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Text

Apollonian Reason,
Dionysian Intuition

Trying to examine our lives and trying
to comprehend the world we live in are
desirable goals. but how do we take the
first step? Most of us begin by noticing
things outside ourselves. At the beginning
of consciousness we see faces and
expressions, we hear voices, we become
fascinated by the sounds they are making.
We come to learn that these are words, and
then we learn that words stand for things:
table, chair, spoon. teddy bear. Much later
we discover that there are words such as
bad, good, no. and all right that stand for

behavior approved or disapproved.

Sell-awareness the ability to look
inward and ask “Who am 1 2 "—takes
time. And for many of us, the stimulation of
the “out there” and other voices is so great
that the need to look inward is never
discovered. That is a great mistake, of

course, and the problem is compounded

today by the instant accessibility of

Michelangelo

Bacchus. 1496-97 marvelous electronic objects: television, cell



phenes, computers, portable music, DVDs, personal digital assistants
(PDAs), and more.

This chapter is devoted to suggestions for looking at ourselves and
our world from a particular vantage point: the interaction of two forces
that exist inside and oulside ourselves, These forces, which seem to be
universal, have been given the names of two Greek gods: Apollo and
Dionysus.

The German philosopher Friedrich Nietzsche (1844~1900) applied
the term Apollonian to mean the principle of order, logic, clarity,
moderation, and control in the human personality and in society. He
applied the term Dionysian to mean spontaneity, passion, intuition,
and excess in the human personality and rebellion against society. He
chose these opposing terms because Apollo was the Greek god of the
sun (hence of light and truth }and Dionysus (Roman name, Bacchus),
the god of earth, spring, and renewal (hence whatever was natural and
beyond rational analysis).

The Apollo in us makes us organize the day, schedule activities,
clean and get the house in shape; makes us lose patience with people
who are content with a lack of organization; encourages us o insist on
rules to be followed; and finds enormous satisfaction in solving a prob-
lem in math or translating a difficult passage in another language. The
Apollonian self tells us to get moving, stop stalling, do what we know
needs to be done. Its opposite, the Dionysian self, is always willing to
find excuses for delay. Examining the influence of each side is a first
step toward self-knowledge.

The Dionysus in us is what encourages us to act on hunches, jump
to quick conclusions (which often turn out to be right, by the way),
resist authority control, indulge (or overindulge, as sometimes
happens); makes us wanl to dance and forget everything but
movement; dislikes having to concentrate on a problem in math;
enjoys the twilight consciousness of daydreaming or lying in the sun;
and makes us talk on the phone for hours on end about trivialities,
just having contact with friends.

Tts opposite, the Apollo in us, wants solitude and quiet moments lo

think and plan.



The Old Gods Live

In truth, Apollo and Dionysus are with us every day of our lives.

They are the two inner poles between which we vacillate — from

calm decision making to unreasoned emotions and they are ways
of understanding the people we meel. College dormitories have a
knack for putting Apollo and Dionysus in the same room: an
obsessively neal person sharing space with someone who never makes
the bed, leaves half—eaten food on the floor, and has trouble waking
up in time for class. On the first day of class Apollonian students are
relieved to be handed a syllabus listing exactly what is expected week
by week. Dionysian students long for more flexibility: for an instructor
who doesn’t bother taking roll, asks them what they want to get from
the course, and takes suggestions about whether assignments are too
difficult.

Watching children closely. we see Apollo and Dionysus continually
reincarnated. The predominantly Apollonian child is well behaved,
listens to and follows instructions carefully, is eager to amass a
vocabulary. to formulate sentences, to read and demonstrate the skill

to parents. Dionysian children are frequently misunderstood and

. . "
categorized as “problems.

The arts in general exert strong
emotional appeal: that is their
Dionysian component. They can al-
so. however, be Apollonian insofar
as they reinforce traditional moral
values or articulate the complex
thoughts that new and original
minds want to communicate. Per—
haps we can say that, because they
serve both gods, the arts help to

keep the balance Nietzsche found

Henri Matisse, Piano Lesson. 1916 necessary for human survival.



The picture on the following page is a reproduction of the Piano
Lesson by Henri Matisse (1869~1954). The arlist’s technique makes
no claims for realism. The teacher, perched on her high seat, has no
face, and the unhappy lad at the piane has incomplele leatures, just
enough to let us know that he would rather be somewhere else. The
style is clearly Dionysian (can you see why? ), but the painting is also
making a strong statement about the way our Dionysian spirt 1s
restrained as we grow up and learn the way ol ordered society. The

work thus contains a definite Apollonian dimension. We could say

here the form is Dionysian, whereas the content is Apollonian.

Apollonian and [honysian rudna ket Fp R S N = B
FEAEEIMFRD B Apollonian, B R B LI A AR Z A R
FRCAFBWHERT); Dionysian, B i LR A AL (1% 1)

AR IR, BRW Y )

1. Words and Expressions

Apollo . ( 75 &% ) A PH#H BT iR 5
TR HR F & DR
Dionysus n. (A i) W0 B0
=

inluition n HC, W
compound n. &. v, RE. H i
stimulation n. #hh, SE3E, R
interaction n. 3¢ HATEIH
accessibility n. SHEENC, 0T BIIKM
clarity n. Wl8f7, &0

moderation n. iEE

spontaneity n. [ A&VE

rational analysis FRPE M

act on hunches 1BJF -HEA7E0
indulge ». ZAFS

twilight n. 28, F . OGN
consciousness n. wiR, H B
triviality n. B

vacillate ». LA

ohsessively adp. TRIAEHL
svllabus n. IRFE R AN

take roll &2 M

reincarnate ». ¥5/F W& 1-H/1:
predominant odj. WREY, ALY
formulate ». AN EE
formulism n. 22 FE AL

exert v. JROFT), B

insofar ade. £+ {EHIA
areulate v, 4%

reproduction n. B, AT, 5
no claims of realism ZILTF T 5
perch ».fii ]’

feature n. EHFEE: o FFY
resteain #, Wi

content n. A, R TFT5%



I1I. Cultural Note

1. Friedrich Nietzsche

Friedrich Nictzsche was a German philosopher of the late 19th
century who challenged the foundations of traditional morality and
Christianity. He believed in life, creativily, health, and the realities of
the world we live in, rather than those situated in a world beyond.
Nietzsche has inspired leading figures in all walks of cultural hife,
including  dancers, poets, novelisls, painters, psychologists,

philosophers, sociologists and social revolutionaries.

2. Henri Matisse

Henri Matisse (1869~1954), French painter, sculptor, graphic artist,
and designer. From 1920, he enjoyed an international repulation as,
with Picasso, the foremost painter of his time, and he was the supreme
master in those trends in 20th century art which are represented by

calligraphic pattern and the abstract use of pure color.

II1. Exercises

1. Discussion Topics:

1} What do Apollo and Dienysus mean?

2} What do Apollonian reason and Dionysian intuition mean?

3) Apollo and Dionysus are with us everyday of our lives. Can you
tell some examples?

4y What kind of the person ave you? Apollonian or Dionysian?

2. Fill in the blanks with correct prepositions:
Correct Observation

The first function an art student is to observe, to study

nature. The artist’s job the beginning is not unlike the job

a writer. He must firsl reach out for raw material. He must



spend much time making contact with actual objects.

Learning to draw is really a matter of learning to see—1o see
correctly—and that means a good deal more than merely looking

the eye. The sort of seeing I mean is an observation that

utilizes (FIH]) as many of the five senses as can reach the eye
at one time. Although you use your eyes, you do not close up the other
senses—rather, the reverse, because all the senses have a par
the sort of observation you are to make. For example, you know
sandpaper by the way it feels when you touch it. You know a skunk
(#FHEIR) more by odor  (“TBK) than by appearance. an orange by
the way it tastes. You recognize the difference a piano and a
violin when you hear them over the radio seeing them at all.

Because the pictures are made to be seen, too much emphasis (and
too much dependence) is apt (B [i] T ) to be placed upon seeing.
Actually, we see “through” the eyes rather than them. It is
necessary to test everything you see with what you can discover
through the other senses-hearing, taste, smell. and touch —and their
accumulated experience. If you attempt to rely the eyes alone,

they can sometimes actually mislead you.

Alhrecht Diiver. Portrait
of his mother. 1514




Reading A

Images and Imagination

Evervone dreams. Even animals dream. A cat’s ears and tail twitch
as he sleeps, and a sleeping dog may whine and growl and paw the
air, just as if he were having a fight. Even when awake, animals “see”
things. For no apparent reason a cat’s fur may rise on his back as he
peers into a dark closet. And you or I may get goose pimples from
phantoms we neilher see nor hear.

That is imagination at work. Human beings are not the only crea—
tures who have imagination, although they are the only creatures who
can tell one another ahout it. If we tell in words what we imagine, we
have made a story. If we take a pencil and draw it, we have made a
picture. To imagine means “to make an image”——a picture——in our
minds.

There are many different ways our imaginations can be iriggered.
When we are ill in bed and have nothing to do, a ceiling crack on
which we have kept our eye may begin to look like an animal or a
tree. Our imagination adds the lines that were not there before. Again,
an ink blot will remind us of other things, although it was made by
accident. Psychologists know this and have made up ink-blot tests to
find out what is in our minds, for each of us, depending on the sort of
person he is, sees a different picture in the same blot.

The Bull’s Head by Picasso is a striking example of how an artist
saw something new and cxeciting in two very ordinary objects. Look
closely. The bull’s head is the seat and handle bars of an old bicycle.
To put them together was ridiculously simple. Bul there was nothing
simple about the leap of imagination that recognized a powerful

. . T . »
hidden image. That was a master stroke. Where an ordinary person s



eyes and brain would find
no connection. Picasso’s
did. His hands finished the
job and translated the
image that had been in his
head into something that
could be seen and touched.

The making of a work of
art has little in common
with  what we ordinarily
mean by “making.” We all
tend to think of “making”

in terms of the craftsman or

manufacturer who  knows

from the outsel exactly what he wants to produce. The creative
process, on the other hand. consists of a series of leaps of the
imagination and the artist’s attempts to give them form by shaping his
materials. It is a strange and risky business in which the maker never
quite knows what he is making until he has actually made it. To put it
another way. it is a game ol hide—and—seek in which the seeker is not
sure what he is looking for until he has found it.

Here we have another paradox: the birth of a work of art is an
intensely private experience. yet it must, as a final step. be shared by
a public, in order for the birth to be successful. The audience whose
approval looms so large in the artist’s mind is a limited and special
one, not the general public: the merits of the artist’s work can never
be determined by a popularity contest. Its members may be other
artists, as well as patrons. friends. critics. and interested bystanders.
The one qualification they all have in common is an informed love of
works of art—an attitude at once discriminating and enthusiastic that
lends particular weight to their judgments. They are, in a word,
experts, people whose authority rests on experience rather than
theoretical knowledge.

The active minority which we have termed the artist’s primary

audience draws its recruits from a much larger and more passive



secondary audience, whose conlacl with works of art is less direct and
continnous. This group, in turn, shades over into the vasl numbers of
those who believe they “don’t know anything about art,” the laymen
pure—and—simple. When they say, “I know what T like,” they really
mean, I like what T know (and 1 reject whatever {ails to match the
things | am familiar with)"; such likes are not in truth theirs at all, for
they have been imposed uvpon them by habit and circumstance,
without any personal choice. In reality, there is no sharp break, no
difference in kind, between them and the experts, only a difference in
degree. The road to experiness invites anyone with an open mind and
a capacity to absorb new experiences. As we travel on it, and as our
understanding grows, we shall be able to say, with some justice, that

we know whal we like.
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I. Words and Expressions

image n. FR. B, & ~ large WIRRHH(2/™EH)
imagination n. 28 EFE N JNtES merit n. JEJERLR, St
twitch ». iz, %dh patron n. ZPE,BEIA
triggger . fil %z, 3k hystander n. ’Xﬂﬁ

blot n KR, 79K discriminate ». 5], BE%H
bar n. ]tm—]-’;,ﬂijl theoretical  ady. HB
stroke n. ZEfh recruit n. B30, KM
craftsman n LIE, FZA layman n. ZMT, T 15N
manufacturer n. FiSEE , Wi impose: v, fBeee T,
outsel n. FEEE, T4 ~ upon BRI, HKOR
paradox n. ¥, LU G T expertness n. TEHR AU
B BRI capacily n. $E3 77, M OGS
intensely adv. SMALH, ML HY justice n. /2 [, IE X

loom . FEIAZREL;



