornament goes ever onward from a point 
of beginning, ever forward in the same sense, until its 
course has descr'ibed the ,,-hole . urface and, as a natural 
consequence, runs back into itself" (Haupt). The differ
ence between the peripheral movement of the northern 
ornament and the radial movement of the antique is 
therefore entirely similar to that between the repetition 
in the same sense and the repetition in countersense . 
In the latter there is quiet, measured organic move
ment; in the Iformer , uninterruptedly accelerated me
chanical movement. Thus, we see how, precisely in the 
case of apparent relationship in the formations of 
Classical and northern ornament, their distinction re
veals itself all the more clearly on closer inspection. 



From Animal Ornament to the Art of Holbein 

THAT, in the course of development, the organic 
direction of Classical ornament gradually gives up 

its generality alld turns to the particular, in other words, 
that it takes from nature unusually pregnant embodi
ments of orgallic law as ornamental motives, is a wholly 
natural, unconstrained process. Instead of reproducing 
the latent law of natural formations, the Classical artist 
now reproduces these natural formations themselves 
[PI. V, AJ, not copying naturalistically, to be sme, but 
completely preserving the ideal character. He presents 
only ideal synopses of them, which suffice to display 
the law of org-anic structure. Organic la,Y discovers 
itself to him in such pragmatic purity as he wishes 
only in the vegetable kingdom. He finds in this a sort 
of grammar of organic rules, and, dearly, he \\·ho 
formerly spoke only in signs, as it were-that is, only 
in organically turned, organically rhythmical line de
signs-now, on the basis of this natural gTammar, 
learns to express himself more directly, more fluently, 
more vividly, and more accurately. In short, the plant 
motives of Classical ornament are a natural efflores
cence of its organic basis. 

The case is different with the animal motives of 
northern ornament [PIs. IX and X ]. They do not 
grow naturally and freely froITt the nature of northern 
drawing- but belong to quite another world and in con
nection with this drawing tOllch our sensibility in a 
very paradoxical and inexplicable way. Any comparison 
between the nature of Classical plant ornament and 
the nature of northern animal ornament is out of the 
question. Tlbeir genesis, sense, and purpose ar€1 funda
mentally dissimilar and absolutely incommensllrable. 
We only need to look at the northern animal ornament 
somewhat more closely in order to become conscious of 
the peculiarity of its nature, which is not measmable 
by Classical standards of value. 

(55) 
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'.!If e stated at the beginning of these remarks on 
ornament that 110rthem ornalllent is of purely abstract 
character and contains no r epresentation of natural 
prototypes. The situa tion is not substantially modified 
by the existence of this animal ornament. F or the latter 
is not the r esult of dircct observatioll of nature but COll
sists of fanciful formations that develop more or less 
arbitrarily out of linear fantasy without which they 
have no existenee. It is a playing \yith memories of 
nature within the limits of this abstract art of line 
"'ithout any of the intention of exactness peculia r to 
natural observation. Haupt says : "The animal world 
is dra\yn into the network, not at all a s an imitation of 
nature, but merely for pure surface decora tion. Th e 
animal displays a head, one or more lcg's, and its body is 
wound in and out like that of a snake ; often made up 
of several similar animals agglomerated into an in tri
cate knotted ball, the design covers the available field 
just like a tapestry, and u sually only a t r ained eye can 
di scover that ther e are any animal form s pr eRent or in
tended her e. The uninitiated sees the wh ole as mer e 
network. But wher e at the points and extremities r eal 
parts of bodies do come out, they are so completely 
cut up and decorated and hidden by ' lines, scallops, 
and the like that one can bardly tell what they 
originally wer e. " 

This zoomorphic ornament may, accordingly, have 
originated as follows : in the case of certain purely lin
ear formations the distant r emembr ance of animal 
forms came to mind; for definite r easons, to which we 
shall return below, th ese memories were f ollowed out by 
making the r esemblance more noti ceable and clear , 
either by indicating- e?es with dots or by something 
of that sOl'L All thi s took place " 'jthout compro
mi sing the purely abstract linea r character of the 
ornament. That it was not the memory of a definite 
animal, but only a gen er al memory of anim al life 
whi ch was active is proven by the fact th at elements 
t aken f rom most di verse animals "'er e unscrupulou sl:v 
brought together. Onl~7 later naturalization made these 
cr ea tures into the f amilia r fabulou s anim als, th at wer e 
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fondly but unintelligently taken over by later ornament. 
These creations were originally only the offspring of a 
linear faJ1tasy~ outside of which they [hlave no eX'istencc, 
not even in the imagination of northern man. 

We were saying that with these fabulous zoomorphs 
there crept into the abstract play of line distorted 
memories of nature. N ow that is not quite exactly ex
pressed. For this is not a question of memories of 
nature, but of memories of actuality. This distinction 
is of decisive significance for the whole Gothic prob
lem. For the actual is by no means identical with the 
natural. One can have a very sharp grasp of actuality 
without thereby cQming nearer to nature. We recog
nize, rather, the natural in the actual only when the 
notion of the organic has been born in us and has ren
dered us capable of active, discerning observation. 
Only then is the chaos of the actual dissolved for us 
in the cosmos of the natural. The notion of organic 
law can, however, become vital only where a relation
ship of ideal identity between man and world is reached, 
as llappened in the Classical epochs. Frorn this re
lationship proceeds automatically the clarification of 
the outer ,yorld, for it is empathy, the result of the 
con ciousness of identity, that modifies all the in
articulate sounds of actuality into fixed, organically 
clear word forms. 

In his relationship to the world northern man was 
still far from that ideal identity. The world of the 
natural was therefore still closed to him. But actuality 
pressed upon him all the more intensely. Since he 
saw it with naIve eyes, u01cultivated by any discern
ment of the natural, it revealed itself to him in all 
sharpness, "ith all its thom:and details and accidents. 
Througl1 this sharpness of its grasp of actuality north
ern art clifferentiates itself from Cla ssical. The latter 
evades the caprice of actuality and rests entirely upon 
nature and her concealed orderliness, and its organically 
rhythmic language of }jno cnn therefore pa,: s oyer 
freely into direct r epresentation of the natural. 
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Northern art, on the other hand, grows out of the 
combination of an abstract linear language with the 
reproduction of actuality. The first stage of this com
bination is just \yhat we have in northern zoomorphic 
ornament. The inherent expl'ession of the line and its 
~piritual, non-sensuous expr essiveness wer e not \yealicen
ed at all by this insertion of motives from actuality; for 
in this actuality the natural, the organic, was still 
completely concealed, and only the admission of such 
values of o'r{janic e:s:pr ession would have \\'eakened the 
abstract character of the drawing. But with values 
of actuality this abstract linear character r eadily amal
gamated; in fact, these motives of actuality can even, 
as we saw, involuntarily evolve from this abstract 
linear fantasy. For what is characteristic in our im
pressions of actuality leaves its stamp in a linea r ab
breviation, the several lines of which contain succinct 
expressive power that far exceeds the function of the 
line as mere contour. This oscillation between the 
characteristic line of actuality and the independent 
line that pursues its inherent expression is clearest in 
caricature. Here the summary expressive force of the 
single line threatens at every moment to break down 
into something like mere arabesque, ,yhile, conversely, 
at the beginning of the developm ent the purely ab
stract play of line tends r eadily to assume the char
acter of actuality. 

Yet such accidental origin of suggestions of reality 
applies only to the initial stages of the development of 
northern ornament. As the development progressed, 
with the growing self-consciousness of artistic ability, 
the northerner, like any highly; developed man, felt tll e 
need of mastering the phenomena of the outer world 
artistically, that is, of extracting- them from the great 
fluctuating phenomenal sefluence and of fi xing them in 
perceptible form . Man's path to this artistic fixing is 
alike at all times : translation of the outer objects that 
are to be r epresented into the vocabulary of the form 
will of the time. This vocabulary of the form will 
must be establi shed before the artistic mastery of th e 
outer world is undertaken. For it is a pr'io1'i to artistic 
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work. We know where the a prio 'ri forill will crystal
lizes : it is in ol'llament. This fixes the a P'fi01'i form 
will in paradiglllatical purity, that is, becomes the 
precise barometer of the relation in which the par
titular society stands to the world. Only after the 
grammar of artistic language has been established in 
this ,,,ay, can man go about the translation of outer 
objects into this language. 

The a p'riori form will of primitive lll an is r epre
sented by the expressionless geometric line, that in
variable value that stands as the direct counterpole of 
all life [PI. II] . This prescribes the path of his 
artistic adjustment to the outer world. He translates 
objects into tbis language of a lifeless geometry. He 
g'eometrizes them and thereby overcomes their expres
sion of vitality. For him the goal of art, as it is set by 
hLs absolutely dualistic r elationship to the world, con
sists in tbis unspa ring con(]uest of all eXIJression of life. 

The fo rm will of Clas 'ieal man is recorded in the 
organ ic rhythmic line of hi ornament. He approaches 
outel' objects ,,,ith this ornamental idiom. 'fo bim 
artistic representation means dear r eproduction of the 
organic expressional \'Cllue of objects, means transfer
ence of the express ional value of his lang'uage of orna
Ill ent to the ohjects to be r epresented. 

Now, through the analysis of nOl'them ornament, 
" ' 0 have come to kno" also the nature of the Gothi.c 
for lll will. We saw in thi s linear fantas;' with its 
feverishly intensified activity, laCking all organic mod
eration, the in tense longing to create a world of non
sen>:nous, or supersen uous, mental complexes of ex
pression, to be absorbed in " 'hich mU'st have been a 
liberating- intoxicate joy to northern man, who was 
bonnd b? a chaotic picture of ac:tuality. His artistic 
adjustment with the world could, therofore, ha\'e no 
other aim than that of assimilating the outer objects tl) 
his speci.fic language of line , that is, of tUl'l1inp: them into 
this acti.vity, stra ined 1:1 lid intens ifi ed to the maximum ex
pressive power. All that the outer world offered ,,,as 
only confused impressions of actuality. These he 
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grasped clearly and in all details; but the mere ob
jective imitation of these would not yet have meant art 
to him; for it would not have freed the individual im
pression of actuality 'from the (general fluctuating 
phenomenal sequence. Only the com bination of these im
pressions of actuality with those intensified mental com
plexes of .e:Xpiression made art out alf t.he objeCitive imit4:L
tion. Coming at it from o,ther viewpoints, Lamprecht 
intel1)rets the situat~on as followS': "It is a time \ylhen 
ornament. is still the only means of expression at the dis
posal of the armst.. It is not that the Gennanic eye could 
not. have seen the a.nimal world in its infinitely varied 
forms and changing movements just as ,yell as our eye. 
Surely, people did not see t.hiings at that tim~ as in the 
ornament, that is, in the rouglb.. But whenever the eyo 
communicated aesthetic visions, whenever it was to help 
the artist in artistic reproduction of nature, its r eceptiv0 
capacity, its ability to grasp, appeared so limited that 
only the ornamental reflection was felt to be the 
really aesthetic presentation of natural forms." 

Thus results, then, the specific double effect, or hy
brid effect, of all Gothic art: on the .one hand th,~ 

sharpest direct grasp of actuality, on the other a 
sUil:>er-actual fantastic play of line that pays no at
tention to any object and lives on its inherent expres
sion alone. The whole evolution of Gothic representa
tive art is determined by this counter-play and interplay. 
The following are, briefly sketched, the steps in this 
artistic adjustment of northern man to actuality (it is 
always a matter merely of actuality; na.ture enters 
into the northerner's sphere of vision and knowledge 
only with the Renaissance, which represents, therefore, 
the denouen&ent olf the genume developm~nt). 

At the beginning is found absolute dualism between 
man and actuality. Actual things are completely in
volved in the super-actual play of line ; they entirely 
vanish in it. The dynamics of artistic volition are her e 
strongest; the overcoming of actuality is most con
sistent. It is the stage of zoomorpbic ornament. 

In the course of mental progress the originally 
strict dualism of man and actuality wears slowly 
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a way, whih~ also in art the actual r eceives more empha
sis in comparison to the non-actual, though this latter 
continues to prevail. As the value of the actual 
raises higher claillls, its amalgamation with those non
actual elements of spiritual expression becomes all the 
more noticeable, and the hybr id character of Gothic 
is for tbat reason most pronounced at this stao'e. This 
stage is represented on the one side by Gothic cathedral 
statuary, on the other by Gothic treatment of drapery. 

The connection of Gothic cathedral statuary with 
early animal ornament is relatively close. As in the 
latter the animal for111s are completely absorbed in an 
independent lineal' activity, so in the former the statu e.') 
are completely absorbed in an independent architectural 
activity of extremc expressive power. Tbe'e forms at
tailled sucb a spiritual expression as the Gothic artil3t 
l'efjuirefl only by becoming part of a spiritual world ot 
expression extraneous to them. Removed from their set
ting the ornamental animal forms, like the cathedral 
statues, are dead. senseless, and expre'sionless. They 
aC<1uire their spiritual expr essiveness, which is their 
value as Gothic art, only by their absorption into either 
the abstract drawing 01' the abstract construction, whose 
r espective expressional values are transferred to thcm. 
For the psycholog'ist of style there lies bebyeen animal 
ornalllent and tathedf'al statuary only the fjualified dif
fcrence tJlat the morc advanced development entails: 
vag-ue suo'gestions of animals have hecome statues with 
harply stamped physiognomies, confused drawing has 

hecome refined construction. 
The Gothic treatment of drapery [PI. XI, B] 

show' us the stage where the factors of actuality bal
:111('e their opposites; both have equivalent develop
mont, but oppose each othol' abruptly, irreconcilably, in 
unconcealed duality. For the contrast of body and 
drapery, which is so charactertistic of middle Gothic 
a rt, is nothing but the contra,t of actuality and non
actuality, or sup~r-actuality. To be snre, one can 
really speak only of contrast of face and drapery, for 
in these representations the body cloes not appear at 
aU as different from the drapery, and the whole sharp-
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ness of the apprehension of actuality is concentrated on 
the naturalism of facial treatment. This magnificellt, 
ac urate natmalism is opposed and equalized by the 
drapery complex, '."hich the Gothic artist converted into 
a scene of non-actuality, into an artful chaos of vio
lently agitated lines with a strange, independent vitality 
and expressiveness. 

That which here stands un r econciled and for our 
modern eye senselessly opposed reaches in the highest 
stage of northern development an ideal reconciliation, 
particularly in the graphic art of line of a Durer or 
Holbein [PI. XI, A]. H er e naturalism and spiritual 
expressivenes are no longer antitheses, here the.)" are 
no longer brought into a superficial connection, but into 
an inner union. The intention of spiritualization has, 
to be sure, lost its great dynamic force, but it is so 
sublimated, so completely assimilated that it is able to 
identify itself with that spiritual expression which 
proceeds from the representation or even the thing rep
resented. This spiritual expressiveness, therefore, is 
no longer forced upon actuality from without but is 
produced by it. The reproduction of actuality and 
the abstract play of line reach a fu. ion which , .... e o , .... e , 
as has been said, to Durer's and Holbein's po\\cr of 
graphic characterization, which, within the bounds of 
fo-rrnative art, is the utmost attainable under the artis
tic conditions existent in the north and is therefore in 
its perfection unparalleled in all art history. Th e 
power of graphic characterization is quite unthinkable 
without this earlier practice in purely abstract line. 
Tbis practice first made it possible for the inhcrent 
expression of the line, for its independent spiritual 
existence, to enter into so happy a combination with 
the ancillary function of the lin e, dependCllt upon the 
object, that the spiritual expressional value of the 
line lJecomes likewise interpreter of the spiritual energy 
of the thing- represented. At this stage the competition 
of spiritual expression and reproduction of actuality 
becomes a coope1'ation which produces the highest 
power of spiritual characterization lmowl1 to art history. 
In this concentration of spiritual energies the Gothic 
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culminates, the northern abstract art of line culminates ; 
and one cannot better emphasize the contrast between 
Gothic and Cla ssic than by introducing for comparison 
Michelangelo, ,yith whom, in a manner, the Classical, 
that is, orgallically defined art of expression, reaches 
its culmination: the mightiest presentation of sensuous 
energies is here opposed to the mightiest presentation 
of spiritual energies. Thus nms the contrast of Cla ssic 
and Gothic. A nd it llIay only be indicated here tbat 
northern art, after it has been deprived of all sure 
orientation by taking up the incompatible Classical 
clements offel'ed by the European Renaissance , mani
fests no longer in form, but only in content, the 
spiritual expressiveness ,Yhirh its whole constitution 
r equires and ,,"hich has no"- been robbecl of its propel' 
channel, the abstract line. Indeed, the distinction be
bYecn for1l1 and content, that no autochthonous art 
kJlow ', is fir st brought into northern art just through 
this general artistic disorientation. The inclination of 
norilIern art to alleg"orical references, to literanT signif
icance, is the last r esource of that desire for spiritual 
expression which , after being cleprived of the possibilit? 
of natural formal embodiment by the dominance of an 
alien " "odd of for ms, is now grafted on the art pl'O

duc:60n so superficially and inartistically. The strong
est northern painters after the Renaissance have been 
disguised 1I1en of letters, disgui sed poets, amI to that 
extent, unfortunately, tho,;e critics are not entirely in 
the wrong who consider the essence of German art 
insepara bly C'onnected with this literary note. That 
onl.)' throws a more li"icl light on tl,e catastrophe of the 
northern Renniss::mce and only excuses, at the same 
time, those " 'bo have re\'oltec1 from an art that has 
lost its ideal unity and \\"ho have sou~rht attachment 

" c 

where the arti.,tic will still knows how to express it-
self 1n a purel? formal manner. .And ill modern 
Emope that is prob:1111:: sti ll the case ol1ly in Frallce, 
whicl! has in add ition prorluced in its modern art a 
i"ort of s:'nthesi s between northern spirituality and 
southern sensuality. 



Transcendentalism of the Gothic W orId of 
Expression 

WE said that the a pTio ri form will of a period of 
human history ,yas al\yays the auequaie barom

eter of its relationship to the "urrollnding world. So, 
from the character of the Gothic fO"!."ill ,y ill , as we have, 
through the analysis of northern ornament, become 
acquainted with it in its cl"Udest but most striking- form, 
an under standing of the r elCltion in ,,·hich nor thern 
man stood to the outer world must be disclosed to us. 

To or ientate ourselves lye again hJa'~e recourse 
to the great model examples of human history, as we 
have established them in earlier chapters. There the 
orderly conpection between form will and coslllic selise 
was quite clear. Thus, we saw in the case of primitive, 
mentally undeveloped man, an absolute dualism, a re
lationship of unmitigated fear toward the phenomenal 
world, which in matters of art was naturally expressed 
in his need of saving himself from the caprice of the 
phenomenal world and of clinging to self-created values 
of invariable and unconditional character. His art is 
consequently anchored in a need for salvation and that 
gives it a transcenclental character. 

Oriental art, which likewise gro,,·s out of the 
need for salvation, has the same transcendental char
acter. The differ ence between the two , as \\·e saw, is 
not one of kind, but of degree, as follows from the 
differ ence between primitivity and culture. Th e generic 
similarity of psychic conditions shows itself, in spite 
of all inequality, by the fact that in both the form will 
is bound to the abstract line, ,,,hich is not organically 
moderated. Wher ever the abstract line is the vehicle 
of the form will, art is transcendental, is conditionecl by 
needs of salvation. Th e or!!:anically determined line, on 
the other hand, indicates that all need of salvation in 
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a broad sense is abated and diminished to a mere 
individual need of salvation such as is present, after all, 
in any iuclination toward order and harmony. Art is 
then no longer transcendental in a broad sense. 

In tb e case of the Gothic, therefore, we conclude that 
this state of abatement and moderation can not yet 
have been reached; for tbe need of salvation is al
ready indi cated as psychic presupposition of Gothic 
art by the fact that in it the abstract line without organic 
moderation is the vehicle of the form will. On the other 
hand. we sec that this need of salvation is plainly distin
guished from that of primitive and Oriental mall; for 
while primitive and Oriental man go to the extreme limit 
in the artistic expression of their longing for salvation 
and achieve freedom from the tormenting caprice of the 
living phenomenal world only through the contemplation 
of dead, expressionless \'alues, we see the Gothic line 
full of expression, full of vitality . In contrast to 
Oriental fatalism and quietism, here is a longing, 
urgent agitation, a r estless activity [PI. XI, D] . '1'b e 
dualistic relation to the outer worlel can therefore not 
ue present in such force as in the case of primitive and 
Oriental man, nor can it be so worn away by knowledge 
as with Classical man; for in that case the line clari
fied in organic fashion would proclaim the conquest 
of all dualistic anxiety. 

That the Gothic line is essentially abstract and at 
the same time of very strong vitality tells us that this 
is a differ entiated, intermediate state in which dualism 
is no longer strong enough to look for artistic liberation 
in absolute negation of life, but also not yet so ,yeakened 
as to derive the meaning of art f rol11 the organic law 
of life itself. Thus, the Gothic form will shows neither 
the calm expression of absolute lack of knowledge, as 
in the case of primitive man, 1101' the calm expression of 
absolute renunciation of Imowledge, as in the case of 
Oriental man, nor yet th e calm expression of estnblished 
beli ef in knowledge, as r ecorded in the organic ha rmony 
of Classic ar t. Its true nature seems, rather, to be an 
llneasy anxiety that 1n its seeking for satisfaction, ill its 
pursuit of salvation, can find no other comfort than 
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that of stupefaction, than that of intoxication. The 
dualism, no longer sufficient for negation of hfe, and 
already waning because of knowledge that llevel·the
less is 'Yithholcling complete contentl1l ent, becomes an 
obscu.re mania for intoxication, a con vulsive longing to 
be absorbed in a super ensuous ecstasy, 1:1 pathos whose 
real nature is intellJperance. 

Thus, the Gothic soul is already clearly reflected ill 
northern ornament. Th e curves of its sensibility are 
what the line here describes. That which lives in this 
tangle of lines is the soul's life ; the dissatis faction, th(~ 
constant greed for new acceleration and finally the im
pulse that loses itself in the infinite is the soul's impulse. 
The soul has lost the innocence of ignorance, but has 
been unable to push forward to the Oriental's haughty 
repudiation of kno\vledge, or to th e Classical man's 
joy in knowledge, and so, robbed of all clear, natural 
satisfaction, it can only give off its vital po,,'ers in a 
convulsive unnatural wa.f . Only this violent exaltation 
carries it off to spheres of sensibility in ,,'hich it at 
last loses the sense of its inner di scord a11(l finds re
lease frOlll its uneasy, obscure relation to the world. 
Being distressed by the actual, excluded from the 
natural, it aspires to a ,,'orld above the actual, above 
the sensuous. It requires a frenz,v of feeling- in order 
to tram'cend itself. Only in intoxication does it f eel 
the toueh of the eterna1. This sublime hysteria is that 
,,·hich above all else characterizes the Gothic pbenom
enon. 

The same convulsion of feeling that northern 
ornament expresses in the pathos of its linear fantasy 
subsequently produces the non-sensuou s, supersensuous 
pathos of Gothic architecture. A straight path leads from 
northern oJ'nament to GothiC' architecture. The form will 
which \\'as originally capable ' of expressing itself only 
in th e fr ce, unencumbered theatre of ornamcntal aetivl
ty gradually becom es so strong that it finally succeeds 
also in bending the hard, ul1\\"ieldy stuff of architecture 
to its purpoRe and even in finding here - goaucd to the 
highest exertion by the natural opposition-its most 
imposing expression. 
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This quality of pathos can be pointed out as a 
fundamental elelllent of nortlJern form ",ill in other 
fields, as ,,'ell . The quite unique illterlocking of words 
amI sentences in early northern poetry, with its artful 
chaos of interwoven iu eas, the alliterated expressive 
rhythm, \\'ith its intricate repetition of initial sounds 
(corresponding to the repetit ion of motive in orna
ment and, like it, giving the effect of a confused eno.less 
melody)-all these are unmistakable analogies to north
ern ornament. German poetry is unacquainted with the 
expression of rest and of equilibrium : everything is 
directed toward movement. "Thus, the poetry of the 
Teutons knows no contemplative absorption into a 
calm condition; their poetry dreams no o.eedless idyll; 
only stirring action ano. strongly stTeamulO' feeling 
anest their attention. Our ance -tor s llIust have 
been peculiarly susceptible to pathos; otherwise the 
construction of tbis poeh? cannot be the true expression 
of inner 1lI00o." (Lamprecht). 

Vve therefore find that corroborated which the 
character of northern ornament has already betrayed 
to us. ,Vher e the intensifica ti on of 11a thos dominates, 
tlJ81'e JIlU St. he inner di ssonances to drown ourt;; all patho::; 
is foreilgl1 to the h eaH'h~r soul. Only whiere the soul is 
t1eni ed its natural vents, only wher e it has not yet 
found its balance, does it l'eli e\' e it. · inn er pre sure in 
such unn atural acceleration. Think of the extravagant 
pathos of puberty, when, under stress of critical inner 
adjustlll ents, the J1Ul" 'uit of spiritual intoxication is 
so excessive. "No,,", so much is certaill, that the 
indefinite and diffuse susceptibilities of youth and of 
backward people a)'e alone adapted to the svblime, 
whi ch wh enever it is to be aroused in us by exterior 
objects must be fa rill less 01' ,ill i Jl.Gomp rehe'll sible forms 
and Illust sUlTound us with n grandeur that is beyond 
us. Bu t as he suhlime is very eas il~r pro
duced by dusk and night, where shapes fu se, it is, on 
the contra ry, dL'pelled 11y daylight, which defines Hnd 
separates every thing, and thus it must be blighted by 
each developing- form." These words of Goethe could 
s ralld i:1 S motto for om whole stndy. 
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The ornamental paradigm tells us enough about 
the discord that determined the form will of the 
Gothic. Where harmony obtains between man and 
outer world, where the inner balance is found, as in 
the case of Classical man, the demand for form operates 
as a demand for harmony, for fulfillment, for organic 
perfection. It rounds the happy and felicitous for Ills, 
which correspond to the intellectual security and COll

sequent inner joy of existence. Perplexed by no ob
struction, exalted by no passion for transcendency, it 
expends its whole vitality within the bounds of human 
organic being. A glance at Greek ornament proves it. 

The Gothic soul, however, lacks this harmony. 
With it the inner and outer world are still unreconclled, 
and these unreconciled antitheses urge a solution in 
transcendental spheres, a !':olution in exalted cOl1llitions 
of the soul. It is important that a final solution, there
fore, is still held possible, there is yet no consciousness 
of ultimate dualism. The antitheses are not yet con
sidered as irreconcilable, but only as still unreconciled. 
The difference between the abstract line, void of ex
pression, of Oriental man and the abstract line, intensi
fied in expression, of Gothic man is just the difference 
between an ultimate dualism resting on deepest cosmic 
insight and a provisional dtralism resting on an un
developed stage of kno·wledge, that is, the difference 
between the lofty quietism of old age and the ex
travagant pathos of youth. 

The dualism of Gothic man is not superior to 
knowing, as in the case of Oriental man, but prior to 
knowing. It is partly his vague foreboding, partly his 
bitter experience. His dualistic suffering is not yet 
refined into reverence. He continues to strup;gle against 
the inevitability of dualism and he seeks to overcome 
it by unnatural exaltation of feeling. The feeling of 
dualistic distraction, which is neither overcome in the 
Classical sense by rational, sensuous Imowledge, nor 
alleviated and transfigured in Oriental fashion by deep 
metaphysical insight, disfJuiets and troubles him. He 
feels like a slave to highcr powers that he can only 
dread and not revere. Between the Greek worship of 
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the world, which has originally resulted from rationalism 
and naIve sensuality, and the Oriental renunciation of 
the world, which has been elevated to religion, he stands 
with his unhappy fear of the world, a product of 
earthly restlessness and metaphysical anxiety. And 
since rest and serenity are denied him, he has no 
alternative bu t to intensify his unrest and confusion 
to that point where they bring him 8tupefactioll, where 
they bring him deliverance. 

The northerner's need of activity, which is denied 
conversion into clear knowledge of actuality and which 
is inten 'ined by this laek oE a natmal vent, finally un
burdens itself in an unh ealth,) fantastic activity. This 
intensified fantastic actiyit:," lays hold of the actual, 
which Gothie man could not yet convert into the natural 
by means of clea r kno\declge, and ehanges it into the 
phantasmagoria of intensified and distorted aduality. 
All is transformed into the uncalln~T , the fantastic. Be
hind the obvious appearance of thing' lurks their shape
less carica tu re, behind the lifelessness of things an 
uncanny gha stly life ; and everything actual becomes 
grotesque [PI. VII]. 'rhus, the passion for knowledge, 
prevented from its natural satisfaction, vents itself in 
wild fantasy. And as an underground current flows 
from the confused play of line in northern ornament to 
the refill ed art of construction in Gothic architecture, 
so a current flows from this confused fantasy of mental 
infancy to the refined construction of scholasticislll . 
All have in common the 1") a8sion for movement that is 
not connected ,,"ith any goal and therefore loses itself 
in the infinite. In the ornament and in the early 
visionary life \ye see mere chaos; in Gothic architecture 
and schola sticism this raw chaos has become an artful, 
refined cbaos. The form will remains unalter ed throug'h
out the whole (l evelopment., but it passes through all 
stages from utmost primitivity to utmost culture. 



Northern Religious Feeling 

HOWEVER littlo the rcllgi~us fe~lillg ?f .1lo:·th81:n 
man before the r eceptIOn of Chnshalllty lS 

known to us, hm\'over much the sources deny us hero, 
the general naturo of this feeling can nCl'el'theless be 
ouWned. A sleopless fantasy of r eligious turn, with un
cloar discrimination, with fusion of tho actual and tho 
non-actual seems to havo been dlRracterlstic ill thi s 
respect, as well. Botwoen the beautifnl, clear-t'ut plastic 
character of the ClassiC'al Olympus and the entirely im
matorial, impersonal transcelHlentalism of the Orient 
the hybrid formaEon of tho north ern world of gods and 
spirits takes a middle place. .Just as ono expoet.s to 
understand the::: 0 gods, they evaporato again into 
chimeras, and between the shapod and tho shapoless 
ther e seem to be no transitions, no bounda ries. "'1'h'3 
shapes of tIle tlivinitic·s contain something incolllp1'e
:hensible: wIlenel'CT the~' are personifi ed, the direction 
of their powers 'would ser 111 to mock tIle application of 
any human standard. This is apparently the reason 
why' the T eutonic go th; seelll inogulal' in 1-110ir sha pe , 
v.ariable ill th e division of their funetiOlls. As a 
general rule, the chid gods, at loa~t, " 'er e conceived as 
impersonal bein gs in tho mysterious sklcles of the 
forests" (Lam prp C'ht). 

In the crude enclemoni Slll of .i ts general ideRs north
ern religion fl oes not differ much from otber nature re
ligions. But behind this first obsorvable euc1cl11 0ni sm a 
searcbing- eye (lisco,'ers at on('c the "::lst substratum of 
ideas of dreacl , "hjch p;ern linate fro 1l1 dualistic. discon
tent and .im]JI'egl1flte J-llC north ern pmltheon witll ghosts, 
specters, and spooks. There i.s at work her o a pa ssion for 
creating fanta stic shapcs, " 'bich crcates from thepl8 y of 
impressions a phly of wild, (·onfused spirits who here 
and thero assume a shapo only to evaporato again jnto 
shapelessness when more closoly examinerl. A certain 
wavering, a rcstless Rg-itfltion is comm on to thi s whole 
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world of spe <.:t e r~ alld gliosts . 'r he n orthenle i' knows 
nothing calm, his whole creative 1)0\\' e1" is cOllcell t rate Cl 
upon the idea of unrcst rained, ilillil easuraiJle activity . 
The storm ~pirits arc h is closest :,ill . 

'\!e h ave Oldy frag lll entary information conceDling 
the reli gious cult also. Far f rom uevout r ever ence and. 
a hsol"ption in deity, the cult exhau sLs i tself, r ather, in 
a soliuitous and .. acri ficln g conjuHltion and appca sement 
of uncertain s upel"]1i1tn ral p o,,·crs. 

In the differ en ce bciween north ern and Cla s.jcal 
panth eo]] s we best catcu the peculiarity of Ge rmanic 
r eligious f eeling. In tho former ther e is an irregular, 
imper::::ollal a <,. ita tion , u11 impotuous prcsence of prac
ti( 'ally abstract forces , which take a shapc Ollly te l1lpo
raril~T and evcn th en a decept ive, eniglliatic, irritating 
one (jn st a s in the Orll<Ull en t th e ilil pe tllous pre!'cnce of 
abS/Tact lin cs is also illtcr s per scd "itll cOllcre te sug
gestions [P I. VI11, C] ) ; ill th e latter, on the contrary, 
ther c is a sclf -sa ti sfi ecl , t::mgiblc 11 rCSCllce of d cn 1', U11-

decelJti ve allCl ull cni g llln tic sculptmnl qnality [PI. IV']. 
Nor did t lle Greek race r CHt'h thi s culmination of 
organi c Cl'ont iYe pO'YC1' nIl a t once ; it , too ,11;l(l to OVCl'
COlli e oW rluHlist,!c cli sqni ciwl c, ]lal't" iall)T til e r esitluc of 
nuele de\' clopmcntal stnges, part i<llly the illfection of 
Ori cntal spil'itl1Hli s lll. B ll t the TTolll eric Greek, \\"ltll his 
polyth eism, alrc (lc.l~· stands in t'l lC full s llnli~'ht , ,mel nIl 
plwutom s allCl hohgolJlill S have Y3ni:-.:bell. Til e devclop
mcnt from obscure f ear of ghosts, 1'1'0111 \·agne. llll

l'Cfill ecl fata li s lll to a cosmic conccption of the world 
and thc cOl'l'e:o poll(ling plH f.i ii c cow'cpt ion of the gods 
Erwin Rohde tmces in hi s P S.l/c7/ p ns follow s : "The 
Homeric G)'(' ck f cels in tll e bottolll of hjs h eart his 
limitations, his (l cp cndelH'e up on po\vel'S \\"it hont. Goels 
rill e over hilll \\"i th l1lag ic pm\'er, often with U11\Y1Se 
judgment, but there is \\'alccnec1 the idca of a ,~cneral 
wo1'1t1 order , of a fitting' tog-ethcl' accordi.ng to a Uotted 
parts of the intetTelated Cl)!soll cs in the life of the 
individual and of the whole (.U,,:pU. ); the caprice of tbe 
individual el e ll1 on~ is put withill hOlll1<l s. '1'h e he l:O{ j ' 

proclaimed that the world is a COS1110S, a good order, 
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such as human governments strive to effect. By the 
side of such ideas the belief in the disorderly doings 
of ghosts cannot well continue to thrive. These doings 
of ghosts are always recognizable in contrast to genuine 
divinity by the fact that they are excluded from any 
activity which goes to form a consistent whole and that 
they leave free play to the evil desires of the various 
invisible powers. The irrational, the inexplicable, is 
the kernel of the belief in spirits; upon this rests the 
peculiar weirdness of this field of belief or illusion; 
upon this rests, moreover, the unsteady fluctuation of its 
shapes. The Homeric religion is already rationalized, 
its gods are fully comprehensible to the Greek mind, 
fully clear and plainly recognizable to the Greek fancy 
in shape and behavior." 

Something of service to us as an important side
light on our Gothic problem is clearly expressed here : 
the beautiful, sculptural charader of the Greek Olympus 
does not exclude, as one might think, a rationalistic 
conception of the world, but is its direct complement 
as the other aspect. of an anthropocentI'ic, an anthropo
morphic, creative power, that dra,ys its vigor from the 
felicitous feeling of unity with the ouier world. 

Unfortunately, no Rohde has yet appeared to write 
for us the northern Psyche. As has been sai(l, we are 
here groping almost entirely in the dark; for the 
material that we have is very meager and, furthermore , 
distorted by later additions of Christian prejudice. The 
sparse records concerning; the religious views of the 
northern races confirm for us, however, as we have 
seen, ,vhat the early art had to say to us in regard to 
the hybrid character of their psychical economy. North
ern mythology of Jater times can be used only with 
great care for the interpretation of northern religious 
feeling, because its connedion with the purely religious 
sensibility is only a very loose one. It belon!;s more 
to the history of literature than to the history of 
religion. 

We get, however, the best information concerning 
the northern psychical make-up not from direct inter-
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pretation, but from conclusions we can draw with full 
certainty from later, better recorded stages of develop
ment. And fro111 this standpoint The most pregnant fact 
is the reception of Christianity by the north. A people 
does not acc€pt even by force any r eligion of a nature 
absolutely alien to it. Certain conditions of resonance 
JIlust precede. If the soil is in no "way prepared, strong 
and brutal compulsion call no doubt bring an outer and 
superficial acceptation of a r elig-ion but can never force 
it to take deeper root. And Christianity did take root 
not only in the upper soil but also in the subsoil of 
northern feeling, although it could not r each into all 
strata. Certain psychical conditions must therefore 
have made ready for the r ecep j"ion. An the mythological 
polytbeism had not been able to bury a certain fan
tastic treml of the northern soul toward monotheism. 
Indeed, tbis trend became constantly stronger and 
finally led to tIl e twilig-ht of the gods, to the overthrow 
of tbe olel polytheistic ghost-like conception of the 
g-ods; in their place came the dark, inexorahle, fatal 
power of the norns. The development pressed forward, 
therefore, toward a monotheism, and since, in addition 
to tbis, Christianity offered with its cult of saints and 
martyrs a certain compensation for the not yet wholly 
suppref':sed polytheisti c need,,,, the excbange of myth o
logiral for Christian ideas was ,yell prepared for. 

Yet for the north the p:reate. t persuasive power of 
Christianity lay in its s~'stematic elaboration . The 
system of Christianity with its completeness won over 
the northerner with hi s lad;: of system and his chaotic, 
hazy mysticism. 

Northern man lacked the strength for independent 
erection of a fixed for111 for his own transcendental 
needs. His psychical powers were dissipatecl in inner 
confli ct an(1 so ca lli e to no united achievement. The 
need to act was worn off along the devious path b:v many 
obstac'les , and what remained wa s the sense of a 
melancholy weakness that then longed for the stupor 
of intoxication. This conRciolls enervation made north
ern man, as long as he did not attain to inner maturity, 
dcfcnceleRs against any ready system imposed upon him 
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from without, 'whether TImnan lem or Christianity. 
'When, as in Cbristi l:1llity, chords of his own tom llature 
echoed, when Lis inc1eonitc, haz.v, transcendental ideas 
met in it [t wondel'funy built logical system of related, 
tran scendental cha radel', tbis system ,yas bon114.1 to 
ha'"e a convinclllg' effect, was bound to take unawares 
and subdue an~" slight (lisag-r ee l1l ent. Then the longing 
to relax ill a fixed f01"1n was su rG to O\'el'com nIl dis
crepancy between hi s o,,"n and forcig-n ideas. The sub
ject-mattm', contents, seeondary lllaterial of his OW11 
conceptioll s, were subordinated to the foreign viC\\'
points a11(l thus accommodated to the new form lll ore 
quickly than one ll1ig'ht eX)Ject from the slug-g.·ish 
northerner. Yet the syste lll of Chri stiani ty always r e
maill ed only a substitute for the for111 ,yhicl! for the 
p resent northern lllan could not create of his o,"n 
power. So there cOll.1d be 11 0 CjuC'f·t ion of a fun , un
resen-ed identification v,'ith Chris tianit.\", and though 
the north, telllpted by the rea(ly fo nll , did SUl'l'Cll clcr to 
it, many sides of it· nature remained cxclUlled frOlll 
thi s form it ha d not created. It was r e,'e l'ved fo r the 
clililax of northern develop /ll ent, th e 111 a tu l'e Gothic, 
to fi nd a fOrll! cOlTesponding to this duali .-ti(·, hybrid 
n ature and to systematize the eh:1otic' mania for in
toxication. Onl.\· Christian scholasticis /Il and, in n much 
bigllel' (leglee, Gothic architecture arc the real f ul
fihn ent of this northern form 'w ill , so difficult to sa tis
f.r; 11011("e, th ey will agaill OCCUT)? us at lell!!;th . 
,Meanwhile, it is sufficient to see confirm ed hy the fad 
of the acceptance of Cbristianity those juc1gnH'nts in 
r egard to the nature of 1101'thel"l1 Illan at which 'I"e 
al'l'ived by the one path of th e psychological analysis 
of the .-tyle that he manifested in his earliest art. 
For the analYf!is perllJitt ed us to r ecognize the form 
will which is adcquate to bi s rclatiom:ihip to the outer 
world and th erefol'e determines all that li e manifests in 
bis life. 



The Principle of Classical Architecture 

E VERY age attacks with especial en ergy that p ar-
ticular artistic actiyity that most clo tle ly ('Ol"

r esponds to its p eculia r fo rll1 \"ill ; it gives pref er ence 
to the 11l't 0 1' th e t et'hnique ,rhotle peculiar means of 
expl'etlsion OffOl' the best g uarantee that this fO l'll1 ,rill 
can be uttered freely and oasil:' . Thoreforo, by in
t errogating th e hi storical facts awl by l eal'l1ing what a rts 
dominate in tl le "urious epoch s, we have already found 
the 11I OSt importan t and fl1nda lll ental tool for d etel'lu in
ing tbe fO l'lll will of tbe resp octi\'e epochs. :8.\ monns of 
it we r each p ractically tbe only coned standpoint from 
whi ch \\'e can approach the interpretation of the st yle 
ph enom ena in lluestion. F or exalll11lc, if ,,'e know that 
ill Classical antiquity sculp ture, and especially sculp
turnl representatioll of t he h1l11l an ideal of beauty, 
clolliinated, it gives us imllJ edia tel." the theme, the 
fundc:nll en la l prin ciple of Greek art, it g ivos u s im
lII ecliately tllO key that unlocks the holy of 1101ios of 
a ll th e other G reok arts . The Gr oek t emple, f or insbnce, 
cmmot be und~rs too d in (1ependentl:T

; onl~' Clfter we are 
al'C}llnilltell with the [ulldaIlIental pril1c iple of Gr ock art 
cl'eatioll in parauigmatic purity as it i . r epr osen t ed 
in Gr eek s('ulptLll'e, shall we under sbnd the Greek 
t Ol lllll e and be <1111e to r eali ze wi th " 'ha t fee ling; the 
GJ'er k sought and ,,'a s able to exp rOtlS with purely 
stat ic, pUl'cl,\' COllRtrudivc ten ll s , t hat In" of the bcauty 
of organic existencc, for wbicb b e founl1, at the zon ith 
of his art, t he mos t direct a11(1 lucid ('xprC' ss i011 in the 
im mediate sculpttl1'al ropresentation of the human ideal. 
Like\"i i3e, wc shall nn der stand the gTo"th of the arts 
of th e Italian R enais saJll'e only after " '0. have hea rd 
and under s tood t.h e las t alld c1earetlt word that Raphael 
had to say. 

Every style phenomenon has such n culrninution, in 
'which the r es pcctive for m \\' ill tee lll s as if in a culture 
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of bacteria. N ow, in regard to the Gothic, if we ask 
ourselves in what art or what art technique it gave off 
most of its vital forces, there can be no doubt of the 
answer. We only need to say the word Go,th'ie to call 
up immediately our close association of ideas of Gothic 
architecture. This invariable connection of ideas between 
Gothic and architecture agrees with the historical fact 
that the Gothic epoch is wholly dominated hy architec
ture, and that all the other arts either are directly dc
pendent, or, at any rate, playa secondary role. 

'Whenever we speak of the art of Classical antiquity, 
it is characteristic that ancient sculpture with the 
names of its masters comes to mind as our first associa
tion of ideas; whenever we speak of the Italian Renais
san(:e, the first nallles on our lips arc Masaccio, Leo
nardo, Raphael, and Titian; but whenever we speak of 
the Gothic, there immediately stands before us the im
age of Gothic cathedrak And with the above-men
tioned inner connection between Gothic and Baroque ac
cords the fact that in the latter, too, architecture 
stands out as the most closely associated idea. 

The concept Gotlv:c, therefore, is inseparable from 
the image of Gothic cathedrals; all the tumultuous ener
gies of the form will reach in Gothic architecture thei.r 
brilliant conclusion, their fulfilment that is like an 
apotheosis. And it may be said here in advance that 
in this, its extreme feat of strength, the Gothic form 
will gave out and ran itself to death; only thus is its 
impotence against the invasion of the foreign art ideal 
of the Renai.ssance explicable. 

What the analysis of northern ornament has fore
told to us of the nature of the Gothic form will, we 
find, then, confirmed by the absolute predominance of 
architecture in th e Gothic. For since the language of 
architecture is abstract, since the laws of its construc
tion are distinct from all organic law and are rather of 
an abstract, mecb_anical sort, so in the Gothic tendency to, 
express itself in architecture we see only a parallelism 
to the ornament, which, as we saw, was governed by the 

,inherent expression (that is, by the mechanical ex
pressional value) of the line, hence was governed like
wi se by abstract values. 
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Consequently, ornament and architecture play the 
leading part in the Gothic. They alone, by virtue of 
their means of expression, vouchsafe an artistic mani
festation adequate to the form will. A certain danger 
to the exact transcription of the form will is present in 
the case of sculpture, painting, and drawing; in fact 
they contain starting. points for the realization of the 
Classical form will, which make it clear how the author
ity of the R enaissance gained a footing through them 
and dispossessed the old form will. 

Those expressional tendencies to which the play of 
abstract lines in the ornament had given so unique an 
inflection were bound to r emain valid for Gothic architec
ture, a s well. Our investigation of the nature of Gothic 
architecture is to uphold this statement. And, as a foil, 
we shall constantly bear in mind Classical architecture, 
for it shows us the opposite case of a form 'will that, 
by nature, has to express itself organically and not 
abstractly, overcoming the abstraction of architectural 
means of expression. 

For the architectonic 'world is vast, and its possibil
ities of expr ession are just a s wide and unlimited 
as its laws and means of expression are narrow. To 
be sure, the laws of all architecture are the same, 
yet not the expr ession of the architecture attained 
t hrough the application of these laws. In this sense, 
in its artistic longing for expression, architecture is 
just as independent as the other arts that are especially 
emphasized as "free." The way in which the r elatively 
small stock of structural problems is constantly varied 
into new form s of expression under pressure of the 
changing form ",ill is just what makes up the histor y 
of architecture. The history of architecture is not It 

history of t echnical (levelopments, but a histor y of the 
chano-ing aim s of expression, of the ways and means b~ 
'which this t echnique conform s and ministers to the 
changing aims t.hrough ever new a.nd different combina· 
tions of its fundamental elements. It is no more a 
history of technique than the history of philosophy is 
the history of logic. In this case, too , we see ho'" 
logic, how the fo '" fumlamental problems of thinking, aro 
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varied into ever new systems adequate to the reslJec:
tive etat cl'ame. 

To sharpen our eye for understanding the possibil
ities of architectmal expression, we wish to begin with 
an investigation of the pril1<.:iple of Classical architec
ture. For this is more readily intelligible to us be
cause we are dependent in architecture, as in ever} 
other ,nlY, upon the ancient Classical tradition, re
juvenated by the European Renaissance. Even today 
a Greek philosopher is easier for us to r ead than is a 
mediaeval scholastic. 

If we look for the architectural member most 
peculiar to Classical architecture, the column present 
itself at. once [PI. XII ]. The thing that gives the col
umn its expression is its roundness. This roundness 
immediately calls forth the illusion of organic viLalit.", 
firstly, because it directly recalls the roundness of 
those natural members that exercise a similar carrying 
function, especially the tree trunk, that carries the 
head, or the stalk, that carries the blossom; secondly, 
however, the roundness in and for itself welcomes our 
natural or'l"anic sense without su£!'o'estino' anrrloo'ou::> o L.)U b b' 

ideas. We can look at nothing round without inwardly 
following out the process of the lllovement that created 
this roundness. We feel, as it were, the unconstrained 
security with which the centripetal forces concentrated 
in the middle, or in the axis, of the column hold in 
check and bring to rest the centrifugal forces; we feel 
the drama of this happy balance, feel the self-sufficiency 
of the colullln, feel the eternal melody swaying in the 
roundness, feel, above all, the calm produced by this 
perpetual self-enclosed movement. Thus, the column, 
like the circle, is the highest symbol of self-enclosed and 
perfeded or~anic life. 

But these are feelings ",al\ened by the column as 
a single l1I ember, quite apart from its function in 
bllilding. They become still stronger if we look at the 
column as a member of the structural organism. Th e 
structural fll1lction of the column is obviously that of 
carrying. This function would, of course, be performecl 
just as well hy a rectangular supporting lllem bel'. The 
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round column, therefore, is not necessary tectonically, 
but surely artistically, that is, according to the Classical 
principle of form. l i ' o1' it is illlpOl'tant that the function 
of carrying be also pXjJrcssed, made perceptible-that 
is, made directly intelligible for our organically de
termined sense. To thi s organic perceptive power the 
rectang'ular pillar would be it dead 111 ass, on ,\-Lich our 
sense of vitality, our oro'anic iLllagination could nowh ere 
tali:c Lold [PI. XI, C]. In th case of the round column, 
ho,,"e\,e)', the im agination ta ke hold at OllC'e and ex
perienl'cs in participation the drama of fOl'ce. · that is 
enacte(l in this can ying and support ing mem ber. The 
emphasis of tll e height oyer the bl'eadtll is imlUediately 
decisive. If 1\' 0 were .. oin o' to illtel'])I'et this diffel'ence :-- b 

of dill1 en~ions organically, we should sar tbat the ac-
tivity of ('o ll1j)l'ess ioll is s Ll1JOl'dinated to the activity of 
self-l~ l' ect ion. 'Ve feel hoI\' th e colul1lll pulls il self to
gethcr, how it cO]1('ent1'<ltcs its Cll t irc £ol'ce, hOlll all 
sides io\n11'c1 the axis, in orel er to exorc ise " ' ith all its' 
might the YCl'tical, ri s ing activity condensed in th e 
axis-in hort, '''e feel how it carries. Ahpolutely no 
clearer, Jllorc convincing', more satisfactory expression 
of seCUl'e and ul1l'eFltri 'ted cHl'l'ying l'an be conce i,cd than 
that represented in tile column. With the l'ectangular 
support we ,hould onl,y be able to asccrtn in the fact 
that it carries (for the effect would convince us of that) ; 
iJut he re we feel it, hcre we beli eve it, here it spells 
necessity for u s, becau e it is brought into cOlltact with 
our organic jlllElp.inatioll. 

rro thi s i,' added tbe accontuation of tho vertica l 
direct ion h,\' the sy::; tcllt of fluting'. One need only 
imagine this [luting' fo llowing the column in its horizoll
tal curve to see tlwt th en instead of the illl]wess ion of 
Ij gbtl~r ri sing, there would r esult the illlpression of sink
ing, of collapsing under the lml'c1ell. The pass ive 
fundi on of burd enillL!,' ,youl(l in that case be lllore 
stl'ongl~r expressed thnll the act.ive fllllction of CalT~' illg', 
:mcl the expression of ire-edom in the adju stment of 
hm d Oll and /1o\\'er I\' onl(l be ('h oked. 

'Ve see, therefore, how the 01'C' k form will, \\'hich 
1'ep1'PsOJ lts th e ha1'11loni c Classic,ll l'ollsciol1FlnCSS of 
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unity between man and outer 'world and consequently 
culminates in the presentation of organic life, is ab
sorbed in the effort to make every tectonic necessity into 
an organic necessity. This effort expresses itself in 
most imposing fashion in the general arrangement of 
the Greek temple [PI. XII, A], notably in the relation 
of cella and peristyle. Here we have a drastic example 
of how independent the architectural principle is from 
the architectural purpose, and of how far it soars 
above the latter. For the Greeks the practic.'ll architcc
tural purpose ,,"as only to create for the cult statue of 
the deity an enclosed space protected from the weather. 
Yet this purpose of space creation could not be used 
aesthetically; for the Greek had no artistic relation to 
space. The specialty of the Hellene was, rather, sculp
ture, taken not in a strict but in a transferred sense
that is, all Greek thought, fe eling, and experience aimed 
at compact, clearly circumscribed corporeality, at a 
fixed, enclosed, substantial modality. So he had rc
moulded the whole incomprehensibility of the world into 
clear comprehensibility. Greek gods, Greek thought, 
Greek art-all retain the sam e immediately comprehen
sible sculptural quality. Everything immaterial is re
jected; and spac.e is the thing that is really immaterial. 
It is something spiritual, incomprehensible ; and only 
when the Gr:eek mind loses its naive, sure, scul ptura l 
quality through contact with the Orient in Hcllenistic 
times, only then does the Greek tectonics, indepelldent 
of space, become an architecture that creates space. 

The creation of the cella, therefore, could not 
satisfy the Greek form will; the architectural prin
ciple got no encouragcment from the architectural pur
pose. The Greeks had to go far out of thcir way to 
convert the practical requirements into artistic require
ments. With the peristyle they gave to th e core, r e
quired by the practical purpose, a mask independent of 
any practical purpose, a. dress that had no object but. 
t o correspond to the Greek sense of aesthetic fitness. 
The core of the building, as such, falls into the back
ground aesthetically; what shows is only the tectonic 
outer frame in ;tts clearly rhythmic, comprehensi-
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ble, sculptural quality. Thus, a mere building of utility 
becomes a work of art. 

The fundamental process of all pure t ectonics is the 
adj ustment of the encumbering superstructure to the 
carrying supports. This a t bottom quite abrupt, al
most cataclysmic meeting is organically refined and mod
erated by the Greek architectural sense, is changed by 
th e system of column and architrave into a se ttled and 
pleasing spectacle of living for ces which our eye fo llows 
with an inner feeling of satisfaction. The strict logic 
of construction is r ecast as a living organism, the exact 
counterpoint of lifeless architectonic laws becomes a 
harlllonious rhythm cOlTesponding to the inner rhythm 
of Greek sen. ibility. 

The tendency to temper organically th e adjustment 
of burden and power, which adjustment is, further, al
\vays one of vertical anrl horizontal directions, is ex
pressed by the very cr eation of the gable. There is no 
imm ediate practical need of f-his, only an aesthetic one. 
Its aesthetic function is to terminate satisfactorily for 
organic feeling that sharp clash of the horizontal and 
the vertical systems which for static r easons is in
evitable. 

What the tympanum does on a large scale is per
formed on a small scale by the members mediating be
tween the encumbering ,·uperstructure and the carrying 
supports, particularly by the capitals. The organically 
disciplined sense longs for a moderation of the clash 
between burden and power , for an org;anic mediation of 
the mechanical and unmediate c1 , and it is precisel~' the 
capital which assumes the task of mediatinc: and modera
ting. It makes the clash less catacl~'smic because it 
leads up to it and lets it clie away. It would take us 
too far afield to investigate in this connection the or
ganic interpretative force of the details of the Greek 
system of column and architrave. Yet we do wi sh to 
point out merely the difference between the Doric and 
the Ionic orders, because it has already come up in deal
ing 'with ornament and has shown us how the Doric 
€lement in Hellenism form s the bond between Moc1iter-
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ranean and northern culture. In the Doric temple 
[PI. XII, A] it is characteristic that the organic re
finement of constructive processes has not yet gone so 
far. A certain masculine ponderousness, a certain 
masculine reserve, keeps the Doric mind from freeing 
itself too much from the structural constraint of archi
tecture. It still longs for a sublimity ,vhich is organic
ally quite inexpressible and is present only in abstract 
language. It still betrays its northern origin in this 
propensity to a superhuman, supersensuous pathos. Of 
the Doric order Taine laconically says: " l'r'ois Ol~ 
q'uatre fo 'rm,es elementai1'es de la geomet'r'ie font to'MS les 
frais. " 

This quality of pathos involves the stronger ex
pression of the encumbering than of the carrying forces 
in the Doric. The pressure of the burden is so heavy 
that the columns receiving it must be broadened; they 
swell out stoutly toward the bottom and so divert to the 
stylobate the pressure they themselves cannot master. 
They do not echo away within themselves as do the 
Ionic columns, which are plainly separated from the 
stylobate by a confining basis, but they reverberate 
underground, as it were. 

The structural conservatism of the Doric temple 
and the consequent compactness of its general propor
tions make it ponderous, to be sure, but they add its 
peerless solemnity and majestic aloofness, as well. In 
the Ionic order [PI. XII, B) everything becomes lighter, 
more fluent, livelier, more supple, and more nearly 
human. What is lost in stately seriousness is gained in 
expressive sprightliness. There is no more holding 
back because of the demands of the material itself, that 
is, because of structural laws. The stone is com
pletely sensualized, completely filled with organic life, 
and all the restraint that makes up the dynamics and 
the grandeur of the Doric order is almost playfully 
overcome. We experience the Doric t emple as an im
posjng drama, the Ionic as a felicitous spectacle of 
forces in free play. 



The Principle of Gothic Architecture 

W E get the best transition to the investigation of the 
prin ciple of Gothic architecture and its wholly 

diifer8Jlt nature from G r eek t ectonics by making clear 
to ourselves the r elation of the two kinds of architec~ 

ture to their material-stone. Architecture begins to be 
art only when it is no longer sa tisfi ed to employ stone 
as mere material for any sort of practical purpose and 
to handle it mer ely aecording to the dictates of its 
material laws, only \\'hen it tries to extract from these 
deacllllaterial laws an expr ('ssion cOl'l'esponding to a de
finite a priori artistic will. We have already seen that 
Greek art animate.' these cl ead laws of stone and makes 
n "Wonderful expressive organism, just as it animates 
in the case of ornament the dead abstract line of primi
t ive art and makes an organically rounded and organic
ally rhythmic line. It mal<es the rigid un sensuous logic 
of construction into a sensuously perceptible and sen
suously comprehensible play of li ving forces. Logical 
laws and organic necessity are here brought into a 
synthesis whLeh completely corresponds t.o the other 
ideal Classical syntbeses of concept and percept, of 
thought and experience, of intelligence and sense. This 
synthesis is ideal because neither of the factors form
ing it is submerged; they are interrelated, cooperative, 
and complementa ry. Tlul t is ef1uiva1ent to saying that 
thi s architectural synthesis is not obtained by violating 
the stone and its material laws, but the structural laws 
pass illl percepiibly and without violence into tho organic 
laws. Along with fu ll emphasis of the stone and its 
material laws, Classical architecture succeeds in attain
ing, ther efore, its living expr essional value. 

To emphasize the stone means to expr ess architec
tonically the adjustm ent of blllrden and power. Since 
the essential quality of stone is weight, its architectonic 
employment is built up on the law of gravity. The 
primitive builder made use of the weight of stone only 

(83) 
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...... 
for practical purposes, but the Olassical builder for 
artistic ones as well. The latter emphasized it purpose
ly, since be made the adjustment of burden and power 
the artistic principle of the building. He emphasized 
the stone by making its structural laws organically liv
ing; laws, that is, by sensualizing it. All that Greek 
architecture achieved in expression it achieved 'LDith 
the stone, by 1nea.ns of the. tone; all that Gothic archi
t ecture achieved in expression it achieved-here the 
full contrast comes out-in spite of the stone. The 
expression of the Gothic does not r est upon its material 
but arises only through its denial of this, only through 
it s dematerialization. 

If we glance at the Gothic cathedral [PI. I], we see 
only a kind of petrified vertical movement in which the 
law of gravity seems to be wholly eliminated. In 
contrast to the natural dowmvard pressure of the stone, 
we see only a prodigiously strong movement of forces 
upward. There is no wall, no mass, to communicate to 
us the impression of a :fi\:ed material existence; only a 
thousand individual forces speak to us, and of their 
materiality we are scarcely conscious, for they act only 
as bearers of an immaterial expression, as bearers of 
an unrestricted upward movement. We look in vain 
for an indication, wanted by our feeling, of the relation
ship between burden and pow·er. No burden seems to ex
ist at all. W e see only free and unhindered forces that 
strive heavenward with a prodigious elan. Here the 
stone is apparently rid of all its material weight. Here 
it is only the vehicle of an unsensuous, incorporeal ex
pression. In shod, her e it has become dematerialized. 

This Gothic dematerialization of the stOlle in favor 
of a purely spiritual expressiveness corresponds to the 
degeometrization of the abstract line, such as we in
dicated in the ornament, in favor of an identical ex
pressional purpose. 

The antonym of matter is spirit. To dematerialize 
stone means to spiritualize it. And with that state
ment we have clearly contrasted the tendency of Gothic 
architecture to spiritualize with the tendency of .Greek 
architecture to sensualize. 
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The Greek builder approaches his material, the 
stone, with a certain sensuousness; therefore, he lets 
the matei'ial speak in its own right. On the contrary, 
the Gothic builder approaches the stone with a desire for 
purely spiritual expression, that is, with structural 
intentions which are conceived artistically and indepen
dently of tne stone, and for which the stone amounts to 
no more than e~ternal and unprivileged means of reali
zation. The result is an abstract system of construction 
in which the stone plays only a practical, not an artistLc 
r61e. The mechanical forces slumbering in the broad 
massiveness of the stone have been awakened by the 
Gothic expressional will, have become autonomous, and 
have so far devoured the mass of the stone that in 
place of the visible firmness of material appears only 
the statics of computation . In short, out of the stone 
as mass, with its heaviness, comes a bare structural 
framework of stone. The art of building, which had 
been a stone-layer's art, becomes a stone-cutter's art; 
it becomes a non-sensuous art of construction. The 
contrast between the organism of Classical architecture 
and the system of Gothic architecture becomes the 
contrast between a living, breathing body and a skeleton. 

The Greek architecture is applied construction, the 
Gothic is pure construcfion. What is constructive in 
the former is only means to the practical end; in the 
latter it is the end in itself, for it agrees with the artis
tic expressional aim. Since the Gothic longing for 
expression could utter itself in the abstract speech of 
structural relations, the construction was pursued for 
its own sake far beyond its practical purpose. In this 
sense one might describe Gothic architecture as an ob
jectless fury of construction, for it has no direct object, 
no directly practical purpose; it serves only the artistic 
expressional will. And we are acquainted with the goal 
of this Gothic expressional will: it is the long-ing to 
be absorbed in a non-sensuous, III echanical activit~, of 
the highest power. Later, in the discussion of scholas
ticism, that phenomenon parallel to Gothic architecture, 
we shall see how it, too, truly reflected the .Gothic 
expressional -';yill . Here, too, is an excess of strUlctural 
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subtlety without direct object, that, is, without aiming at 
knowledge (for knowledge is indeed already determined 
by the revealed truth of church and dogma); here, 
too, is an excess of structural subtlet.y which serves 
no purpose except the creation of a continuously in
creasing, in6nite activity in which the spirit loses itself 
as in intoxication. In the scholasticism, as in the 
architecture, there is the same logical frenzy, the same 
madness with method in it, the same outlay of reason
ing for an unreasonable purpose. And if we recall now 
the confused chaos of northern ornament, which offered 
a kind of abstract, ethereal picture of an endless, 
aimless activity, we see how in this primeval, ,Yakening, 
dull, artistic impulse to action there was only being pre
pared ,yhat was later perfected ,yith such high refine
ment in architecture and scholasticism. The uniformity 
of the form will through many centuries comes out 
clearly. 

Yet it would be a great mistake to consider scholas-, 

ticism and Gothic architecture as nothing but logical 
juggling. They are such only for one who fails to see 
the expressional will which, standing behind this purely 
structural, or purely logical, system and using tbese 
struct.ural elements only as means, aspires to the tran
scendental. Although we were just now saying that 
the structural part of Gothic architecture is an end in 
itself, that is true only in so far as this is precisely 
the most suitable vehicle of the artistic expressional 
will. For, in fact, in the Gothic the structural proc
esses are not directly intelligible to us at all by mere 
observation, but only indirectly intelligible, only by a 
sort of computation on the drawing board. As we 
look, we are scarcely conscious of the structural signi
ficance of the individual member of the Gothic building; 
on the contrary, the individual memoer affects the 
observer only as the mimic bearer of an abstract ex
pression. In fin e, therefore, the sum total of logical 
calculations is not offered for its own sake, but for the 
sake of a superlogical effect. The resultant expression 
goes far beyond the means with 'which it was attained, 
and we inwardly experience the view of a Gothic cathe-
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dral not as a spectacle of structural processes but as an 
outbreak of transcendental longing expressed in stone. 
A movement of superhulllan momentum sweeps us away 
wlth it in the intoxication of an endless willing and 
cravin o·· ,,-e lose the f eelino- of our earthly limitations /:)' ,., , 
we are absorbed into an infinite movement that obliter
ates all consciousness of the finite. 

In its art every people provides itself with ideal 
possibilities for the liberation of its sense of vitality. 
The Gothic man's sense of vitality is depressed by 
dualistic di traction and dissatisfaction. To relieve 
this depr ession he needs the highest stat e of exaltation, 
the highest quality of pathos. He builds his l11lnsters 
into infinity, not because of playful joy in construction, 
but that the sight of this verti eal movement, far ex
ceeding all hum an measure, may set free in him that 
frenzy of feeling- in "hich alone he can drown his in]] er 
discord, in whlch alone he can find happine s. The 
beauty of the finite is enough to raise the spirits of 
Classical man; the duali stically distracted, hence, tran
scendentally disposed Gothic man can detect the touch 
of the eternal only in the infinite. Classical archi
tecture culminates, therefore, in beauty of expression, 
Gothic architecture in power of expression; the former 
speaks the language of organic existence, tbe latter the 
language of abstract va lues_ 

Posterity ha s seen only the log-ical values of Gothi c 
and has had no e~-e for the superlog-ical, except when 
it ha s reduced this snperlogical to tlle plane of the 
modern romantic mood and thpreby quite overlooked the 
logi cal values. Apart f rom thi s romantic mood we find 
that Gothic a rchitecture has been appreciated only a~ 
structural arhieve tll ent. It was narti cularly discredited 
by its epigones, the representatives of tho Gothic of 
the mo(lern German architect, who were active in the 
nineteenth celltur~- _ B~- that time people understood the 
Gothic only in word, not in spirit. Since th e:- no longer 
had any psychical r elation to the transcendental ex
pressional will, tl10,v pri zed the Gothic only on accol1nt 
of its structural and decorntiye values, and, resto ring 
and building anew, they created that c1r~v, lifeless, emptr 
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,Gothic that does not seem the fruit of the spirit, but 
of a calculating machine. 

Only modern steel construction [PI. XIII] has 
brought back a certain inner understanding of the 
Gothic. For in it people have been confronted again 
with an architectural form in which the artistic ex
pression is supplied by the method of construction it
self. Yet, despite all outer relationship, an important 
inner difference is discernible. For in the modern case 
it is the material itself that directly encourages such 
structural one-sidedness, while the Gothic arrived at 
such ideas, not by means of the material, but in spite 
of the material, in spite of the stone. In other ,Yords, 
underlying the artistic appearance of modern buildings 
of steel construction is no form will that, for definite 
reasons, emphasizes structure, but only a new material. 
One may only go so far as to say, perhaps, that it is an 
atavistic echo of that old Gothic form will which prompts 
modern northern man to an artistic emphasis of this 
material and even allows the hope of a new architectural 
style to hang on its appropriate employment. 

In Gothic the need for expression had been the 
primary element, and the material, the stone, did not 
favor it, hut offered resistance. It won its way in spite 
of its dependence on the stone, and it thereb:v intro
duced a deCisive, new phase into an architectural de
velonment, which had , likewise, been stone architecture, 
for the most part, and, as such, had been an architecture 
of either organic articulation like the Greek [PI. XII], 
or structureless mass like the Oriental, or a mixture of 
the two like the Roman [PI. XIV. B]. That the Gothic 
succeeded, after all these styles wllich reallv em body the 
tradition of stone construction , in creating an abso
lutely new thing, namely, the strnctural scaffold, the 
mechatnical articulation- accordingly. the exact opposite 
of orqanic articulation-this was the achievement in 
which tIle Gothic externalized its highe~t and inmost 
loncing for expression. 
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The Fortunes of the Gothic Form Will 

N O,y that we have become acquainted with the 
gelleral character of the 1lortherll, Uothic fo r111 

TI'ill in its clearest expression in the ea rly ornament and 
in the mature Gothic architecture, we shall follow the 
fortuncs of this form wi.ll . It is the great ehapter of 
the deYelopment of LDec1iaeval art to which we opcn, a 
ch<t]Jter which has never CO lll e completely to its own 
because of the one-side<lness of the Renaissa1lC:c view
point inherited by the lJ10dem histo rian. 

In the main, these fortunes of the Gothi c form will 
are determined by its natural gTo,\·th and :;;trengthcning 
on the one hand, and on the other by its contact with 
foreign stylistic phenomena, alllong wh ich, without ex
cluding vague and scattered Oriental infhlL'nces, Roman 
a.rt wit.h the Classical coloring alf its form will COllles 
in to special consitlera tiOll. "When Roman culture fi r st 
takes effect in the north ill the early Chri stian cen
t uries, the in terest ing play of the adjustment of north 
and south , of Gothic and Classic, begins ; the rich con
tent of this f urnishes the wh ole drift of the development 
of mediaeval art. Roman provincial art, the art of the 
barbarian invasions, .l\1erovingian art, Carolingian art, 
Romanesque art, and Gothic art (in the narrower sense 
of the school concept) are acts in thifi play. The last 
act, the setting of which is the E uropean Rena,issancC' , 
shows the collapse of the Gothic and th e fall of the 
national northern sense of form, , Ve can only briefl.v 
sketch the contcnts of these single acts. 

'1'0 the poli tical and cnltural supremacy of the 
Roman conquerors correspond:;;, of ('ourse. their arti~

tic supremacy, as wel1. At fin;t the natiye artistic sl'lls i
bility completely gives way hefore this supremacy as 
expr essed in Roman provincial art [P1. XIV, B]. It 
find s it impossibJe to take holr1 anywhere awl P 1'O\'O 

itself. It ventures forth only \'Cry gradu a.lly a.nd seeks 
(80) 
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to get its dues in rather inconspicuous places. In time, 
however, ther e arises a Teutonic-Roman ornament in 
which the northern elements almost equal the Roman. 
The old northern linear forms crop up everywhere in 
these foreign artistic forms and try to impress their 
soul upon the st:r.ange body. In fact, the northern form 
will gradually comes to feel so strong that it dares 
assert its independence in the face of the invading 
Roman art. It shows this independence, for example, 
in that it r ejects the most characteristic element of 
Roman decoration and the peculiar bearer of the Roman 
Classical sense of form, namely, the ornamental plant 
motive. "\Vith few exceptions, this specifically organic 
product does not enter into the early Teutonic-Roman 
hybrid art. Then the period of the barbarian invasions 
naturally adds to the hybrid character of northern art 
production. The most diverse influences intermingle, 
everything is in ferment. The greatest paradoxes stand 
side by side, but the zeal fo r expansion of the northern 
sense of form is never to be overlooked in these mix
hues. The stanch harshness of these half barbaric, 
half Roman art products shows that the struggle is no 
longer secret feud, but open warfare in which each 
asserts its place; hence, tbe powerful splendor of this 
style. Then the Merovino'ian period, with its Anglo
Saxon, Irish, Scandinavian, and North Italian parallel 
phenomena, shows that northern artistic feeling has 
ultimately got the upper band. It brings to full bloom 
that linear fantasy [PI. VIII], interspersed with items 
of actuality, which iye have discussed at lengtb in an 
earlier chapter because it offers the best basis for the 
investigation of the whole st.~rle phenomenon. But even 
in the Merovingian perioll plant motives have already 
penetrated early northern ornament [PI. XIV, AJ. Un
der the influence of the Carolingian RenaisRanre the 
old indigenous zoomorphic ornament actually begins to 
recede before the new plant ornament. This is, never
theless, a movement lacking native soil; the Carolingian 
R.enaissance is an experiment of the court; it finds no 
anchorage in popular consciousness. This prc'mature 
experiment launches the northern artistic sense into a 
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transitory state 9f complete disorientation, which only 
at the end of the period yields to a slowly growing sense 
of security. These circumstances enable us to form a 
judgment of this interesting intermezzo. We can agree 
with Woermann's criticism : "Except for some c1'e,a
tions in the fi el~ of architectu-re, some works of the 
goldsmith, some pages of manuscripts decorated ,yithout 
figures, Carolingian-Ottonian art has produced Hothing~ 
fo r posterity to go on with. It is precisely and pre
eminently an cpigonous art, with a langllage of form 
and of color that, in spite of its deep and broadened 
content, and in spite of its often splendid outer, general 
effect, is but barbaric stammering in the sounds of a 
past irretrievably lost and, moreover, racially foreign 
to the Germanic north. The youthful, natural sounds, 
that here and ther e half unconsciously try to break 
throug-h, long clie a way unhea rd. Only at the very end 
of this period do they commence to be more frequent 
and more distinct." 

We must give closer attention to the following- phase 
of the process of evolution, to the Romanesq ne style 
[PI. XVIII]; for it already represents the Middle Ages 
with full strength and with consciousness of independent 
culture when northwestern E urope has seized with 
strong grip the r eins of development. Since we are 
going to elevote a special discussion to the a rchitectural 
development, i t need only be stated her e that the Roman
esque style is a very radical and happy northern modifi
cation of the worlel of fo rm handed down by the ancient 
east. In spite of all the dependence of its fundam ental 
structure upon antique tradition, however, it ,,-ears a 
pronounced northern character. The fo reign artistic 
shape of the basilica, which " -as imposed upon the north 
by the cultural superiority of Rome and her predomi
nant ecclesiastic-al posit ion, is already completely sat
urated by the Gothic form ,,-ill, ,,-hich , in the task of per
meating this extraneous artistic shape with its spirit 
and soul, continually gathers str ength until, finally, i.n 
the intoxication of power of the great Gothic centmies, 
it resolutely abandons the extraneous a rtistic shape 
entirely and creates its own magnificent world of ex-
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pression, which opposes to the antique tradition some
thing wholly new and independent. Thi is the Gothic 
proper, the Gothic in the narrower school sense, the 
ultimate emancipation from all that is Classic. 

And in this, its highest and purest cultivation, the 
northern sense of form conquers all E.urope. The north 
is at this time culturally and artistically triumphaut in 
the adjustment of north and south, which is the real 
content of the whole mediaeval development. But it 
\yould seem as if the north has spent itself in this 
highest exertion. The very form will of the north, ar
rived at its apogee, has exhausted itself; it is at. the 
end of its creative possibilities. Its mission is fulfilled 
and the Latins of the south, who have meanwhile re· 
covered both politically and culturally from the northern 
irruption and have gathered their di persed forces 
for a new culture and a new art, have an ea 'y game 
against the north, which has spent itself. The response 
which the experiment of the Cal'olino'ian Renaissance 
failed to get is ready now that the northern form energy 
has slackened. Cultural supremacy determines the 
victory. For the mediaeval culture, which has not yet 
known any differentiation of the individual (the in
dividual only ventures to differentiate himself from the 
community when dualistic anxieties have been overcome 
and the relation of man to world has reached a . tate 
of reconciliation and security) now encounters a new 
culture which has set free all the "'ealth of the indi
vidual and, no longer curbed by any dogmatic bias, has 
created values of spiritual progress which must seem 
an attractive ideal to northern man with his mediaeval 
limitations. His yearning for salva tion, which, exhaust
ed by enormous exertions, ]]as lost its great dynamics, 
believes now it will find satisfaction so near at hand 
as this. Northern transcendentalism is diluted into a 
mere trans-Alpinism, a cultural ultramontanism . That 
very dualistic distraction whi ch has formerly been 
drowned in the great mediaeval transcendental art now 
drives northern man to\yard the foreign Renaissance 
ideal. He has been trying to deaden his inner misery, 
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bis discontent of soul, in the sublime pathos of the 
Gothic, in its unnatural convulsive tension, in its 
mighty intoxication of fe eling, but only the compact 
community has been able to endure such tension . N O"\Y 

tha t economic deyelopment, \\' orld trade, urban life, and 
other cultural factors are destroying the cohesion of the 
great communities in the north, as well, a more intimate, 
more human sati sfaction has to be sought. The Gothic, 
ill its innermost nature, has been irrational, SupClTa
tional, transcendental. Now the ea rnest rationality of 
Classical harmony and Classical orderliness presents 
itself as a sedu ctive ideal to northern man, who has 
become an individual. Now he, who is no longer capa
ble of the ideal exuberance of transcemlental volition, 
hopes in that lofty, ideal 'rat,i.o to be freed from him
self by that Classical harlllony, which is to him so 
r emote ancl almost unattainable, and to he released 
fro111 his inner misery. An im mediate sa tisfadion, a 
direct naIve happiness, is denied him. His happiness 
ah\'ays lie. (Hnd that is the peculiar northern trans
cendentalislll, constant through all the cellturies) in a 
beyond, in something superior to himself, whether this 
consists in the height. of intoxication or in the attaeh
ment to a foreign i(leal. He always finds him self only 
by losing himself, b:v rising superior to himself. In 
this riddle lies his greatness and his tragedy. 

One can also state the difference in quality between 
Gothic transcendentalism and later 1l0rthe111 ultramon
tanism (Ttalianism) by saying that, with the Renais
sance, religions ideah: have been supplante(l by mere 
educational ideals. At any rate, tbe odium of being a 
product of edll(,<ltion \\'ithout immediate natural back
gTouncl attaches to the "'hole German Renaissance cul
t.ure. That IS valid also for post-Gothic art. It, too , is 
1'[l1:11 e1' a T) rorl11ction of (lrtuc8tion than 1:ho imlll ediate 
product of genuine , original [lltistic feeling- and senti
ment. TIle morhid northern ?earning: for education , 
th is di sg"lli sed and weakened tnmscendenhlliSlTl, suh
iU~'ntes the northern in~tinct fo r form, and the result is 
t.ll(' ]lyhrid picture of the Gf'rrnan Rennis. RllCe, or, by 
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its cultural nam e, German humanism. Art becomes 
partly inspired by literature, partly clogged by superfi
eial decoration. A conscious artistic taste is creator 
now instead of the unconscious, vigorous ,,·iII. Of 
course, this characterization of the German Renaissance 
is applicable only to the usual sort of thing, only to th e 
art of the general public, as it is introduced by Crana('h, 
particularl? [P1. XV]. In the case of the great names, 
Durer, Grune,vald, and Holbein, the circum stances a re 
differ ent. For if one observes more carefully, they are 
all still adherinQ' closely to the Gothic. Grunewald 's 
,Gothic t akes the guise of pictorial pathos. Holbein '8 

graphic power of characterization is, as we have already 
said in another connection, the last great concentration 
of the northern art of line [PI. XI, A]. And Durer 1 
Yes, Albrecht Durer is no less than the martyr of this 
collision of two fundamentally incompatible worlds of 
artistic expression [PI. XVI]. Tbat gives the gr ea t 
tragic note to the whole course of his development . 
That he could not give up him self ,,-ith his nor thern 
humanity, that he should, nevel-theless, fi ght his way 
with full force through his discordant temper ament to
ward that new world whose beginning and end is 
harmony and beauty, th at is the tragedy which makes 
him so gr ea t and so true a r epresentative of the nor tb . 
For his is the specifically northern t ragedy, ,,,hich re
peat s itself under Rver new form and dress, and as i ts 
last martyr, to draw an example fr 01l1 our familiar 
pr esent, ,ye northern ers bonor H ans von Marees with 
his great fragmentary, eni gmatic art. 

The victorious advance of the Classical sense of 
form 'which fo llows in the wake of the great Italian 
Renaissance 1Il0vement leaves the Gothic f0l111 " 'ill no 
time to subside peacefully. But the suppressed Gothic 
form energies , which are rooted in so great a past, are 
still too active under the surface to vanish so s ilently 
from the scene. Contemplative humanism, remote from 
actuality, is the privilege of satiated beings and is 
unable to r estrain permanently the ferment and full 
clevelopment of popular consciousness. The humanistic 
tendency is corrected by that great popular movcmcnt 
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which leads to the Reformation. In place of ideals of 
education, religious ideals return, humanism gives way 
to the Reformation. The reaction against the humanis
tic ideal of education, with its Classical, pagan tinge, 
spreads throughout all Europe and leaves its r ecord in 
art in the phenomenon of the Baroque. The transcen
dental character of this style [PI. XVII] is already 
evident from the external circumstance that the (;hurch 
-particularly the Society of Jesus-is its propagator 
and carrier. Its quality of transcendental pathos plain
ly distinguishes it from the harmonious calm and 
equilibrium of the Classical style. The transcendental 
style of the Gothic is succeeded, therefore, after the 
intermezzo of the Renaissance, by a transcendental style 
again, the Baroque. And in the northern Baroque one 
plainly seems to find connections with the Gothic. This 
is especially true if one thinks of the late Gothic, which 
has been significantly called the Baroque of the Gothic. 
The forms of the northern Renaissance do not long 
retain their moderation. 'l'hey are very quickly extended 
into r e ·tless, impatient scr oll-work. And it seems as if 
within this foreign world of organic art the old, sup
pressed Gothic f,.9rm energies were at " 'ork ferllle~ting 
it and expanding it. The impulse to pathos in the Gothic 
will seems to be (;omlUunicated to tbis world of organic 
expression. Anima ted and actuated by the ever more 
powerful infiux of this northern impulse, the art forms 
of the German Renaissance gradually quite lose that 
harmonious 'tamp, which in their case was rather lack 
of character than, as in tbe case of the Italian Renais
sance, positive expression of will; they lose that har
monious polish, and once more the stream of northern 
artistic volit.ion, scorning all harmonious proportion, 
rushes through the world. Again, all is movement, aU 
impatient activity, all pathos. But this pathos can be 
expressed only by exaggerating and st.retching the O'/"

ganic values to their utmost ; the way back to the 
higher and more gripping pathos of abstract, n 0 11-

sensuous values is blocked by the Renaissance. Thus, 
we see in the Baroque the last effervescence of n01'l:h
em forl11 will , a last attempt to express itself even in 
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an inappropriate, essentially foreign Ian o·uage. Then 
the old northern art of line and movement slo,,.l. , dies 
away in t.he playful scroll-,York of the Rococo. 

F inally, in order to r ecapitulate the evolution 
sketched in this chapter, I quote a passage from an acade
my lecture by Alexander Conze, the Berlin archaeolo
gist: "In their geometric style, with its play of mean!ng
less form , untold generations of early ]~'..uopean peoples 
have felt their aesthetic need in the neld of formative 
art. satisfied, until, one after another, they have heen 
drawn by southern influence into the eircle of a richer 
world of artistic forms that derives from the countries 
at the eastem end of the Medilerranean. But their in
nate artistic sensibility has not thereby been completel:v 
extinguished at once, as is today that of savages when 
they are much more forcibly subj ected to contact with 
more highly developed c.ulture. In Gr eece, as an after 
effect of the mood of the old geometric style, there could 
grow up the Doric style, in which, as Taine says: 't'ro1S 
ou qu'atre for'm es elem.entai'res de la geometrie f ont taus 
les fra is.' But in the north of E'urope, in spite of the 
introduction of Greco-Roman art, the vitality of the 
primitive manner is unmistakable. After initial defeat, 
aboriginal character remoulds the alien forms and 
presses fm.',yard in the Gothic to a g-lOlious outcome of 
the battle of tb o hvo artistic ",,"or ld s, and even in tho 
Rococo one would suspect still a last clying echo after 
the r epeated triumphs of the Renaissance. In like 
manner, in .Mohammedan art an outbreak of old under
currents through the Greco-Roman covering runs paral
lel to the appearance of the Gothi c. Such far-reaching 
observations, however, could be fnlly presented only hy 
a discussion of the historical points of uni vorsal signifi
cance in the general history of art" (Sitzungsbericht 
(leI' Berliner i\ ka(lomio dol' Wissenschaften, 11, II, 
] 897). 
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The Romanesque Style 

T HE whole story of the fortunes of the Gothic form 
will can be reduced to two main stages, following 

one another chronologically, to which all the rest is 
subordinate. The first is the ornamental manifestation 
of the form will, the second the architectonic. As the 
ornament is the proper representative of ,Gothic artistic 
talent for the ea rly northern development, so for the 
later development is architecture. The goal of the 
later development, provided that a uniform form will 
really lies at the basis of all art production from the 
early Christian centuri es to the late Middle Ages, must 
be to vary, diffp.rentiate, and qualify the cumbersomc 
elementary laws of architecture so that they can express 
the sense of form of the free ornament. And it is, 
indeed, the most brilliant phase of the mediaeval ar· 
tistic development "which shows us ho"- this "ense of 
form, which corresponds to the psychological structure 
of northern man, although at first it has expressed it
self only in ornament independent of purpose and ma
terial demands gradually masters the heavy, unwieldy 
material and converts it into a docile, wieldy in
strument of expre>'sion, in spite of its material resis
tance. 

We are only imperfectly informed as to the pagan 
temple in the north, and the discussion in full swing 
at the present time about the pre-Christian northern 
wooden architecture and about its connection with the 
Christian temple in the north does not yet allow any 
certain conclusions on these subjects. Bult it is safe 
enough to say that the early northern architecture was 
already governed by the taste for the perpendicular, by 
the tendency to create standing, not lying, buildings. 
From the beginning, northern architecture preferred the 
first of the two fundamental elements of tectonics, 
active carrier and passive burden, the mutual relations 
of which had reached a happy organic eq uilibrium in 
Greek architecture. In northern architecture the ex-

(97) 
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pression of action was to predominate, the building was 
to seem a free growth, not a burden. 

The real development of mediaeval architecture be·
gan, hO'wever, only when the acceptation of Christianity 
demanded an adjustment with the ancient architectural 
principle as embodied in Early Christian architecture. 
This first led the north to stately stone construction, 
this first put to the decisive test its still dull and erratic 
sense of architectonic form. And it stood the test. We 
shall omit the early stages of the adjustment in order 
not to obscure by tedious prolixity th.e concise pithi
ness of the line of development described. Even the 
Carolingian buildings need only be mentioned as an 
isolated experiment, somewhat out of the real line of 
development. The true sense of the development is 
first expressed in the so-called Romanesque style [PI. 
XVIII] . We must analyze it from the standpoint of 
its psychology of form in order to gain an understand
ing later of the culmination of the development in the 
mature Gothic style. . 

The R.omanesque style means the stylistic modifica
tion which the imported Early Christian scheme of build
ing experienced from the independent artistic will of the 
north. Therefore, if we get the single points of this 
modification, we are observing the Gothic form will in 
the making, as it were. For all the changes it effected 
in the foreign artistic shape of the basilica are indica
tions of the later, properly Gothic, development in which 
it has wholly emancipated itself from this foreign shape. 

In architecture the Romanesque style represents 
that stage of the adjustment of northern and antique 
artistic sense to which, in the development of ornament, 
the style of the barbarian invasions. approximately cor
responds. It wears the same grand, steadfast serious
ness, the same heavy, material splendor, which results 
from the fact that the two art worlds do not interpene
trate, but stand firmly and frankly beside each other. 
Their respective strengths seem to be in tune, so that, 
in spite of their abrupt juxtaposition, a certain unity of 
impression is imparted. Romanesque architecture forms 
a style because the adjustment is a frank and open one 
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in which every element vigorously maintains its place. 
Northern artistic will has llere suceeeded in gaining a 
footing, as far as that is possib,le while keeping the 
transmitted scheme of the basilica, dependent on antique 
tradition. 

We recognized the Gothic form will a.s the strivillg 
for untramln,eled action, fOlr an expreSSi\Te activity of 
ilnmaterial sort. N ow, if we compare a Romanesque 
minster [PI. XVIII] with an Early Christian basilica 
[Pl. XIV, OJ, even the exterior shows us what this 
northern expressional will has made out of the basilical 
scheme. The E.arly Christian basilica has a homogene
ous accent. The uniform movement of the nave toward 
the sanctuary is quite clearly reeorded outside, also. 
Now, this simple, elementary scheme of the basilica un
dergoes in the Romanesque style a, thoroug'hgoing divi
sion into parts which destroys its homogeneous character 
and substitutes a rich variety for unattractive simplicity. 
Instead of the one aceent there is a multiplicity of ac
cents, which have a certain rhythmie constraint. It 
is like comparing a positive, logically constructed Latin 
sentence to a verse from the Hildebrandslied with its 
restless, gnarled, singularly expressive rhythln and its 
almost hypertrophous wealth of accents. This ponder
ous, condensed sentence structure, which almost bursts 
from the amount of activity compressed in it, points the 
way for our understanding of th,e ponderousness and 
condensation of the R.om.anesque style of architec
ture. Here, movement becomes a.ction. And the propen
sity of R,omanesque architecture for division into parts 
is nothing but the Gothic need of action, which wishes 
to reshape and differentiate in a.ccordance with its 
spirit the calln, outwardly quite objective, inexpressive 
form of the Early Christian basilica. People generally 
speak of the need of Romanesque architecture for 
pictorial appearance and thereby confuse cause and 
effect. For this pictorial a.p·peaTance is only the second
ary effec1t of thaJ, plrimary manifestation of action 'whic}l 
shows in the division into parts. This need of action, in 
dividing the expressionless unity of appea,rance into 
parts a.nd in calling forth individual forces from the 
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dead mass, resolves the calm into activity and re
places simplicity with variety. And the natural result 
of such restless activity and variation is the pictorial 
effect. This pictorial character is perpetuated in llorthern 
architecture only as long as the northerll form ener
gies have to continue to develop on the basis of the old 
mass constnnction , in which the pictorial effect arises 
merely from the contrast between the dead mass and 
its division into parts which is made by the northern 
form energy. As soon as this basis disappears and the 
division into parts, with its expression of action, no 
longer stands out against the background of dead mass
that is, in the Gothic proper-the relief character of 
the Romanesque style vanishes; there vanishes, in 
other words, its pictorial effect. The pure GothiC' is 
certainly full of action, hut without true pictorial effect. 
This clearly proves the pictorial effect of the Roman
esque style is not an end in itself, but only the conse
quence of a need for action which is still adjusting itself 
to the R.oman style of mass and wall architecture. The 
extraordinary pictorial effect of the style of the bar
barian invasions rests on analogous prem ises . 

What has been said applies to the rich division into 
parts of the ground-plan and of the exterior as well. 
The outer appearance is given its character by a sys
tcm of blind arcades and pilaster strips so that the 
dead walls break up in life and movement. This life 
goes on separated still from the real structure of the 
building and is only externally imposed upon it, is only 
a decorative accessory. One has the impression that 
this accumulation of expression of organic life, which 
appears in the arcades that enliven the wall, is a sort 
of makeshift for the strong northern longing for ex
pression that has not yet found its real opportunity, 
namely, superorganic structural langmage. For ill 
matters of constructioll the Romanesque style is, of 
course, subservient still to the antique scheme. Thus, 
the northern form will is able to cxpress itself only 
alongside the fundamental structure of the buildinp;, 
not by meallS of the structure, as the Gothic does . The 
outlay of externally and indirectly employed power, 
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which, in con sonance ,yith the fundam ental principle of 
the buildin~', still uses organi(' means of expression, ba::; 
to make good the lack of internally and directly employ
ed power . In this r espect th e tendency of the Romanesqne 
style is mlalogous to the Bn.roque degeneration [PI. 
XVII]. F or ,",e fee l ever~' phenom enon of style that 
sho,,'s Ol'gall ic hfe under altogether too severe a stress 
to he Ba ror[ue. And this over stress always comes when 
the ri ght valves a re clogged and the proper r elease 
('annot take place , when the r esources of organic ex
p ression must I'egula te a v j tality \"hich is really too 
powerful f or them Dnd ,,,,hich can be kept in control only 
hy supcrorgHnic power s. .And the Rom anesque style 
is just as remote as the Baroque from superorganic, 
abstract meallS of express ion-those of the Gothic proper. 
Onl.f , in the one ('ase the road is still closed because of 
the dependence upon antique tradition, in the other case 
the r oad is hloclwd again by the revival and the absolute 
p redominance of this S[llll e antique t radition. Like the 
Baroque, th e R Olll anesqu e style is a Gothic attempted 
with 1lllsui table, that is, "ith only organic. means. And 
we (:ontinually become more eonsrious that the Renai s
f;D nce i ,' onl.v a kin<1 of foreign shape in this trelll endous, 
otherwise Ullil1terl'upted development from the earliest 
northern beginnings clem' to the Baroque, in fact, to 
the Rococo. 

F r om the exterior of the basilira the extended nave 
makes the whole building seem a. lying- one [PI. XIV, OJ. 
Given the ten dc 11('~r of nor thel'Jl artistic volition to cre
ate standing:, f roely ri s ing buil dings, "'ith the expression 
of unrestra ined action , the long, lying basilical f orm 
would , obviously, be objectionable. An upward expan
sion must be wrested from it a t all costs. This effort 
results in the ROman e8fJUe system of many towers, 
which replaces the hori zontal accentuation of the basil
ica with an alread y quite ma rked ver t ical accentuation. 
E ven in thi ~ case, it is Rti1l D11 attempt with unsuita ble 
Ill ean s. The towers are stuck on 111 0r e or less arbi
trarily; their vertical force does ]lot grow directly out 
of the inner structure of the build ing; hence, lacking this 
structuraJ ~la s ticity, they cannot overcom e t.he impression 
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of material weight . Here, too, the saving word is not 
yet spoken; consequently, what is still denied direct 
r ealization is attempted by a diversity, by an accumula
tion of effe ots. The cha.nge could proceed only from 
the inside. Only out of the innermost cor e of the 
building could the new be formed . As soon as this has 
happened, as soon as this right cue has been given, 
the exterior shape of the building takes care of itself. 
The building must first find its own soul in order to 
emancipate itself from the body and to give free vent 
to the Gothic instinct for height, to this predilection 
for an infinite, immaterial activity. 

This emancipation from the body, that is, from the 
whole sensuous architectural conception of antique 
tradition, commences in the Romanesque with the 
first a.ttempts at vaulting. With the first attempts at 
vaulting the northern architect strikes at the heart of 
the antique architectural form previously unprofaned 
by him. 

W e had better treat this important proceeding in 
a special chapter. 



Inceptive Emancipation from the Principle 
of Classical Architecture 

A NCIENT architecture, lUlder Oriental inspiration, 
had already deeply occupied itself with the prob

lem of vaulting in the Hellenistic period and further in 
the Roman period. Roman provincial art left imposing 
illustrations of its solution on northern soil as well 
[PI. XIV, B]. But with this ancient Classical tradition 
of vaulting the mediaeval art of vaulting that is now 
setting in has only some degree of connection technically, 
none artistically. It would certainly be easier to find 
artistic relations with the Oriental tradition of vault
ing, which, just like the later northem tradition, 
aimed at a pictorial rendition of space. But that would 
lead us too far afield. In order to understand the 
fundamental difference between the Classical and the 
Gothic, or northern, idea of vaulting, we must see what 
artistic ends were subserved by Classical vaulting. 
The genesis of the Classical art of vaulting is closely 
connected with the construction of interior space which 
began in Hellenistic times and reached its culmination 
in Roman times. We observed that in the Greek epoch, 
space, as such, played no artistic role; Greek archi
tecture, we saw, was pure tectonics, without intention 
of creating space. N ow, in Hellenistic times Greek 
sensibility has lost its sculptural character, which had 
tended wholly toward the substantial and tangible; by 
contact with the Orient it has become impregnated with 
non-sensuous, spiritual qualities and, consequently, from 
the tectonics there evolves an art of space creation. 
W e have already written of these relationships elsewhere. 
Even in this intention of creating' space, however, the 
true antique remains Classical, that is, it approaches 
even space with organic construc.tive intent and tries 
to treat this, it would seem, as something organic, or 
living, in fact, as something corporeal. In other words, 
clarity of form, tIle ideal of Greek tectonics, is super
seded by clarity of space, the ideal of Roman archi
tecture; the organic production of form is super-

(103') 
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seded by the organic production of space; the sculp
ture of form is superseded by the sculpture of space 
(if this audacious expression, which, however, exactly 
fits the circumstances, can be allowed). It is iiltended 
that the limits of the space shall be such as the space 
would have set for itself, as it were, in order to 
individualize itself from infinite space. It is intended 
that the impression shall arise of natural spatial limits 
within which the space can lead an independent life 
within organic bounds. Thu, it is intended that the 
unsensuous, that is, space, be sensualized, that the 
immaterial be materialized, that the intangible be 
objectified. These are the artistic aims promoted by 
Classical spatial art, which has the Pantheon as its most 
brilliant achievement [PI. XIX]. Here, the vaulting is 
only a means to the realization of sensuous sculpture 
of space, the ideal of which is to create, even by means 
of spatial relationships, the impression of a harmonious 
life, calm and self-balanced. In this harmonious picture 
of space the battle of burdening and carrying forces 
has now completely ceased. The mitigation of the 
structurally unavoidable clash of burden and power, 
which Greek tecton~c·s could effect only indirectly, that 
is, by means of a whole system of symbolic, intermediate 
members, R.oman sensuous sculpturc of space effects 
directly by means of the art of vaulting: in its gentle, 
organic roundness the vaulting assimilates all the carry
ing forces and leads them without any violence to a calm, 
obvious balance and conclusion. It would be hard to de
cide wbether such an architectonic picture as the 
Pantheon rises up from the earth or bears down upon 
it; thc case i.', rathel', that these impressions of carrying 
and burdening are mutually annulled by the absolutely 
organic production of space; the burdening and carry
ing forces are in a state of exact equilibrium. 

We sec, therefore, that in Roman art the vaulting 
is-apart from its purely practical s; ~ nifi('[\nce in 
buildings of utility- tbe result of a certain sensuous 
sculpture of space and, hence, plainly displays Clas
sical character. 
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Our whole account of the non-sensuous volition of 
Gothic art guides us at once to an understanding of 
'the quite different artistic requirements which the 
mediaeval art of vaulting has to meet. This is not the 
result of allY kind of organic, sensuous, sculptural 
tendencies; rather, it serves a striving for super
sensuous expression unacquainted with the concept 
of harmony. It is not concerned with the balance of 
carrying and burdening elements, active and passive 
elements, vertical and horizontal elements; but the 
action, the verticality, has to carry alone the artistic 
expl·e. ·sion. To overcome the burden by a freely rising, 
autonomou s action, to overcome the material by an 
immaterial kinetic expression- such is the purpose that 
hovers before the mediaeval art of vaulting, the goal 
it attains in the mature Gothic. In the mature Gothic 
one can scarcely speak of a ceiling as burden [P1. I] . 
For the perception and impression, the upper limit of 
the space is only the result of the union of the un
burdened ver6cal forces that press on from all sides 
and let the lll ovement echo away into infinity, as it 
were. Only by keeping this goal in mind can we 
appreciate in their entire, momentous significance the 
first attempts at vaulting in northem architecture. 
Only then, behind the technical advances, do we see 
struggling for expression the fOl'lll " 'ill, which makes 
them artistic advances, as well. 

In our discussion we omit entirely the question of 
the borrowing of architectural forms . This question 
first becomes acute when the foreign forms are welcome 
to the peculiar form "'ill, and then it is no longer a 
matter of borrowing, but of independent reproduction. 
Then the acquaintance with the foreign serves at most 
as a cue to prompt the still uncertain and groping 
form will to utterance. It only provokes and expedites, 
therefore, what is already fore-ordained and ripe for 
express ion in the inner line of development. So these 
external matters cannot alter tlie inner course of 
development, and a discussion <levoted only to this 
inner, almost nnderground development can appl'O-
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priately quite disregard these irrelevant external mat
ters. 

The development made a beginning with the 
readiest and technically simplest application of the prin
ciple of vaulting, the barrel vault [PI. XX, AJ . With it 
the first assault was attempted against the roof and 
its heaviness. Yet this undifferentiated, expressionless, 
structurally unaccen!ed kind of vaulting, with its organ
ically compact form, did not offer the longing for ab
stract expression of northern artistic volition any op
portunity to take hold and assert itself. This regular, 
round form, in 'which the active and passive forces were 
undiscriminated and which was consequently unac
cented structurally, was a dead mass for the non
sensuous northern artistic feeling. The attempt had to 
be made to get pronounced accents out of the uniform 
continuity of the vault; the attempt had to be made 
to give the mass of the vault an expression of struc
tural action corresponding to the Gothic need of ex
pression. Cross-vaulting [PI. XX, BJ more nearly met 
these artistic requirements and so in the Romanesque 
attained a predominance that it had never had before. 
For the whole treatment-especially the decorative 
treatment- of the cross-vault in Roman times shows 
that it was then cultivated not for the sake of its 
structural and mimic expressiveness, but only for its 
great technical advantages. It is significant also that 
the south of F 'rance, with its unbroken ancient tradition, 
refused cross-vaulting any firm footing, although in 
this region the best guidance to technical perfection 
in vaulting was offered by the imposing Roman vaulted 
buildings. Southern France did not advance to cross
vaulting, it retained the barrel vault and gave it a 
monumental shape extremely refined technically. It 
did not make the advance to cross-vau~ting, because 
this contradicted its sense of form, which was still 
tinged by the antique. But the further we go into 
central and northern France and the more the Teutonic 
element counts in the population, the more we see 
the cross-vault dominate, and the most, finally, in 
Norman architecture. On the other hand, how very 
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distasteful the cross-vault was to the Classical form 
will is best shown by that aversion of the Renaitlsance 
to it which Burckhardt expressly emphasized. To be 
sure, cro s-vaulting- was still continually used, but con
cealed. The mimically patent expression of its struc
ture was taken a"oay either, as in Roman times, by 
coffering, or by decorating with other details. 

But the cross-vault went far toward satisfying the 
northern form ,,·ill. For, in contrast to the barrel 
vault, "which for northem sensibility was dead, uniform 
mass, there already exists in its case a clear, weH
arranged division into parts. The vaulting already re
veals itself as action here. A unitary accent of height 
is plainly expressed at the meeting of tbe four sec
troids, and this accentuation of the crown is enough 
to give the whole vault, in spite of its real lowness, 
the illusion of rising up in the middle. From barrel 
vaulting, which is entirely undifferentiated in the 
direction of the active or the passive, cross-vaulting 
is distinguished, therefore, by its pronounced active 
character. In particular, the groins, along which 
the sectroids come together, are decisive for this im
pression; they give the vault a linear mimicry that al
together corresponded to the northem artistic will. 
It is evident that the future Gothic development went 
to work on this groining. The first step was to em
phasize this linear mimicry by outlining the groi.n arches 
with ribs [PI. XXI, B], which originally had no ill
herent cOllnection with the vaulting and, besides their 
purpose of support. also served to r einforce the 
linear expression. The Romans, too, had already used 
this rib strengthening, but it is characteristic that in 
their case "the strengthening was of more consequence 
during the execution than for the finished building" 
(Dehio and Bezold) . In other words, with the Romans 
the rib strengthening played only a practical role, not 
an artistic. one; it was but means to an end. In 
Romanesque art, however, it ",vas both end in itself and 
vehicle of artistic expression. On the other hand, 
German architecture shows by many examples-the 
practice was common in Westphalia, especially-that 
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the ribs were attached to the finished vaulting and are 
in this way plainly to be recognized as mere decorative 
members, that is, as mere mimic bearers of expression. 

Now the second great decisive step in this groin 
development consists in allo,ying- the inner construction 
of the vault to be covered with this linear mimicry. It 
is the great Gothic transformation of the vaulting 
system that makes the ribs the real bearers of the 
vaulting construction and puts the sectroids into the 
frame only as filling. The ribs become the essential 
scaffold of the whole construction: the artistic sig
nificance of the ribs becomes one with their structural 
significance. And we shall see how this process, decisive 
for the whole Gothic problem, continually repeats 
itself, how always at first the Gothic longing for ex
pression is able to manifest itself only superficially and 
utters itself only decoratively, beyond the construction, 
as it were, until, finally, it discovers that language in 
which alone it can express itself in a convincing manner, 
namely the abstract, non-sensuous language of con
struct.ion. Then all impediments to utterance disappear 
and the unsullied, unreserved performance of the 
faculty of expression is guaranteed. 

This idea of letting the structural element be an 
end in itself, of making it t.he bearer of the artistic 
expression, was hoverin,g more or less consciously be
fore the northern architect also when he introduced 
the pillar as supporting member and let it gradually 
crowd out the column. This crowding out did not take 
place quickly; the suggestive power of antique tradition 
was too strong for the column, t.his true representative 
of antique architecture, to have died out at once. At 
first the pillar only timidly dared to assert itself be
side the column, until it finally became evident that the 
future of the development belonged to it. And the 
basilica with pillars soon played a dominating role, 
particularly in regions that lay far from the scene 
of Roman influence and were consequently less exposed 
to antique suggestion. 

It may readily be seen why the northern artistic 
sense found the column distasteful and preferred the· 
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pillar. The structural fum:tion of support is organ
ically perceptible in the column, but for this organic 
perceptibility northern artistic sense lacked that cul
tivated sensuousness which the antique had. The pil
lar, on the contrary, is entirely objective and exercises 
the function of carrying without any by-product of 
expression. But precisely this objective, structural 
character of the pillar offered the northerner's desire 
for abstract expression a chance of getting a foothold, 
as the column, which was tied to a world of organic 
expression, did not. 

The fact that the rectangular pillar made its ap
pearance already in early Romanesque times proves 
that it was adopted at fi.rst only because its shape met 
the northern longing for expression. It is not true 
that, as is usually said, it put in its appearance when 
yauIting began to be intended. But doubtless from the 
tendency toward vaulting the independent preference 
for it received a dependent technical justification; that 
is, in connection with the purposes of vaulting its 
mere artistic significance became also a structural OIle. 
For since the pressure of the vault in cross-vaulting
is not evenly distributed but is concentrated OIl the 
four outer corner , this pressure concentrated on the 
four angles bclow needs stronger support than thc 
weak columns could offer. Under these circumstances 
thc pillar presented itself as the proper substitute for 
the column. 

Through this structural connection of vault and 
pillar, however, the pillar gradually begins to lose its 
objective character. Its latent expressiveness seems to 
be aroused by its close connection with the girths and 
ribs of the vaulting. It is no longer an objective 
supporting- member, as it was in the unvaulted basilica. 
After it has come in touch ,,·ith the vaulting- by means 
of cng-ag'cd columns which receivc the ribs of the vault, 
its vital energy secms awakened and it no longer seems 
to carry, but to ascend. It takes part as an activc 
member in the general vertical movement in process of 
development, and th e structural connection of the 
pillar and vault systems bcgins to express itself in a 
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clear, convincing mimicry [PI. XXI, B]. 
This simple falling back upon the structural, funda

mental elements of the building and this renunciation 
of all antique artifices for translating into the organic, 
give t.he interior construOOioll of the Romanesque 
minster its stamp, which is seen in large scale and in 
small. As an example in point, the form of the Roman
esque capital may be recalled. The comparison of a 
R,omanesque cubiform capital [PI. XI, C] in its clear 
tectonic form with an antique capital [PI. XII] shows 
best, perhaps, the tendency of the Romanesque archi
tect to go back to clear, structural objectivity. In all 
this appears a more negative process, necessary to 
clear the way for future development. The structure 
in its objectivity must first be cleansed of all the 
sensuous accessories with which Classical artistic will 
has contaminated it, and the structural forces must first 
be rallied, before the great artistic expression of the 
Middle Ages can be attained by these forces alone. 

Thus, Romanesque architecture already brings out 
the structure, indeed, but does not yet intensify it; the 
great pathos of the Gothic has not yet set in. The 
Romanesque style is a Gothic minus enthusiasm, a 
Gothic still involved in material weight, a Gothic with
out final transcendental deliverance. It has fallen back 
upon logic, but does not yet thereby pursue a super
logical purpose. This seriousness .which is in a large 
measure heaviness, this objectivity which is in a certain 
measure frugality, this show of agglomerate, retarding 
weight which has a ceremonial, bu.t not transporting, 
effect, predestine the Romanesque style to become the 
true Protestant German style, and it is, therefore, no 
accident that modern Protestant church architecture 
is fond of taking up the Romanesque style again 
[PI. XXI, A]. The half-way and hybrid character 
that clings to Protestantism, the vacillation between 

' rational, scholastic elements and metaphysical ele
ments, between rigorous subjection to the word and 
individual freedom-all this is reflected in the Roman-

", 'esque style, too. It, too, is full of inner contradictions. 
' It is half Gothic scaffolding already, balf antique 
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masses still. Along with the most exacting regularity 
of ground-plan, it shows elsewhere a capriciousness, 
which leads Dehio to the conclusion that symmetry in its 
strictest form is thoroughly disagreeable to the Roman
esque, which, consequently, always breaks it more or 
less abruptly. In no style are strict rule and caprice 
so closely connected as in the Romanesque, in no 
religion are they so close together as in Protestantism. 

The German national character of the Romanesque 
style dis'tinguishes it clearly from the international, 
universal Gothic. The Romanesque is the style of pre
dominantly Germanic lands, without much admixture; 
it is most firmly anchored in Normandy, Burgundy, 
Lombardy, and, finally, .Germany proper. 1ts ef
florescence is closely connected with the great days of 
German imperial rule. vVith the fall of this imperial 
power its period of resplendence also ends. 



Complete Emancipation in the Pure Gothic 

W E. have seen how the northern Gothic form ener-
gies already became independent in the Roman

esque style, how they ~teadfastly asserted their place 
beside the antique tradition. But we have seen also 
how they remained standing beside it, how they lacked 
the strength for the last step, for the full emancipation 
from antique tradition. This great and decisive act 
required an enthusiasm, an elan of the volition, .such as 
the peoples of predominantly Germanic character did 
not, in their heaviness, foster. Their dull, chaotic 
bent remained traditional, remained materially bound. 
They lacked the great, decisive stimulus to free them
selves from tbis subjection; hence, the Romanesque 
style presents only the picture of suppressed, bound, 
restrained power. 

The start toward liberating this power had to come 
from without. This function fell to the lot of Latin 
western Europe. It gave the irresolute northern 
artistic volition the great initiative that led it to full 
liberation. The Teutonic nortb, in its heaviness, has 
always been incompetent to formulate independently 
what it has vaguely felt and wanted. It IS always 
western Europe, dominated by Latin elements, that 
overthrows the law of northern sluggishness and in a 
great effervesence of its energies pronounces the word 
the Teutonic north has had on the tip of its tongue. 

In the heart of France, where Germanic and Latin 
elements interpenetrate most intimately, there the liber
ating deed was enacted, there the cue with which the 
Gothic proper commences was given. Latin enthusiasm, 
which can reach the highest pitch without losing its 
clarity, discovered tne clear formulation for the un
clear northern volition. In other words, it created 
the Gothic system. 

(112) 
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In spite of this, France cannot be ca.lled the real 
mother c:ountry of the Gothic: the Gothic did not 
originate in France, only the Gothic system . 11'0r the 
Latin elemenl-s in the population, which endowed France 
with this power of initiative and this power of clear 
forlllulation, were what, on the other hand, also kept 
alive the connection with the antique tradition and its 
organically colored artistic ,,-ill. After the flrst en
thusiasm had died out, after the Latin elements had 
by a great exertion, by a mighty achievement decisive 
for the whole Gothic, responded to the provocation 
which the Germanic north gave for the clear formula
tion of the Gothic train of ideas, their mission was, so 
to speak, fulfilled, and there set in a sta to of self
consciousness, during which Classical artistic feeling, 
which had been tOlllporaril.\- totally eclipsed by tll e 
great mediaeval ,task, loudly announced itF'elf once 
more. Precisely in this land of happy miscegenation 
there was no permanent home fo1' ,Gothic one-sidedness. 
The Latin jo~- in decorative :finish, in sensuous clarity, 
and in ol'g-anic harmony kept down too much the Ger
manic need of exaggeration and excess. Thus, it hap- -
pens that an unrnistakable air of organically clarified 
Renaissance feeling hovers over evell the most beauti
fnl and most matme Gothic buildings in France [PI. 
XXV]. Full verticality is never reached, horizontal 
accents always keep the balance. Thus, one can say, 
of course, that France has createrl the most beautiful, 
most living Gothic buildings, but not the purest. Tb e 
land of the nnutlulterated Gothic is the Germanic north. 
To that extent is justified the assertion "'e made at the 
b{)g-inning of our study that the true architectonic ful
filment of the northern form will exists in German 
Gothic. To be sure, English architecture, too, has undi
luted Gothic coloring [PI. XXII]; to be sure, mng-Iand, 
which is too firmly constituted and self-sufficient to 
have had its Oim artistic will so di so rientnted by the 
Renaissance as Germany's, (;ultivates the Gothic even 
to tbis day ns its national style. Yet this English Gothic 
is without the spontaneous Clan of the German Gothic, 
withont its str ong pathos that breaks against obstacleR 
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and becomes intensified. English Gothic is more re
served, one might almost say more phlegmatic; hence, 
it is apt to be in danger of appearing cold and sterile. 
Above all, it is more superficial, more amateurish than 
the German Gothic. Wha.t seems in the latter like 
inner necessity, seems in E·nglish Gbthic like more or 
less capricious decoration. 

In spite of the indisputable fact that the Gothic 
was most. firmly anchored among Germanlcally tinged 
populations and lasted longest there, one may well 
agr ee with Dehio when he says that the Gothic knew 
no exact national bounds but was a supernational and 
a temporal phenomenon which is exactly characteristic 
of the late .Middle Ages when the national differences 
melted away u~der the glow of a consciousness of 
r eligious and ecclesiastical unity comprising all E urope. 



Interior Construction of the Cathedral 

"I S there not some analogy to the battle fought by 
the cburch against natural man, ,,·hen the Gothic 

forces the stone into a form in which it has apparently 
forgotten its weight, its brittleness, its natural tendency 
to lie down and has apparently assumed a higher, 
living nature W Is there not a very deliberate contra
diction of common experience, a yearning for miracu
lous effects, when the architect makes it the goal of 
his sagacity to render invisible all that gives solidity to 
the interior construction ? Unquestionably, t.his whole 
phase of the Gothic, which determines the aesthetic 
impression, has nothing to do with that striving for 
structural verity w1bJich seems to dominate the Gothic. 
He who is unable to divine the copious elements of 
mysticism commingled with the calculation of its mas
ters, will also be unabfe to understand what they have 
to say as artists, that is, as true sons and legitimate 
spokesmen of their age." 

We place these sentences of Dehio's at the be
ginning of the chapter on the Gothic proper, because 
they so aptly hit the true character of all the technical 
progress of the Gothic, because they show us in ad
vance how the whole outlay of logical acuteness which 
the Gothic builders muster up serves, in the last analy
sis, only superlogical purposes. 

There is scarcely anything new to add to the 
logical and psychological interpretation of the Gothic 
system, as it has been attempted by many others along 
with Dehio. So much that is ingenious and pro
found has already been said on this theme that the 
danger of unconscious plagiarism is scarcely avoidable. 
Further, we are actually less concerned in our study 
with this acme of the Gothic than with that latent Gothic 
which is already displayed in the whole series of pre
Gothic styles and the connection of which with the 

(115) 
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Gothic in the narrower sense we wished primarily to 
show. We may, then, be brief. 

As we have seen, the Romanesque [PIs. XVIII, XX, 
and XXI] was still a style of masses; that is, the 
natural weight of the stone, its materiality was still 
the basis of the construction as well as of the aesthetic 
impression. Sinoe this style had been formed under 
the suggestion handed down by that antique architec
tural feeling which had won from the material a life 
of organic expression, a certain process of disorganiza
tion of the material was necessary :first of all to ac
commodate it to the northern form will. What re
mained in the Romanesque style after this disorgani
zation was the material as such, the material which 
was non-sensualized but not yet spiritualized. Exter
nal beginnings of the spiritualization, that is, of the 
division of the material into parts, of the release from 
it of active vital forces, were initiated already in the 
Romanesque style, but remained, as has been said, ex
ternal; they were not yet connected with the internal 
construction. We ascertained the :first step toward this 
internal spiritualization in the rib construction of cross
vaulting. It was the :first step into the ,Gothic proper 
when these ribs relinquished their character as mere 
mimic enchancement of expression in order to take 
over the static control of the vault and consequently to 
become agents of expression and of function at the same 
time. 

The development beginning here was :first brought, 
however, to a more important and more sweeping re
sult by the introduction of the pointed arch. 

It is interesting that a form which but outwardly 
taken, with its strongly accented expression of homo
geneous upward action, is a sort of brief linear diagram 
of the mediaeval aspiration for trans~endence and, by 
the same tokens, of the Gothic longing for expression, 
that a form which for these reasons r epeatedly, doubtless 
only on decorative, external grounds, found recep
tion in the system of architecture should very quickly 

. manifest a structural use which at a stroke cleared the 
way for the still structurally impeded Gothic form will. 



A . S. :'11.\1:1.\ :'I1.\l;G lill{l·: . R() ,\ I I'; 

n. ;\lolJ l':;\',\ C .\TII I·: IJIL\L C. S. A 1'01.1.1., ,\1;1': I ;\' C I. .\" " I·; 

PL.\·n; XXIII. 

,- ... 

ji 
~ ~ 

-t ... 
~ to 
~ . . ... 
~ ... 
~ ... 
-i ... .. .. . . ... 
~ • • t'" 

~ t~ ~t · t 
-t--t ... ~;-

D. UUI C ,\ 'I' III·: IlH .\L 



INTElUOR, CONSTR,UC'IlON OF THE, CATHEDRAL. 117 

Only because the decorative significance of the pointed 
arch so coincides ,vith its structural significance, did 
it attain to the standing of the standard criterion of 
the Gothic style. Wherefore, the incomparably more 
important intrinsic significance was, it is true, usually 
overlooked because of the more obtrusive extrinsic sig
nificance. The structural advantages, also, of the 
pointed arch were, of course, known long before. The 
pointed arch is as old as the art of vaulting itself. To 
that. extent, therefore, one cannot speak of an invention 
on the part of the Gothic. But certainly the Gothic 
alone has made it and its structural significance the 
basis of a whole system maintained with the utmost 
consistency throup:1lOut. 

As long as the round arch was held to, it was tech
nically difficult to vault any but square compartments. 
For equal heights at the crown resulted only from equal 
spa.ns of 11illar intervals. Thus, that limitation of the 
ground-plan to squares became necessary which surely 
gave the Romanesquc building' a very serious ano 
ceremonial appearance, but, on the otller hand, hindered 
the vertical expanse from running unbroken through 
side aisles and main ai. -Ie as the northern architectural 
will nesired. For two small square bays of the side aisle 
must always be arranged beside one of the main aisle 
[PI. :XXI, B anI PI. X.XIII, BJ. An intimate connection 
of the vaulting' ofi the side aisle with that of the main 
aisle wa s, therefore, unattainable. The rhythm of the 
main aisle 'nl s different from that of the sine aisles. 
",Vhere the main aisle took a long.' step, the side aisles 
took two short ones. Accornimdy, they only ran along 
beside each other, not to,Q;ether. Their only common ehar
acteristic lay in the fonYal'd movement, not in the up
ward movement. Now since this upward expansion was 
the real goal of the northern architectural will , it is evi
dent ho\\' much it suffered from that limit-ation to 
squares, w}lich held back precisely the llOlllogeneous up
ward expansion of the building-. 

The Earlv Cllristian hasilica bad the altar as its 
ohjcct rpI. XIV. C and P1. XXIII, A and C1. In it tlw 
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whole attention wa~ directed to this terminus of the 
movement, the altar, by energetic, compulsory force of 
line. The Gothic cathedral, too, knows a compulsory 
force of line. But the direction is different. It is 
the unreal line into vanishing height toward which all 
powers and activity are directed . . The basilica had a 
definite goal. The Gothic cathedral has an indefinite 
one. Its movement dies away in infinity. N ow since 
in both architectural tendencies the specifications of the 
cult in general, and therefore the practical spatial needs 
as well, remain the same, the Gothic upward expansion 
can be evolved only beside, only in spite of, this longi
tudinal extension which the cult demands. The longi
tudinal extension of the building is, therefore, kept by 
the oblong ground-plan of the whole. Now while the 
rigid Romanesque system, with its rhythmically inex
pressive squares, which were indecisive in their indica
tion of direction, c.ould not yet counteract this longi
tudinal extension of the whole with any equivalent 
vertical expansion, the ,Gothic system, by means of the 
pointed arch and its structural use, is able to make this 
great oblong of the whole ground-plan (against which 
the R.omanesque square bay, despite all vaulting, was 
helpless) vanish into a system of compartments likewise 
oblong but ordinarily not lying parallel to the oblong of 
the total ground-plan,. but perpendicular to it [PI. XXIII, 
D and PI. XXIV]. The effect of these compartments is 
to paralyze the exclusively longitudinal extension of 
the building and to introduce an equivalent latitudinal 
extension, which in connection with the results already 
attained in vaulting lead to a homogeneous upward ex
pansion. The oblong shape of the total ground-plan is 
now actually advantageous to this vertical expansion. 
For it characterizes the whole building with an aspira
tion for height, which acquires redoubled dynamics be-
cause of the relatively narrow lateral limits. . 

This possibilty of a vertical expanse which runs un
broken across the whole building, including main aisle 
and side aisles as well-of the so-called Gothic travee
results first, as has been said, from the pointed arch and 
its structural consequences. For the adaptable pointed 
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arch has first made it possible to get equal crown heights 
even with unequal pillar intervals, that is, over oblong 
compartments. The clumsy ra,tio 1 : ,2 01[, the bays of the 
vaulting of the main aisle to those of the side aisles 
disappears; main and side aisles get the same number 
of intimately, mutually related vaults; they do not run 
along beside each other any more toward a fixed goal 
in the longitudinal dimension, but they rise together in 
the vertical dimension. 

The primary accent of the whole building falls, 
therefore, on the main aisle and its heavenward leaping 
TlllOvement; everything else is subordinate, everything 
else dependent. The side aisles, which still functioned in 
the Romanesque style as independent, coordinate units of 
space, now get their aesthetic meaning only from the 
movement struck in the main aisle, which they subserve 
merely as arses, so to speak. If this arsis is strengthen
ed by the iniJroduction of two additional side aisles 
[PI. XXIV], that only corresponds to the truly Gothic 
need of piling up single effects to increase the total 
impression. The richer . treatment of the prelude de
prives the theme of the whole building-the movement 
of the main aisle [PI. I]-of none of its force; on the 
contrary, its great, strong lines are only the more power
ful and forceful after the syncopation-like protraction 
that the side aisles give. 

Through the introduction of the pointed arch into 
the construction of vaulting that process of demateriali
zation of the body of the building which was already be
gun in the Romanesque is COIDIJleted. The Romanesque 
style only achieved an outward separation of the stati
cally active and the space-enclosing elements; now the 
Gothic entirely rejects the merely space-enclosin o• mem
bers and constructs the whole building of statically ac
tive members alone. Already in the Romanesque period 
this tendency displayed itself in the strengthening- of 
the ribs of the vault, in the separation of the static 
control of the rib-work from the functionless filling of 
the sectroids. The pressure was concentrated upon the 
four corner pillars on which the vaulting was built and 
the wall between the pillars was thereby disburdened. 
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It was the first step in the direction of the complete 
dissolution of the walL This had already become in 
large measure functionless filling like the sectroids. But 
the strong lateral thrust that the round arches still 
exercised on the pillars continued to impose upon the 
latter, for the time being, a massiveness which allowed 
the Romanesque no ultimate escape from the ,,'all and 
which, therefore, strikes the Gothic form will as some
thing to be overcome. The introduction of the pointed 
arch in vaulting construction first gives the Gothic 
architect the chance to carry out his aspiration for a 
building with taut sinews and pliant members, and with
out any superfluous flesh or any superfluous mass. For 
the much slighter lateral thrust of ogival vaulting per
mits a higher and more slender treatment of the sup
porting ' pillars, and thus first makes possible that 
thorough breaking up of the static construction, and that 
expression, consonant with Gothic demands, of delicate, 
flexible, and unencumbered action. It is as if, now-with 
the introduction of the pointed arch-a great self
consciousness went through the building. The cue seems 
to be given that lets its pent-up need of activity, its 

. predisposition to express pathos, take the stage. The 
whole building strains itself in the joyous consciousness 
of being freed at last from all material weight, from all 
terrestrial limitations. The pillars grow high, slender, 
and supple; the vaulting loses itself in dizzy heights. 
And yet everything is subservient to this vaulting 
carried far aloft. F 'or its sake only the building seems 
to exist. The vaulting already begins at the foundation 
of the building, as it were. All the great and small 
vaulting-shafts, which spring up from the floor and like 
living forces invest the pillars, appear both structurally 
and aesthetically as mere preparation for the vault. 
With lithe strength they fly up from the floor to fade 
away gradually in an easy movement. The movement 
pressing on from both sides is unified in the crown of 
the vault by a keystone, which, in spite of the actual 
weight demanded by its structural function as abutment, 
makes no aesthetic impression of weight and appears. 
rather, a natural termination, light as a flower. 
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In the description of this Gothic interior construc
tion our terminology has unintentionally altered. It 
has assumed a wholly different and more sensuous tone. 
'Ve are now talking of lithe, living f01'ces, of taut sinews, 
of flower-like terminations. Is the abstract, the super
organic, the mechanical quality of Gothic activity~ in 
the sense in which we have identified it as the basis of 
northern form will, not compromised by snch epithets 
taken over from the conception of the organic 'J We 
must enter into this questioll, because the answer shows 
that the northern artistic volition aims only at strongly 
exp'ress·irve activity and that it resorts to the above
mentioned abstract, mechanical activity because the 
Jatter is far snperior in strength of expl'e~sion to 01'

ganic activity', which is alwa~ .. tied down to organic har
mony and caters, consequently, rather to tho beauty than 
to the power of ex pre. sion. (In a similar way a me
chanically regulated marionette is more strongly ex
pressive than a living actor.) The answer further 
shows, on the other hand, that, where the Gothic artistic 
will is withheld by outer circumstances from the ab
stract means of expression, it raises the organic means 
of expression to such a degree that they approxinlate 
the forcefulness of mechanica1 expression. 

The Gothic architect is placed in this po~itioll whon 
he comes to the interior construction of his eathedrals. 
Tho Gothic master is not purely a master of tectonics, 
like the Greek. He is, rather, a builder of interior space 
who continues, and gives the final touch to, that great 
process of spiritualizin o' tho sensibilities "'hidl began 
in Heneni~tic t imes. Space is no longer a mere con
comitant of a purely tectonic process, but it is tho 
primary thing, it is the immediate point of departure 
of the artistic conception of building. For the Gothic 
arc-hitect it is only a question of getting from the space 
an expressional life corresponding to the ideal aims of 
his arti stic creation. 

Now space, in and of itself, is something spiritual 
and incomprehens ible. In this, its essence, it there
fore eludes every formative power which is ereative of 
expression. For <1, thing we cannot comprcbend we can-
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not express either. Space we can comprehend only 
if we take away its abstract character, if we, by a 
substitution, present it to ourselves as something cor
poreal-in short, if we transform the experience of 
space into an experience of the senses and the abstract 
space into real, atmospheric space. Abstract space has 
no life, and no creative power can get any expression 
from it; but atmospheric space has an intrinsic life 
that directly affects our sens.es and thereby offers our 
formative power a hold. 

In this matter of building space the Gothic bent for 
spiritualization, therefore, finds itself placed in a sphere 
of organic and sensuous expression. Its proper sphere, 
the non-sensuous, is closed to it; accordingly, it has only 
the alternative of metamorphosing the sensuous into the 
supe1"sensuous. A supersensuous effect must be got 
from the sensuous experience of space; that is to say, 
the means of sensuous expression must be intens~fied so 
as to produce a supersensuous im~plression. Here, again, 
the inner connection of Gothic and Baroque makes its 
appearance. For it is just this same Gothic mediaeval 
form will that spends its fury in the ' sensuous pathos 
of the Baroque after its proper means of expression, 
the abstract and the superorganic, have been taken away 
by the Renaissance. Thus, the Baroqu:e is characterized 
by the sensuous become supersensuous, the same as 
is the spatial effect of the Gothic. . 

This specific characteristic of Gothic space creation 
and space feeling becomes particularly clear if one re
calls the healthy, lucid, sculptural quality of space in 
Roman architecture, as expressed in the Pantheon, for 
instance [PI. XIX] . One finds no pathos here. The 
lucidity of the spatial picture checks all supersensuous, 
mystic feeling. The Roman form will, with its Classical 
stamp, only sought to give the space an organically 
independent and harmonically completed and satisfied 
life. 

When one enters the Pantheon, he feels he is freed 
from his individual isolation. The mute, ceremonial 
music of space moves him to a comforting, refreshing, 
sensuous self-communion; he joins in the swing of the 
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unspeakably pleasant rhythm of the life of space; he 
feels sensuously clarified. And what but this sublime 
happiness of ideal sensuous clalifica.tion does Classical 
man wa.nt in his whole art! 

But when one enters a Gothic cathedral [PI. I], 
he experiences something different ,from a, sensuous 
clarification. He experiences an intoxication of the 
senses, not that direct, gross intoxication of the senses 
that the Baroque produces, but a mystic one, not of 
this world. 

Gothic space is unbridled activity. Its effect is not 
ceremonial and calm, but overpowering. It does not 
receive the visitor with gentle mien, but carries him 
away by force, operates as a mystic compulsion, un
resisting submission to which seems bliss to the over
wrought soul. 

This deafening by the f01 ·tissimo of the nlusic of 
space just exactly suits Gothic religion and its mania 
for redemption. We are here remote from any Classical 
world . To be put in a r eligious and ceremonial mood 
Classical man only asked ,'for clarity of space. His 
religious and artistic contentment we're closely de
pendent on harmony and balance. Even as a builder 
of space he r emained a sculptor. On the contrar,v, only 
the pathos of space can put Gothic man in a religi.ous 
mood . Only this quality of pathos raises him above 
his earthly limitations and his inner misery; only in 
this ecstasy, carlied to self-annihilation, is he able 
to feel the touch of the eternal. So even as builder of 
space his inhcrent dualism commits him to trans
cendentalism, to mysticism. While Classical man sought 
only sensuous self-communion, he seeks sensuous 8e1£
oblivion, seeks through self-abandonment to lay hold of 
the supersensuous. 

The Gothic architect lends no ear to the latent 
r equirement.s of atmos:piberi'c space for salutar.y, rhyth 
mic boundary. Because of his morbidly excited need of 
expression he offers violence, rather, to atmospheric life . 
Wbere the Classical architect only hearkened to it and 
obeyed it as an understanding servant, he actively 
opposes it. He pens it up, hie, gives it hindrance after 
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hindrance and stuhbornly gets from it by force an 
entirely distinct rhythmic movement which is augmented 
to the utmost momentum and has as its goal infinite 
height. Rebuffed on all sides, shattering on a thousand 
obstacles, the atmospheric life of the whole interior 
space leads a vehemently agi.tated, restless existence 
until it finally with almost audible roar breaks against 
the vaulted ceiling. There a kind of whirlwind is 
engendered which blows irreS'istibly upward. If one 
is at all sensible of space, he never steps into the 
great Gothic cathedrals without feeling a dizziness be
cause of the space. It is the same feeling of dizziness 
which exhales from the chaotic tangle of lines in early 
northern ornament. Plus Qa change, plus Qa reste la 
meme chose. 

The sensuous experience of space prescribes the 
organically rounded shape of the architectural elements 
with which the space is articulated. Everything hard, 
angular, discordant with the life of atmospheric space 
has to be avoided. The sensuous conception of space 
is transferred to the system of its division. The vault
ing-shafts and ribs which pilot the course of the sensu
ous experience are made either round or semicircular; 
they have organic expressional value as has the spatial 
life they serve. But here, too, . the transition from 
sensuous to supersensuous soon occurs; that is, the 
architectural members continue constantly to lose their 
corporeally material content and to become bearers of 
ahstract expression. This process is accomplished by a 
conscious transformation of the profiles. The first stage 
gives them a pear-shaped section. By this pear-shaped 
section an already more linear, abstract expression be
comes dominant within their very corporeal character. 
The entire elimination of any suggestions of bodily 
expression then follows in the second stage: the profiles 
become concave so that there only remains framed in 
on either side by deep shadows a slender fillet, which 
finally substitutes for the bodily tangible function a pure
ly spiritual, intangible expressiveness. Thus, the artistic 
treatment in this case, too, leads in the end to non-
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sensuous mimicry which is free of all structural purposes 
and seems to exist only for its o\\"n sake, a mimicry 
which gives expression to 110 corporeal forces, but to 
spiritual energies. So even here where an organically 
rounded and corporeally firm treatment of the archi
tectural members is indispensable because of the un
avoidable sensuous conception of space on the one hand 
and because of the inevitable static conditions on the 
other, we observe how the Gothic need of spiritual ex
pression has its way and spiritualizes the material by a 
r efined process of dematerialization. 



Exterior Construction of the Cathedral 

THE Gothic cathedral is the most striking and com-
plete representation of the mediaeval mind. Mysti

cism and scholasticism, these two great mediaeval 
vital forces which generally appear incompatible op
posites, are closely united in it and grow directly out 
of each other. As the room within is wholly mysticism, 
the construction without is wholly scholasticism. It 
is their common transcendentalism of movement that 
unites them, the same transcendentalism but served by 
different means of expression, in the one case by 
organic, sensuous means, in the other case by abstract, 
mechanical means. The mysticism of the interior is 
merely a scholasticism deepened and rendered organic 
and sensuous. 

It was Gottfried Semper, with his Classical pre
possession, who IfiTst coined the term' '" petrified scho
lasticism," and he thought to discredit the Gothic there
by. But this criticism, exactly to the point, can signify 
a condemnation of the Gothic only to one who is incap
able of surveying the gTeat mediaeval phenomenon of 
scholasticism because of the narrowness of his modern 
one-sided outlook. We wish to get away from this 
modern one-sidedness of judooment concerning scho
lasticism and try to offer in place of a modern and rel
ative evaluation a positive interpretation. For the pres
ent, we desire to witness how this northern predispo
sition to scholasticism has evinced itself in architecture. 

In ancient architecture, as far as this had anything 
to do with spatial artistic problems, and in all styles 
dependent upon it, hence, . especially in the Romanesque, 
the construction of the exterior revealed itself as the 
outer complement of the inner enclosure of space. Now 
we have seen that in the Gothic style the proper space
enclosing factors, that is, the firm walls, have been dis
solved and the structural and aesthetic functions have 
devolved upon the individual static forces of the con-

( 1~l()() 
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struction. This fundamental alteration of the architectur
al conception is bound to exercise its natural reaction 
upon the treatment of the exterior. Outside, the firm, 
closed walls must also be suppressed, the process of 
emancipating the individual forces must also win its 
way through. 

We have seen how the process of articulating the 
expressionless exterior 'vall with pilaster strips and 
arcading commenced already in the Romanesque style. 
But the active forces that there enlivened the wall 
and made it expressive had only decorative significance, 
for they did not yet stand in any immediate, visible con
nection with the inner construction. Outer forces were 
speaking, not the immanent forces active in the build
ing itself. The language of construction was yet un
discovered, and to it alone was reserved the possibility 
of fully expressing the Gothic will. The configuration of 
the interior, as we saw it take shape in consequence of 
the tendency to vaulting", gave the cue to rouse and 
make independent on the exterior construction, also, 
the immanent active fortes. With the disburdening of 
the walls as calTi~rs of the vaulting and with the con
centration of the pressure on single, specially accented 
points the necessity of buttressing arose automatically 
just as it arose and was solved under similar circum
stances in other architectural styles. The Gothic but
tress system is nothing new structurally, yet it is new in 
that it is made visible instead of being concealed, as 
elsewhere, by the walling in of the whole. With this 
making it visible first comes the aesthetic emphasis of 
a structural necessity; that is, the Gothic longing for 
expression has discovered in this structural necessity 
opportunity for aesthetic expression, as well, and with 
that has found the categorical principle of the exterior 
treatment of the building. 

Here, too, it is the introduction of the pointed 
arch that resolves the still hesitant and groping voli
tion and causes the system to be consistently carried 
through. For only with the introduction of the pointed 
arch does the vaulting of the middle aisle reach its 
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full height and only then do the corresponding pillars 
acquire their extreme slenderness, which, in spite of 
the relative lightness of the burden, involves the dan
ger of collapse. The r esultant necessity of making sup
ports possible at certain points and, besides, at a 
height where the low side aisles demanded by the Goth
ic empbasis of the middle aisle can no longer be made 
to take in the supporting members, leads to a but
tressing which projects free in the air away over the 
side aisles-leads, that is, to an avowed display of 
the individual static powers that make up the struc
ture of the whole building [PI. XXV]. 

'With a grand, energetic gesture the flying but
tresses transmit the vaulting thrust of the central 
aisle to the massive buttress pillars of the side aisles. 
To make it easier 'for them firmly to withstand the lat
eral pressure of the burden, they ara loaded on top with 
pinnacles. The structural significance of this buttress 
system is intelligible, therefore, only when one follows 
it out from the top downwards. For the aesthetic im
pression, however, the opposite direction is what counts, 
from the bottom upwards. We see how the heavenward 
aspiring energies free themselves from the power 
reservoir of the buttress pillars to attain their goal of 
height in a mighty exhibition of mechanical power. 
This movement from the buttress pillars along the fly
ing buttresses to the clerestory of the middle aisle is 
of a compelling mimic power. All means are taken to 
force the observer to this aesthetic conception, which 
is the reverse of the structural conception of the but
tressing system. For example, the pinnacles do not 
give the effect of a burden upon the buttress pillars, 
but of an excess of their upward impulse that frees 
itself and already impatiently flies up before the real 
goal of the upward movement is attained. From this 
seemingly vain extravagance of power in the pinnacles 
the buttress movement which after this delay goes 
on with certainty, conscious of its purpose, then re
ceives a yet more imposing and more convrncmg ex
pressiveness. 
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'While the mere sLructmal fact i s that tIl e secrets 
of th e free, clast ic, stnlcturally incomprehensible form 
of the Gothic intc;rior betray themselves to one stepping 
ou tside by a ]Jainstaking support and crutch-work, on 
which (he building must lean in order to produce its 
sllati,ll effec t, anc1\\"hilc, thcrcLore, in structure thc 
cxtcrior is a di sillusioning unmasking of 1 he baffling 
t l'catilJcnt of the in tc rior, thc aesthetic impressioll 
Ivllich is . uggestcd to the obsel'ver in cvery ,yay is that 
1.he u]J\\-ard movement of the in1.el'ior is only repeated IJY 
thi .· anangelllcnt of the exterior. The intang'ible rhyth
IlJi(; mo'.'clllent of the interior seems to be p ctJ'ificd ,yith
out. The upward aspirillg forces, tlUlt havc not yet 
come to r est on the insidc, secllJ on tbe outside to 
stl'i\' e, after freeing i.hclJl.' elves from all lillJitation 0.11(1 

constraint, to Jose them sclI'C3 in infinity. With ever 
1'cnc'" c1 begiJlnings 1.hcy lIlultiply about the kerncl of 
the int erior to aspire away beyond it into illfinit~-. 

. A. S()l't of exte rior t ran3e is effeded. There now 
l)ecolllcs yisible on th e extcrior of the builr1 ing also a 
stl'ci ('hing that ]'Ul1s uniformly through side aisles and 
main nisle towar d an ideal height. The S:ll1l e lranscen
(lcnt.al cxprcssional mOVC1JJ ent that Sl)eab in the in
terior \\·ith pliant, .'uP11le l incs, .'pcak. hcrc \\'ith n 
h[l1's11 , 11l cclwnicall.v and prodigiollsl.\' expl'cssiyc ac
tl\'ity that unitcs tllOU~::m(ls of forces to an i(lcmtical 
purpose. 

\,"e llUvc seen how in the configuration of the in
teri 01' the up\rat'll e:;pan. ion is still restricted 1))" the 
old hasilical schcme, which, bccausc of the cult, p1a c('s 
its intc rest in t.he sanduar,)". This movement exactly 
point cd tOWHl'll the altnr is too cil'CUlll scribed for the 
propensity of Gothic man to idcal movement. lIe 
secks to countcract this ]ongituclinalllJ oI'ell lent b:- n YC1'

t ical expans ion that opcn.' for 111J1l the way to the 
hOUllCUCSS. The tracer'S are appli ed like br::lkcs on tIte 
longitudinal 1I10yelli ent to clil'crt its for(,es upward. 
But all this upward expansion ill the interior still 
lacks the final ('onsummatioll. It remains onl,v counter
movement, not conqucst. It C:U1ll0t autonomously pro
yidc ('he (l eci .. i\·c acccnt, for [his acccnt has been pre-
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scribed for it by the Gult. The interior can and will 
I 

not break away from the altar. 
Now the Gothic architect makes up outside for 

this limitation inside. Outside he can let the Gothic 
form will speak, released from all considerations of 
cult. And the result is the perfection of the towers as 
principal accent of the ,vhole exterior [PI. XXVI]. The 
emancipation from the old basilical scheme and from 
its movement toward the altar is here completely ac
complished to the benefit of an ideal development of 
height. A directly oppos:te movement is thereby ex
pressed. For on the exterior the nave acts only as 
preparation, only as arsis, for the great triumphant 
movement of the towers. All the exertions that are 
involved in the buttress system of the nave first give 
the light, natural upward growth of the towers its final 
dynamic quality. All the toiling and struggling of the 
individual forces on the exterior is gathered up and 
combined, as it were, in order to achieve its delivering 
utterance in the ideal non-purposive architectural form 
of the towers. The towers finish off the whole building 
as an apotheosis-like glorification of Gothic transcen
dentalism and there is no stone in them but serves the 
whole. Nowhere is the ,Gothic" auto-intoxication with 
logical formalism" more purely expressed than her e, 
but, also, nowhere is the superlogical, transcendental 
effect of this logical multiplicity more monumentally 
and more convincingly recorded. A critic with Classical 
bias has no eye for this superlogical effect; he sees 
only the means and overlooks the end. He sees only 
the outlay of logical keenness. and docs not grasp the 
superlogical reason for this outlay. In short, this petri
fied scholasticism can only seem to him madness with 
method in it. But whoever has recognized the Gothic 
form will, whoever has traced it from the chaotic en
tanglement of the early ornament up to the artful 
chaos of this exhibition of power in stone, has his 
Classical standards shattered by the grandeur of this 
expression, and he darkly apprehends the mighty medi
aeval mental " 'orld which is torn by extremes and is 
therefore capable of supernatural exertions. And 
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as long as he stands undee the overwhelming impres
sion of this sublime hysteria of the Gothic, he is al
most inclined to be unjust to,,·ard the healing process 
of the Renaissance, which has reduced the feverish 
Gothic mental life to a normal-one might almost say 
b01l'rgeois-temperature and which has substituted for 
the grandeur of pathos the ideal of beauty and serene 
calm. 

"\Ve were just speaking of the architectonic multi
plicity revealed in the construction of the system of 
to'''ers. It was the same quality of multiplication that 
we id entifi ed in the early ornament. There, too, we 
saw, in contrast to the quality of addition shown by 
Classical ornament, that the individual motive was mul
tiplied by itself. And here, in the architecture, also, the 
exponent of this mathematical evolution is infinity and 
gives, as result of the logical process, a chaotic con
fusion . 

Gothic man seeks to lose himself, not only in the 
infinity of the large, but also in the infinity of the small. 
The infinity of movement which gets mac:rocosmic ex
pression in the architectonic form of the whole, gets 
microcosmic expression in every smallest architectnral 
detail. Every single part is a world for itself, re
plete with f)erplexing agitation and illimitability. It 
repeats in miniature, but with the same means, the ex
pression of the ,,,hole. It demands the same unrc
sisting: surrender and produces the same effect of 
stupefaction. A pinnacle tip is a diminutive cathedral 
[PI. XXVII, A]. In pondering over the artful ch!-1.oS 
of a t.racery [PI. XXV] one can experience in a small 
way the same intoxication with logical fortnalism as 
in the whole architectural system. The unit~r of the 
form will and its thorough execution is amazing. 

We must nol- conclude this investigation of Gothic 
architecture, which is surely not exhaustive, without 
making one particular point clear. We have inten
tionally avoided citing; for example or for proof any 
specific bu}ilding of the Goth ic epoch. Just as little 
have we entered into the details of the different periods 
of the Gothic proper. A purely psychological investi-
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gation of style can keep in mind, rather, only the ideal 
type, perhaps never realized, but hovering as immanent 
goal before all real endeavors. Therefore, we are not 
here concerned with this or that monument of Gothic 
architecture but with thc idea of the Gothic, which wc 
have sought by means of the knowledge of the charac
teristic Gothic form will to distill from the richly varied 
and nuanced fullness of its embodiment. 
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The Psychology of Scholasticism 

S CHOLASTICI8.M is in the field of religion what 
Gothic architecture is in the field of art. It is an 

eqllall.r eloquent document of the sublime hysteria of 
the Middle Ages, and it has been misjudged in the 
same way through the application of a false standard. 
The misunderstandings in regard to schola sticism are 
just like those in regard to Gothic architectur e. 

In the former, too, people have been wont to see 
a display of logical acumen, the inner swperlogical pur
pose of ,\'hich they did not grasp. Thus, they have only 
caught at the outer purpose of scholastic thinking, 
namely, at the intention of giving the system of ecclesi
astical doglllas a rational justification. In a tone of 
reproach they have declared that scholasticism did not 
intend to find unlmo"\\'n, ne '" truth but was satisfied 
to support ,'lith reasons and prove rational the truth 
already at hand, as it ,,-as contained in the theological 
and philosophical system of the church-which inwardly 
r ested upon divin~ manifestation, outwardly Uj1011 the 
a.uthority of Aristotle. They have said that scholasti
cism was only 11 handmaid of theology, that the whole 
display of log-ical acuteness was, therefore, determined 
only by the com)Jlexity ~f' t.h\el problem, whiClh con
sisted preci,'ely in bringing- into touch \yith the intel 
lect even matters of revelation and belief which eluded 
direct intellectual explanation and justification . They 
have said that that had led to the logical subtlety, to 
the tortuous, sophistic dialectics of seholasticism. Peo
ple saw in schola stic thinking onl~' the hair-splitting 
arguments and logical man08uvres of an a(lvocate who 
would save a lost case by ever? logica l artifice. 

On the contrary, anyone who has recognized that 
secret scholastic-ism which, in the peculiarly involved, 
restless, and compli cated course of northern thought 
in general, betrayed itself long before the hi.storical 
,'cholasticislll proper and without any connection witb 
the Christinn doctrine of salyation. anyone who has 

0 ·00) 
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recognized, for instance, the connection of the involved 
dialectics of scholasticism with the enigmatic ques
tions, "this favorite form of Germanic dialogue" 
(Lamprecht), and with their involved activity spurn
ing all clearness and directness, is driven to a view of 
scholasticism that entirely neglects its outer, theologi
cal purpose and focuses only upon the character of 
the thinking. As in these enugmatic questions an.u 
answers the outlay of logic and acu\men has no relation 
at all to the immediate cause 01' result, likewise, in scho
lasticism proper the direct theological jPurpose is 
scarcely considered as compared to the joy in a cer
tain turned and twisted movement of the thinking as 
such. As one speaks of the artistic form will, one might 
speak of a spiritual form will, that is, of the will for 
a definite form of thinking, which exists quite inde
pendently of the special problem. The object of the 
thinking would, therefore, be scarcely considered here 
in comparison with the definite propensity to activity 
of the spirit. As an artistic structural and architec
tural fury, far exceeding all practical requirements, has 
seized on northern man, so, too, there has seized on 
him a spiritual structural fury, which betrays the 
same need to be absorbed in an original activity of ab
stract, that is, of logical or else of mechanical sort. 
Northern intellect did not have primarily a bent for 
knowledge but for activity. It evinced this bent fOl' 
activity at first 'without direct purpose: this was, 
as it were, the ornamental stage of thought, such as 
appeared in the above-mentioned enigmatic questions 
and in a thousand other forms. Now as in art, the 
development of architecture imposed a direct task upon 
the northern propensity to purely ornamental form 
-and indeed a task which did not evolve from within 
but was proposed from without, namely, the elabora
tion of the antique basilical scheme-likewise in spir
itual respects, the reception of Christianity and the 
consequences tlhereof Slelt a task for the purely playful 
ornamental thinking, a task proposed to it from with
out., in the solution of which it manifested its high
est ability. And just as the Gothic cathedral far out-
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grows its immediate purpose, the creation of space, and 
creates in the tower construlCtion of the exterior a monu
ment that attains nearly the same stage of an ideal pur
poselessness as was presented in the ornament, like
'\vise, scholastic. thinking grows far beyond the immedi
ate cause of its application and becomes an autonomous 
manifestation of nonpurposive, abstract movement of 
thought. 

It cannot be said, therefore, that the scholastic 
wishes to approach the divine through intellectual 
knowledge. He \\ishes , rather, to partake of the divine 
through the manner of his thinking, through this chaotic, 
and yet in its loo'ic so artful, confusion of the move
ment of his thought. The abstract progTess of his think
ing, and not its r esult, gives him that feeling of spirit
ual intoxi.cation \yhieh brings him stupefaction and de
liverance. It is similar to the abstract progress of 
the line, such as he has made visible in his ornament. 
It is similar to the abstract progress of petrified ener
gies, such as 11 e has made visible iJl his architecture. 
There is o'ne definite form will which governs all these 
u\tterances and in spite of their technical difference 
links them together as similar r esultant phenomena. 
Ther e is the sarne auto-intoxi cation with logical formal
ism, the ~al11e expenditure of rational means for a su
perrational purpose, the same madness with method in 
it, the same artful chaos. And to this similarity of re
sults must correspond a community of premise. This 
COUlmon premise is precisely ,Gothic transcendentalism, 
which, emergi.ng from an nnpurified and unclarified 
dualism, can find satisfaction and deliverance only in 
hysterical emotions, in convulsive flights, in exaggera
tions of pathos. 

We see, therefore, that in mediaeval philosophy all 
is bound to the abstract active process of thinking in 
the same way that in mediaeval painting all is bound 
to the abstract line and its inher ent expression. As in 
mediaeval painting' everything- that is represented is 
merg-ed in the hi.gher life of tille mea11S by which it is 
r epresented; so in scholastic philosophy all direct pur
pose of kno iw1edge is merged in the higher liJee of the 



136 FORM PROBLEMS OF THE. GOTHIC. 

means of knowledge and their autonomous activity. It 
is a catastrophe that di 'orientates and side-t:::-acks all 
mediaeval thinking when the Renaissance degrades 
thinking, 'which was until then an end in itself, into 
mere means to an end, namely, to knowledge of ex
traneous scientific truth, when the pu'rpose of knowl
edge becomes everything and its process nothing. Then, 
thinking loses its abstract autonomy and becomes ser
vile; it becomes the slave of truth. Formerly, it was 
practiced almost without object and found its delight in 
its own activity alone, for the belief in revealed divine 
truth really spared it any craving for actual knowledge, 
directed toward the unknown. But now an actual ob
ject, truth, is set before it, now it is required to give up 
its autonomy and be absolutely regulated from the 
standpoint of the object. In short, it is condemned to 
mere intellectual tracing of truith, that is, of objective 
facts, just as is, in painting, the line, that once, likewise, 
lived only by means of inherent expression and now un
der the same circumstances also loses its autonomous, 
arabesque character to become an enclosing contour, a 
copy of the world of natural forms, a mere servant of 
the objective. A~ tpe new Renaissance concept of scien
tific truth is bound to experiment, so the new Renais
sance concept of artistic truth is bound to anatomical 
study. In both cases objective truth has become the 
ideal, and that means that firm anchorage has been 
found in this world. Transcendentalism in intellectual 
and artistic creation has come to an end. The Renais
sance brings the great healing process, the great process 
of making the s,ensibilities bO~trg e ois) which roots 
out all lI18diaeval abnormalities and for the power of 
the supernatu:ral substitutes the beauty of the natural. 



The Psychology of Mysticism 

A S mysticism and scholasticism are inextricably com-
bined in the Gothic cathedral, as in it they grow 

immediately out of each other, so, too, in histori ca l 
fact they are very closely related and intertwined. 
What unites them, what makes them phenomella of like 
quality, is their transcendental character. What differ
en tiates them is the dissimilarity of their means of ex
pression, which, of course, is not accidental but has 
its good reasons, which grow out of important changes 
in the mental life of northern humanity, and ,,·hich 
must therefo re occupy us in this connection. 

Just as we are conscious of the interior of the 
Gothic minster as a sensuously instigated supel'sensuous 
experience, which contrasts in its whole nature with 
the abstract expressional world of Gothic exterior arclu
tectnre and " 'ith the means by which the latter affects 
us , so we are conscious also of the difference between 
mysticism and scholasticism shown by the contrast of 
the more sensuous colorin~ of mysticism with the ab
stract, non-sensuous nature of scholasticism. Instead 
of intellectual exaltation in " 'hich the r eligious feeling 
of scholasticism tries to find its certainty of salvation, 
in mysticism "'e see ccstasy of sense determine the re
ligious experience. Mental ecstasy becomes psychical 
ecstasy. Psychical experience, however, is, like spatial 
experience, something r emote frorn all that is mental 
or abstract, something that is nourished directly by our 
senses. ]"01' what we call psyehical is only the enhance
ment and refinement of the sensuous feeling into the 
sphere of the supersensuous. Now if it is no longer 
the mind that soars upward toward God, as in scho
lasticism but the soul, this is as much as to say that 
an increase in sensnonsness has entered into religious 
life. In consequence of the whole character of the ques
tion governing our investigation this increase in S8n-

(137) 
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suous feeling is an unusually important phenomenon, 
from which we lllay draw decisive conclusions. 

For wherever we trace a growth of sensous feeling 
in the inner developmental process of humanity, we 
know that a mitigation of the initially a.bruptly dualistic 
relationship of man and outer world has gone so far 
that the individnal man dares dissever himself from the 
mass and face the outer ,yorld alone. For abstractness 
of feeling is nothing but the r esult of mass cohesion. 
The coherent mass, yet undifferentiated individually, 
necessarily fe els abstractly, for its clinging together, 
its fear of losing its cohesion, means precisely that it 
is still so overshadowed by a dualistic anxiety and con
sequently by a desire of deliverance that only the su
perhuman, invariable character of abstract values can 
bring it rest and satisfaction. Mass feeling and abstract 
fe eling are but two terms for the same thing. And it 
is the same tantology to say that with the growth of 
individual consciousness abstractness of feeling re
laxed and turned into sensuousness. For the abstract 
signifies the impersonal, the superpersonal, and, as such, 
the expression of the undifferentiated mass; but sen
suous feeling is inseparably bound to the process of 
human individualization and can belong only to single 
personalities. The man detached from the mass will 
necessarily feel sensuously and naturally, because his 
detachment from the mass indicates precisely that the 
dualism has to a certain degree vanished and that a 
certain sense of unity between man and outer worlel 
has come. To be sure, the mass can feel sensuously, 
too, but only the mass that is composed of single person
alities, not the individually undifferentiated mass which 
underlies mediaeval feeling. 

The dualistic relationship of fear bet'iveen man and 
outer world must first be dissolved, the instinctive con
sciousness of the unfathomableness of existence must 
first be washed away, before man can dare to face alone 
this existence, that is, the infinite phenomenal world. 
The growing sense of personality indicates the elecline 
of broad cosmic sense. Thus, we see that the Orient has 
never taken ]1art in the European process of individual-
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ization. Its cosmic sense, that is, its awareness of the 
deception of the phenomenal world and of the unfath
omableness of existence, is too firmly anchored in its 
instinct. Therefore, its feeling and its art remain ab
stract. But in the development of northern man, \vho 
was only dualistically troubled, not dualistically chas
tened, the increasing outer confidence has led to a 
noticeable mitigation of the dualism and, consequently, 
to a certain kind of individualization, the mixed, in
complete character of which 'we cannot fail to see, but 
which is, none the less, significant for such an increase 
of sensuoU's feeling as we can find in mysticism. In 
mysticism we observe that the personal, psychical ex
perience has become the cbannel of divine knowledge, 
and this sII:uows us right. away tha.t in the relationship 
of northern man to the 'world a change of temperature 
has occUlTed, that this relationship has gained in 
warmth and intimacy. It is something entirely new 
and stupendous in mediaeval ideas that the cliyine is 
no longer sought in non-sensuous abstractions, which 
lie beyond all that is earthly and human, in a realm of 
supernatural invariables, but in the center of the ego, 
in the minor of self-contemplation, in the intoxication 
of psychical ecstasy. It is an entirely new human se1£
consciousness, an entirely new human pride, that deems 
the poor human ego worthy to become the vessel of 
God. Thus, mysticism is nothing- but the belief in the 
divinity of the human soul, for the soul can look upon 
God only because divine itself. "The soul as mic'I"otheos, 
as God in miniature-therein lies the solution of e\-ery 
enigma of mysticislll" (Windelband). How far is 
such a self-centered standpoint from all Oriental trans
cendentalism, how far from the latter is the belief that 
the human, th e limited, the contingent could so broaden 
itself as to partake of the divine , the unlimited, the 
absolute! The Oriental knows that he can never, in 
his finiteness, look upon God. His God lives only in 
what is beyond man. As to the mystic, however, none 
of his self-renunciation conceals the fact that he thinks 
to partake of the beyond already in this world . Since 
he compresses the great beyond, the beyond that lies 
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outside all that is human and living, into a personal be
yond, that is, a beyond that is attainable through mere 
self-negation, and since he thus descends from world
negation to self-negation, he unconsciously approaches 
the present world and its sensuous sphere. Of the 
sense of the transcendental there has come about a 
dissolution, which expresses itself all manner of ways 
in the nature of mysticism. The principle of divine 
transcendence gradually submerges into the idea of 
divine immanence. Mysticism has got so close to earth 
that it no longer believes the divine is outside the world, 
but in the "world, that is, in the human soul and all 
that the soul can experience. It believes it can partake 
of the divine by means of inner ecstasy and meditation. 

With this idea of the divinity of the human soul 
a warm wave of tender sensuousness streams into the 
chill northern world. For not only the divine, bnt also 
the natural, is now drawn into the circle of the soul's 
experience. Since mysticism makes man the vessel 
of God, since it lets God and the world be reflected in 
the same mirror of the human soul, it introduces a 
beatifying process, a deifying process, or, to choose a 
more exact phrase, that llumanizing process of the sur
rounding world and of the natural which is consistently 
developed into the idealistic pantheism that hails trees, 
animals-in short, all creation-as fraternal. 

The certainty of being able to see God in one 's 
self leads to a rejuvenation of the soul, and this re
juvenation reacts upon the whole existent world r e
fiootBd in the soul. It is a fine, subtle, subjective an
thropomorphism that here reveals itself. Since the 
world is here reflected not in the clear senses, but in 
the soul (in this supersensuous element), the process 
of sensualizing the world as effected by mysticism is 
not of such clear, sensuous character as the correspond
ing process in antiquity and in the Renaissance. Far 
better could one speak in this case of a beatifying than 
of a sensualizing process. But given the close relation
ship between the feeling of the senses and that of the 
soul, it oocomes evident that this new mystic feeling did, 
nevertheless, throw over a bridge to the refined sensu-
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ous feeling which the R cnaissanee lIJ ade the Ellropean 
ideal. 

Hence, it i s with mysticism that tbe sensuous ele
ment commences in the Gothie, although it is at first so 
mild and elusive that it appears only as supersensuous
ness. This sensuous supersensuousness of advanced Go
thic can best be denominated the lyric-al element of Gothic. 
1'he rejuvenation of the soul becom es a r ejuvenation of 
the senses, the joy in ego becomes the jO)" in nature, and 
a ,,·o rld of lyric sentimentality is aroused. It is the 
IllOSt sensitive, IllOSt delicate spectacle in (be develop
ment of Gothic to observe bo\\" this new 1.Fical element 
of the Gothic adapts its peculiar character to the old 
frig id, unnatural form ,,"ill and gradually envelops the 
rigid world of abstract for111s wi th flower and bud dec
oration. :V'irst comes a coy playi ng around th e old stiif 
forms , then a more affectionate caressing of them, and 
finally their complete embrace in a sweet, lyricall)T toned 
naturalism. The capitals becollie floral marvels [PI. 
XXVII, B]. Ther e is no end of luxuriant crab and 
~croll work. And the tracery which was forme rly ar
ranged so schematically and geometrically becom es -an 
enchauted \\·o rId of buds and blossom s. From ,,"ithin 
the hard , lin ear thaos a blossoming chaos no"" emerges. 
Thus, the ornament, too, follows the path from the ab
stract scholasticism of its ea rly period to the sensuously 
supersellSUOU S mystieis lll of late Gothic times. 

The formative arts ill the narrower sense also take 
part in this lyric joy in nature, in this inundation of 
the world ,,"ith the soul' s warm waves of sympathy. It 
is nM to the roug-h, matter-of-fact worl<l that the lll)"s tic 
surrenders himself in his fervor of love, but to a clari
fied world of the soul, a ,,"orld that is wholly bathed 
in a t ender, lyrie sentiment. All rigidity melts, all hard
ness softens, every line is eha rged with the soul's feel
ing. On the stern fac es of the statues blooms a smile 
that comes from the very heal't and seoms the reflection 
of inner bliss [Frontispiece]. All becomes lyric, hea rt
felt, and soulful. Nature, which had been lmown to scho
lasticism only as hard actuality and had thel'efore been 
r enoun ced, now becomes the Garden of GoJ, springs 
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into bloom, and changes from hard actuality to tender 
idyl. The hard, stiff linear treatment of the characteris
tic drawing is mollified. Angular crinkliness becomes 
rhythmic calligraphy. The spiritually expressive lines 
become soulfully expressive, the spiritual energy of 
the linear expression subsides into calligraphic inti
macy. Wbat is lost in grandeur is gained in beauty. 



Individuality and Personality 

I T would r equire a special account of detailed and in-
timate character to make clear this charming and 

varied counter-play and interplay of scholastic and mys
tic, of sruperpersonally absh'ac:t and personally natural, 
feeling in Gothic art. Here, where we are interested 
only in the main lines of development, the suggestions 
of the preceding chapter must suffice. Yet in this cha p
OOr we must lfocus attention upon the relation of mys
ticism to the Renaissance. 

We have seen that the growth of sensuous feeling 
which mysticl ill introduces is connected with the proc
ess of the individualization of northern mankind. In 
religion, as in art, ,,:e have noticed how the single ego 
hecomes the channel of feeling: and r eplaces the mass as 
channel of fe eling. Now mediaeval feeling is identical 
with abstract, that is, mass feeling, and, consequently, 
it seems thai mysticism prepares for the development 
of modern times. And of that there can be no doubt : 
it is the history of modern feeling, it is tlle history of 
modern art, that COlllmences with mysticism. 

Accordingly, whoever scents Renaissance air in 
mysticism is not deceived, except that he must never 
forget that m~rsticism is a northern and the Renaissance 
a southern product. Because of the likeness, he must 
not overlook the difference. Mysticism leads to Prot
estantism, the southern Renaissance to European Clas
sicism. 

It is , in fact, the elementary difference between 
northern mankind and southern that brings two move
ments from the same s tarting- point to very differ ent 
goals. The same starting point of both movements is 
the passing of feeling- and knowledge over from the 
mass to the single ego. With that ,ye hit upon Bmck
bardt's graven words, the cliscave1'Y of inclividllaZ-ity 
in the R ena.-issa.?/.ce . A certain eorreetion in tlris ex
pression will guide us along the right path and make us 
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UiIlderstand the difference between the northern and 
southern development. 

The correction which Burckhardt's saying requires 
is the substitution of personality for the word individual
ity. For personality is ·what ·was discovered in the 
southern Renaissance, which Burckhardt had in mind. 
The concept of individuality, on the contrary, belongs to 
the northern world, it characterizes absolutely the in
most essence of northern mysticism. 

For the word individ1['ality has negative coloring 
that makes it quite unsuitable to indicate the southern 
phenomenon. Its etymological genesis necessarily calls 
up the image of the mechanical partition of a mass into 
its smallest, indivisible components. This mechanical 
process of partition, which abandons the individual 
separate parts to incoherence, gives no picture of the 
development which takes place in the southern Renais
sance. For in this case it is not a mass which is me
chanically cut up into countless incoherent parts, but 
it is a great social organism which gradually becomes 
conscious of its single parts and develops its compact 
solidity- into a thousand fine, individual organs, into in
dividual organs each of whioh lives that life which is 
common to the whole organism, but in a smaller, less 
conspicuous manner. It is no mechanic process of par
tition, but an organic process of differentiation, in which 
the organic cohesion is g1Jaranteed in spite of all differ
entiation. This wholly positive development the nega
tive coloring of the word indiv~duality does not fit at 
all; but the word personality, as we commonly use it, 
certainly does. 

All the more the negative coloring of the word in
dividuality fits the northern process of individualization 
as this commences with mysticism. In the north it is, 
in fact, more the process of decomposition, the process 
of crumbling a compact mass into countless arbitrary 
parts that fly asunder and lack any concentric, organic 
connection. Northern man feels, too, that this process 
of individualization is negative, that is, he soon be
comes conscious· of his individual isolation, for through 
the negation of this ego to which he has attained he 
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seeks to deliver himself from individual isolation. The 
southern Renaissance movement, with its growing con
sciousness of personality, led to self-assertion, to self
affirmation, to self-glorification; the northern individual
izing process leads, on the other hand, to self-negation, 
to self-contempt. Individual character is here felt to 
be something negative, in fact, even something sinful. 
The individualism of mysticism preaches: Annihilate 
your individuality. Or, as it runs in the language of 
mysticism: Trample your nature under foot; who
ever persists in self cannot know God. That is pre
cisely the peculiar paradox of mysticism : derived from 
individualism, it forthwith directs its preaching against 
its own source. "While Renaissance mall through realizl:\- .; 
tion of his -elgo and consciousness of Ihis personality 
becomes inwardly entirely free and independent and in 
clear self .. assertion receiV'e,s the world as his own, north
ern mall after realization of h~s ego giTes it. up. 
again instantly in ardent seeking after God. H e has 
only become an individuality, not a personality. So 
mysticism, like scholasticism, r emains trallscendental, 
and the element of intoxication, the need of deliverance, 
plays the same role in b()th. The process of individual
ization does not let the dualistic distraction vanish but 
only mal<es i t take other forms. 

Although ,ye r ecognize mysticism to be a movement 
parallel in a certain sense to the southern Renaissance, 
we must not overlook its transcendental charact er, whicll 
makes it different from all Classical feeling of healthi
ness and worldliness and r enders it a purely Gothic 
product. For by Gothic ,,'e under stand that great phe
nom enon ,,·hich is irreZoncila bly opposed to the CIa ·sic 
and is not bound to a single stylistic period but through
out the centuries manifests itself continually in ever 
new disguises and is no t a mere temporary phenomenon 
but at bottom is a timeless racial phenomenon which 
js rooted in the innermost constitution of northern Im
manity and which, thorefore, not even the levelling 
European Renaissance has been able to uproot. 



146 FORM PROBLEMS OF THE GOTHIO. 

To be sure, we are not to understand race in the 
narrow sense of race purity; rather, the word race 
must here comprehend all the peoples in whose racial 
mixture the Teutons have played an important rOle. 
And that holds good for the greater part of Europe. 
As far as it is penetrated with Teutonic elements it 
does, in a broader sense, show a racial cohesion which, 
in spite of the racial distinction in the usual sense, 
makes itself unmistakably (felt, and wh!ich is, as it were, 
crystallized and recorded for all time in sucil hist.orical 
phenomena as -the Gothic. For the Teutons, as we saw, 
are the conditio sine q'U/a non of .the Gothic. They in
troduced among self-confident peoples the germs of 
doubt of sense and of distraction of soul, out of which 
the transc~mdental pathos of the Gothic then shot up 
so mightily. 

The real purpose of these sketchy observations was 
to lay bare the latent ,Gothic before the Gothic proper. 
It would require another study to ascertain the latent 
Gothic after the Gothic proper down to our own time. 
The Gothic character is still quite obvious in the Ba
roque in spite of the un-Gothic means of expression. To 
discover the lat~r variants of the latent Gothic would 
require much finer and more delicate tools than we 
have had to provide for this investigation; for, of 
course, this latent Gothic constantly acquires more dis
similar and refined processes of disguise; and who 
knows whether such a new investigation, penetrating , 
to the innermost secret cells of style phenomena may 
not finally show even much northern Classicism of more 
modern times to be only disguised Gothic! 
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