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THE SYSTEM OF THE PARTICULAR ARTS

THE PHILOSOPHY OF FINE ART

INTRODUCTION

The objects treated by our sc�ence �n the f�rst part were the general
not�on and the real�ty of beauty �n Nature and art, �n other words
beauty �n �ts truth, and art �n �ts truth, the Ideal �n the as yet
undeveloped un�ty of �ts fundamental pr�nc�ples, �ndependent of �ts
spec�f�c content and �ts d�st�ngu�sh�ng modes of env�sagement.

Th�s essent�ally genu�ne[1] un�ty of the beaut�ful �n art, �n the second
place, unfolded �tself w�th�n �ts own resources �n a total�ty of art-
forms, whose determ�nate structure def�ned at the same t�me the
content wh�ch the art-sp�r�t was �mpelled to fash�on from �tself �n an
essent�ally art�culate system of man�festat�ons of beauty under wh�ch
the D�v�ne and human �s env�saged to the world.



What st�ll �s absent from both these spheres �s the real�ty that �s
present w�th�n the elementary substance of the external
phenomenon �tself. For although both �n our exam�nat�on of the Ideal
as such, and �n that of the spec�f�c modes of symbol�c, class�cal, and
romant�c art, we throughout referred to the relat�on or complete
med�at�on wh�ch obta�ns between the s�gn�f�cance conce�ved as an
�deal pr�nc�ple and �ts embod�ment �n the external or phenomenal
mater�a, yet th�s real�zat�on merely reta�ned �ts val�d�ty as that wh�ch
was st�ll exclus�vely the �deal art-act�v�ty �n the sphere of general
world-�mpress�ons[2] of beauty, �n and through wh�ch �t �s d�ffused.
Inasmuch, however, as the fundamental concept�on of beaut�ful
�mpl�es, that �t make �tself object�ve for the �mmed�ate v�s�on, that �s
to say for the senses and sensuous percept�on as an external work
of art, so that what �s beaut�ful becomes only then �tself through such
a def�n�te form appropr�ate to �tself expl�c�tly un�ted w�th the beaut�ful
and the Ideal, we have �n the th�rd place to rev�ew th�s terr�tory of the
art-product as actually self-real�zed �n the ent�rely sensuous med�um.
For �t �s only through th�s f�nal conf�gurat�on that the work of art �s
truly concrete, an �nd�v�dual ent�ty wh�ch �s at once real, self-
conta�ned, and s�ngular. The Ideal can only const�tute the content of
th�s th�rd sphere of our aesthet�c ph�losophy for the reason that �t �s
the �dea of the beaut�ful, �n the collect�ve total�ty of all �ts world
presentments, wh�ch �s thus self-real�zed �n object�ve form[3]. For th�s
reason the art-product �s st�ll, even up to th�s po�nt, to be conce�ved
as a total�ty art�culated �n �tself, nevertheless as an organ�sm, whose
organ�c parts, wh�ch—wh�le �n the second part of our �nqu�ry they
were d�fferent�ated under a collect�ve concept of essent�ally d�sparate
world-aspects—now fall asunder as �solated members, every one of
wh�ch becomes �ndependently a self-subs�stent whole, and �n th�s
s�ngular�ty �s capable of br�ng�ng �nto d�splay the total�ty of the
d�fferent art-types. Essent�ally and �n accordance w�th �ts not�on �t �s
qu�te true that the collect�ve result of th�s new real�ty of art belongs to
one s�ngle total�ty. Inasmuch, however, as �t �s a port�on of the realm
of the sensuous[4] present, �n wh�ch the same �s made real to �tself,
the Ideal �s now resolved �nto �ts phasal states as a process[5], and
confers on them an �ndependent and self-subs�stent stab�l�ty, albe�t



they are capable of com�ng �nto juxtapos�t�on, essent�al relat�on, and
rec�procal re�ntegrat�on w�th one another. And th�s real world of art �s
the system of the separate arts. Just as then the part�cular types of
art, regarded throughout as total�ty, expose �ntr�ns�cally a process, an
evolut�on, that �s, of the symbol�cal to the class�cal and romant�c
types, we f�nd also, on the one hand, a s�m�lar advance �n the
part�cular arts, �n so far as �t �s the very art-types themselves wh�ch
rece�ve the�r determ�nate ex�stence through these spec�f�c arts. From
another po�nt of v�ew, however, the part�cular arts have also
themselves w�th�n them a process, a progress�on, �ndependently of
the art-types to wh�ch they attach an object�ve real�ty, a process
wh�ch �n th�s �ts more abstract relat�on �s common to all. Every art
possesses �ts spr�ng-t�me of perfected elaborat�on as art, and on the
one s�de or the other a h�story that precedes or follows th�s per�od of
full-bloom. For the products of the arts collect�vely are sp�r�tual
products, and consequently are not at once to hand �n the�r own
spec�al�zed prov�nce respect�vely, as are the forms of Nature, but are
subject to a beg�nn�ng, progress�on, complet�on, and term�nat�on, a
growth, a bloom�ng, and a decay.
These more abstract d�fferences, whose devolut�on we propose at
the very commencement of our �nqu�ry br�efly to �nd�cate, s�nce �t
asserts �tself equally �n all the arts, are �dent�cal w�th that wh�ch �t �s
usual to def�ne under the name of r�gorous, �deal, and approved
style, when �nd�cat�ng the spec�f�c styles of art �n each case, wh�ch
are ma�nly related to the general mode of embod�ment and
representat�on, partly as cons�dered �n �ts external shape, and �ts
possess�on or lack of spontane�ty, �ts s�mpl�c�ty, �ts surfe�t of deta�l,
br�efly �n all �ts var�ous aspects, accord�ng to wh�ch the def�n�t�on of
the content emerges �n the external appearance; partly no less �n �ts
aspect of the techn�cal elaborat�on of �ts sensuous mater�al, �n wh�ch
the art �n quest�on g�ves determ�nate ex�stence to �ts content.
It �s a common assumpt�on that art f�nds �ts beg�nn�ngs �n what �s
devo�d of complex�ty and �s natural. In a certa�n sense, no doubt, we
may accept th�s as true. In other words what �s rude and barbarous
�s w�thout quest�on, when contrasted w�th the genu�ne sp�r�t of art,
someth�ng both nearer to Nature and less complex. What �s,



however, natural, v�tal, and s�mple �n art, regarded as f�ne art, �s
someth�ng qu�te d�fferent to th�s. All beg�nn�ngs wh�ch are merely
s�mple and natural, �n the sense of uncouthness, do not as yet
belong to the prov�nce of art and the beaut�ful at all as, for example,
�n the case where ch�ldren scrawl s�mple f�gures, and w�th a few
formless strokes would �nd�cate thereby a human form, a horse, and
so forth. Beauty, cons�dered as a sp�r�tual product, demands even
from the start an elaborate techn�que, �mpl�es a long ser�es of
exper�ment and pract�ce. S�mpl�c�ty, when we refer to �t as the
s�mpl�c�ty of the beaut�ful, �ts �deal proport�ons, �s rather a result,
wh�ch only succeeds �n overcom�ng the var�ety, medley, confus�on,
excess and �ncumbrance of �ts matter, and �n conceal�ng and
effac�ng �ts preparatory stud�es, after much med�at�ng work, so that
at last Beauty, w�th all �ts unfettered spontane�ty, appears to us as
though l�berated �n one cast[6]. What we f�nd here �s very analogous
to the behav�our of a man of educat�on, who, �n all that he says and
does, moves s�mply, spontaneously, and w�th ease, albe�t he d�d not
by any means start �n the possess�on of such s�mple spontane�ty, but
rather has only secured such as the result of a thorough self-tra�n�ng.
For th�s reason �t �s no less �n accordance w�th the nature of the fact
than �t �s w�th the actual course of h�story that art �n �ts beg�nn�ngs
rather presents us the appearance of art�f�c�al�ty and clums�ness,
runn�ng largely �nto �nc�dental deta�l, and generally overloaded w�th
the elaborat�on of drapery and the env�ronment of �ts subject-matter;
and prec�sely �n the degree that th�s external mater�al �s more
compact and mult�far�ous, to that extent that wh�ch �s really
express�ve �s reduced to �ts baldest terms; �n other words what �s
truly the free and v�tal express�on of Sp�r�t �n �ts forms and mot�on �s
that wh�ch �s here least �n ev�dence.
In th�s respect consequently the pr�m�t�ve and most anc�ent art-
products �n all the part�cular arts are the veh�cle of a content that �s
essent�ally most abstract, such as s�mple tales �n poetry, theogon�es
effervescent w�th abstract thoughts and the�r �ncomplete elaborat�on,
s�ngle objects of sacred assoc�at�on �n stone and wood and so forth,
and the representat�on rema�ns unaccommodat�ng, monotonous or
confused, st�ff and dry. More espec�ally �n plast�c art the fac�al



express�on �s �ns�p�d w�th a repose wh�ch does not so much express
sp�r�tual�ty �n �ts essent�al penetrat�on as a purely an�mal empt�ness,
or conversely �s remorseless and exaggerated �n �ts emphas�s on
character�st�c tra�ts. In the same way the bod�ly forms and the�r
mot�on are devo�d of l�fe, the arms, for example, are glued to the
body, the legs are not d�v�ded, or are clums�ly moved, or �n angular
and constra�ned modes; and �n other respects such f�gures are �ll-
shaped, suffer from narrow compress�on, or are excess�vely lank and
extended. On the other hand we f�nd that much more devot�on and
�ndustry �s spent upon accessor�es such as drapery, ha�r, weapons,
and ornaments of a s�m�lar nature; the folds of the drapery rema�n
wooden and �ndependent, w�thout be�ng able to accommodate
themselves to the l�mbs, just as we may often see for ourselves �n
�mages of the V�rg�n and sa�nts of early t�mes, where they are �n part
run together �n monotonous regular�ty, and �n part are cont�nually
broken up �n harsh corners, not flow�ng freely �n the�r l�nes, but
scattered about w�th d�ffuseness over too w�de a surface. And �n the
same way the f�rst attempts at poetry are full of breaks, devo�d of
connect�on, monotonous, dom�nated �n an abstract way by one �dea
or emot�on, or elsewhere w�ld, v�olent, the part�cular be�ng obscurely
ass�m�lated, and the whole as yet not bound together �n a secure and
�deal organ�c un�ty.
It �s only, however, after such preparatory work as the above that the
style wh�ch �s the ma�n subject of our present �nqu�ry commences
w�th what �s truly genu�ne f�ne art. In th�s �t �s no doubt �n the f�rst
�nstance at the same t�me st�ll austere, but already moderated w�th
more beauty �n �ts sever�ty. Th�s severe style �s the more lofty
abstract�on of the beaut�ful, wh�ch comes to a stop w�th that wh�ch �s
of real �mportance, expresses and reproduces the same �n �ts broad
outl�nes, st�ll d�sda�ns all am�ab�l�ty and grace, suffers the ma�n
subject-matter alone to assert �tself, and pre-em�nently expends very
l�ttle �ndustry and elaborat�on on what �s �nc�dental. And �n do�ng so,
th�s severe style also st�ll adheres to the �m�tat�on of that wh�ch �s
�mmed�ately g�ven to sense. In other words, just as, �n regard to
content, �t takes �ts stand, so far as �deas and representat�on are
concerned, �n what �s g�ven �t, �n the trad�t�on, for example, of a
revered rel�g�on, so also, to take the oppos�te po�nt of v�ew, namely,



that of external form, �t w�ll merely render assured the fact �tself, and
not �ts own �nvent�on. It �s, �n short, sat�sf�ed w�th the general broad
effect that �s educed from the fact, and follows �n express�on closely
upon the growth and def�n�te ex�stence of th�s. In the same way
everyth�ng that �s acc�dental �s held aloof from th�s type of style, �n
order that the capr�ce and spontane�ty of the �nd�v�dual m�nd[7] may
not appear to be �nvolved �n �t. The mot�ves are s�mple, the objects of
representat�on few[8]; and for th�s reason no cons�derable var�ety �n
the deta�l of conf�gurat�on, muscles and mot�on, �s apparent.
Secondly, the �deal, purely beaut�ful style hovers between the s�mply
substant�ve express�on of fact and the fullest expos�t�on of all that
�mmed�ately pleases. We may def�ne the character of th�s style as
the h�ghest degree of v�tal�ty compat�ble w�th a beaut�ful and
reposeful greatness, such as we adm�re �n the works of Phe�d�as or
Homer. It �s a l�v�ng presentment of all tra�ts, shapes, mod�f�cat�ons of
such, mot�ons, l�mbs, �n wh�ch there �s noth�ng w�thout s�gn�f�cance
and express�on, but everyth�ng �s �nst�nct w�th l�fe and act�on, and
test�f�es to the breath, or very pulse of free l�fe �tself on the merest
glance at the work of art �n quest�on; a v�tal�ty, however, wh�ch
essent�ally makes v�s�ble one total�ty, and only one, �s the express�on
of one content, of one �nd�v�dual�ty of act�on.
It �s �n such a truly v�tal atmosphere that we f�nd moreover the breath
of grace poured forth over the ent�re work. Grace �s �ndeed a
concess�on to the hearer and spectator, wh�ch the severe style
desp�ses. At the same t�me, whenever Char�s, that �s Grace, �s
asserted �n the presence of an onlooker, �f only as an
acknowledgement, a means of convey�ng pleasure, yet �n the �deal
style we f�nd that such a presence appears ent�rely d�vested of any
crav�ng to confer merely pleasure. We may perhaps expla�n our
mean�ng �n more techn�cal language. The fact or subject-matter �s
here the substant�ve �n �ts concentrat�on and self-absorpt�on. Dur�ng
the process, however, that �t �s man�fested through the med�um of
art, and �s, so to speak, concerned to actually ex�st for others, to
pass over, that �s, from �ts s�mpl�c�ty and essent�al sol�dar�ty to
part�cular�zat�on, art�culat�on, and �nd�v�dual�zat�on, we may regard
th�s development to an ex�stent form for others as at the same t�me a



k�nd of compla�sance on the part of the predom�nant matter, �n so far,
that �s, as �t does not appear to requ�re th�s more concrete mode of
ex�stence, and yet �s wholly poured forth �nto �t for us. Such a charm
as th�s �s only ent�tled to assert �tself �n such a style so long as what
�s really substant�ve also pers�sts �n und�sturbed self-possess�on, as
we may call �t, over aga�nst the grace of �ts man�festat�on, wh�ch
blooms forth ent�rely �n outward gu�se as an or�g�nal type of
superflu�ty. Th�s �nd�fference of the �deal or �nner self-assurance[9] for
�ts ex�stence, th�s repose of �tself on �tself �s prec�sely that wh�ch
const�tutes the beaut�ful negl�gence of the grace, wh�ch attr�butes no
�mmed�ate value to th�s, �ts mode of man�festat�on. And �t �s just �n
th�s that we must look for the loft�ness of the beaut�ful style. Beaut�ful
free art �s careless �n �ts att�tude to the external form, �n wh�ch �t
refuses to let us see any pecul�ar movement of the m�nd, or any end
or �ntent�on. Rather �n every express�on, every mod�f�cat�on, �t po�nts
to one th�ng only, and that �s the �dea and v�tal pr�nc�ple of the whole.
It �s only by th�s means that the Ideal of the beaut�ful style asserts
�tself, wh�ch �s ne�ther harsh nor severe, but already shows the
soften�ng �nfluence of the cheerful notes of the beaut�ful. Though no
v�olence �s done e�ther to any feature of express�on, any part of the
whole, and every member appears �n �ts �ndependence, and rejo�ces
�n �ts own ex�stence, yet each and all �s content at the same t�me to
be only an aspect �n the total evolved presentment. Th�s �t �s wh�ch
alone d�splays, alongs�de of the depth and determ�nacy of
�nd�v�dual�ty and character, the grace of L�fe �tself. On the one s�de
we have �ndeed merely the substant�al subject-matter predom�nant,
but �n the deta�led expos�t�on, �n the luc�d, and at the same t�me
exhaust�ve var�ety of tra�ts, wh�ch complete the def�n�t�on of the
appearance, and place �t before us �n �ts transparent v�tal�ty, the
spectator �s at the same t�me freed from the th�ng �n �ts baldness, �n
so far as he possesses and �s wholly face to face w�th �ts concrete
l�fe. By v�rtue, however, of the last ment�oned fact, th�s �deal style, so
soon as �t carr�es th�s mod�f�cat�on �n �ts external aspect to yet further
lengths, passes over �nto the so-called agreeable or pleas�ng style.
Here we have the assert�on of another �ntent than the mere v�tal�ty of
the fact[10]. The g�v�ng of pleasure, the act�ve elaborat�on �n the
d�rect�on of external�ty �s asserted as �tself an object, and �s a matter



of �ndependent concern. As an example we may take the famous
Belvedere Apollo, not �ndeed as �tself belong�ng to th�s latter style,
but at least mark�ng the trans�t�on from the lofty style to that of
sensuous attract�on. And �nasmuch as �n an art of th�s k�nd �t �s no
longer the s�ngle actual�ty �tself to wh�ch the ent�re embod�ment �s
referable, the part�cular deta�ls become under th�s mode, even
though �n the f�rst �nstance st�ll deduc�ble from the central object �tself
and rendered necessary by means of �t, more and more for all that
�ndependent. We feel that they are �ntroduced, or �nterpolated, as
ornaments, �ntent�onal add�t�ons of ep�sod�cal �mport. And yet for the
very reason that they are only related to the object acc�dentally and
only rece�ve the�r essent�al def�n�t�on �n a personal relat�on to the
spectator or reader, they flatter the �nd�v�dual taste[11] of such, to
wh�ch the�r workmansh�p �s pr�mar�ly d�rected. V�rg�l and Horace, for
example, del�ght us �n th�s respect by an educated style, �n wh�ch we
can trace a var�ety of th�ngs a�med at, and an effort del�berately
made to g�ve pleasure. In arch�tecture, sculpture, and pa�nt�ng, ow�ng
to th�s sp�r�t of compla�sance, s�mple and �mpos�ng effects of s�ze
d�sappear, and we f�nd on every s�de small p�ctures stand�ng by
themselves, ornamentat�on, f�ner�es, d�mples on cheeks, elegant
ha�r-dress, sm�les, all the var�ed fold�ng of draper�es, enchant�ng
colours and shapes, except�onal, d�ff�cult, but for all that
unconstra�ned movements �n the pose of the f�gure[12]. In the so-
called Goth�c or German art of bu�ld�ng, where the same �s carr�ed �n
the d�rect�on of th�s sp�r�t, we f�nd decorat�on elaborated w�thout l�m�t,
so that the whole appears to be l�ttle more than a collect�on of l�ttle
columns w�th all the utmost var�ety of ornamentat�ons, d�m�nut�ve
towers, sp�res, and so forth, wh�ch, �n the�r �solat�on, please us,
w�thout, however, destroy�ng the �mpress�on of the larger
connect�ons of the whole and the st�ll �ns�stent masses of the same.
In so far, however, as the prov�nce of art we have been d�scuss�ng �n
�ts ent�rety g�ves way to th�s act�v�ty of external�zat�on, th�s
presentment of what �s purely exter�or, we may emphas�ze �t �n �ts
further general�zat�on as the effect, wh�ch makes use of as a means
of express�on what �s unpleas�ng, stra�ned, and colossal, the type of
uncouth contrasts such as the prod�g�ous gen�us of M�chael Angelo



often explo�ts to excess. The effect may be generally �nd�cated as
the excess�ve lean�ng towards an ulter�or publ�c, wh�ch results �n the
form no longer be�ng asserted �n �ts �ndependent, self-suff�c�ent and
buoyant repose. Rather �t turns round, as �t were, and makes an
appeal at the same t�me to the onlooker, and str�ves to place �tself �n
a relat�on to h�m by means of th�s manner of presentment. Both
aspects, namely essent�al repose and the address to the spectator,
must no doubt be present �n a work of art; but these aspects should
fall together �n complete equ�l�br�um. If the work of art �n the severe
style �s wholly w�thout qual�f�cat�on self-conta�ned, w�thout any appeal
to the spectator, �t leaves h�m cold. If, on the other hand, the appeal
�s made too d�rectly to h�m, �t creates �ndeed a sensuous pleasure,
but loses to that extent �ts substant�ve thoroughness[13], or �t does so
w�thout th�s thoroughness of content and the s�mple character of the
concept�on and del�neat�on there�n conta�ned. Th�s passage from
�tself then merges �n the acc�dental character�zat�on of the
appearance; as a result the �mage �tself shares th�s acc�dental
character, �n wh�ch we no longer recogn�ze the actual subject-matter
and the form wh�ch �s �mperat�vely rooted �n �tself, but rather the poet
and art�st w�th h�s own personal des�gns, h�s pecul�ar type of
product�on and sk�ll. And for th�s reason the publ�c �s ent�rely
released from the essent�al content of the work, f�nd�ng �tself by
means of �t placed �n a personal relat�on[14] to the art�st, �nasmuch as
everyth�ng now wholly depends on �ts see�ng that wh�ch the art�st
through h�s art �ntended, that �s, the cunn�ng and personal sk�ll wh�ch
�s embod�ed �n h�s grasp of h�s subject and �ts execut�on. To be thus
brought �nto personal commun�ty of �ns�ght and cr�t�cal acumen w�th
the art�st �s for most people a flatter�ng concess�on; and our reader or
aud�ence, and very poss�bly the spectator of plast�c art, w�th even
more read�ness wonder at the�r poet, mus�c�an, or pa�nter or sculptor
respect�vely; and the van�ty of such �s all the better sat�sf�ed �n
proport�on as the work �nv�tes them to th�s personal cr�t�c�sm, and
suppl�es them openly w�th h�nts of such des�gns and po�nts of v�ew.
In the severe style, on the contrary, no such conf�dences are made
over to the spectator at all. What we have �s just the substant�ve
nature of the content, wh�ch �n �ts representat�on austerely, and even
harshly, repulses the purely personal quest. A repulse of th�s k�nd w�ll



often be no doubt merely �nd�cat�ve of the spleen of the art�st, who,
after entrust�ng a profound s�gn�f�cance to h�s work, �nstead of
mak�ng the expos�t�on of the same free, transparent, and buoyant,
del�berately makes �t hard to follow. A trade �n myster�es of th�s k�nd
�s also noth�ng but another form of affectat�on, and a spur�ous
alternat�ve to the compla�sance we have cr�t�c�zed.
It �s pre-em�nently �n the work of the French school that we f�nd th�s
tendency to flatter, attract, and create effect, and they have �n th�s
way elaborated th�s easy-go�ng and compla�sant att�tude to the
publ�c as the ma�n object of the�r efforts. They seek to f�nd the real
�mportance of the�r art�st�c work �n the sat�sfact�on such affords
others, whose �nterest they would arouse and whom they would duly
�mpress. Th�s tendency �s part�cularly marked �n the�r dramat�c
poetry. Marmontel, for example, g�ves us the follow�ng anecdote �n
connect�on w�th the performance of h�s drama "Dén�s, the Tyrant."
The cr�s�s culm�nated �n a quest�on asked the Tyrant. Cla�ron, �n
whose mouth th�s quest�on was put, when the moment for ask�ng �t
had arr�ved, and when actually �n conversat�on w�th D�onys�us, made
a forward step �n front of the aud�ence and dramat�cally addressed
them �nstead. By th�s rhetor�cal effect the enthus�ast�c support of the
ent�re p�ece was assured.
We Germans, on the other hand, requ�re too much a content �n our
works of art, �n the depths of wh�ch the art�st f�nds a del�verance from
h�mself, w�thout troubl�ng h�mself about the publ�c, who �s just left to
look at �t, take trouble over �t, and help h�mself out w�th �t, as he
pleases or �s able.

DIVISION OF SUBJECT

Approach�ng now, after these general observat�ons we have made
w�th reference to the d�st�nct�ons of style common to all the arts, the
d�v�s�on of the th�rd fundamental sect�on of our �nqu�ry we may
observe that the one-s�ded understand�ng has looked about �n many
d�rect�ons for var�ous pr�nc�ples of d�fferent�at�on �n �ts class�f�cat�on of
the spec�f�c arts severally. The true d�v�s�on can, however, only be
deduced from the nature of the work of art, wh�ch �n the ent�re



complexus of �ts forms[15] expl�c�tly unfolds the total�ty of the aspects
and phases wh�ch are referable to �ts own not�on. And the f�rst th�ng
wh�ch asserts �tself �n th�s connect�on as �mportant �s the
cons�derat�on that art, �n accordance w�th the fact that �ts
presentments now have def�n�tely to pass �nto sensuous real�ty,
becomes on account of th�s also art for the senses, so that the
def�n�t�on of th�s sense and the mater�al med�um wh�ch �s appl�cable
to �t, and �n wh�ch the work of art �s made object�ve, must necessar�ly
furn�sh us w�th the pr�nc�ples of subd�v�s�on �n the several arts. Now
the senses, for the reason that they are senses, or �n other words,
are related to a g�ven mater�al, a d�sparate exter�or med�um[16] and
an essent�al mult�pl�c�ty, are themselves d�fferent, namely, feel�ng,
smell, taste, hear�ng, and s�ght. It �s not our bus�ness �n th�s place to
demonstrate the �deal necess�ty of th�s total�ty and �ts d�sparate
parts; that �s the funct�on of the ph�losophy of Nature. Our problem �s
l�m�ted to the �nqu�ry whether all these senses, or �f not, wh�ch of
them are capable, by v�rtue of the�r not�onal s�gn�f�cance, of be�ng
organs for the recept�on of works of art. We have already at a
prev�ous stage excluded feel�ng, taste, and smell. Bott�cher's mere
feel�ng w�th the hand of the effem�nately smooth port�ons of statues
of goddesses �s not a part of art�st�c contemplat�on or enjoyment at
all. By the sense of touch the �nd�v�dual merely comes, as an
�nd�v�dual endowed w�th sense, �nto contact w�th the purely sensuous
part�cular th�ng and �ts grav�ty, hardness, softness, and mater�al
res�stance. A work of art �s, however, not merely a sensuous th�ng,
but Sp�r�t man�fested through a sensuous med�um. As l�ttle can we
exerc�se our sense of taste on a work of art as such, because taste
�s unable to leave the object �n �ts free �ndependence, but �s
concerned w�th �t �n a wholly act�ve way, resolves �t, �n fact, and
consumes �t. A cult�vat�on and ref�nement of taste �s only poss�ble
and des�rable �n connect�on w�th d�shes of food and the�r preparat�on,
or the chem�cal qual�t�es of objects. An object of art, however, should
be contemplated �n �ts �ndependent and self-conta�ned object�ve
presence, wh�ch no doubt �s there for the m�nd that perce�ves �t, but
only as an appeal to soul and �ntell�gence, not �n some act�ve
relat�on, and w�th none whatever to the appet�tes and vol�t�on. As for
the sense of smell �t �s just as l�ttle able to become an organ of



art�st�c enjoyment, �nasmuch as th�ngs are only presented to th�s
sense �n so far as they are themselves �n a cond�t�on of process, and
are d�ssolved through the a�r and �ts d�rect �nfluence.
S�ght, on the other hand, possesses a purely �deal relat�on to objects
by means of l�ght, a mater�al, wh�ch �s at the same t�me �mmater�al,
and wh�ch suffers on �ts part the objects to cont�nue �n the�r free self-
subs�stence, mak�ng them appear and re-appear, but wh�ch does
not, as the atmosphere or f�re does, consume them act�vely e�ther by
�mpercept�ble degrees or patently. Everyth�ng, then, �s an object of
the appet�teless v�s�on, wh�ch mater�ally ex�sts �n Space as a
d�sparate aggregate, wh�ch, however, �n so far as �t rema�ns
un�mpa�red �n �ts �ntegr�ty, merely �s d�sclosed �n �ts form and colour.
The rema�n�ng �deal sense �s hear�ng. Th�s �s �n s�gnal contrast to the
one just descr�bed. Hear�ng �s concerned w�th the tone, rather than
the form and colour of an object, w�th the v�brat�on of what �s
corporeal; �t requ�res no process of d�ssolut�on, as the sense of smell
requ�res, but merely a trembl�ng of the object, by wh�ch the same �s
�n no w�se �mpover�shed. Th�s �deal mot�on, �n wh�ch through �ts
sound what �s as �t were the s�mple �nd�v�dual�ty[17], the soul of the
mater�al th�ng expresses �tself, the ear rece�ves also �n an �deal way,
just as the eye shape and colour, and suffers thereby what �s �deal or
not external �n the object to appeal to what �s sp�r�tual or non-
corporeal.
As a th�rd accret�on to these two senses we have the sensuous
concept�on, memory, the retent�on of �mages, wh�ch appear �n
consc�ousness by means of the �solated percept�on, �n th�s way
subsumed under un�versals, and become related and un�ted to the
same by means of the �mag�nat�on, so that now �n one part�cular
aspect the external real�ty �tself ex�sts both as �deal and sp�r�tual,
wh�le that wh�ch �s sp�r�tual from another po�nt of v�ew accepts under
the �mag�nat�ve concept�on the form of what �s external, and �s
brought to consc�ousness as a d�sparate and correlated aggregate.
Th�s tr�ple mode of se�z�ng on real�ty offers art the well-known
d�v�s�on �nto f�rst, the plast�c arts, wh�ch elaborate the�r content for
v�s�on �n the external form and colour of objects, secondly, �n the art



of sound, mus�c, and th�rdly, �nto poetry, wh�ch as the art of speech
uses tone merely as a symbol, �n order, by means of �t, to address
�tself d�rectly to what �s �deal �n the contemplat�on, emot�on, and
�mag�nat�on of our sp�r�tual l�fe. If we rest sat�sf�ed w�th th�s sensuous
aspect of our subject-matter, as the f�nal pr�nc�ple of �ts
d�fferent�at�on, we shall, �n respect to our f�rst pr�nc�ples, f�nd
ourselves �n a d�ff�culty, because the grounds of th�s d�v�s�on, �nstead
of be�ng deduced from the concrete not�on of our subject-matter, are
merely borrowed from the most abstract features of �t. We have
consequently to look about us once more for a pr�nc�ple of d�v�s�on
that has deeper roots, wh�ch has, �n fact, already been put forward �n
the �ntroduct�on of th�s work as the truly systemat�c mode of d�v�d�ng
th�s th�rd sect�on of �t. The funct�on of art �s just th�s and only th�s,
namely, to br�ng before the grasp of the senses truth, as �t �s �n the
world of sp�r�t, reconc�led, that �s, �n �ts un�ty as a whole w�th
object�v�ty and the sensuous mater�al. In so far, then, as th�s �s
poss�ble at th�s stage �n the element of the external real�ty of the art-
product to that extent the total�ty, wh�ch the Absolute �s �n �ts very
truth, breaks apart �nto the var�ous modes that d�fferent�ate �t as a
process.
The m�ddle po�nt, the truly substant�ve centrum, �s g�ven us here �n
the representat�on of the Absolute, God H�mself as God, �n H�s
�ndependent self-subs�stence, not as yet developed to the po�nt of
mot�on and d�fference, or advanced to the act�ve operat�on of and
separat�on from what �s H�s, but presented essent�ally self-absorbed
�n supreme d�v�ne repose and st�llness, br�efly the Ideal embod�ed �n
a form essent�ally adequate to �tself, wh�ch pers�sts �n �ts determ�nate
ex�stence �n correspondent �dent�ty w�th �tself. And �n order that �t
may appear �n �nf�n�te self-subs�stency the Absolute must be
conce�ved as Sp�r�t, as consc�ous Subject, but as Subject wh�ch
possesses essent�ally �tself �ts own adequate mode of external
appearance.
As d�v�ne subject, however, wh�ch passes forth �nto actual real�ty, �t
has confront�ng �t an external world for env�ronment, wh�ch, �n
conform�ty w�th the Absolute, must be bu�lt up to an appearance
harmon�ous w�th the same, an appearance permeated w�th the



Absolute. Th�s env�ron�ng world �s then on one s�de the object�ve as
such, the bas�s, the embrace of external Nature, wh�ch, taken by
�tself, possesses no absolute s�gn�f�cance for Sp�r�t, nor any �deal�ty
such as �s present to �nd�v�dual consc�ousness[18], and consequently
�s only able to express by suggest�on the sp�r�tual Ideal wh�ch �ts
appearance must seek to secure by embody�ng �ts embraced
content �n a world of Beauty.



In oppos�t�on to external Nature we f�nd the �deal realm of
consc�ousness[19], the human soul as the med�um[20] for the
ex�stence and man�festat�on of the Absolute. Together w�th th�s
subject�v�ty �s conjo�ned the mult�pl�c�ty and d�fferent�at�on of
�nd�v�dual�ty, part�cular�zat�on, d�st�nct�on, act�on, and development,
that �s, �n general terms the full and var�ed world of the real�ty of
Sp�r�t[21], �n wh�ch the Absolute �s known, w�lled, exper�enced, and
act�vely present. We may already �nfer from what we have �nd�cated
above that the d�fferences under wh�ch the total content of art �s
d�fferent�ated are �n essent�al consonance, both for our grasp and
presentat�on of them, w�th what we have prev�ously �n the second
port�on of our �nqu�ry exam�ned as the symbol�cal, class�cal, and
romant�c types of art. In other words symbol�c art only carr�es the art-
process to the po�nt of mark�ng an aff�n�ty between content and form,
�nstead of the�r �dent�ty, of only suggest�ng the �deal s�gn�f�cance �n
�tself and the content wh�ch that suggest�on purports to express, �n
other words the external appearance[22]. It furn�shes consequently
the fundamental type to that spec�f�c art, whose funct�on �t �s to
elaborate the object�ve world as such, Nature's env�ronment �n the
beaut�ful conclus�on g�ven by Art to Sp�r�t (m�nd), and to �mage by
suggest�on the �deal s�gn�f�cance of what �s sp�r�tual �n th�s external
med�um. The class�cal Ideal, on the contrary, meets the case of the
presentat�on of the Absolute as such, �n �ts self-subs�stent external
real�ty, �ts essent�al self-repose, wh�le the romant�c Sp�r�t (m�nd) type
of art �s, both �n content and form, �dent�cal w�th the �nternal l�fe of the
soul, and the emot�onal l�fe both �n �ts �nf�n�te aspect and �ts f�n�te
part�cular�ty.
It �s, then, on a pr�nc�ple such as the above that the system of the
part�cular arts �s d�fferent�ated as follows:
F�rst, we have arch�tecture, the beg�nn�ng of all, whose foundat�on
reposes �n the very nature of �ts subject-matter. It �s the
commencement of art for th�s reason, that art at the start has �n
general terms ne�ther d�scovered for the presentat�on of �ts sp�r�tual
content the adequate mater�al, nor the forms that fully express �t, and
�s consequently compelled to rest content �n the mere search after



such true sat�sfact�on, and to do so �n the external�ty of �ts content
and �ts mode of presentat�on. The med�um of th�s pr�mary art �s that
wh�ch �s essent�ally unsp�r�tual, gross matter, that �s, only capable of
conf�gurat�on accord�ng to phys�cal laws of grav�ty. Its form �s the
�mage of external Nature, un�ted by �ts regular�ty and symmetry �n the
whole of a work of art to express merely an external reflect�on of
Sp�r�t.
The second art �s sculpture. Both for �ts pr�nc�ple and content �t
possesses sp�r�tual �nd�v�dual�ty under the mode of the class�c Ideal
�n the sense, namely, that the �deal and sp�r�tual f�nds �ts express�on
�n the corporeal appearance pert�nent to sp�r�tual l�fe, wh�ch �t �s the
funct�on here of Art to present �n ex�stent art�st�c actual�ty. It
consequently st�ll accepts for �ts mater�al gross matter �n �ts spat�al
extens�on, w�thout, however, shap�ng the same �n conform�ty to rule
merely �n respect to �ts grav�ty and �ts natural cond�t�ons accord�ng to
the forms of the organ�c or �norgan�c, or �n relat�on to �ts v�s�b�l�ty �n
br�ng�ng �t down to, and �n all essent�al respects part�cular�z�ng �t �n, a
s�mple repet�t�on of the external appearance. The form wh�ch �s here,
however, determ�ned by v�rtue of the content �tself �s the actual l�fe of
Sp�r�t, human form, and �ts object�ve organ�sm permeated w�th
Sp�r�t's own breath, whose funct�on �t �s to embody �n adequate
shape the self-subs�stence of the D�v�ne �n �ts supreme repose and
unperturbed greatness, unaffected by the d�v�s�ons and l�m�tat�ons of
human affa�rs, the�r confl�cts and endurances.
Th�rdly, we have to render �ntell�g�ble �n one f�nal whole those arts
whose prov�nce �t �s to g�ve form to the �deal content of the �nd�v�dual
soul-l�fe.
The art of pa�nt�ng marks the beg�nn�ng of th�s f�nal total�ty. It
converts the external form �tself ent�rely �nto an express�on of what �s
�deal[23], wh�ch w�th�n the l�m�ts of the env�ron�ng world not merely
reproduces the �deal self-conta�nedness of the Absolute, but also
br�ngs to the v�s�on the same as essent�ally a personal
possess�on[24] �n �ts sp�r�tual ex�stence, vol�t�on, feel�ng, act�on, �n �ts
act�v�ty and relat�on to another, and consequently also �n �ts
suffer�ngs, pa�n, death, �n the ent�re ser�es of pass�ons and



sat�sfact�on. Its object �s for th�s reason no longer God s�mply, that �s,
as object of the human consc�ousness, but th�s consc�ousness �tself,
God, that �s, e�ther �n H�s real�ty present �n the act�on and suffer�ng of
�nd�v�dual l�fe, or as sp�r�t of the commun�ty, as the sp�r�tual related
through feel�ng to �tself, soul-l�fe �n �ts res�gnat�on, �ts sacr�f�ce of, or
joy and blessedness �n, l�fe and act�on w�th�n the l�m�ts of the natural
world. As a means to the presentat�on of th�s content the art of
pa�nt�ng �s bound to ut�l�ze the external phenomenon �n respect to �ts
form, not merely the human organ�sm, but also Nature �n �ts
s�mpl�c�ty �n so far as the same suffers what �s of sp�r�t to sh�ne
through w�th clar�ty. It �s, however, unable to ut�l�ze as mater�al
phys�cal matter and �ts spat�al ex�stence just as �t �s; �t �s compelled,
�n work�ng �t up �nto �ts forms, essent�ally to �deal�ze the same. The
f�rst step by means of wh�ch the sensuous mater�al �s ra�sed �n th�s
respect to confront m�nd[25], cons�sts, on the one hand, �n the
upl�ft�ng of the actual sensuous appearance, whose v�s�b�l�ty �s
converted �nto the mere show by art, and on the other �n colour by
means of the d�st�nct�ons, trans�t�ons, and modulat�ons of wh�ch th�s
transformat�on �s effected. The art of pa�nt�ng, consequently, �n order
to express the soul �n �ts �deal�ty, resolves the three d�mens�ons of
space �nto that of superf�c�es as that wh�ch most �nt�mately asserts
the �deal�ty of what �s external, and represents spat�al d�stance and
form by means of the phenomena of colour. For pa�nt�ng �s not
concerned w�th produc�ng mere v�s�b�l�ty �n �ts general s�gn�f�cance,
but w�th that form of v�s�b�l�ty wh�ch, �f �t �s �deally produced, �s also
qu�te as much essent�ally part�cular�zed. In sculpture and the art of
bu�ld�ng forms are v�s�ble by means of external l�ght. In the art of
pa�nt�ng, on the contrary, the mater�al wh�ch �s �tself essent�ally
obscure possesses �ntr�ns�cally w�th�n �tself �ts �nward or �deal, l�ght �n
short. It �s �tself transfused �n �ts own med�um, and mere l�ght �s to
that extent essent�ally obscured. The un�ty, however, and blend�ng of
l�ght and dark �s colour[26].
Secondly, the art of mus�c offers a contrast to that of pa�nt�ng �n one
and the same sphere as the latter. Its real element �s the �deal realm
as such, emot�on �n �ts formless �ndependence, capable of assert�ng
�tself not �n external�ty and �ts real�ty, but purely through the external



med�um wh�ch d�sappears �mmed�ately when �t �s expressed and
thereby cancels �tself. Its content consequently cons�sts of the
�nternal l�fe of Sp�r�t �n �ts �mmed�ate, essent�al subject�ve un�ty,
emot�on s�mply; �ts mater�al �s mus�cal tone, �ts form and
conf�gurat�on, the concord, d�scord, harmony, contrast, oppos�t�on,
and resolut�on of such tones accord�ng to the laws of the�r
quant�tat�ve �ntervals respect�vely and the�r art�st�cally elaborated
t�me measure.
F�nally, �n the th�rd place, after pa�nt�ng and mus�c we get the art of
speech, poetry �n �ts general terms, the absolutely genu�ne art of
Sp�r�t and �ts express�on as such. For everyth�ng wh�ch the human
consc�ousness conce�ves and sp�r�tually embod�es �n the chamber of
sp�r�t speech �s able to accept, express, and br�ng �mag�nat�vely
before us, and only speech �s thus able. In respect to �ts content,
therefore, poetry �s the r�chest and �ts boundar�es are the w�dest. But
�n proport�on as �t ga�ns as the veh�cle of Sp�r�t �t loses on the s�de of
the mater�al object. In other words, for the reason that �t ne�ther
works for the percept�on of the sense as the plast�c arts, nor merely
for the �deal emot�on, as mus�c does, but �s concerned to create �ts
sp�r�tual s�gn�f�cances under the form of �ts own sp�r�tual med�um
merely for the concept�on and contemplat�on of m�nd, the mater�al
through wh�ch �ts construct�ve act�v�ty �s asserted only reta�ns for �t
the value of a means, however much �t may be elaborated �n an
art�st�c sense, by wh�ch Sp�r�t �s expressed for Sp�r�t, and no longer
counts as a sensuous mode of ex�stence, �n wh�ch the sp�r�tual
content �s capable of f�nd�ng a real�ty adequate to �t. Such a means
can �n the l�ght of our prev�ous cons�derat�on only be tone regarded
as the st�ll relat�vely most adequate mater�al of sp�r�tual express�on.
Tone here, however, does not �n the present case preserve, as was
the case w�th mus�c, an �ndependent val�d�ty of �ts own for wh�ch the
un�que and essent�al a�m of art could be exhausted �n f�nd�ng an
art�st�c form, but conversely �s ent�rely steeped �n the world of Sp�r�t
and the def�n�te content of concept�on and contemplat�on, and
appears s�mply as the external symbol of th�s content. So far as the
embod�ment wh�ch the poetry rece�ves �s concerned, �n th�s respect
poetry may cla�m to �nclude the whole f�eld of art �n the sense, that �s,
that �t repeats �n �ts own prov�nce the modes of presentat�on adopted



by the other arts, wh�ch �s only �n a qual�f�ed degree the case w�th
pa�nt�ng and mus�c.
In other words poetry g�ves, on the one hand, as ep�c poetry the form
of object�v�ty to �ts content, wh�ch no doubt here does not, as �n the
plast�c arts, atta�n to an external ex�stence. It �s none the less a world
conce�ved by the m�nd �n the form of the object�ve world and
represented as object�ve for the �nd�v�dual �mag�nat�on. Th�s �t �s
wh�ch const�tutes human speech as such, wh�ch f�nds sat�sfact�on �n
�ts own content and �ts express�on by means of speech.
On the other hand, however, poetry �s conversely to an equal degree
speech of the soul, the �deal med�um, wh�ch, as that �nward content
returns to �tself, �s lyr�cal poetry, wh�ch �nvokes the a�d of mus�c �n
order to penetrate yet more deeply the world of souls and emot�on.
F�nally, to take the th�rd example, poetry proceeds through speech
w�th�n the l�m�ts of a self-conta�ned act�on, wh�ch �t at the same t�me
makes an object of �ts presentment, and consequently �s able to ally
�tself closely to mus�c, gesture, m�m�cry, and the dance. Th�s �s
dramat�c art, �n wh�ch man, �n all that the term �mpl�es[27], creat�vely
presents the work of art wh�ch �s the product of human l�fe. These
f�ve arts form the system of real�zed and actual art, essent�ally
determ�ned by �tself and d�fferent�ated as such. In add�t�on to them
there are no doubt other �ncomplete arts, for example, the arts of
garden�ng and dance. These we shall only refer to �nc�dentally as the
opportun�ty recurs. A ph�losoph�cal �nvest�gat�on must perforce
restr�ct �tself ent�rely to d�st�nct�ons referable to the not�on, and
develop and grasp these adequate and ver�table modes of
embod�ment. Nature and real�ty �s not, �t �s true, conf�ned to these
c�rcumscr�bed l�m�ts, but �s more l�beral �n �ts movement, and we not
unfrequently hear �t made a matter of pra�se that �n th�s respect the
products of gen�us are perforce compelled to expand themselves
beyond just such l�m�tat�ons. In Nature, however, trans�t�onal
organ�sms of e�ther hybr�d or amph�b�an type, �nstead of emphas�z�ng
the spontane�ty and excellence of Nature, merely demonstrate �ts
�nab�l�ty to hold fast to the essent�al d�fferent�at�ons of spec�es wh�ch
are rooted �n that process, or to prevent the�r deter�orat�on before
external cond�t�ons and �nfluences. The same th�ng may be aff�rmed



�n art w�th regard to these �ntermed�ate forms, although the same are
capable of produc�ng much, too, that del�ghts us, �s full of charm and
ut�l�ty, albe�t not �n the h�ghest class of perfect�on.
If we turn our attent�on now after these �ntroductory remarks and
cons�derat�ons to the more spec�f�c exam�nat�on of the separate arts,
we shall f�nd ourselves from another po�nt of v�ew �n some d�ff�culty.
For �nasmuch as we have h�therto concerned ourselves w�th art as
such, the Ideal and the general types, under wh�ch �ts evolut�on
accord�ng to �ts not�on proceeds, �t �s �mperat�ve to pass over �nto the
concrete ex�stence of art, and by do�ng so �nto the world of
exper�ence. Here we f�nd a cond�t�on very analogous to that we
observe �n Nature, the prov�nces of wh�ch are read�ly grasped �n the�r
general�ty and the necessary laws wh�ch d�st�ngu�sh them, �n whose
actual mater�al ex�stence, however, the �nd�v�dual objects and the�r
spec�es, not merely �n the aspects wh�ch they present to observat�on,
but also �n the form under wh�ch they ex�st, are of such a wealth of
var�ety that, as a part of the d�ff�culty, they offer as feas�ble every
conce�vable way of approach�ng them; and �n add�t�on to th�s the
ph�losoph�cal not�on, when we are des�rous of apply�ng the standard
of �ts s�mple l�nes of d�st�nct�on, appears as �nsuff�c�ent for th�s
purpose and the mere grasp of thought �ncapable of tak�ng �n the
breath of such fulness. If, however, we merely rest sat�sf�ed w�th
mere descr�pt�on and superf�c�al reflect�ons we fall short no less of
the object we have set before us, that �s, a development wh�ch �s
both sc�ent�f�c and systemat�c. Added to wh�ch d�ff�cult�es we have
the further one that nowadays every part�cular art makes the
�ndependent demand for a spec�al sc�ence, �nasmuch as w�th the
cont�nuous growth of conno�sseursh�p �n art the range of such
spec�al knowledge has become ever more r�ch and extens�ve. Th�s
sc�ence of the conno�sseur, or d�lettante, has, however, �n our own
t�mes become fash�onable under the d�rect teach�ng of ph�losophy
�tself. It has, �n short, been ma�nta�ned that �t �s �n art we must look
for real rel�g�on, the d�scovery of truth and the Absolute, that, �n
short, �t stands on a loft�er pedestal than ph�losophy for the reason
that �t �s not abstract, but rece�ves at the same t�me the Idea �n real�ty
and for a contemplat�on and emot�on wh�ch are concrete[28]. And on



the other hand �t �s regarded nowadays as of august �mportance �n
art[29] to occupy one's attent�on w�th an �nf�n�te superflu�ty of deta�l of
th�s k�nd, �n the �nterests of wh�ch the demand �s made from
everyone that he should have observed some novelty or other. Such
cr�t�cal labour �s a k�nd of learned tr�fl�ng wh�ch may very read�ly be
overdone. It causes, no doubt, cons�derable pleasure to exam�ne
works of art, to grasp the thoughts and reflect�ons wh�ch such may
suggest, to g�ve currency to the po�nts of v�ew, wh�ch others have
po�nted out, and by th�s means to become judges and cr�t�cs. The
more r�ch, however, by th�s means, namely, that everybody �s �ntent
on hav�ng d�scovered on h�s own account someth�ng un�quely h�s
own, a learn�ng and process of reflect�on has become, the more
every part�cular art, nay, every branch of the same, now renders
necessary the completeness of a treatment of �t from the �nd�v�dual's
standpo�nt. As a corollary the h�stor�cal aspect of such a survey and
the cr�t�c�sm of works of art, wh�ch becomes �nev�table, only add yet
further to the learn�ng and range of the subject. It �s, moreover,
essent�al before we take part �n any d�scuss�on over the deta�ls of
matters of art�st�c �mport that we should already have seen much and
many t�mes. Personally I have no doubt seen a cons�derable
amount, but by no means all that �s necessary to enable me to
d�scuss the mater�al of art exhaust�vely. All such d�ff�cult�es, however,
we may meet w�th the s�mple response that �t does not l�e w�th�n the
a�m of the present work to teach art-cr�t�c�sm, or to br�ng forward an
h�stor�cal rev�ew of such learn�ng, or only to the extent such �s
necessary to apprehend on ph�losoph�cal pr�nc�ples the essent�al and
un�versal aspects of our subject, and the�r relat�on to the �dea of the
beaut�ful �n �ts real�zat�on w�th�n the sensuous med�um of art. If we
keep th�s a�m before us the var�ety of art�st�c effects we above
�nd�cated need cause us no embarrassment; for desp�te th�s
complex�ty the essent�al character of the subject-matter accord�ng to
�ts not�onal �dea �s the controll�ng factor; and although th�s �s
frequently lost �n acc�dental matter by v�rtue of the med�um �n wh�ch �t
�s real�zed, po�nts of v�ew are none the less �n ev�dence, �n wh�ch �t �s
as clearly procla�med. To grasp these aspects, and to develop them
�n a sc�ent�f�c way, �s the very problem wh�ch �t �s the funct�on of
ph�losophy to eluc�date.



FIRST SUBSECTION

ARCHITECTURE

Art, by enabl�ng �ts content to atta�n a real�zed ex�stence under a
def�n�te form, becomes a part�cular art. We may therefore now for the
f�rst t�me refer to �t as an actual art and f�nd there�n the real beg�nn�ng
of art. W�th th�s part�cular�ty, however, �n so far as �t purports to br�ng
before us the object�v�ty of the Idea of the beaut�ful and art, we have
presented to us at the same t�me �n �ts not�onal s�gn�f�cance a total�ty
of what �s part�cular. For th�s reason when we now, �n the sphere of
the spec�f�c arts, beg�n our exam�nat�on of the same w�th the art of
bu�ld�ng th�s must not merely be accepted �n the sense that
arch�tecture asserts �tself as the art wh�ch, by v�rtue of �ts not�onal
def�n�t�on, �s f�rst presented to us as such an object of �nqu�ry, but we
may equally accept as a result, that �t �s also �n relat�on to �ts
ex�stence the art f�rst to be cons�dered. In supply�ng, however, an
answer to the quest�on, what the mode of or�g�n was, wh�ch f�ne art,
relat�vely to �ts not�on and real�zed form, has rece�ved, we must
exclude the exper�ence of h�story no less than reflect�ons,
conjectures, and ord�nary concept�ons, wh�ch merely have reference
to object�ve h�story, and are so read�ly and �n such var�ety
propounded. In other words, men are ord�nar�ly actuated by an
�mpulse, to br�ng before the�r mental v�s�on anyth�ng �n �ts or�g�nal
mode of appearance for the reason that the beg�nn�ng �s the s�mplest
mode, under wh�ch the fact asserts �tself. And connected w�th th�s
�mpulse we have present beh�nd �t the covert conv�ct�on that the
s�mple mode of appearance �nforms us of the fact �n �ts not�onal
s�gn�f�cance and real or�g�n, and the further ampl�f�cat�on of such a
beg�nn�ng to the actual po�nt �n the process wh�ch only really
concerns us �s further w�th a l�ke read�ness conce�ved under the
tr�v�al mode of thought, that a process so understood has gradually
brought art forward to the cruc�al stage above �nd�cated. A beg�nn�ng,
however, of th�s s�mpl�c�ty �s, �f we look at �ts content, someth�ng
wh�ch, taken by �tself, �s so un�mportant, that for ph�losoph�cal
thought �t can only appear as wholly acc�dental, albe�t �t �s for the
ord�nary consc�ousness only just �n such a way that the or�g�n can be



read�ly grasped. For example, we have the story, as an explanat�on
of the or�g�n of the art of pa�nt�ng, told us of a ma�den who followed
the d�m outl�ne of the shadow of her sleep�ng lover. In the same way
we have somet�mes a cave and somet�mes a hollow tree adduced as
the po�nt of departure �n the art of bu�ld�ng. Beg�nn�ngs of th�s k�nd
are so �ntell�g�ble �n themselves that further comment on the fact
appears unnecessary[30]. In part�cular the Greeks �nvented many
charm�ng tales to expla�n the or�g�ns not merely of f�ne art, but also
eth�cal �nst�tut�ons and other cond�t�ons of l�fe, all of wh�ch sat�sf�ed
the pr�mary need to make such beg�nn�ngs v�s�ble to the �mag�nat�on.
Such beg�nn�ngs are not substant�ated by h�story, and yet they do
not a�m at mak�ng the manner of or�g�n �ntell�g�ble d�rectly as a
process �nvolved �n the not�on, but purport to conf�ne the�r
explanat�on to the f�eld of object�ve h�story.

DIVISION OF SUBJECT

We have, then, �n such a way to establ�sh the beg�nn�ng of art from
�ts not�onal s�gn�f�cance, that the f�rst problem of art �s made to
cons�st �n g�v�ng form to that wh�ch �s essent�ally object�ve, the
ground, that �s, of Nature, the external env�ronment, and by do�ng so
to make that wh�ch �s w�thout �deal �mport to conform both to
s�gn�f�cance and form, both of wh�ch st�ll rema�n external to �t, for the
reason that they are not e�ther the form or s�gn�f�cance �nherent �n
the object�ve mater�al. The art, wh�ch has set before �t th�s task �s, as
we have seen, an arch�tecture wh�ch has already d�scovered �ts f�rst
elaborat�on under the modes of sculpture, or pa�nt�ng and mus�c[31].
If we now d�rect our attent�on to the most pr�m�t�ve or�g�ns of the art
of bu�ld�ng, we f�nd at the earl�est stage that we can accept for such
a beg�nn�ng the hut, regarded as the human dwell�ng, and the
temple, as the exter�or enclosure of the god and h�s commun�ty. W�th
a v�ew to def�ne th�s commencement more closely a d�spute has
been ra�sed w�th reference to the nature of the mater�al employed for
bu�ld�ng, whether, that �s to say, �t or�g�nated �n bu�ld�ngs of wood,
wh�ch �s the op�n�on of V�truv�us, and �s supported by H�rt �n a s�m�lar
reference, or rather from those of stone. Th�s contrast of or�g�nal



mater�al �s no doubt of �mportance, for �t does not merely concern �ts
external qual�ty as one m�ght at f�rst s�ght suppose, but rather the
arch�tecton�c character of fundamental forms; for �nstance, the k�nd
of decorat�on un�ted w�th �t �s essent�ally bound up w�th th�s external
mater�al. We may, however, ent�rely set as�de the d�st�nct�on as a
purely subord�nate aspect of the matter rather referable to what �s
acc�dental and emp�r�cal, and devote our attent�on to a po�nt of more
�mportance.
In other words, �n deal�ng w�th houses, temples, and other bu�ld�ngs
we are confronted w�th the essent�al cond�t�on, to wh�ch we attr�bute
the fact that bu�ld�ngs of th�s k�nd are merely means wh�ch
presuppose an external end. Hut and house of God al�ke
presuppose those who dwell �n them, and for whom they have been
erected, men and the �mages of gods. Man �s also prompted by a
des�re to leap and s�ng; he requ�res the med�acy of human speech;
but speech, leap�ng, shout�ng, and s�ng�ng are not as yet poetry, the
dance and mus�c. And when w�th�n the arch�tecton�c adaptat�on of
means to ends �n order to sat�sfy spec�f�c needs, �n part referable to
da�ly l�fe and �n part to the rel�g�ous cultus or the state, the �mpulse �n
the d�rect�on of art�st�c form and beauty asserts �tself, we f�nd at the
same t�me a d�v�s�on apparent �n the k�nd of bu�ld�ng above
ment�oned. On the one hand we have man, th�nk�ng man, or the
�mage of the god as the essent�al object, for wh�ch, from the other
po�nt of v�ew, arch�tecture merely suppl�es the means of env�ronment
and cover�ng. W�th such a d�v�ded po�nt of v�ew we are unable to
const�tute our beg�nn�ng, wh�ch �s �n �ts nature the �mmed�ate, and
s�mple, not a relat�v�ty or essent�al relat�on of th�s sort; rather we
must look for a po�nt of departure, where a d�st�nct�on of th�s k�nd
does not yet ar�se.
In th�s respect we have already at an earl�er stage stated that the art
of bu�ld�ng corresponds to the symbol�c type of art, and �n a un�que
degree g�ves real�zat�on to the pr�nc�ple of the same as part�cular art
because arch�tecture generally �s adapted to suggest the
s�gn�f�cances �mplanted �n �t purely �n the external framework of the
env�ronment. If the d�st�nct�on, then, above referred to between the
object of the external cover �ndependently presented �n the l�v�ng



man, or the temple's �mage, and the bu�ld�ng regarded as the
fulf�lment of such an object, �s to be absent from our earl�est stage,
we shall have to look about us for bu�ld�ngs wh�ch prec�sely, as
works of sculpture, do stand up �n �ndependent self-subs�stence,
wh�ch �n short carry the�r s�gn�f�cance �n themselves rather than �n
some other object or necess�ty. Th�s �s a po�nt of the h�ghest
�mportance, wh�ch I have never found ra�sed h�therto, although �t
goes to the root of the matter, and alone �s capable of d�sclos�ng the
man�fold nature of external forms, and of supply�ng a thread to
conduct us through the maze of arch�tecton�c conf�gurat�on. A self-
subs�stent art of bu�ld�ng of th�s k�nd w�ll also to a s�m�lar degree
d�ffer from sculpture on th�s ground, namely, that �t, as arch�tecture,
does not create �mages, whose s�gn�f�cance �s that wh�ch �s
essent�ally sp�r�tual and personal, and wh�ch �tself �ntr�ns�cally
possesses the pr�nc�ple of an appropr�ated embod�ment throughout
adequate to �ts �deal �mport, but bu�lds up works wh�ch, �n the�r
exter�or form, can merely g�ve an �mpress of the s�gn�f�cance �n a
symbol�c way. And for th�s reason th�s type of arch�tecture, both �n
respect to �ts content and, �ts presentat�on, �s really of a symbol�c
type.
All that we have sa�d w�th reference to the pr�nc�ple of th�s stage of
art appl�es equally to �ts mode of presentat�on. Here, too, we f�nd that
the mere d�st�nct�on between bu�ld�ngs of wood and stone �s not
suff�c�ent, �n so far as the same po�nts to a means of l�m�t�ng and
enclos�ng a def�ned space for a spec�f�c rel�g�ous or other human
purposes, as �s the case w�th dwell�ngs, palaces, and temples. Such
a space, may be obta�ned e�ther by hollow�ng out essent�ally sol�d
and stable masses, or conversely, by prepar�ng walls and roofs to
enclose �t. We can make our beg�nn�ng of the art of bu�ld�ng w�th
ne�ther of these alternat�ves, wh�ch we should consequently def�ne
as an �norgan�c form of sculpture; such a type no doubt p�les up
�ndependently stable �mages, but wh�le do�ng so does not �n any way
make the end of free beauty and the man�festat�on of Sp�r�t �n the
bod�ly form commensurate w�th the end �t pursues, but �n general
terms sets up a purely symbol�c form, wh�ch purports �n �tself to
�nd�cate and express a part�cular �dea.



Arch�tecture �s, however, unable to rema�n stand�ng at such a po�nt
of departure. Its funct�on �ndeed cons�sts just �n th�s, namely, to bu�ld
up external Nature as an env�ronment wh�ch emanates from Sp�r�t
�tself through the gates of art under the forms of beauty, and to bu�ld
�t for the �ndependently present l�fe of m�nd, that �s mank�nd, or for
the �mages of the gods that are set up and clothed by man �n
object�ve form, and to bu�ld up the same as that wh�ch no longer
carr�es �ts s�gn�f�cance �n �tself, but d�scovers the same �n another,
that �s man, and h�s necess�t�es and objects of fam�ly and State-l�fe,
culture and so forth, and by so do�ng surrenders the self-subs�stency
of such bu�ld�ngs.
Regarded under th�s aspect we may assume the advance of
arch�tecture to cons�st �n th�s, that �t suffers the above �nd�cated
d�st�nct�on between end and means to appear �n separat�on, and
constructs for man, or the �nd�v�dual human form of gods, wh�ch �s
the work of sculpture, an arch�tectural dwell�ng, palace, or temple
analogous to the s�gn�f�cance of the same.

And, th�rdly, the term�nat�on[32] un�tes both phases �n the process,
and appears w�th�n th�s aspect of d�v�s�on as at the same t�me self-
subs�stent. These po�nts of v�ew present to us, as the class�f�cat�on
of the ent�re art of bu�ld�ng, the follow�ng heads of d�v�s�on, wh�ch
essent�ally comprehend the not�onal d�st�nct�ons of the matter �n
quest�on no less than the h�stor�cal development of the same.
F�rst, we have the genu�ne symbol�c or self-subs�stent type of
arch�tecture.
Secondly, there �s the class�cal type, wh�ch g�ves �ndependent form
to sp�r�tual �nd�v�dual�ty, d�vest�ng on the other hand the art of bu�ld�ng
of �ts self-subs�stency, and degrad�ng �t �n the �ntent to set up an
�norgan�c env�ronment under the forms of art, for the sp�r�tual
s�gn�f�cances wh�ch are now on the�r part �ndependently real�zed.
Th�rdly, romant�c arch�tecture, �n other words the so-called Moor�sh,
Goth�c, and German, �n wh�ch, �t �s true, houses, churches, and
palaces are also merely the dwell�ngs and places �n wh�ch c�v�c and
rel�g�ous needs and act�v�t�es are concentrated; wh�ch, however,



conversely are also shaped and ra�sed w�thout let or h�ndrance for
the express object of emphas�z�ng the�r self-subs�stency.
Although on the grounds already advanced arch�tecture �n respect to
�ts fundamental character rema�ns of a symbol�c type, yet the art�st�c
types known as the truly symbol�c, class�cal, and romant�c const�tute
the closest means of def�n�ng �t, and are here of greater �mportance
than �n the other arts. For �n sculpture the class�cal, and �n mus�c and
pa�nt�ng the romant�c, penetrates so profoundly to the ent�re root-
bas�s of these arts respect�vely, that for the elaborat�on of the type of
the other arts[33], to a more or less degree, but l�ttle room �s left for
other aspects. And, f�nally, �n poetry, though �t �s the fact that �t g�ves
the most complete �mpress �n �ts art-products of the ent�re ser�es of
art-types, we shall f�nd �t necessary to make our class�f�cat�on not by
means of the d�st�nct�on between symbol�c, class�c, and romant�c
poetry, but accord�ng to the spec�f�c d�fferent�at�on appl�cable to
poetry as a part�cular art �n ep�c, lyr�cal, and dramat�c poetry.
Arch�tecture �s, on the other hand, art �n �ts �mmed�ate relat�on to the
external med�um, so that �n th�s case the essent�al d�fferences
cons�st �n th�s, whether th�s external matter rece�ves �ts s�gn�f�cance
�ntr�ns�cally, or �s treated as a means for an object other than �t, or
f�nally asserts �tself �n th�s subserv�ence as at the same t�me
�ndependent. The f�rst case �s �dent�cal w�th the symbol�c type s�mply,
the second w�th the class�cal, the real s�gn�f�cance atta�n�ng here an
�ndependent presentat�on, and �n do�ng th�s the symbol�c �s attached
as an env�ronment wholly external to �t, a type wh�ch �s exempl�f�ed �n
the pr�nc�ple of class�cal art. The un�on of these two types �s
co�nc�dent w�th the romant�c, �n so far, that �s, as romant�c art makes
use of the exter�or med�um as a means of express�on, yet w�thdraws
�tself �nto �tself out of th�s real�ty, and �s consequently able once more
by do�ng so to let object�ve ex�stence stand forth �n self-subs�stent
embod�ment.

[1] Ged�egene here seems to mean that the un�ty �s a real one
throughout all �ts man�festat�ons—�t �s one of sterl�ng eff�cacy.

[2] By the words d�e �nnere Produkt�on der Kunst �s meant
apparently "the creat�ve act�v�ty of art-product�on as �deally



conce�ved �n a ser�es of general world-�mpress�ons
(Weltanschauungen)." The ma�n contrast between the theoret�c
apprehens�on of such an evolut�on of art as a ser�es, held �n �ts
broad gener�c outl�nes by m�nd, and �ts pract�cal real�zat�on as
d�fferent�ated �n the actual products of d�fferent arts �s suff�c�ently
clear. The d�ff�culty rema�ns, however, as to how far Hegel
regarded these Weltanschauungen �n the�r un�versal�ty to have
themselves an object�ve s�gn�f�cance no less than a subject�ve
one—how far, �n other words, are they merely abstract concepts
of the observer, the schemata of sc�ent�f�c general�zat�on, or do
actually unfold an object�ve, �f �deal process—how far �s the
thought one w�th the revelat�on of the Absolute �tself. It �s, of
course, a d�ff�culty not unknown to the student of Hegel �n other
d�rect�ons. At least, as translator, I must content myself, as an
excuse for obscur�ty �n th�s and other passages, w�th draw�ng
attent�on (a) To the ma�n contrast wh�ch �s qu�te clear, and (b) To
the fundamental d�ff�culty wh�ch rema�ns. As a rule the word
Weltanschauung �s generally used rather �n the sense of a world-
outlook as from the po�nt of v�ew of an observer. In th�s passage,
and st�ll more obv�ously a l�ttle lower down, the sense appears to
be rather world-presentment or man�festat�on—and the emphas�s
certa�nly on the object�ve aspect. Thus the Ideal of Beauty �s
def�ned as "the collect�ve total�ty of �ts Weltanschauungen." How
far w�th�n such, wh�ch have prev�ously been called exclus�vely
�deal (�nnere) can be �ncorporated the pos�t�ve concrete
embod�ments of def�n�te works of art �s for myself the d�ff�culty,
wh�ch I do not profess myself to be able to solve. I am �n fact not
ent�rely clear as to the ent�re mean�ng of Hegel myself. The mere
statement that the one �s made object�ve by the other does not
appear to me to remove the d�ff�culty; for, to ment�on no other
object�on, a part�cular work of art �s not exclus�vely e�ther concrete
or object�ve �n the sense that an �deal process �s so, or an Ideal
wh�ch comb�nes the �deal stages or moments �n such a process.
[3] Welche s�ch object�v�rt. See note above.

[4] The present, that �s, wh�ch �s object�ve to sense.
[5] So löst s�ch das Ideal �n se�ne Momente auf. Accord�ng to th�s
�t would appear that the process �s wholly �dent�f�ed w�th the
system of the part�cular arts. But the un�versal world-
presentments are surely equally a process or at least an abstract
of such a process. And th�s �s �n fact aff�rmed lower down.



[6] A favour�te metaphor of Hegel. The �dea �s that the metal �s all
one �nfus�on produc�ng a result that �s l�ke the appearance of
Athene from the brow of Zeus.
[7] Der Subjekt�v�tät. The m�nd of the art�st.

[8] A m�spr�nt. Der should be d�e.

[9] Zuvers�cht. Conf�dence �n �tself.

[10] D�e Sache. The fact, the art�st�c object pr�mar�ly treated.
[11] D�e Subjekt�v�tät. What �s personal �n the percept�on of
judgment.

[12] A f�ne �llustrat�on of th�s passage �s to be found �n M�ss
Harr�son's descr�pt�on of the Prax�teles Hermes �n her adm�rable
"Introductory Stud�es �n Greek Art" (see chap, VI), a work every
student of Greek Art should peruse.
[13] Ged�egenhe�t. Sterl�ng sol�d�ty. To understand all that �s
�mpl�ed the above c�ted work of M�ss Harr�son �s the clearest and
most useful I know.

[14] In Unterhaltung. F�nds h�mself, so to speak, d�rectly
convers�ng w�th h�m.
[15] Der Gattungen, �.e., spec�f�c types.

[16] Das Aussere�nander. A d�fferent�ated exter�or�ty.
[17] Subjekt�v�tät, the �deal un�ty that �s—not so much as soul or
personal�ty.

[18] Ke�n subjekt�ves Inneres. No �deal content that �mpl�es a
un�fy�ng subject.
[19] Same express�on as last note. An �deal realm �n �ts aspect of
relat�on to an �nd�v�dual soul.

[20] Als Element.

[21] Or reason (Ge�st.)

[22] As such content.
[23] Th�s must be taken subject to qual�f�cat�ons wh�ch appear
further on.

[24] An s�ch selbst subjekt�v. As essent�ally appert�nent to the
�nd�v�dual soul.
[25] S�ch entgegenhe�t dem Ge�st, �.e., ra�ses �tself as a med�um
opposed to—or, as we should say, subserv�ent to.



[26] Th�s �s obv�ously a reference to the false theory of l�ght
advanced by Goethe and accepted by Hegel.
[27] Das ganze Mensch. The ent�re man w�th all h�s facult�es.

[28] Th�s �s a reference, of course, to the Art Ph�losophy of
Schell�ng.
[29] Zum vornehmen Wesen. Iron�cal, of course. It �s part of the
ar�stocrat�c pretens�ons of the conno�sseur.

[30] He means that as an explanat�on they are obv�ous prov�ded
the facts are true, wh�ch he then po�nts out �n such cases �s not
so.
[31] I am not sure I follow the sense here. I presume the mean�ng
�s that, as not�onally cons�dered, we have to commence w�th an
arch�tecture to wh�ch other arts are already subserv�ent. The
process of elaborat�on has already been carr�ed beyond mere
arch�tecture. And �n th�s sense he calls sculpture an elaborat�on
(Ausb�ldung) of arch�tecture. But the add�t�on of pa�nt�ng and
mus�c as such elaborat�on �s, to say the least, an unnecessary
obscur�ty. Such an elaborat�on of a pr�m�t�ve form of mus�c �s
suggested lower down. But the concept�on appears to me rather
confus�ng.

[32] That �s the f�nal phase, romant�c arch�tecture.
[33] Other than arch�tecture.

CHAPTER I

INDEPENDENT SYMBOLICAL ARCHITECTURE

The pr�mary and or�g�nal necess�ty of art �s th�s, that a concept�on, a
thought emanate from m�nd, be produced and emphas�zed by man
as the result of h�s act�v�ty, just as �n speech there are s�mple �deas
wh�ch man commun�cates thereby and makes �ntell�g�ble to others. In
human speech, however, the means of commun�cat�on �s accepted
merely as a s�gn, and for th�s reason �s an ent�rely arb�trary mode of
external�zat�on. The funct�on of art, on the contrary, �s not only to



make use of the mere symbol�c s�gn, but, �n contrast to th�s, to
supply a sensuous presence correspondent to s�gn�f�cances. On the
one hand, therefore, the sensuous product, wh�ch art presents to us,
must afford lodg�ng for an �deal content; on the other �t has to
represent th�s content �n a manner wh�ch enables us to see that �t �s
�tself as �ts content not merely a real�zat�on of �mmed�ate real�ty, but
an actual product of human concept�on and �ts sp�r�tual act�v�ty. If I
see, for example, an actually l�v�ng l�on I deduce from the un�que
presentment of the same the concept of l�on prec�sely as I should �n
the case of a p�cture of �t. In the p�cture, however, we f�nd someth�ng
more than th�s. It demonstrates to us that the form has been
conce�ved �n the m�nd, and has found the or�g�nat�on of �ts ex�stence
�n the human sp�r�t and �ts product�ve act�v�ty, so that now we not
only rece�ve the �dea of an object, but the �dea of a human
concept�on of that object. There �s, however, no or�g�nal art�st�c
necess�ty that e�ther a l�on, merely as such[34], a tree, or any other
s�ngle object be added for the success of such reproduct�on. We
have seen, on the contrary, that art, and pre-em�nently plast�c art,
proceeds w�th the presentat�on of such objects �n order to aff�rm �n
them the dexter�ty of the counterfe�t from the art�st's own po�nt of
v�ew. The �nterest �n �ts f�rst or�g�nat�on �s d�rected to br�ng�ng before
the v�s�on of the art�st h�mself and others the pr�mary �mpress�ons of
the object�ve facts, and the un�versal or essent�al thoughts thus
st�mulated. Such popular �mpress�ons are, however, �n the f�rst
�nstance abstract and �n themselves of �ndef�n�te character, so that
man, �n order that he may present them to the �mag�nat�on, lays hold
of that wh�ch �s essent�ally just as abstract, the mater�al med�um as �t
�s—wh�ch �s at once mass�ve and ponderous—a mater�al wh�ch �s no
doubt capable of a def�n�te, but not of an �ntr�ns�cally concrete and
ver�tably sp�r�tual, content. The relat�on between content and
sensuous real�ty, by v�rtue of wh�ch the content �s to pass from the
conc�p�ent world �nto that of �mag�nat�on, can consequently only be of
a symbol�cal type. At the same t�me, however, a bu�ld�ng, wh�ch
purports to declare a general s�gn�f�cance for others, stands there for
no other purpose save that of essent�ally express�ng th�s loft�er
aspect, and �s consequently an �ndependent symbol of a thought that
goes stra�ght to �ts essent�al �mport, and �s of un�versal val�d�ty, a k�nd



of speech wh�ch �s present to sp�r�tual l�fe on �ts own account,
however much �t may not be expressed through sound. The
products, therefore, of th�s type of arch�tecture are necessar�ly
st�mulat�ng to thought of themselves, and arouse un�versal concepts,
albe�t they fa�l to be the mere envelope and env�ronment of
s�gn�f�cances wh�ch otherw�se possess �ndependent form. For th�s
reason, however, the form wh�ch perm�ts a content of th�s k�nd to
appear through �t cannot perforce merely pass as symbol�c s�gn, as,
for example, �n the case when we ra�se a cross to a deceased
person, or erect stones �n memory of battles. For s�gns of th�s
character are doubtless qual�f�ed to st�mulate �deas, but a cross, or a
p�le of stones, do not suggest, �n v�rtue of the�r own nature, the �dea
wh�ch �t �s our object to awake, but are just as able to rem�nd us of
much else ent�rely d�fferent. Th�s d�st�nct�on const�tutes the general
not�on of the stage now d�scussed[35].
W�th regard to th�s �t may be aff�rmed that ent�re nat�ons have known
how to express the�r profoundest requ�rements �n no other way than
by the arts of bu�ld�ng, or at least pre-em�nently �n an arch�tecton�c
way. Th�s has been, however, to an essent�al degree only �n the
East, as w�ll appear from what we have already seen when we were
called on to d�scuss the symbol�c type of art. To an except�onal
degree we may say that the construct�ons of the more anc�ent art of
Babylon�a, Ind�a, and Egypt—wh�ch we have now before us to some
extent only �n ru�ns, ru�ns wh�ch have been able to defy all ages and
the�r revolut�ons, and wh�ch exc�te our wonder and aston�shment as
much on account of what �s wholly fantast�c �n the�r forms as �n v�rtue
of the�r extraord�nary proport�ons and mass—e�ther completely bear
th�s character, or �n great measure are der�ved from �t. They are
works whose construct�on enl�sts at certa�n per�ods of h�story the
ent�re act�v�ty and l�fe of nat�ons.
If, however, we �nqu�re more closely �nto the class�f�cat�on proposed
by th�s chapter and the heads of subject-matter compr�sed �n �t, we
shall f�nd that the po�nt of departure �n th�s k�nd of arch�tecture �s not,
as �n the case of the class�c or romant�c type, from def�n�te forms
s�m�lar to that of the house. In other words we have here no
�ndependently secure content, and w�th �t no secure mode of



embod�ment, advanced as the pr�nc�ple thereof, wh�ch �s forthw�th
related �n �ts further development to the ent�re range of the d�fferent
construct�ons. Rather the s�gn�f�cances wh�ch are accepted as
content rema�n, as �n the case of the symbol�c type generally,
l�kew�se �nchoate and general concept�ons, elementary, �n many
respects separated and �nterfused abstract�ons of natural l�fe
m�ngled w�th thoughts of sp�r�tual act�v�ty, w�thout be�ng, �deally
concentrated to a focus as the evolved states of one m�nd[36]. Th�s
aspect of d�ssolut�on g�ves them the appearance of the greatest
var�ety and change, and the object of such arch�tecture merely
cons�sts �n emphas�z�ng �n �ts presentat�on f�rst one aspect and then
another, �n mak�ng such symbol�cal, and, by means of human labour,
mak�ng such symbol�sm apparent to us. Before a mult�pl�c�ty of
content such as th�s we cannot pretend �n th�s d�scuss�on to be e�ther
exhaust�ve or systemat�c. I shall l�m�t myself to an attempt, so far as
th�s �s poss�ble, to br�ng s�mply that wh�ch �s of most �mportance �nto
connect�on w�th a rat�onal class�f�cat�on.
The prom�nent features of such a survey may be thus br�efly
enumerated.
As content our demand was for modes of v�ew of a wholly general
character, �n wh�ch peoples and �nd�v�duals possess an �deal rest�ng-
place, a po�nt, a un�ty for consc�ousness. The prox�mate object,
therefore, of such �ndependent and self-substant�ve construct�on �s
s�mply to ra�se some work, wh�ch forms the un�ty of a nat�on or
nat�ons, a place �n wh�ch �ts l�fe may be concentrated. We may also
f�nd along w�th th�s the further object more nearly assoc�ated, to
present by means of th�s very embod�ment, that wh�ch generally
un�tes mank�nd, �n other words the rel�g�ous �deas of nat�ons, by
v�rtue of wh�ch works of th�s k�nd rece�ve l�kew�se a more def�n�te
content for the�r symbol�cal express�on.
Furthermore, �n the second place, such an arch�tecture �s unable to
rema�n f�xed w�th�n the l�m�ts of th�s �nc�p�ent determ�nat�on of �ts
ent�re content; the symbol�cal �mages tend to become �solated; the
symbol�cal content of the�r s�gn�f�cat�on �s more closely def�ned, and
by th�s means we f�nd that the d�st�nct�ons of the�r forms tend to
come �nto more assured prom�nence, as for �nstance we see �n the



case of the L�ngam columns, obel�sks, and other examples of th�s
k�nd. From another po�nt of v�ew the art of bu�ld�ng, �n the sp�r�t of
such �solated self-subs�stency, presses forward �n �ts passage to
sculpture, �ts acceptance of organ�c an�mal forms or human f�gures,
�ts enlargement of e�ther and assoc�at�on of both of them, however,
on a prod�g�ous scale, �n �ts further add�t�on of walls, doors and
passages, and throughout �n �ts treatment of what �s adapted to
sculpture �n such objects �n an ent�rely arch�tecton�c manner. The
Sph�nxes, Memnons, and enormous temples of Egypt come under
th�s category.
Th�rdly, th�s symbol�cal art of bu�ld�ng beg�ns to present the
trans�t�onal stage to the class�c type. In other words �t excludes
sculpture from �ts �mmed�ate prov�nce, and sets about construct�ng
�tself as a receptacle for other s�gn�f�cances, wh�ch are themselves
not merely expressed under an arch�tecton�c mode. That the reader
may better understand the process thus �nd�cated I w�ll recall to
memory a few famous examples of such bu�ld�ngs.

1. ARCHITECTURAL WORKS ERECTED WITH THE OBJECT OF UNITING PEOPLES

"What �s holy?" �s a quest�on ra�sed by Goethe �n a certa�n d�st�ch,
and the answer he g�ves �s: "that wh�ch b�nds together many souls."
In th�s sense we may aff�rm that what �s sacred, together w�th the
end expressed �n the above assoc�at�on, and as such assoc�at�on,
has actually formed the pr�mary content of self-subs�stent bu�ld�ng
and the art of such. The earl�est example of th�s we may take from
the story of the bu�ld�ng of the tower of Babylon. In the broad
expanse of the Euphrates valley we are told that mank�nd erected an
enormous arch�tectural work. It �s bu�lt by the labour of a commun�ty,
and th�s publ�c character of �ts construct�on �s at the same t�me the
end and content of the work �tself. And what �s equally true �s th�s,
that th�s foundat�on of an assoc�at�on of communal labour �s no mere
un�ty of a patr�archal stamp; on the contrary we f�nd here that the
mere un�ty of the fam�ly �s prec�sely that wh�ch �s set on one s�de,
and th�s bu�ld�ng, wh�ch �s ra�sed to the heavens, �s the object�ve
presentment of the d�ssolut�on of the more pr�m�t�ve type of un�ty and



the real�zat�on of another of more expans�ve range. The collect�ve
act�v�ty of peoples belong�ng to that age worked �n �t; and, �n
proport�on as they came together �n order to accompl�sh a bu�ld�ng of
prod�g�ous s�ze, the product of the�r act�v�ty came to be the band,
wh�ch, on the ground and so�l they had thus selected, and by means
of the accumulated mass of stone and the arch�tectural construct�on
on the land—just as �n our case moral�ty, custom, and the lawful
const�tut�on of State-l�fe—bound them �n un�ty together. A bu�ld�ng of
th�s k�nd �s �n consequence also symbol�cal for the reason that �t
merely suggests the band of un�ty wh�ch �t �s, because �t �s only able,
by means of �ts form and content, to express the sacred un�ty wh�ch
un�tes men �n an external way. It �s also equally a part of th�s trad�t�on
that the commun�t�es have once more spl�t apart from the centre of
attract�on wh�ch un�ted them on a work of th�s external character.
A further and yet more �mportant bu�ld�ng, wh�ch has, too, already a
more rel�able h�stor�cal bas�s, �s the temple of Belus, of wh�ch
Herodotus �nforms us[37]. We w�ll not here �nqu�re �n what relat�on
th�s stands to that of B�bl�cal trad�t�on. It �s �mposs�ble to call th�s
structure, tak�ng �t as a whole, a temple �n any ord�nary mean�ng of
that term; rather we should call �t a temple enclosure �n the form of a
square, each s�de of wh�ch was two stad�a long, w�th brazen gates
for means of entry. In the centre of th�s sacred place, accord�ng to
Herodotus, who had actually seen th�s colossal work, a tower of th�ck
walls (w�th no �nter�or, sol�d throughout, �n other words a πέργος
στερεός) was bu�lt, both �n length and breadth a stad�um: on th�s was
placed yet another, and aga�n another on that, and so on, e�ght
towers �n all. On the outs�de of th�s a roadway was made to the top;
and �t appears that halfway up to the summ�t was a place of rest w�th
benches on wh�ch all who ascended could rest themselves. On the
summ�t, however, of the last tower there was a huge temple, and �n
the temple was a great bench, well cush�oned, and before �t stood a
gold table. No statue, however, was placed �n the temple. No one
was perm�tted to be there at n�ght w�th the except�on of the attendant
women, who, accord�ng to the statements of the Chaldaeans, the
pr�ests of th�s god, were selected by h�m pre-em�nently for serv�ce.
The pr�ests further ma�nta�ned (c. 182) that the temple was v�s�ted by



the god, who rested on the bench made for h�m. Herodotus, �t �s true,
also states (c. 183) that below w�th�n th�s sanctuary there was yet
another temple, �n wh�ch was placed a great �mage of the god of
gold, together w�th a huge golden table before �t, and at the same
t�me refers to two great altars outs�de the temple on wh�ch the
sacr�f�ces were made. Notw�thstand�ng these facts �t �s �mposs�ble to
p�cture th�s g�gant�c bu�ld�ng as a temple e�ther �n the Greek or
modern sense of the term. For the f�rst seven cub�c towers are sol�d
throughout, and �t �s only the e�ghth one at the summ�t wh�ch serves
as a rest�ng-chamber for the �nv�s�ble god, who rece�ved there�n no
obe�sance e�ther from pr�esthood or the commun�ty. H�s �mage was
below outs�de the bu�ld�ng, so that the ent�re construct�on was ra�sed
�n really �ndependent and self-conta�ned form, and d�d not subserve
the objects of rel�g�ous r�tual, although �t �s no longer a purely
abstract po�nt of un�ty that we f�nd here but a sanctuary. The form
rema�ns no doubt subject to acc�dental causes, or �t rece�ves �ts
determ�nate character purely on account of the mater�al secur�ty of
the cube form; at the same t�me we have ev�dence of a demand
wh�ch seeks for a s�gn�f�cance wh�ch may supply a determ�nate
relat�on to �t more d�rectly symbol�cal and appl�cable to the work
taken as a whole. We must look for th�s, though th�s �s not a po�nt
expressly adverted to by Herodotus, �n the number of the mass�ve
floors. There are seven of them w�th an e�ghth superposed for the
n�ghtly abode of the god. Th�s number of seven �n all probab�l�ty
symbol�zes the seven planets and spheres of heaven.
We f�nd also �n Med�a c�t�es bu�lt �n accordance w�th such a
symbol�sm. There �s, for example, Ecbatana w�th �ts seven enc�rcl�ng
walls, of wh�ch Herodotus[38] states that �n part by v�rtue of the he�ght
of the elevat�on on the slope of wh�ch the c�ty was bu�lt, and �n part
�ntent�onally and by art�f�c�al means, they were h�gher one than the
other, and the�r battlements were coloured d�fferently. Wh�te was on
the f�rst, black on the second, purple on the th�rd, blue on the fourth,
red on the f�fth; the s�xth, however, was coated w�th s�lver, and the
seventh w�th gold, and w�th�n th�s last stood the royal stronghold and
�ts treasure. "Ecbatana," remarks Creuzer, �n h�s work on Symbol�sm,
when referr�ng to th�s type of bu�ld�ng[39], "that Med�an c�ty, and �ts



royal stronghold �n the centre, w�th �ts seven c�rcles of walls and �ts
battlements of seven d�fferent colours, represents the spheres of
heaven wh�ch enclose the stronghold of the sun."

2. ARCHITECTURAL WORKS INTERMEDIATE BETWEEN THE ARTS OF BUILDING AND SCULPTURE

The f�rst po�nt we have to cons�der �n the further development of our
subject cons�sts �n th�s, that arch�tecture accepts for �ts content
s�gn�f�cances that are more concrete, and a�ms at the�r more
symbol�cal presentat�on �n accordance w�th forms that are s�m�larly
more concrete, wh�ch, however, whether we take the case of the�r
�nsulat�on[40], or collect�ve accret�on �n g�gant�c bu�ld�ngs, they do not
make use of �n the way sculpture makes use of them, but
arch�tecton�cally �n the�r own �ndependent prov�nce. In the case of
th�s present type we have to d�rect our attent�on to more spec�f�c
facts, although all that we advance can put �n no pretens�on to
completeness, or an a pr�or� development for the reason that art �n
so far as �t proceeds �n �ts products to embrace the full range of the
actual, that �s the h�stor�cal ways of comprehend�ng the world and �ts
rel�g�ous concept�ons, �s lost �n aspects of a cont�ngent character.
The fundamental def�n�t�on of the type �s s�mply th�s, that we have a
confused blend of sculpture and arch�tecture, albe�t the art of
bu�ld�ng �s that wh�ch permeates all and predom�nates.
(a) We had occas�on before, when d�scuss�ng the symbol�c type of
art, to ment�on the fact that �n the East �t �s frequently the un�versal
l�v�ng force of Nature, that �s, not the sp�r�tual�ty and m�ght of
consc�ousness, but the product�ve energy of generat�on, wh�ch �s
emphas�zed and revered. More part�cularly �n Ind�a th�s rel�g�ous
att�tude was un�versal; also from �ts sources �n Phryg�a and Syr�a
under the �mage of the great goddess, the fruct�fyer, a concept�on
was der�ved wh�ch the Greeks themselves accepted. St�ll more
closely cons�dered th�s concept�on of the un�versally product�ve
energy of Nature was represented and held sacred �n the form of the
organs of sex, Phallus and L�ngam. Th�s cultus was �n the ma�n
promulgated �n Ind�a, albe�t also, as we learn from Herodotus, �t was
not wholly fore�gn to Egypt. At any rate we meet w�th someth�ng of



the k�nd �n the fest�vals of D�onysus. Accord�ng to the statement of
Herodotus, "they have �nvented other puppets as subst�tutes for the
phall� of an ell's length, wh�ch the women draw about w�th a str�ng,
on wh�ch we f�nd the sexual member no smaller �n s�ze than the rest
of the body." The Greeks accepted a s�m�lar m�n�strat�on, and
Herodotus expressly �nforms us (c. 49) that Melampus had
knowledge of the Egypt�an sacr�f�c�al fest�val of D�onysus, and had
�ntroduced the phallus wh�ch was carr�ed about �n honour of the god.
It was �n Ind�a espec�ally that the worsh�p of the energy of generat�on
assumed the exter�or shape and s�gn�f�cance of the organs of sex.
Enormous columnar �mages were �n th�s respect ra�sed of stone as
mass�ve as towers and broaden�ng out at the base. Or�g�nally they
were themselves �ndependently the a�m and objects of such worsh�p;
only at a later t�me �t became customary to make open�ngs and
hollow chambers w�th�n them and depos�t �n these d�v�ne �mages, a
custom wh�ch was ma�nta�ned �n the Hermes f�gures of the Greeks,
l�ttle temple shr�nes that could be carr�ed. The po�nt of departure,
however, �n Ind�a was the phallus p�llars, wh�ch had no such hollows,
and wh�ch only at a later date were d�v�ded �nto a shell and kernel,
grow�ng thus �nto pagodas. For the genu�ne Ind�an pagodas, wh�ch
should be d�st�ngu�shed essent�ally from later Mohammedan or other
�m�tat�ons, do not or�g�nate �n the form of the dwell�ng, but are narrow
and lofty, and rece�ve the�r fundamental type from these columnar
construct�ons. We f�nd a s�m�lar s�gn�f�cance and form also once
more �n the concept�on of the mounta�n Meru as expanded by
H�ndoo �mag�nat�on, wh�ch �s conce�ved as tw�rl�ng st�ck �n the sea of
m�lk, and �s the creat�ve source of the world. Herodotus ment�ons
s�m�lar columns, some constructed �n the shape of the male, others
�n that of the female organ. He ascr�bes the�r construct�on[41] to
Sesostr�s, who erected them everywhere on h�s m�l�tary exped�t�ons
aga�nst all the peoples he conquered. The major�ty of such p�llars no
longer ex�sted �n the days of Herodotus. It was only �n Syr�a that the
h�stor�an[42] had h�mself seen them. However, the fact that he
ascr�bes them all to Sesostr�s �s merely based on the trad�t�on he
adopts. Moreover, h�s explanat�on �s wholly Greek �n �ts colour; he
converts the natural s�gn�f�cance �nto one of eth�cal �mport and �n th�s
sense �nforms us: "In cases where Sesostr�s dur�ng h�s exped�t�on



crossed nat�ons wh�ch were brave �n battle, he set up p�llars �n the�r
land together w�th �nscr�pt�ons, wh�ch gave h�s own name and nat�on,
and �nd�cated that he had subdued these peoples. Where, on the
contrary, he overcame w�thout oppos�t�on, he �nd�cated on such
p�llars the female organ of sex w�thout attach�ng an �nscr�pt�on �n
order to declare the fact that these nat�ons had been cowards �n
battle."
(b) We f�nd further construct�ons of a s�m�lar nature, �ntermed�ate,
that �s, between sculpture and arch�tecture, pr�nc�pally �n Egypt. W�th
these we may �nclude, for example, the obel�sks, wh�ch do not, �t �s
true, borrow the�r form from the l�v�ng organ�sms of Nature, such as
plants, an�mals, or the human form, but are of a form wholly subject
to geometr�cal rule, yet at the same t�me no longer constructed
expressly as subserv�ent to the human dwell�ng or temple, but are
erected �n free and �ndependent self-subs�stency, and possess the
symbol�cal s�gn�f�cance of the solar rays. "M�thras," ma�nta�ns
Creuzer, "the Mede or Pers�an, rules �n the solar c�ty of Egypt[43],
and �s there prompted by a dream to bu�ld obel�sks, that �s to say
solar rays �n stone, and to �nscr�be on them letters wh�ch are known
as Egypt�an." Pl�ny had already attached th�s �mport to obel�sks[44].
They were ded�cated to the sun's d�v�n�ty, whose rays they were
�ntended to catch and at the same t�me to reflect. Also we f�nd that �n
the �mages set up �n Pers�a we have rays of f�re wh�ch ascend from
columns[45].
After obel�sks we should ment�on as most �mportant the sculptured
Memnons. The huge statues of Memnon of Thebes, of wh�ch Strabo
was st�ll able to see one fully preserved and made from a s�ngle
stone, wh�le the other, wh�ch uttered a sound at sett�ng of the sun,
was already �n h�s day mut�lated, possessed the human form. They
were two seated colossal human f�gures �n the�r grand�ose and
mass�ve proport�ons rather �norgan�cally and arch�tecton�cally
des�gned than �n the str�ct sense sculptured, as also appears �n the
case of the l�near arrangement of the Memnon columns, and,
�nasmuch as they are only val�d �n such equable order and s�ze, they
wholly d�gress from the a�m of sculpture and are subject to the art of



bu�ld�ng. H�rt[46] refers the colossal melod�ous statue, wh�ch
Pausan�as states the Egypt�ans regarded as the �mage of
Phamenoph, not so much to de�ty as to a k�ng, who possessed �n �t
h�s monument, as Osymandyas and others �n a s�m�lar way. It �s,
however, qu�te poss�ble that these �mpos�ng �mages suppl�ed a more
def�n�te or �ndef�n�te concept�on of someth�ng un�versal. Both
Egypt�ans and Aeth�op�ans worsh�pped Memnon, the son of the
Dawn, and sacr�f�ced to h�m on the f�rst appearance of the solar rays
by means of wh�ch the �mage greeted w�th �ts vocal sound the
worsh�ppers. Produc�ng as �t d�d vocal sound �t �s not merely �n v�rtue
of �ts form of �mportance and �nterest, but by reason of �ts nature as a
l�v�ng, s�gn�f�cant and reveal�ng th�ng, albe�t the mode of revelat�on �s
purely one of symbol�c suggest�on.
Th�s relat�on we have po�nted out �n the case of these statues of
Memnon �s equally true �n that of the Sph�nxes, wh�ch we have
already d�scussed �n our reference to the�r symbol�c s�gn�f�cance. We
f�nd these Sph�nxes �n Egypt not merely �n extraord�nary numbers
but also of stupendous s�ze. One of the most famous of them �s the
one wh�ch �s s�tuated �n close prox�m�ty to the Ca�ro group of
pyram�ds. Its length �s 148 metres, �ts he�ght from the claws to the
head �s 65 metres; the feet that repose �n front, measured from the
breast to the po�nts of the claws, are 57 metres, and the he�ght of the
claws 8 metres. Th�s enormous mass of rock, however, has not �n
the f�rst �nstance been excavated and then carr�ed to the place now
occup�ed by �t. On the contrary, the excavat�ons wh�ch have been
made to �ts foundat�ons prove that the foundat�on cons�sts of
l�mestone, and �n a manner wh�ch showed that the ent�re huge work
was hewn from one rock of wh�ch �t only forms a port�on. Th�s
enormous �mage more nearly approaches, �t �s true, genu�ne
sculpture �n �ts colossal proport�ons; �t �s, however, equally true that
the Sph�nxes were also set s�de by s�de l�nearly �n passages, �n
wh�ch pos�t�on they, too, rece�ve a wholly arch�tecton�c character.
(c) Such �ndependent f�gures are, as a rule, not only to be found �n
�solat�on, but are supplemented by the construct�on of large bu�ld�ngs
resembl�ng the temple type, labyr�nths, subterranean excavat�ons of



every k�nd, or amongst other th�ngs are ut�l�zed �n masses and
surrounded by walls.
The f�rst th�ng we may remark w�th regard to the temple enclosures
of Egypt �s th�s that the fundamental character of th�s huge type of
arch�tecture, deta�led �nformat�on as to wh�ch we have latterly
rece�ved �n the ma�n from French wr�ters, cons�sts �n th�s that they
are construct�ons open to the day, w�thout roof�ng, doors, passages
between part�t�ons[47], and above all, between columned halls, ent�re
forests of columns. They are works, �n short, of the greatest range
and var�ety of �nter�or construct�on wh�ch, w�thout serv�ng as the
hab�tat�on of a god, or a commun�on of worsh�ppers, �ndependently
by th�s self-cons�stent operat�on appeal to the wonder of our
�mag�nat�ons qu�te as much �n the colossal s�ze of the�r proport�ons
and masses, as through the fact that the�r �solated forms and �mages
make an �ndependent and exclus�ve cla�m to our �nterest. Such
forms and �mages are �n truth placed there as symbols for
s�gn�f�cances wh�ch are str�ctly un�versal �n the�r �mport, or �n the
pos�t�on they occupy as represent�ng l�terature, �n so far, that �s, as
they declare such s�gn�f�cances not through the manner of the�r form,
but by means of wr�t�ngs, works of �mag�nat�ve form wh�ch are
engraved on the�r surfaces. We may �n part descr�be these g�gant�c
bu�ld�ngs as a collect�on of sculptured �mages; for the most part,
however, these appear �n such a number and w�th such repet�t�on of
one and the same form, that the arrangement becomes one of a
ser�es, and �t �s only �n th�s k�nd of l�ne and order that they rece�ve
what �s prec�sely the�r arch�tecton�c def�n�t�on, wh�ch becomes,
however, once more an object �n �tself, and does not merely mean
beams and roof�ng and noth�ng beyond them.
The larger construct�ons of th�s type start w�th a paved passage, one
hundred feet broad, accord�ng to Strabo's statement, and three or
four t�mes as long. On e�ther s�de of th�s approach (δρόμος) stand
Sph�nxes, �n rows of f�fty to a hundred, �n he�ght from twenty to th�rty
feet. After th�s comes an �mpos�ng and splend�d portal (πρόπυλον),
narrower at the top than at the base, w�th p�ers and columns of
enormous bulk, ten or twenty t�mes h�gher than the he�ght of a man;
part�ally �solate and �ndependent, and �n part f�xed �n walls and



gorgeously decorated structures[48], wh�ch also stand up
perpend�cularly �n �ndependence to the he�ght of from f�fty to s�xty
feet, broader at the bottom than at the top, w�thout be�ng connected
w�th transverse walls, or carry�ng entablatures[49], and so
const�tut�ng a dwell�ng. On the contrary, what we f�nd �s that, �n
contrast to vert�cal walls, wh�ch rather suggest they are bu�lt to
support a we�ght, they belong to the �ndependent mode of
arch�tecture. Here and there Memnon �mages lean aga�nst these
walls, wh�ch also const�tute passages, and are ent�rely covered w�th
h�eroglyph�cs and enormous p�ctures on stone, so that they
appeared to the Frenchmen who recently saw them l�ke pr�nted
cal�co. We may regard them as so many leaves of books, wh�ch by
means of the�r spat�al and l�m�ted superf�c�es arouse unl�m�ted
aston�shment, feel�ng, and reflect�on �n the human soul. Doors follow
at frequent �ntervals, and alternate w�th each ser�es of Sph�nxes; or
we f�nd an open spot eng�rt throughout by a wall w�th columned
passages to these walls. After that we get a covered place, wh�ch
does not serve as a dwell�ng, but �s a forest of p�llars, the columns of
wh�ch have no roof�ng but carry slabs of stone. After these Sph�nx
passages, ser�es of columns, and structural walls over-flowered w�th
h�eroglyph�cs, after them a frontage bu�ld�ng w�th w�ngs, before wh�ch
obel�sks are erected and l�ons couched; or also, after forecourts, or a
c�ncture of yet more narrow approaches, we reach the culm�nat�on of
the ent�re construct�on, the real temple, the sanctuary (σηκὸς),
accord�ng to Strabo of moderate proport�ons, wh�ch e�ther conta�ned
no �mage of the god, or merely an an�mal �mage. Th�s dwell�ng of
godhead was now and aga�n a monol�th, as Herodotus, for example,
narrates[50] �n respect of the temple of Buto. Th�s temple was worked
out of one p�ece of stone to a length and breadth, wh�ch �n each of �ts
walls of equal s�ze measured forty cub�ts, and as f�nal roof to the
same was placed a s�ngle stone w�th a corn�ce of four cub�ts'
breadth. In general, however, these sanctuar�es are so small, that no
commun�on of worsh�ppers could f�nd room �ns�de. Such a
commun�on, however, �s an essent�al concom�tant of a temple;
otherw�se the same �s merely a box, a treasury, a place where
sacred �mages are conserved.



To such an extent bu�ld�ngs of th�s type run on for m�les w�th the�r
rows of an�mal f�gures, the�r Memnons, the�r �mmense doors, the�r
walls and colonnades of the most stupendous d�mens�ons, some of
greater breadth, some of less, the�r �solated obel�sks and much else,
that wh�le we wander w�th�n works so huge and so calculated to
exc�te our surpr�se, wh�ch �n part possess merely a more restr�cted
purpose �n the d�verse act�v�t�es of the system of culture to wh�ch
they belong the quest�on �s �rres�st�ble, what these masses of stone
have to tell us of the D�v�ne they secrete. For on closer �nspect�on
symbol�cal mean�ngs are everywhere �n-woven �n these
construct�ons �n that the number of Sph�nxes and Memnons, the
pos�t�on of columns and passages have relat�on to the days of the
year, the twelve s�gns of the Zod�ac, the seven planets, the great
per�ods of the lunar cycle and other phenomena. To some extent we
f�nd here that sculpture has not yet freed �tself from arch�tecture; and
�n some degree aga�n the really arch�tecton�c aspect of measure,
�nterval, number of columns, walls, steps, and so forth �s so treated,
that the real object of these relat�ons �s not to be found �n the�r own
�ntr�ns�c character, that �s, �n the�r symmetry, harmony, and beauty,
but �s referable to the�r symbol�cal def�n�t�on. And �n th�s way all th�s
work of construct�on asserts �tself �ndependently as an object �n
�tself, as �tself a cultus, �n wh�ch both nat�on and k�ng are un�ted.
Many works, such as canals, the lake Maeot�s, and generally
waterworks have a part�cular relat�on to agr�culture and the floods of
the N�le. An example of th�s we have �n the statement of
Herodotus[51] to the effect that Sesostr�s had the ent�re country,
wh�ch up to th�s t�me had been r�dden and dr�ven over, cut up �nto
canals to prov�de dr�nk�ng-water, and �n th�s way made horses and
wagons useless. The ma�n construct�ons, however, rema�ned those
bu�ld�ngs w�th a rel�g�ous purpose, wh�ch the Egypt�ans �nst�nct�vely
p�led up much as the bees do the�r cells. The�r property was
regulated[52], the�r other soc�al cond�t�ons equally so, the so�l of the
country was extraord�nar�ly fru�tful, and requ�red no labor�ous
cult�vat�on, so that we may almost say the�r agr�culture merely
cons�sted �n sow�ng and harvest. We hear l�ttle of other �nterests and
explo�ts, such as are common to nat�ons, and, w�th the except�on of



the tales of the pr�esthood w�th reference to the mar�t�me
undertak�ngs of Sesostr�s, we have no account of sea voyages.
Speak�ng generally, the Egypt�ans restr�cted the�r efforts to th�s work
of construct�on w�th�n the�r own country. It �s, however, what we have
called self-substant�ve and symbol�cal arch�tecture wh�ch forms the
fundamental type of the�r �mpos�ng works and for th�s reason that the
human �deal, the sp�r�tual �n �ts a�ms and external forms, has not as
yet come to self-knowledge, or const�tuted �tself the object and
product of �ts free act�v�ty. Self-consc�ousness has not as yet r�pened
�n the fru�t, �s not yet �ndependently secured, but �s restless, seek�ng,
surm�s�ng, ever for produc�ng w�thout absolute sat�sfact�on, and
consequently w�thout repose. It �s only �n the form that �s
commensurate w�th Sp�r�t that m�nd essent�ally at home w�th �tself
f�nds sat�sfact�on and f�nds �ts true def�n�t�on �n what �t produces. The
symbol�cal work of art on the contrary rema�ns more or less
�ndef�n�te. Among such creat�ons of the Egypt�an art of bu�ld�ng we
may �nclude the so-called labyr�nths, courts w�th columned
approaches, c�rcumamb�ent paths between part�t�ons, wh�ch entw�ne
about �n a myster�ous fash�on, but whose confus�ng �ntr�cacy �s not
constructed w�th the puer�le object to make the means of ex�t a
problem, but to create for the senses an �ntr�cate mode of mot�on
that �s dom�nated by myster�es of symbol�cal �mport. For these paths,
as we have already �nd�cated, �m�tate �n the�r course that of the
heavenly bod�es and embody the same for �mag�nat�on. They are �n
part constructed above the ground and �n part underneath �t, and �n
add�t�on to the�r passages are furn�shed w�th chambers and halls of
enormous s�ze, whose walls are covered w�th h�eroglyph�cs. The
largest labyr�nth wh�ch Herodotus h�mself saw was not far from the
lake Maer�s. He aff�rms[53] that �ts s�ze exceeded h�s powers of
descr�pt�on, and �t surpassed the pyram�ds themselves. The bu�ld�ng
he ascr�bes to the twelve k�ngs, and he descr�bes �t �n the follow�ng
terms. The ent�re bu�ld�ng surrounded by one and the same wall
cons�sted of two stor�es, the one above and the other beneath the
level of the ground. Taken together they enclosed three thousand
chambers, each story conta�n�ng f�fteen hundred. The upper story
wh�ch alone Herodotus was able to see was d�v�ded �nto twelve
adjacent courts[54], w�th doors placed oppos�te to each other, s�x



fac�ng the North and s�x the South, and every court was eng�rt w�th a
colonnade, constructed of wh�te and carefully worked stone. From
these courts, Herodotus cont�nues, you have �ngress to the
chambers, and from these �nto the halls, and from the halls �nto other
chambers, and from these chambers �nto the courts. Accord�ng to
H�rt[55] Herodotus only so far def�nes th�s latter relat�on to the extent
that he places �n the f�rst �nstance the chambers �n juxtapos�t�on to
the courts. W�th regard to the labyr�nth�ne passages, Herodotus
states that the numerous passages through the roofed-�n chambers
and the mult�tud�nous �ncurvat�ons between the courts had f�lled h�m
w�th �nf�n�te aston�shment. Pl�ny[56] descr�bes them as obscure and
ted�ous for a stranger on account of the�r w�nd�ngs, and when the�r
doors were opened there was a no�se �n them l�ke thunder; we also
learn from Strabo, an ev�dence of �mportance, for he was an eye-
w�tness no less than Herodotus, that the labyr�nth�ne passages
enc�rcled the court spaces. It was the Egypt�ans who ma�nly bu�lt
such labyr�nths: but we f�nd �n �m�tat�on of Egypt a s�m�lar one �n
Crete, though of smaller extent, and also, too, �n the Morea and
Malta. Tak�ng �nto cons�derat�on the fact, however, that, on the one
hand, an art of bu�ld�ng of th�s k�nd �n �ts chambers and halls already
approx�mated to the dwell�ng type, wh�le, on the other, accord�ng to
the del�neat�on of Herodotus, the subterranean port�on of the
labyr�nth, an entrance �nto wh�ch was forb�dden h�m, had for �ts
def�n�te object the sepulchre of the founders of the bu�ld�ng and
sacred crocod�les—so that here the essent�al character�st�c of the
labyr�nth was ent�rely the symbol�c �mport �n an �ndependent sense—
we may f�nd �n such works a po�nt of trans�t�on to the form of
symbol�cal arch�tecture, wh�ch �n �ts own const�tuent parts beg�ns
already to approach the class�c type of bu�ld�ng.

3. THE TRANSITION FROM SELF-SUBSTANTIVE ARCHITECTURE TO THE CLASSICAL TYPE

However stupendous �n s�ze the construct�on we have just
cons�dered are the subterranean arch�tecture of Or�ental peoples
such as the H�ndoos and Egypt�ans, wh�ch offer many features of
resemblance, are st�ll more �mpos�ng and calculated to exc�te our
wonder. Whatever aspect of grandeur and nob�l�ty �s �n th�s respect



d�scoverable above ground presents no parallel to that wh�ch among
the H�ndoos �s presented us beneath the earth �n Salsette, wh�ch
faces Bombay, and �n Ellora, that �s, �n Upper Egypt and Nub�a. In
these extraord�nary excavat�ons what we have �n the earl�est
examples exposed �s the �mmed�ate necess�ty of an enclosure. The
fact that mank�nd have sought protect�on �n caves, and made the�r
dwell�ng there and that ent�re peoples have possessed no other
mode of dwell�ng �s due to the compell�ng force of the�r needs. Caves
of th�s k�nd ex�sted �n the land of Judaea, where �n works of many
stor�es there was room for thousands. There were also �n the Harz
mounta�ns �n the Rammelsberg near Goslar chambers, �nto wh�ch
men crept for cover, and used to br�ng the�r prov�s�ons for safety.
(a) Of an ent�rely d�fferent type, however, are the H�ndoo and
Egypt�an subterranean construct�ons to wh�ch we have alluded. In
some degree they served as places of assemblage, subterranean
cathedrals, and are construct�ons whose object was to exc�te
rel�g�ous wonder and concentrate the commun�on of sp�r�tual l�fe;
they are un�ted to des�gns and suggest�ons of a symbol�cal
character, colonnades, sph�nxes, Memnons, elephants, colossal
�mages of �dols, wh�ch, hewn from the bare rock, were as fully left a
component growth of the formless stone as the columns �n such
excavat�ons were made to stand out �n �solat�on from �t. In front of the
walls of rock these bu�ld�ngs were here and there wholly exposed to
the l�ght, �n other parts they were ent�rely devo�d of �t, and �llum�nated
merely w�th torches, wh�le �n other port�ons l�ght was �ntroduced from
above.
Relat�vely to the super-terranean construct�ons these excavat�ons
appear as pr�or �n t�me, so that we may regard the enormous spaces
la�d out above the so�l as an �m�tat�on and efflorescence of s�m�lar
tracts of land beneath �t. In excavat�ons there �s no pos�t�ve bu�ld�ng,
but we have rather a g�ven mater�al taken away. And to nest thus �n
the ground, to excavate �s more natural to man than to seek for a
mater�al, and w�th �t to construct and �nform a mass of bu�ld�ngs. In
th�s respect we may assume the cave to be ut�l�zed pr�or to the hut or
dwell�ng. Caves are the extens�on of spat�al cover�ng �nstead of a
l�m�tat�on of such, or an extens�on wh�ch grows up as a l�m�t and



enclosure, �n wh�ch the enclosure �s already present. The
subterranean construct�on consequently �ncl�nes to start w�th what �s
already present, and, �n so far as �t leaves the fundamental mater�al
as �t f�nds �t, �s not erected w�th the freedom appl�cable to a
conf�gurat�on ra�sed above the surface of the so�l. In our v�ew,
however, these construct�ons already belong to a further stage of the
art of bu�ld�ng, however much they may also have features of a
symbol�cal type, because they no longer are placed there as
�ndependently symbol�cal, but already possess the a�m or purpose of
an enclosure, a part�t�on, a roof, w�th�n wh�ch more symbol�cal f�gures
as such are set up. That wh�ch �s connoted under the concept�on of
temple and dwell�ng, both �n the Greek and more modern use of the
terms, we have here �n the�r most natural form.
We may �nclude �n the above class the caves of M�thras, although
we f�nd them �n a very d�fferent local�ty. The worsh�p and r�tual of
M�thras or�g�nates �n Pers�a. A cultus, however, of a s�m�lar k�nd was
also promulgated �n the Roman Emp�re. In the Par�s Museum we f�nd
a very famous bas-rel�ef, wh�ch represents a youth �n the act of
str�k�ng an ox w�th a steel weapon. It was d�scovered �n the Roman
Cap�tol �n a deep grotto beneath the temple of Jup�ter. In these
M�thras caves vaults are also met w�th, and passages wh�ch on the
one hand appear def�n�tely to symbol�ze by suggest�on the course of
the stars, and from another po�nt of v�ew also (prec�sely as st�ll �n our
own t�me takes place �n our free-mason lodges, where people are
conducted through many passages and have to see dramat�c scenes
and much else) the ways, wh�ch the soul must pass through �n �ts
pur�f�cat�on, albe�t �t may be true enough that th�s fundamental
mean�ng �s more fully and d�rectly expressed �n sculpture and other
work than �n arch�tecture s�mply. In a connect�on somewhat s�m�lar
we may also ment�on the Roman catacombs, the fundamental �dea
of whose construct�on was certa�nly someth�ng qu�te other than that
of be�ng subserv�ent to aqueducts, sepulchres or any system of
dra�nage.
(b) In the second place we may seek for our present use a more
def�n�te po�nt of trans�t�on from the arch�tecture of �ndependent type
�n those construct�ons wh�ch have been ra�sed as hous�ngs of the



dead, partly �n the form of excavat�ons beneath the ground, and
partly as bu�ld�ngs above �t. More part�cularly among the Egypt�ans
th�s k�nd of construct�on, whether subterranean or super-terranean,
was assoc�ated w�th a realm of the dead, just as �n general among
the Egypt�ans �t �s a realm of the �nv�s�ble wh�ch �n the f�rst �nstance
rece�ves a hab�tat�on and �s placed before us. The H�ndoo burns h�s
dead, or suffers the�r bones to l�e and moulder on the earth.
Accord�ng to the H�ndoo's po�nt of v�ew mank�nd are, or become, god
or gods, wh�chever way one cares to put �t, and we are unable to f�nd
�n the�r case th�s assured d�st�nct�on between the l�v�ng and the dead
regarded as dead. H�ndoo construct�ons, consequently, so far as
they do not or�g�nate �n Mohammedan�sm, are not dwell�ngs for the
dead, and appear generally to belong to an earl�er per�od as we
assumed was true of the aston�sh�ng excavat�ons descr�bed. In the
case of the Egypt�ans, however, the contrast between l�v�ng and
dead asserts �tself predom�nantly. That wh�ch �s sp�r�tual beg�ns to
separate �tself essent�ally from what �s mater�al. We have here the
resurrect�on of sp�r�t �n concrete �nd�v�dual�ty, the movement of that
process. The dead are therefore reta�ned fast as personal�ty[57], and
are secured and preserved securely above the concept�on of
d�ssolut�on �nto Nature, that �s �nto un�versal evanescence, flood and
ext�nct�on. S�ngular�ty �s the pr�nc�ple of the sp�r�tual �n �ts not�on of
�ndependence, because sp�r�t �s only able to ex�st as �nd�v�dual�ty,
that �s personal�ty. Consequently th�s honour pa�d to and
preservat�on of the dead can only appear to ourselves as a f�rst and
�mportant element �n the def�n�t�on of the ex�stence of sp�r�tual
�nd�v�dual�ty, s�nce �t �s here that s�ngular�ty �s asserted as ma�nta�ned
rather than abandoned, �nasmuch as the body at any rate �s
treasured and respected as th�s Nature's own mode of �nd�v�dual�ty.
Herodotus assures us, a fact we have already not�ced, that the
Egypt�ans were the f�rst to declare that the souls of men were
�mmortal, and desp�te the fact that the grasp on sp�r�tual �nd�v�dual�ty
�s �n the�r case very �ncomplete, �n so far as �n the�r v�ew the
deceased must for three thousand years pass through a whole
ser�es of an�mals belong�ng to land, water, and a�r, yet for all that �n
th�s concept�on, and �n the embalm�ng of the body, we f�nd f�xedly the



not�on of bod�ly �nd�v�dual�ty, and of the �ndependent self-ex�stence
as separate from that body.
It �s therefore also of �mportance �n the arts of bu�ld�ng that �n these
the separat�on of the sp�r�tual, no less than the �deal s�gn�f�cance,
wh�ch[58] �s �ndependently represented, be carr�ed �nto effect wh�le
the corporeal shell �s set round �t as a purely arch�tecton�c
env�ronment. The dwell�ngs of the dead of the Egypt�ans const�tute
for th�s reason the earl�est examples of the temple type. The
essent�al feature, the central core of worsh�p �s a subject, an
�nd�v�dual object wh�ch appears of s�gn�f�cance by �tself, and
expresses �tself as d�st�nct from �ts dwell�ng, wh�ch �s thereby
�nterpreted as purely a subserv�ent cover�ng. And no doubt �t �s not
an actual man, for whose requ�rements a house or palace had to be
bu�lt, but deceased objects that are w�thout such needs, k�ngs,
sacred an�mals, around whom �mmeasurable construct�ons are
enclosed.
Just as agr�culture f�xes the wander�ng of nomads �n the stable
possess�on of a def�n�te local�ty, we may say that generally
sepulchres, monuments, and the serv�ce of the dead un�te mank�nd,
and even offer to those who possess no States, no l�m�tat�ons of
property, a place of rendez-vous, sacred places wh�ch they defend
and refuse to have taken away from them. As an �llustrat�on we may
c�te the case of the Scyth�ans, a nomad people, who ret�red
everywhere, accord�ng to the narrat�on of Herodotus[59], before
Dar�us. And when Dar�us sent an embassage to them w�th the
message that �f the�r k�ng deemed h�mself strong enough to offer
res�stance he should come forth to battle, but �f he d�d not he ought
to recogn�ze Dar�us as h�s lord, Idanthyrsus met the same w�th the
reply that they possessed ne�ther c�t�es nor t�lled land, and had
noth�ng to defend for the reason that Dar�us had noth�ng to ravage;
�f, however, Dar�us made a po�nt of hav�ng a f�ght they possessed the
sepulchres of the�r fathers, let h�m therefore dare to advance aga�nst
these, he w�ll then d�scover whether they w�ll f�ght for the�r
sepulchres or not.



The most anc�ent and �mpos�ng monuments erected to the dead we
f�nd �n Egypt. They are the Pyram�ds. What most exc�tes our wonder
at f�rst s�ght of these aston�sh�ng construct�ons �s the�r extraord�nary
magn�tude, wh�ch at once makes us reflect upon the durat�on of t�me,
the var�ety, superabundance and pers�stence of human energ�es
wh�ch �s �nseparable from the complet�on of such colossal bu�ld�ngs.
From the po�nt of v�ew of form there �s noth�ng �n them to protract
attent�on: �n a few m�nutes we have surveyed and taken �n the ent�re
effect. W�th th�s s�mpl�c�ty and un�form�ty of the�r form �n v�ew the�r
object has ever been a subject of controversy. It �s true that even the
anc�ents, as for example Herodotus and Strabo, adduced the a�m,
wh�ch they subserved; but for all that both �n former and more recent
t�mes, travellers and wr�ters have contr�buted much that �s fabulous
and unwarranted �n the�r reflect�ons. The Arabs endeavoured to
effect entrance by force, hop�ng to d�scover treasure �n the �nter�or of
the Pyram�ds; such assaults, however, beyond d�sturb�ng much,
have fa�led �n the�r object to reach the actual passages and
chambers. Europeans of a later date, among whom we may ment�on
�n part�cular for d�st�nct�on, Belzon�, a nat�ve of Rome, and Cav�gl�a of
Genoa, have at last succeeded �n ascerta�n�ng more accurate
�nformat�on w�th respect to the �nter�or of these fabr�cs. Belzon�
d�scovered the royal sepulchre �n the Pyram�d of Chephren. The
entrances to the Pyram�ds were closed �n the securest way by
square blocks of stone, and �t appears that Egypt�ans endeavoured
�n the�r construct�on so to effect matters that the entrance, even
when d�scovered, could only be followed up and opened w�th the
greatest d�ff�culty. Th�s proves to us that the Pyram�ds rema�ned
closed and could not be aga�n used. W�th�n the�r �nter�or explorers
have found chambers, passages, wh�ch po�nt by suggest�on to the
ways, wh�ch the soul undertakes after death �n �ts course and
transm�grat�on, great halls, channels beneath the earth at one t�me
descend�ng, at another mount�ng up. The royal sepulchre of Belzon�
runs on �n th�s way hewn out of the rock for a m�le. In the pr�nc�pal
hall stood a sarcophagus of gran�te, sunk �n the ground; but all that
was d�scovered �n �t was the rema�ns of an�mal bones of a mummy,
probably that of an Ap�s. The whole, however, proved beyond a
doubt that the object �n v�ew was that of be�ng a dwell�ng for the



dead. The Pyram�ds d�ffer �n age, form, and s�ze. The most anc�ent
appear to be stones p�led on one another �n a more or less pyram�dal
shape. The more recent ones are constructed w�th un�form�ty; some
are somewhat flattened out at the summ�t, others run up ent�rely to a
po�nt. On others have been found depos�ts, an explanat�on of wh�ch
may be gathered from the descr�pt�on Herodotus[60] g�ves us when
referr�ng to the Pyram�d of Cheops of the manner �n wh�ch the
Egypt�ans carr�ed out such works, so that H�rt �ncludes such among
the Pyram�ds wh�ch rema�ned unf�n�shed[61]. In the older Pyram�ds
accord�ng to the latest ev�dence of Frenchmen the chambers and
passages are more w�nd�ng; �n the more recent ones they are
s�mpler, but ent�rely covered w�th h�eroglyph�cs, to �nterpret wh�ch
throughout w�ll take several years.
In th�s way the Pyram�ds, desp�te all the wonder they arouse of the�r
own accord, are really noth�ng but crystals, mere shells, wh�ch
enclose a kernel, that �s a departed sp�r�t, and serve as custod�ans of
h�s st�ll cons�stent bod�ly presence and form. In th�s departed and
deceased person, who secures an �ndependent reproduct�on, we fa�l
to f�nd consequently any s�gn�f�cance[62]; the arch�tecture, however,
wh�ch up to th�s po�nt �ndependently possessed �ts s�gn�f�cance �n
�tself as arch�tecture, �s now d�v�ded �n �ts a�m, and �n th�s d�v�s�on �s
subserv�ent to someth�ng else, whereas sculpture rece�ves the
funct�on to g�ve body to the genu�ne �deal aspect, although �n the f�rst
�nstance the �nd�v�dual f�gure �n �ts un�que and �mmed�ate natural
shape �s reta�ned. We f�nd consequently, on a general survey of the
Egypt�an art of bu�ld�ng, on the one hand, the self-subs�stent
symbol�cal bu�ld�ngs; on the other, however, and more part�cularly �n
everyth�ng wh�ch �s attached to the monuments of the dead, the
spec�f�c determ�nat�on of arch�tecture to be an enclosure and noth�ng
more, already clearly asserts �tself. It �s an essent�al concom�tant of
th�s, that arch�tecture not only be l�m�ted to the construct�on of
excavat�ons and caves, but attest �tself as an �norgan�c Nature bu�lt
by human hands on the spot where men have actual need of �t, and
for a def�n�te purpose w�ll �t to be.
Other nat�ons have ra�sed monuments of the same k�nd, sacred
bu�ld�ngs as dwell�ngs of the dead bod�es, over whom they happen to



be erected. As examples we may �nstance the mausoleum �n Cur�a,
and of more recent date that of Hadr�an, the st�ll ex�st�ng Englesburg
�n Rome, a palace of careful construct�on ra�sed �n honour of a dead
person, all of wh�ch were even �n ant�qu�ty famous works. Accord�ng
to the descr�pt�on of Uhden[63] we may also ment�on �n th�s
connect�on a type of mortuary, wh�ch �n �ts arrangement and
env�ronment �m�tated �n �ts smaller aspects temples ded�cate to gods.
A temple of th�s k�nd possessed a garden, arbours, a spr�ng, a
v�neyard, and moreover chapels, �n wh�ch portra�t statues of gods
were placed. More part�cularly �n the t�me of the Roman Emp�re were
such monuments to the dead bu�lt w�th statues of the deceased
under the �mage of gods such as Apollo, Venus, and M�nerva.
F�gures l�ke the above, no less than the ent�re construct�on,
consequently rece�ved dur�ng that age the s�gn�f�cance of an
apotheos�s and a temple �n honour of the dead man, just as also
among the Egypt�ans the process of embalm�ng, the emblems
placed thereby, and the sarcophagus attest that the deceased was
treated as a god-l�ke Os�r�s[64].
The most �mpos�ng and least complex construct�ons of th�s k�nd,
however, are the Egypt�an Pyram�ds. In th�s type we have the
pecul�ar and essent�al l�ne of the art of bu�ld�ng, that �s the stra�ght
one, and �n general terms the un�form�ty and abstract s�mpl�c�ty[65] of
forms. For arch�tecture, as merely enclosure and �norgan�c Nature,
or Nature that �s not �tself v�tally and essent�ally suffused by the
�ndwell�ng sp�r�t �n an �ndependent mode, �s unable to possess form
except as one wh�ch �s external to �tself; external form, however, �s
not organ�c, but abstract and purely referable to the organs of
sense[66]. However much the Pyram�d already beg�ns to rece�ve the
determ�n�ng character�st�cs of the dwell�ngs, yet the rectangular
pr�nc�ple �s st�ll not throughout predom�nant, as �t �s �n a real dwell�ng-
house; �t has st�ll an �ndependent determ�nacy, wh�ch �s not merely of
serv�ce to the purpose for wh�ch �t �s erected, and consequently
closes up of �tself by a process of gradat�on d�rectly from the
foundat�on to the apex.



(c) It �s from th�s po�nt that we may make the trans�t�on from the
�ndependent type of bu�ld�ng to that of an art of construct�on, wh�ch �s
serv�ceable of a purpose.
There are two po�nts of departure to th�s later type. There �s on the
one hand symbol�c arch�tecture, and on the other pract�cal necess�ty
and the �mpulse of purpose to subserve that necess�ty. In the case of
symbol�cal forms, as we have already had occas�on to observe,
arch�tecton�c purpose �s merely an �nc�dental feature, merely an
external mode of co-ord�nat�on. The dwell�ng-house, on the contrary,
erected as necess�ty �tself, requ�res posts of wood, or just walls
stand�ng up stra�ght w�th beams, wh�ch are la�d across them at r�ght
angles, and a roof�ng, and const�tutes, the other extreme. There can
be no quest�on that the necess�ty of th�s real and effect�ve
exped�ency makes �ts appearance as the result of �ts own demand.
The d�st�nct�on that may be ra�sed, however, �n answer to the
quest�on, whether genu�ne arch�tecture—as we shall shortly have to
cons�der �t as the class�c art of bu�ld�ng—takes �ts r�se solely �n th�s
necess�ty, or �s to be deduced from �ndependent and symbol�cal
works, wh�ch conducted us of the�r own accord to bu�ld�ngs devoted
to serv�ce, �s the po�nt �n essent�al d�spute.
(α) It �s the force of c�rcumstances wh�ch br�ngs to the fore forms �n
arch�tecture wh�ch are wholly stamped w�th a useful purpose, and
the abstract deduct�ons of sc�ence, such as the rect�l�near l�ne, the
r�ght angle, and the smooth surface. For �n serv�ceable arch�tecture
that wh�ch const�tutes the real object, �s, �n �ts �ndependence, as a
statue, or more closely as human �nd�v�duals, that �s commun�ty, a
people, brought together for objects of general s�gn�f�cance, wh�ch no
longer have as the�r a�m the sat�sfact�on of phys�cal wants, but are
such �n a rel�g�ous and pol�t�cal sense. In a spec�al degree the need
asserts �tself to shape an enclosure for the �mage, the statue of the
gods, or generally for that wh�ch �s �ndependently placed before us
and actually present as sacred. Memnons, Sph�nxes, and the l�ke
stand up �n the open, or �n a grove, that �s �n the external
env�ronment of nature. Images of th�s k�nd, however, and st�ll more
human �mages of gods, are borrowed from another realm than that
of �mmed�ate Nature. They belong to the world of �mag�nat�on, and



come �nto ex�stence through the art�st�c powers of mank�nd. The
purely natural env�ronment �s therefore not suff�c�ent; they requ�re for
the�r external frame a ground and an enclosure, wh�ch shall be
der�ved from the same source as the�r own, �n other words, such as
are the product of the �mag�nat�on, and have rece�ved the�r form by
means of art�st�c effort. It �s only �n an env�ronment created by art
that the gods f�nd themselves at home[67]. In such a case, however,
th�s external frame does not possess �ts object �n �tself, but �t
subserves someth�ng other than �tself, and �s subject to the pr�nc�ple
of purpose or exped�ency.
If, however, these, �n the f�rst �nstance, purely serv�ceable forms are
exalted to an express�on of beauty they are unable to pers�st �n the�r
or�g�nal abstract mode, and are forced to accept, �n add�t�on to what
�s merely symmetr�cal and harmon�ous, that wh�ch �s organ�c,
concrete, essent�ally �tself conclus�ve and var�ed. And because th�s �s
so men are forced to reflect over d�st�nct�ons of determ�nat�ng form,
no less than the express emphas�s to be made on certa�n aspects of
form, wh�ch �s wholly superfluous where the quest�on �s only one of a
def�n�te purpose to be atta�ned. A beam, for example, �s from one
po�nt of v�ew that wh�ch �s carr�ed forward �n a stra�ght l�ne; at the
same t�me, however, �t term�nates at both extremes. In the same way
a post wh�ch has to support e�ther rafter or roof stands on the ground
and reaches �ts term�nat�ng po�nt where the rafter rests upon �t. The
arch�tecture of serv�ce asserts d�st�nct�ons of th�s k�nd and g�ves form
to them by means of art; an organ�c des�gn, on the contrary, such as
a plant, or a human be�ng, ay, whether we look at such above or
below, but �n any case throughout, has to be organ�cally embod�ed,
to be d�fferent�ated �n the latter case consequently by feet and head,
or �n the former by roots and corona.
(β) Conversely symbol�c arch�tecture takes �ts po�nt of departure
more or less from organ�c forms of th�s k�nd, as we see �s the case
w�th sph�nxes, memnons, and so forth; yet �t �s also unable wholly to
exclude �n �ts walls, doors, beams, obel�sks, and the rest, the
pr�nc�ple of the stra�ght l�ne and un�form�ty, and �s generally obl�ged
to accept the ass�stance of such pr�nc�ples appert�nent to the
genu�ne art of bu�ld�ng as equal�ty of s�ze, �nterval of relat�ve pos�t�on,



rect�l�near progress�on of rows, �n short, order and regular�ty when �t
proposes to place �n a ser�es and to set up �n accordance w�th
arch�tectural des�gn the colossal sculptured f�gures to wh�ch we have
referred. By do�ng so �t un�tes �n �tself both pr�nc�ples[68], whose
un�on br�ngs for result an arch�tecture, the beauty of wh�ch �s
promoted along w�th the object to wh�ch �t �s subserv�ent, albe�t �n the
symbol�c type these two aspects[69] st�ll l�e �n separat�on s�de by s�de
�nstead of be�ng fused �n un�ty.
(γ) We may therefore so conce�ve the trans�t�on that on the one s�de
the art of bu�ld�ng, h�therto self-subs�stent �n type, �s forced to mod�fy
under sc�ent�f�c pr�nc�ples[70] the forms of organ�sms �n the d�rect�on
of regular�ty, and to pass �nto the prov�nce of proposed exped�ency;
wh�le conversely what �s ent�rely such �ntended purpose �n the form
moves �n oppos�t�on to the pr�nc�ple of the organ�c world. Where
these two extremes come together, and mutually pass �nto one
another, we get what �s really beaut�ful class�c arch�tecture.
We may recogn�ze th�s un�on, as �t actually ar�ses, clearly �n the
transformat�on now �ntroduced of that wh�ch we already have met
w�th �n the arch�tecture wh�ch was anter�or under the form of
columns. In other words, �t �s true that from one po�nt of v�ew walls
are necessary to make an enclosure; but walls, too, can stand up
�ndependent, as we have already proved w�th examples, w�thout
mak�ng the enclosure complete, to wh�ch a roof�ng, no less than an
enclosure of the s�des, essent�ally contr�butes. But a roof�ng of th�s
k�nd has to be supported. The s�mplest way of do�ng th�s �s by
columns, whose essent�al and, at the same t�me exclus�ve, rat�onale
cons�sts here �n be�ng s�mply supports. For th�s reason walls are
really a superflu�ty �s so far as �t �s only a quest�on of support. For
support�ng �s a mechan�cal relat�on, and belongs to a prov�nce of
grav�ty and �ts laws. And �n th�s[71] grav�ty the we�ght of a part�cular
body �s concentrated �n �ts po�nt of grav�ty, and must be ass�sted at
th�s centre �n rema�n�ng hor�zontal w�thout a fall. Th�s �s prec�sely
what the column does, so that w�th �t the power of support appears to
be reduced to the m�n�mum l�m�t of exter�or means to effect th�s.
What a wall at great cost[72] effects, �s equally effected by a few



columns. It �s a very beaut�ful character�st�c of class�c arch�tecture
not to set up more columns than are actually necessary to carry the
we�ght of the rafter and that wh�ch reposes thereon. In genu�ne
arch�tecture columns, for purposes of mere decorat�on, are not truly
beaut�ful. For the same reason also columns wh�ch stand up ent�rely
alone do not perform the�r true funct�on. No doubt tr�umphal columns
have been erected, such as the famous ones �n honour of Trajan
and Napoleon: but these, too, are really but a pedestal for statues,
and moreover covered w�th sculptured rel�efs to commemorate and
glor�fy the hero, whose �mage they carry. In the case of the column,
then, �t �s of except�onal �mportance to see how �n the course of
arch�tectural development �t �s compelled to d�vest �tself of the
concrete form of Nature before �t can secure �ts more abstract form,
the form, that �s, wh�ch �s as compat�ble w�th a def�n�te object as �t �s
w�th beauty.
(αα) Independent arch�tecture, on account of the fact that �t starts
w�th organ�c �mages, makes use of human shapes, as, for example,
we f�nd �n Egypt f�gures �n some measure at least human, such as
Memnons and the l�ke, are ut�l�zed. Th�s �s, however, a mere
superflu�ty, �n so far, that �s, as a def�n�t�on of th�s character �s not the
true med�um of support. We f�nd among the Greeks that Caryat�des
are used �n another mode and under a more severe obed�ence to
rule to support super�mposed we�ght, but such cannot be extens�vely
employed. Moreover, we can only regard �t as a m�suse of the
human form to crush �t together under such burdens, and �t �s for th�s
reason that Caryat�des rece�ve the character of the oppressed; the�r
drapery suggests a state of slavery under wh�ch �t �s a degradat�on to
carry such burdens.
(ββ) The more natural organ�c form for p�llars and supports wh�ch
have to bear a we�ght �s consequently the tree, plant-l�fe generally, a
stem, a th�n stalk wh�ch str�ves upwards �n a vert�cal d�rect�on. The
hole of a tree already carr�es of �ts own nature �ts crown of branches,
the blade of corn the ear, the stem the flower. These forms, too, the
Egypt�an art of bu�ld�ng, wh�ch has not as yet atta�ned the l�berty of
v�ew�ng them �n the�r abstract �ntens�on, borrows d�rectly from
Nature. In th�s respect the grand�ose qual�ty wh�ch we d�scover �n the



style of Egypt�an palaces or temples—the colossal proport�ons of �ts
rows of columns, the huge number of them, and w�thal the �mpos�ng
mutual relat�ons of the ent�re structure, has ever f�lled the spectator
w�th wonder and aston�shment. In these colonnades we do not f�nd
that all columns have the same form; they alternate between one,
two, or three types. Denon, �n h�s work on the Egypt�an exped�t�on,
has collected a great number of such types. The comb�ned effect �s
not as yet any un�form shape based on abstract pr�nc�ples of
select�on; rather the foundat�on �s the shape of an on�on, a reed-l�ke
efflorescence of leaf from the bulb, or, �n other examples, a
compress�on together of the root-leaves accord�ng to the manner of
several k�nds of plant. From th�s base, then, the th�n stem breaks
upwards stra�ght, or mounts as column w�th tw�sted co�ls, and the
cap�tal �s also a separat�on of leaves from branches wh�ch suggests
the process of a flower. The �m�tat�on, however, �s not true to Nature,
but the plant-l�ke forms are dra�ned off under the arch�tectural
�mpulse, and made to approx�mate to c�rcular, geometr�cal, and
regular forms, or stra�ght l�nes, so that such columns, �n the�r ent�rety,
resemble what are usually descr�bed as arabesques.
(γγ) Th�s �s not the place to enter �nto a general d�scuss�on of the
arabesque for the reason that not�onally �t marks prec�sely the
trans�t�on from the arch�tecture wh�ch adopts as �ts bas�c form the
natural organ�sm to that wh�ch by �ts adopt�on of a more severe
regular�ty �s more str�ctly arch�tecton�c. When, however, the art of
bu�ld�ng has become free �n �ts def�n�t�ve character �t relegates
arabesques to the funct�on of decorat�on and ornament. They are
then pre-em�nently forms of plants stra�ned off, so to speak, or forms
wh�ch or�g�nate from plants together w�th entw�ned forms of an�mals
and human be�ngs, or forms of an�mals �n the�r passage over to
plant-l�fe. In so far as they purport to authent�cate a symbol�cal
s�gn�f�cance the trans�t�onal passage between the d�fferent spheres
of the an�mal k�ngdom hold good for �t. Apart from such an
�nterpretat�on they are s�mply the play of the �mag�nat�on �n the
select�on, comb�nat�on and art�culat�on of the most d�verse forms of
Nature. For arch�tectural ornamentat�on of th�s k�nd, �n the �nvent�on
of wh�ch the �mag�nat�on f�nds scope for �ts act�v�ty �n the most var�ed
creat�ons of every k�nd, not even exclud�ng utens�ls and drapery, the



fundamental determ�nant and type �s th�s, that whether �t be plants,
leaves, flowers, or an�mals, all are made to approx�mate to the
abstract f�gures of sc�ence, �n other words the �norgan�c. For th�s
reason we frequently f�nd arabesques to be st�ff, untrue to organ�c
l�fe; and �t �s on th�s account that they are not unfrequently
condemned and art �s blamed for the use of them. Th�s �s
except�onally true of pa�nt�ng, though Raphael h�mself d�d not scruple
to pa�nt arabesques �n great profus�on, character�zed w�th the
h�ghest charm, nob�l�ty of feel�ng, var�ety, and grace. No doubt
arabesques are an ant�thes�s to nature, whether we compare them
w�th organ�c forms or the r�g�d laws of mechan�cs; but an oppos�t�on
of th�s k�nd �s not merely a r�ght of art generally, but even an
obl�gat�on under wh�ch arch�tecture �s bound. It �s only by th�s means
that l�v�ng forms �n other respects unf�tted for the art of bu�ld�ng are
made adaptable to the truly arch�tectural style and brought �nto
harmony w�th �t. Such an adaptab�l�ty �s offered �n an except�onally
close degree by vegetable Nature, wh�ch �s also �n the East ut�l�zed
to an extravagant extent �n arabesques; �n other words plants are not
as yet �nd�v�dual objects wh�ch possess feel�ng, but naturally present
themselves as adapted to arch�tectural des�gn, by v�rtue of the fact
that they form cover�ngs and protect�on aga�nst ra�n, sunl�ght, and
w�nd, and, generally speak�ng, do not possess the free osc�llat�on[73]

of l�nes wh�ch breaks forth from the regular�ty of sc�ent�f�c
concept�ons[74]. Arch�tecturally used the regular�ty of leaves already
present �s yet further subjected to rule �n the def�n�t�on of rondure and
stra�ght l�ne, so that by th�s means everyth�ng wh�ch �t �s poss�ble to
regard as d�stort�on, unnaturalness, or st�ffness �n the plant-forms �s
fundamentally to be cons�dered as a transformat�on adapted to the
requ�rements of what �s genu�nely arch�tectural.
In some such way �n the column the real art of bu�ld�ng passes from
that wh�ch �s purely organ�c �m�tat�on to the def�n�te purpose of
sc�ent�f�c rule, and from th�s to a pos�t�on wh�ch aga�n approx�mates
to the organ�c result. We f�nd �t necessary to draw attent�on to th�s
twofold po�nt of departure from the actual necess�t�es and the
purposeless self-subs�stency of arch�tecture, because the true type
un�tes both pr�nc�ples. The beaut�ful column or�g�nates �n the natural



form, wh�ch �s then transformed �nto the post, that �s, �t subm�ts to the
un�form�ty and sc�ent�f�c prec�s�on of form.

CHAPTER II

CLASSICAL ARCHITECTURE

The art of bu�ld�ng, when �t has atta�ned the pos�t�on pecul�arly �ts
own and adequate to �ts not�onal content �s subserv�ent �n �ts
products to an end, and a s�gn�f�cance wh�ch �t does not �tself
essent�ally possess. It becomes an �norgan�c env�ronment, a whole
that �s co-ord�nated and bu�lt conformably to the laws of grav�ty,
whose conf�gurat�ons are subject to that wh�ch �s severely regular,
stra�ght, rectangular, c�rcular, the relat�ons of def�n�te number and
quant�ty, that wh�ch �s essent�ally l�m�ted measure and str�ct
conform�ty to rule. Its beauty cons�sts �n th�s very relat�on to purpose,
wh�ch, �n �ts freedom from d�rect[75] adm�xture w�th what �s organ�c,
sp�r�tual, and symbol�cal, and desp�te the fact that �t subserves an
end, nevertheless comb�nes �n an essent�ally exclus�ve total�ty, wh�ch
suffers �ts own a�m to appear through all �ts mod�f�cat�ons, and �n the
harmon�ous co-ord�nat�on of �ts relat�ons clothes that wh�ch �s purely
adapted to purpose �n the forms of beauty. Arch�tecture, however, at
th�s stage[76] corresponds to �ts real not�on, for the reason that �t �s
not �n a pos�t�on to endow that wh�ch �s �n the most expl�c�t sense
sp�r�tual w�th a fully adequate ex�stence, and �s consequently only
able to �nform what �s external and devo�d of sp�r�t �n �ts contrasted
appearance w�th that wh�ch �s sp�r�tual.
We propose, �n our cons�derat�on of th�s art of bu�ld�ng, �n wh�ch the
relat�on of serv�ce �s as truly a character�st�c as that of beauty, to
adopt the follow�ng course of argument.
In the f�rst �nstance we have to establ�sh the general not�on and
character of the same.



Secondly, we shall have to adduce the part�cular fundamental
determ�nants of the arch�tecton�c types wh�ch are deduc�ble from the
ulter�or purpose wh�ch the class�cal work of art �s erected to
subserve.
Th�rdly, we propose to survey the concrete real�ty wh�ch results from
the development of class�cal arch�tecture.
I do not, however, propose �n d�scuss�ng any of the above relat�ons
to enter �nto deta�l, but w�ll l�m�t myself to po�nts of most general
s�gn�f�cance, a restr�ct�on more easy to observe �n the present case
than �t was �n that of the symbol�cal type of bu�ld�ng.

1. THE GENERAL CHARACTER OF CLASSICAL ARCHITECTURE

(a) In conform�ty w�th the pr�nc�ple I have already more than once
adverted to the fundamental �dea of the genu�ne art of bu�ld�ng
cons�sts �n th�s, that the sp�r�tual �mport �s not exclus�vely reposed �n
the work of construct�on �tself, wh�ch by th�s means becomes an
�ndependent symbol of �deal s�gn�f�cat�on[77], but, w�th the converse
result, that th�s s�gn�f�cance secures �ts free ex�stence outs�de the
l�m�ts of arch�tecture. Th�s ex�stence may be of a twofold character,
to the extent �n other words that another art of extens�ve range—I
refer, above all, to the art of sculpture of the true class�cal type—sets
before us and g�ves �ndependent form to the s�gn�f�cance, or the
�nd�v�dual man �n h�mself rece�ves and g�ves effect to the same �n the
act�ve ver�ty of h�s l�fe. Apart from th�s[78], these two aspects may st�ll
appear together. When, therefore, the Or�ental arch�tecture of the
Babylon�ans, H�ndoos, and Egypt�ans, on the one hand, gave
symbol�cal form, �n �mages of �ndependent cons�stency, to that wh�ch
was reckoned among these people as the absolute and true, or, from
another aspect, enclosed, desp�te �ts external natural form, that
wh�ch was conserved after death—�n contrast to th�s what we f�nd
now �s—whether we regard �t relat�vely to art's act�v�ty, or to the l�fe of
actual ex�stence—that the sp�r�tual �s separated from the work of
construct�on �n �ndependent gu�se for �tself, and arch�tecture
becomes the vassal of what �s sp�r�tual, wh�ch const�tutes the real
s�gn�f�cance and the determ�nat�ng end. Th�s end �s consequently



predom�nant. It controls the ent�re work; �t determ�nes the
fundamental form of the same no less than �ts external skeleton, and
ne�ther suffers the mater�al nor the �nd�v�dual's �mag�nat�on and
capr�ce to assert the�r �ndependence �n a self-substant�ve way, as
was the case �n symbol�cal arch�tecture, or to develop, over and
beyond the true purpose of the work, a superflu�ty of man�fold parts
and conf�gurat�ons, as �s the case �n the romant�c type.
(b) In cons�der�ng a construct�on of th�s character we have, then, f�rst
to ask ourselves not merely what are the c�rcumstances under wh�ch
�t was erected, but what �s �ts a�m and purpose. To make �ts
construct�on compat�ble w�th such cons�derat�ons, to have a due
regard for cl�mate, pos�t�on, and the env�ron�ng landscape, to create
a whole, one �n spontaneous co-ord�nat�on, by a regard for all these
aspects as subserv�ent to one purpose, th�s �s the task stated
broadly, �n the ent�re fulf�lment of wh�ch the �nst�ncts and gen�us of
the art�st w�ll appear consp�cuous. Among the Greeks we f�nd that �t
�s publ�c bu�ld�ngs, temples, colonnades, and halls ut�l�zed for the
ord�nary rest and commerce of the day, approaches, such as the
famous ascent of the Acropol�s �n Athens, wh�ch are pre-em�nently
the objects of the bu�lder's art. Pr�vate res�dences, on the other hand,
were of a very s�mple character. W�th the Romans, on the contrary, �t
�s the luxur�ous character of pr�vate houses, espec�ally v�llas, wh�ch
becomes prom�nent; and we may say the same th�ng of �mper�al
palaces, publ�c baths, theatres, c�rcuses, amph�theatres, aqueducts,
and spr�ngs. Bu�ld�ngs of th�s type, however, the ut�l�ty of wh�ch
throughout rema�ns the command�ng and d�rect�ng pr�nc�ple, are
merely able to accept beauty �n a more or less decorat�ve sense.
The object most compat�ble w�th freedom of treatment �n th�s sphere
�s that of rel�g�on—the temple-house as the enclosure of an
�nd�v�dual wh�ch �tself �s appropr�ated by f�ne art, and placed before
us by sculpture as the statue of the god.
(c) In the pursu�t of a�ms such as those above ment�oned, then,
genu�ne arch�tecture appears to be more free than the symbol�c type
of the prev�ous stage, wh�ch se�zes on the organ�c forms from
Nature, nay, more free than sculpture, wh�ch �s compelled to accept
the human form �t f�nds, and un�tes �tself w�th them and the�r general



relat�ons as presented �t. Class�cal arch�tecture rather �nvents �ts
forms and the�r conf�gurat�on, so far as the content �s concerned,
from ends of sp�r�tual �mport and �n respect to form from human
reason w�thout any prototype. Th�s greater freedom must, �n a
relat�ve sense, be adm�tted; but the prov�nce �n wh�ch �t �s exerc�sed
rema�ns restr�cted, and the treatment wh�ch belongs to the class�cal
art of bu�ld�ng, on account of the rat�onal�ty[79] of �ts forms �s, taken
as a whole, somewhat of an abstract and dry character.
Freder�ch von Schlegel has descr�bed arch�tecture as a frozen
mus�c; and �n truth both these arts repose on a harmony of relat�ons,
wh�ch adm�t of be�ng referred to number, and are consequently
read�ly grasped �n the�r fundamental character�st�cs. In our own case
the fundamental determ�nant for these essent�al tra�ts and the�r
s�mple, more ser�ous and �mpos�ng, or more charm�ng and elegant
relat�ons �s suppl�ed by the dwell�ng-house, that �s, walls, columns,
beams brought together �n the wholly crystall�ne forms of sc�ent�f�c
deduct�on. What the relat�ons are we are not perm�tted to reduce to
the bare determ�nants of number and measure. But an oblong,
quadr�lateral f�gure w�th r�ght angles �s more pleas�ng than a square,
because �n the case of the oblong we are more thus affected both by
equal�ty and �nequal�ty[80]. If the one d�mens�on, namely breadth, �s
half as large as the other, we have a relat�on wh�ch pleases; w�th an
oblong wh�ch �s long and narrow the reverse �s the case. Along w�th
th�s the mechan�cal relat�ons of support and be�ng supported must
l�kew�se be ma�nta�ned �n the�r genu�ne measure and law; a heavy
entablature, for �nstance, cannot rest on slender and del�cate
columns, or conversely great structures be prepared �n order after all
to lay on them someth�ng very l�ght. In all these mutual relat�ons,
such as that of the breadth to the length and he�ght of the bu�ld�ng,
the he�ght of the columns to the�r th�ckness, the �ntervals and number
of the columns, the character and var�ety or s�mpl�c�ty of decorat�ons,
the s�ze of many pl�nths, borders, and so forth, a secret pr�nc�ple of
rhythm[81] preva�ls among the anc�ents, wh�ch the �nst�nct of the
Greeks before all others has d�scovered; from wh�ch he may no
doubt now and aga�n dev�ate �n po�nts of deta�l, but the fundamental



relat�ons of wh�ch he �s �n general bound to preserve �n order that he
may not fall away from beauty.

2. THE FUNDAMENTAL DETERMINANTS OF ARCHITECTURAL FORMS TAKEN SEVERALLY

(a) We have already alluded to the old controversy whether the
mater�al of wood or stone �s to be accepted as the po�nt of departure
�n bu�ld�ng, and whether also �t �s from th�s d�fference of mater�al that
the arch�tectural types proceed. For the real art of bu�ld�ng at least, �n
so far as �t lays emphas�s on the aspect of ult�mate purpose and
elaborates the fundamental type of the dwell�ng on the l�nes of
beauty we may accept wood as the more or�g�nal of the two.
Th�s �s the conclus�on of H�rt, follow�ng �n th�s respect V�truv�us, and
h�s conclus�on has been much d�sputed. I w�ll �n a few words offer my
own v�ew on the matter �n d�spute, In the ord�nary course of such
reflect�ons we seek to d�scover the abstract and s�mple law for a
concrete result assumed as already present. It �s �n th�s way that H�rt
looks for the bas�c model of Greek bu�ld�ngs, �n l�ke manner the
des�gn[82], the anatom�cal framework, and f�nds �t, so far as form and
the mater�al connected w�th �t �s concerned, �n the dwell�ng and
bu�ld�ng of wood. No doubt a house as such �s bu�lt ma�nly as a
dwell�ng, a protect�on aga�nst storm, ra�n, weather, an�mals, and
human be�ngs, and requ�res an enclosure that �s complete, �n order
that a fam�ly or a larger commun�ty of men may collect �n
�ndependent seclus�on and may look after the�r necess�t�es and
pursue the�r avocat�ons �n such seclus�on. The house �s a structure
throughout w�th a def�n�te purpose, a creat�on of mank�nd for human
objects. For th�s reason we f�nd h�m occup�ed upon �t �n many ways
and w�th many objects, and the structure �s art�culated �n an
aggregate p�le of all k�nds of mechan�cal ways of mutual
�nterlacement and �mpos�t�on[83] �n order to hold �n pos�t�on and
secure, accord�ng to the laws of grav�ty, what men are compelled to
look after, that �s, the mak�ng stable what �s erected[84], the clos�ng �t
�n, the support of what �s super�mposed, and not merely �n the way of
support, but, where the structure rests hor�zontally, the preservat�on
of �t �n such a pos�t�on, and, further, the un�t�ng of all that clashes



together at nooks and corners and so on. Now �t �s qu�te true that the
house makes �t necessary that the enclosure should be complete;
and for th�s walls are most serv�ceable and safest; and from th�s
po�nt of v�ew the bu�ld�ng of stone appears most to answer the
purpose. We may, however, w�th equal ease construct our fence w�th
posts stand�ng �n juxtapos�t�on, upon wh�ch then beams w�ll rest,
wh�ch at the same t�me both b�nd together and secure the
perpend�cular posts. F�nally we come to the cover of all and roof�ng.
In the temple house, moreover, the fact of enclosure �s not the ma�n
fact of �mportance, but the feature of support and be�ng supported.
For th�s mechan�cal result the wooden structure �s obv�ously the
nearest to hand and the most natural. For the post, as that wh�ch
supports, wh�ch at the same t�me requ�res a means of conjunct�on,
and suffers the same to we�gh on �t �n the shape of the cross-beam,
const�tutes here all that goes to the root of the matter. Th�s essent�al
d�v�s�on of parts and connect�on as well as the assoc�at�on of these
aspects for a def�n�te purpose belongs to the very nature of a
wooden structure, wh�ch has �ts necessary mater�al d�rectly suppl�ed
�t by the tree. In the tree we f�nd already, w�thout work�ng upon �t to
any cons�derable or labor�ous extent, both post and beam, �n so far
as, that �s, the wood already by �tself possesses a def�n�te form and
cons�sts of separate lengths, more or less �n the stra�ght l�ne, lengths
wh�ch can be brought together �nto rectangular corners no less than
those wh�ch are acute or obtuse, and �n th�s way prov�de corner
p�llars, supports, cross-beams and roof. Stone, on the contrary,
never at any t�me possesses a form so def�n�te. In contrast to the
tree �t �s a formless mass, wh�ch f�rst must be �ntent�onally �solated
and worked upon, �n order that �t may f�t �n juxtapos�t�on to or
superpos�t�on on other p�eces and so once more be brought together
w�th such. It requ�res, �n short, several processes before �t rece�ves
the form and serv�ceableness wh�ch wood already possesses
�ndependently. Moreover, stone mater�al, when �t �s used �n great
masses, �nv�tes rather excavat�ons and generally speak�ng, be�ng ab
�n�t�o relat�vely formless, �s capable of every k�nd of form, for wh�ch
reason �t �s rather the congen�al mater�al for the symbol�cal as also
the romant�c types of bu�ld�ng, wh�le wood, by reason of �ts natural
form of stra�ght stems, �s demonstrably w�thout med�at�on more



serv�ceable to that more severe type of purpose and observance of
rule, wh�ch �s the founta�n-head of class�cal arch�tecture. In th�s
respect the structure of stone �s ma�nly predom�nant w�th the self-
substant�ve type of bu�ld�ng, although even among the Egypt�ans, �n
the�r colonnades bordered w�th pl�nths, other cons�derat�ons
supervene, wh�ch the structure of wood �s able more read�ly and �n
the f�rst �nstance to sat�sfy. Conversely we do not f�nd that class�cal
arch�tecture restr�cts �tself ent�rely to bu�ld�ngs of wood, but, on the
contrary, where �t �s elaborated �n conform�ty w�th beauty, executes
�ts bu�ld�ngs �n stone; but �n such a way, however, that we are from a
certa�n po�nt of v�ew st�ll able to recogn�ze �n the arch�tectural forms
the or�g�nal pr�nc�ple of the wood structure, �f also from a further one
def�n�te relat�ons attach wh�ch do not belong to that k�nd of bu�ld�ng
as such.
(b) The po�nts of fundamental �mportance, wh�ch emphas�ze the
dwell�ng-house as the bas�c type of the temple, may be �n all
essent�al part�culars enumerated as follows. If we cons�der w�th
closer attent�on the house �n �ts mechan�cal relat�on to �tself we shall
f�nd, �n accordance w�th what we have already stated, on the one
hand, masses of arch�tectural form wh�ch serve as support and, on
the other, those that are supported both be�ng un�ted for stab�l�ty and
secur�ty. Th�rdly, we have before us the def�n�te aspect of enclosure
and l�m�tat�on accord�ng to the three d�mens�ons of length, breadth,
and he�ght. A construct�on, moreover, wh�ch, by the fact of �ts be�ng a
mutual correlat�on of def�n�te aspects d�st�nct from each other, �s a
concrete whole, �s bound to declare th�s un�ty �n �ts const�tut�on. So
we f�nd here that essent�al d�fferences ar�se wh�ch perforce assert
themselves no less �n the�r d�v�s�on and spec�f�c elaborat�on than
they do �n the�r rat�onal connexus.
(α) Of f�rst �mportance �n th�s respect to cons�der �s the aspect of
serv�ce �n the way of support. When we speak of masses that
support we commonly, under the �nfluence of every-day needs, th�nk
of the wall as the most secure and rel�able means of support.
Support as such, however, as we have already seen, �s not the
exclus�ve pr�nc�ple of the wall; for the wall serves essent�ally as a
means of enclosure and connect�on, and for th�s reason �s a



predom�nant feature �n the romant�c type of bu�ld�ng. What �s the
pecul�ar�ty of Greek arch�tecture �s th�s, that �t g�ves d�rect form to the
pr�nc�ple of support by �tself, and for th�s object employs columns as
a fundamental contr�but�on to the purpose and beauty of �ts
arch�tecture.
(αα) The a�m of the column �s to support and only th�s; and although
a ser�es of columns set up �n a stra�ght l�ne make a boundary, such
an enclosure falls short of a secure wall or part�t�on, and �s, �n fact,
expressly cancelled by the genu�ne part�t�on and placed �n a pos�t�on
of free �ndependence. Ow�ng to th�s exclus�ve object of support
wh�ch perta�ns to the column, �t �s of f�rst �mportance that �t should
d�splay the aspect of such a purpose relat�vely to the we�ght wh�ch
rests upon �t. Consequently �t should ne�ther be too strong nor too
slender, nor aga�n too compressed, not mount upwards to such a
he�ght and w�th such ease as though the we�ght upon �t was not
treated ser�ously.
(ββ) And just as th�s column �s thus d�fferent�ated from the enclos�ng
wall, or fence, �t �s further from another po�nt of v�ew d�st�nct from the
mere post. In other words, the post �s f�xed d�rectly �n the ground and
ceases w�th l�ke d�rectness at the prec�se po�nt where a we�ght �s
reposed upon �t. For wh�ch reason �ts determ�nate length, �ts
commencement and term�nat�on equally appear as a negat�ve
l�m�tat�on by means of someth�ng else, as a determ�nacy wh�ch �s the
result of chance, wh�ch �t does not possess �n �ts own r�ght.
Commencement and term�nat�on, however, are def�n�ng
character�st�cs, wh�ch are part of the very not�on of the support�ng
column, and consequently must declare themselves �n �t as the
cond�t�ons[85] of �ts own substance. Th�s �s the ground of the fact that
arch�tecture, �n the elaborat�on of �ts beauty, ass�gns to the column a
base and a cap�tal. In the Tuscan order, no doubt, we f�nd no base;
the column spr�ngs �mmed�ately from the ground. Th�s be�ng so,
however, the length appears to the v�s�on as someth�ng acc�dental.
We are �gnorant whether the column has not been to some
undef�ned extent dr�ven �nto the so�l by the super�mposed we�ght. In
order that �ts commencement must not expose th�s undef�ned and
acc�dental appearance �t must w�th �ntent�on have the foot ass�gned



to �t, on wh�ch �t stands, and wh�ch expressly enables us to recogn�ze
the commencement as �n real�ty such. Art w�ll therefore aff�rm as part
of �ts funct�on that the column beg�ns at a certa�n place and for the
rest �t w�ll make the secur�ty, and stable subs�stence obv�ous to the
eyes, and set the v�s�on at rest �n th�s respect also. For s�m�lar
reasons our column should term�nate �n a cap�tal, wh�ch �s qu�te as
much ev�dence of the real funct�on of be�ng a support as �t �s an
aff�rmat�on of the fact that the column term�nates here. Th�s
concept�on of a commencement and conclus�on wh�ch are both
del�berate �s what affords us, �n fact, the profounder explanat�on of
base and cap�tal. An analogous case �s that of a cadence �n mus�c,
wh�ch requ�res a secure resolut�on, or that of a book wh�ch should
term�nate w�thout a full stop, or should start off w�thout a cap�tal
letter, �n the mak�ng of wh�ch, however, espec�ally �n the M�ddle
Ages, large �llum�nated letters have been employed, w�th s�m�lar
decorat�ons at the work's conclus�on, �n order to br�ng prom�nently
before the m�nd the facts of commencement and term�nat�on.
However much, therefore, both base and cap�tal appear to exceed
what �s obv�ously requ�red we must not regard them as a decorat�ve
superflu�ty, or th�nk of s�mply deduc�ng them from the example of
Egypt�an columns, wh�ch st�ll �m�tate the type of the vegetable
k�ngdom. F�gures of organ�c des�gn, such as are represented by
sculpture �n an�mal and human form, beg�n and term�nate �n the free
outl�nes they themselves present, for �t �s the rat�onal organ�sm �tself,
wh�ch g�ves outl�ne to the form work�ng thereon from �ts own �ntr�ns�c
nature. Arch�tecture, on the contrary, possesses for the column and
�ts shapes noth�ng beyond the mechan�cal relat�on of support, and
the spat�al d�stance from the ground to the po�nt where the we�ght
that �s supported term�nates the column. Art, however, �s bound to
emphas�ze and d�sclose the part�cular aspects wh�ch l�e together �n
th�s determ�nate relat�on for the reason that they are essent�al
features of the column. Its prec�se length and �ts twofold boundary
both above and below, that �s, no less than �ts relat�on as support,
must consequently not appear as com�ng to �t �nc�dentally and by
v�rtue of someth�ng else, but must also be represented as �mmanent
�n �ts very be�ng.



W�th respect to the form of column other than �ts base and cap�tal, �t
�s �n the f�rst place round, c�rcular-shaped, for �t has to stand up �n
free and �ndependent self-seclus�on. The most essent�ally s�mple,
securely exclus�ve, rat�onally def�ned[86], and most regular l�ne �s �n
fact the c�rcle. For th�s reason the column already proves from �ts
shape that �t �s not adapted to form an even surface when placed �n
adjacent rows, as �s the case w�th adjacent posts wh�ch are squared
to the rectangular corner, and so present walls and part�t�ons, but �t
has merely the object to offer a support under �ts own self-l�m�tat�on.
Moreover the columnar structure �s ord�nar�ly reduced �n s�ze
gradually, as �t ascends from one-th�rd of �ts he�ght, �t becomes less
�n c�rcumference and th�ckness, because the port�ons beneath have
to carry that above, and �t �s felt necessary to emphas�ze and make
obv�ous also th�s mechan�cal relat�on of the several parts of the
column �tself. F�nally, we frequently f�nd that columns are grooved;
the reason of th�s �s twofold, f�rst, essent�ally to d�vers�fy the s�mple
form, and secondly to make the columns appear more th�ck by
means of such a d�v�s�on where th�s �s necessary.
(γγ) Although, then, the column �s set up �n �ndependent �solat�on �t
has none the less to make �t appear ev�dent that �t �s not placed there
for �ts own sake, but as subserv�ent to the mass wh�ch �t �s erected to
support. In so far as the house requ�res a boundary on every s�de
the s�ngular column �s therefore not suff�c�ent, but others have to be
placed adjacent to �t, �n other words we come upon the def�n�te
concept�on of a d�vers�ty of columns placed �n a ser�es. And when
several columns support the same we�ght th�s common serv�ce �s at
the same t�me that wh�ch determ�nes the equal he�ght wh�ch they all
possess and wh�ch un�tes them together, �n other words the beam.
Th�s marks the trans�t�on from the aspect of support to the opposed
object supported.
(β) That wh�ch columns support �s the entablature super�mposed.
The relat�on of most �mportance to be cons�dered here �s that of
rectangular�ty. Not merely �n �ts relat�on to the ground, but also �n that
to the entablature the support�ng structure must be rectangular. For
the hor�zontal pos�t�on �s by the laws of grav�ty that wh�ch �s alone
�ntr�ns�cally the most stable and f�tt�ng, and the r�ght angle the only



def�n�tely secure one. The acute and obtuse angles are, on the
contrary, �ndef�n�te, and both vary �n the�r degree and are subject to
cont�ngency.
We may d�fferent�ate between the component parts of the
entablature as follows:
(αα) The arch�trave, that �s, the ma�n beam, rests �mmed�ately upon
the columns wh�ch stand adjacent �n a d�rect l�ne of equal he�ght; th�s
un�tes the columns together and places on them a we�ght shared
equally. As beam, and noth�ng more, �t merely requ�res the form of
four level surfaces mutually related as rectangular �n all three
d�mens�ons and the�r abstract regular�ty. Ow�ng to the fact, however,
that the arch�trave as to one part of �t �s supported by the columns,
and �n another const�tutes the stay of the rest of the entablature, and
�t �s from th�s latter aga�n that �tself rece�ves the necessary relat�on of
be�ng a support, progress�ve arch�tecture also places �n external
rel�ef th�s twofold aspect of the ma�n beam by emphas�z�ng �n the
upper port�ons of the aspect of support by means of jutt�ng pl�nths
and so forth. In th�s respect therefore the ma�n beam �s not merely
related to the columns wh�ch support �t, but �n l�ke degree to other
burdens wh�ch repose upon �t.
(ββ) These �n the f�rst �nstance const�tute the fr�eze. The border or
fr�eze cons�sts �n one part of �t of the tops of the jo�sts[87], wh�ch rest
on the entablature, �n another part of the spaces between the same.
For th�s reason the fr�eze conta�ns more essent�al d�fferences than
those d�st�ngu�sh�ng the arch�trave, and �s bound to emphas�ze them
more sharply, espec�ally �n the case where arch�tecture, although
executed �n stone mater�als, follows more str�ngently the
fundamental type of the wood construct�on. Th�s �s suppl�ed us by
the d�st�nct�on between tr�glyphs and metopes. In other words
tr�glyphs are the tops of the beams wh�ch are d�v�ded �nto three
spaces, the metopes are the rectangular spaces between the
separate tr�glyphs. In former t�mes they were �n all probab�l�ty left
bare, �n later, however, they are f�lled up[88], nay, even covered over
and decorated w�th rel�efs.



(γγ) The fr�eze, moreover, wh�ch rests on the entablature, carr�es the
wreath or corn�ce. The funct�on of th�s �s to support the roof, wh�ch
completes the whole upwards. Here we at once meet w�th quest�ons
of what form th�s f�nal l�m�tat�on �s to be. For we may have �n th�s
respect two k�nds of term�nat�on, e�ther the hor�zontal and
rectangular, or the one �ncl�ned to an acute or obtuse angle. If we
look at the mere quest�on of natural necess�ty we shall see that
Southerners, who suffer l�ttle from ra�n and storm, merely requ�re
protect�on from sunl�ght; �n the�r case a hor�zontal and rectangular
roof�ng of house �s l�kely to suff�ce. Northerners, on the contrary,
have to protect themselves aga�nst �nev�table showers of ra�n,
aga�nst cont�ngency of snow, that the we�ght may not prove too
great; they requ�re �ncl�n�ng roofs. At the same t�me, �n the case of a
f�ne art of bu�ld�ng, mere necess�ty �s not only of account; as art �t
has also to sat�sfy the profounder requ�rements of what �s pleas�ng
and beaut�ful. What mounts upwards from the ground must be
conce�ved w�th a base, a foot, on wh�ch �t stands and wh�ch serves �t
for support; and �n add�t�on to th�s columns and the part�t�ons of
genu�ne arch�tecture supply us v�s�bly w�th the means of support.
That wh�ch closes all above, the roof�ng, has no longer to support a
we�ght, but merely to be supported, and �s bound to declare �n �tself
th�s def�n�te aspect that �t no longer supports anyth�ng. In other
words, �t must be so constructed that �t �s actually unable to support,
and consequently f�ne down to an angle, whether �t be acute or
obtuse. Anc�ent temples have �n consequence no hor�zontal roof�ng,
but two roof surfaces wh�ch meet at obtuse angles, and �t �s out of
cons�derat�on for beauty that the bu�ld�ng �s thus term�nated. In short,
roof surfaces that are hor�zontal do not g�ve us the appearance of a
bu�ld�ng ent�rely complete; a hor�zontal flat may always add further
we�ght to �ts he�ght; th�s the l�ne �n wh�ch �ncl�n�ng roof surfaces
term�nate �s no longer able to do. To take an analogous case �n the
art of pa�nt�ng, �t �s the pyram�dal form �n the group�ng of f�gures
wh�ch best sat�sf�es art�st�c taste.
(γ) The f�nal determ�n�ng factor wh�ch we have to cons�der �s that of
the enclos�ng, the walls, and part�t�ons. Columns no doubt support
and form a boundary, but they do not enclose; they are, on the
contrary, as such boundary, �ncompat�ble w�th the �nter�or wh�ch �s



hemmed �n by walls. If we requ�re such an absolute enclosure we
must have also th�ck and sol�d d�v�d�ng walls erected. Th�s �s actually
the case �n temple construct�on.
(αα) We have noth�ng further to add w�th respect to walls except the
fact that they must be bu�lt �n a stra�ght and even l�ne and
perpend�cularly for the reason that walls that r�se obl�quely to acute
and obtuse angles present the threaten�ng aspect of collapse, and
possess no d�rect�on once and for all securely def�ned; �t can merely
appear as a matter of chance that they are reared �n whatever more
acute or obtuse angle �t may happen to be. The demand of sc�ent�f�c
rule and purpose al�ke �s here also once more for the r�ght angle.
(ββ) Ow�ng to the fact that walls act as enclosures no less than as
means of support, wh�le we restr�cted the true funct�on of the column
to that of mere support, we approx�mate to the concept�on that where
we have to sat�sfy these two d�st�nct needs of support and enclosure
columns may be set up and may be un�ted to one another by means
of th�ck walls �n such part�t�ons; �t �s thus that we get half columns. In
th�s way, for example, H�rt, follow�ng V�truv�us, makes a start �n h�s
or�g�nal type of construct�on w�th four corner-posts. If the necess�ty of
an enclosure �s to be sat�sf�ed no doubt our columns, �f we are
obl�ged to �nclude such, must be walled up and �t �s not d�ff�cult to
prove that half columns date from remote ant�qu�ty. H�rt, for
�nstance[89], aff�rms that the employment of half columns �s as old as
the art of bu�ld�ng �tself, and deduces the�r or�g�n from the
c�rcumstance that columns and p�ers supported and carr�ed the
roof�ng and other super�mposed structures, but at the same t�me
rendered part�t�on walls necessary as a protect�on aga�nst sun and
�nclement weather. S�nce, however, the columns already supported
the ma�n bu�ld�ng �n a suff�c�ent manner, �t was not necessary to erect
part�t�on walls of e�ther so th�ck or f�rm a mater�al as the columns,
and consequently th�s latter, as a rule, abutted on the exter�or of the
bu�ld�ng. Th�s theory of the�r or�g�n may be correct, but for all that half
columns are repugnant to a rat�onal v�ew of them; we have, �n short,
here two ends stand�ng s�de by s�de �n oppos�t�on, and essent�ally
confound�ng each other, w�thout any law of necess�ty be�ng
d�sclosed. It �s of course poss�ble to defend half columns, �f the po�nt



of departure �n cons�der�ng even the column �s so str�ctly that of the
structure of wood, that we regard the�r essent�al funct�on to be that of
an enclosure. Placed �n th�ck walls, however, the column has lost all
�ts s�gn�f�cance; �t �s degraded to the mere post. The true column �s �n
�ts nature round, essent�ally complete, and expresses by th�s very
tra�t of exclus�veness �n a v�s�ble way that �t �s antagon�st�c to an
even surface, and, consequently, every �nclus�on �n a wall. If,
therefore, we des�re to have the support of walls such must be even,
not c�rcular columns, but surfaces wh�ch can be extended evenly �n a
wall.
As far back as 1773 Goethe excla�med w�th sp�r�t to the l�ke effect �n
h�s youthful essay, "On the German Art of Bu�ld�ng": "What does �t
matter to us, you ph�losoph�cal art-cr�t�c of the latest French school,
that or�g�nal man, spurred on by h�s needs to �nvent, drove �nto the
ground four trunks, then fastened four poles on top and covered the
whole w�th branches and moss. And after all �t �s wholly false to say
that th�s hut of yours was the f�rst begotten on earth. Two poles that
cross each other at the�r ends, two beh�nd and one stuck d�agonally
above �n forest fash�on �s and rema�ns, as you may any day see for
yourself �n the huts of the f�elds and the v�neyard slopes, a far earl�er
d�scovery from wh�ch �t �s qu�te �mposs�ble for you to deduce a
pr�nc�ple for your p�g-stye." In other words Goethe seeks to prove
that columns enclosed �n walls placed �n bu�ld�ngs whose essent�al
object �s that of mere enclosure have no mean�ng. Th�s �s not
because he would not recogn�ze the beauty of the column. On the
contrary, he �s loud �n �ts pra�se. "But take good care," he adds, "not
to employ them �mproperly: �t �s the�r nature to stand up free. Woe to
the wretch who has soldered the�r slender growth �n block�sh walls."
It �s from such a po�nt of v�ew that he proceeds to cons�der the
bu�ld�ng art of the M�ddle Ages and our own t�me and aff�rms: "The
column �s of no value as a const�tuent feature of our dwell�ngs: �t
rather contrad�cts the essence of all our bu�ld�ngs. Our houses do not
cons�st of four columns �n four corners; they cons�st of four walls on
four s�des, wh�ch stand �n the place of all columns, totally exclude
such, and where they are thrust �n they are a burdensome
superflu�ty. Th�s appl�es to our palaces and churches, subject to one
or two except�ons, wh�ch �t �s not necessary to part�cular�ze." We



have �n the above statement, wh�ch �s the result of �ndependent
observat�on of the facts, the pr�nc�ple of the column correctly
expressed. The column must place �ts foot down �n front of the wall
and appear �n complete �ndependence of �t. In our more modern
arch�tecture no doubt we f�nd p�lasters freely used; arch�tects, have,
however, regarded them as the repeated adumbrat�on of prev�ous
columns, and made them flat rather than round.



(γγ) From th�s �t �s clear that though no doubt walls may serve as
support, yet, for the reason that the funct�on of support �s already
�ndependently performed by columns, they must, on the�r part �n
f�n�shed class�cal arch�tecture be accepted as essent�ally hav�ng for
the�r object the enclosure. If they are taken as columns are taken, to
prov�de means of support, the essent�ally d�st�nct def�n�ng funct�ons
of these latter are not, as �s most des�rable, performed also as by
d�st�nct const�tuent parts of the bu�ld�ng[90], and the concept�on of
what walls ought to prov�de �s �mpa�red and confused. We
consequently f�nd even �n temples that the central hall, where the
statue of the god was placed, to enclose wh�ch was the ma�n object,
�s often left open �n the upper part. If, however, a roof�ng �s requ�red,
the cla�ms of the lofty style of beauty made �t necessary that the
same should be supported �ndependently. In other words the d�rect
�mpos�t�on of entablature and roof on the enclos�ng walls �s purely a
matter of necess�ty and need; �t �s not appert�nent to free
arch�tectural beauty, because �n the art of class�cal bu�ld�ngs we
requ�re as means of support ne�ther part�t�ons nor walls, wh�ch would
be rather derogatory to the des�gn �n so far as—we have already
not�ced the fact—they put together contr�vances and a wall-space of
greater extent than �s actually necessary.
These would be the ma�n d�st�ngu�sh�ng features wh�ch �n class�cal
arch�tecture we have to keep apart.
(c) Although we may then, on the one hand, declare �t as a pr�nc�ple
of f�rst �mportance that the d�st�nct�ons wh�ch have been summar�ly
�nd�cated must appear w�th the�r d�fferences emphas�zed, �t �s equally
necessary on the other that they should be un�ted �n a whole. We w�ll
shortly, �n conclus�on, draw attent�on to th�s un�on wh�ch �n
arch�tecture w�ll be rather and s�mply a juxtapos�t�on, assoc�at�on,
and a thorough eurhythmy of the ent�re construct�on. Generally
speak�ng the Greek temple bu�ld�ngs present an aspect wh�ch both
sat�sf�es, and �f we may use the express�on, sates us to the full.
(α) There �s no soar�ng up, but the whole just expands on the broad
level and �s extended w�thout part�cular elevat�on. In order to v�ew
the bu�ld�ng's face �t �s barely necessary to ra�se the s�ght w�th



�ntent�on; �t �s, on the contrary, allured to the bare expanse, wh�le the
bu�ld�ng art of Germany �n the M�ddle Ages str�ves up almost w�thout
mass and soars. Among the anc�ents breadth, regarded as secure
and conven�ent foundat�on on the earth, �s the ma�n th�ng. He�ght �s
rather borrowed from the he�ght of man, and merely �s �ncreased �n
proport�on as the bu�ld�ng �ncreases �n breadth and w�dth.
(β) Furthermore, embell�shments are so effected that they do not
�mpa�r the �mpress�on of s�mpl�c�ty. For much also depends on the
mode of decorat�on. The anc�ents, more part�cularly the Greeks,
preserve here the f�nest sense of proport�on. Extens�ve surfaces and
l�nes of ent�re s�mpl�c�ty, for �nstance, do not appear so large �n th�s
und�v�ded s�mpl�c�ty as �n the case where some var�ety, somewhat
that destroys th�s un�form�ty �s �ntroduced, by wh�ch at once an
extens�on of more def�n�te outl�ne �s presented to the v�s�on. If th�s
subd�v�s�on, however, and �ts adornment �s wholly elaborated �n
deta�l, so that we have noth�ng before us but a var�ety and �ts deta�ls,
even the most �mpos�ng relat�ons and d�mens�ons appear to be
crumbled away and destroyed. The anc�ents, therefore, as a rule are
actuated �n the�r works ne�ther to let the same and the�r proport�ons
by such means appear �n any way greater than they actually are, nor
do they break up the whole by means of �nterrupt�ons and
embell�shments to the extent that—because all parts are small and a
un�ty �s absent wh�ch shall once more br�ng everyth�ng together and
fuse �t throughout—therefore the whole also shall appear as
�ns�gn�f�cant. To qu�te as l�ttle an extent are the�r works of beauty �n
the�r perfect�on merely p�led up as mere we�ght on the ground, or
tower up out of all relat�on to the�r breadth to the sk�es. They
preserve �n th�s respect, too, the mean of beauty, and offer at the
same t�me �n the�r s�mpl�c�ty necessary scope to a duly proport�oned
var�ety. Above all, however, the dom�nant feature of the whole and �ts
s�mple part�cular�t�es appear to permeate �n the most transparent
way through all and everyth�ng, and overmasters the �nd�v�dual�ty of
the conf�gurat�on prec�sely �n the way that �n the class�cal Ideal the
un�versal substance reta�ns �ts power to control what �s acc�dental
and part�cular, �n wh�ch the same rece�ves �ts l�v�ng form, and to br�ng
�t �nto harmony w�th �tself.



(γ) W�th regard to the d�spos�t�on and art�culat�on of the several parts
of a temple we f�nd, on the one hand, a very marked graduat�on of
elaborat�on, and on the other much that �s purely trad�t�onal. The
ma�n d�st�nct�ons that have an �nterest for us �n th�s �nqu�ry are l�m�ted
to the temple prec�nct (ναὸς), enclosed by walls conta�n�ng the �mage
of the god, also the dwell�ng �n front (πρόναος), that �n the rear
(ὀπισθόδομος), and the colonnades that enc�rcle the ent�re structure.
A dwell�ng �n front and beh�nd w�th a ser�es of columns before �t had
or�g�nally the typ�cal form, wh�ch V�truv�us calls ἀμφιπρόστυλος; to
th�s was afterwards added a row on e�ther s�de of the bu�ld�ng, that �s
the περίπτερος; f�nally we have the completest form of elaborat�on �n
the δίπτερος, where th�s row of columns �s doubled throughout the
c�rcu�t, and �n the ὔπαιθρος colonnades detached from the walls, and
wh�ch �t �s poss�ble to pass round, as �n the case of the colonnades
above, are added �n double rows w�th the �nter�or of the ναὸς �tself.
For such a type of temple V�truv�us �nstances as an example the
e�ght-columned temple of M�nerva at Athens, and the ten-columned
one of Olymp�an Jup�ter[91].
We w�ll pass over �n th�s place the more deta�led cons�derat�on of the
number of columns no less than the nature of the �nterven�ng spaces
between themselves and the walls, and merely draw attent�on to the
un�que s�gn�f�cance wh�ch such colonnades and forecourts, or halls
possessed �n general for the Greek temple. In these prostyles and
amph�prostyles, that �s, these s�ngle and double colonnades, wh�ch
brought you d�rect �nto the open sunsh�ne, we observe that men can
move about openly and free and can group themselves as they
choose, or accord�ng to the chance of the moment. Columns are, �n
short, not an enclosure, but a l�m�tat�on through wh�ch you can
always pass, so that you can be part�ally w�th�n and w�thout them at
once, and at any rate can everywhere step from them �nto the open
day. In the same way the long walls at the back of the columns do
not perm�t of any pressure to one central po�nt, wh�ther our s�ght may
�nst�nct�vely turn when the passages are crowded. On the contrary
the eye �s rather d�verted from such a po�nt of un�ty �n every
d�rect�on; and �nstead of the concept�on of a congregat�on brought
together for One purpose we observe a tendency outwards, and



merely rece�ve the �mpress�on of a means of spend�ng the t�me
devo�d of ser�ousness, l�ght-hearted, �dle, and provocat�ve of chatter.
W�th�n the enclosure no doubt we have suggested a profounder a�m,
but even here we f�nd surround�ng features[92], wh�ch more or less
�nd�cate that we are not to take such a purpose too ser�ously.
Consequently the �mpress�on of such a temple, though no doubt
s�mple and �mpos�ng, �s at the same t�me gay, open, and pleas�ng to
the sense; the ent�re bu�ld�ng, �n short, �s rather arranged as a place
for stand�ng about �n, stroll�ng round, for �ngress and egress than �n
order to enable an assembly of persons to concentrate the�r
numbers �n one spot shut off from the rest of the world.

3. THE DIFFERENT CONSTRUCTIVE TYPES OF CLASSICAL ARCHITECTURE

Cast�ng our glance now on the d�fferent forms of construct�on wh�ch
offer us the predom�nant examples of d�st�nct�ve type �n class�cal
arch�tecture we may emphas�ze the follow�ng as most �mportant.
(a) What f�rst arrests our attent�on �n th�s f�eld are those k�nds of
bu�ld�ng whose l�nes of d�st�nct�on are most not�ceable �n the�r
columns; for th�s reason I shall myself, too, l�m�t myself to a
statement of the pre-em�nently character�st�c tra�ts of the var�ous
types of column.
The most famous among the orders of columns are the Dor�c, Ion�c,
and Cor�nth�an, over whose arch�tectural beauty and adaptat�on to
def�n�te purpose, ne�ther the research of earl�er t�mes nor our own
has been able to add anyth�ng. For we may assume that the Tuscan,
or, accord�ng to H�rt[93], the anc�ent Greek type of bu�ld�ng belongs �n
�ts undecorat�ve crudeness to the or�g�nal and s�mple type of wood
structure, not to the arch�tecture of beauty, and the so-called Roman
order of columns �s of no real moment, be�ng merely an �ncrease �n
the decorat�ve character of the Cor�nth�an. The �mportant po�nts �n
th�s �nqu�ry are the relat�on of the he�ght of columns to the�r
th�ckness, the type of base and cap�tal to be d�st�ngu�shed �n each
case, and, f�nally, the greater or less �nterven�ng spaces between the
columns. W�th regard to the f�rst, �f the column �s not of a he�ght four
t�mes as large as �ts d�ameter �t appears too bulky and depressed; �f



�ts he�ght, however, exceeds such a proport�on by be�ng ten t�mes as
large, the column w�ll appear too slender to the eye, and too sl�m as
a means of support. The respect�ve �ntervals between the columns
must, however, be cons�dered �n close relat�on to the above facts; �f
the columns appear more stout they should be placed nearer to one
another, �f on the contrary the �mpress�on they produce �s one of
sl�ghtness and lankness the �ntervals have to be larger. It �s a matter
of equal �mportance, and th�s �s so whether the columns have a
pedestal or not, whether the cap�tal �s of h�gher or less ample s�ze, �s
w�thout or w�th decorat�on, for �t �s by th�s means that the ent�re
character of the column �s altered. W�th regard to the column's shaft,
however, the rule obta�ns that �t should be smooth and devo�d of
decorat�on, although �t does not r�se throughout of the same
th�ckness, but �s apprec�ably more slender at the top than �t �s
m�dway and at the base, and the change �s such that there �s a
swell�ng wh�ch, though barely percept�ble, �s none the less present.
In more recent t�mes no doubt, notably �n the M�ddle Ages, when the
ant�que types of columns were converted to the use of Chr�st�an
arch�tecture, the smoothness of shaft was found to be too cold, and
for th�s reason wreaths of flowers were entw�ned round them, or
columns of sp�ral form were perm�tted no doubt on s�m�lar grounds;
th�s, however, �s �nadm�ss�ble and opposed to the best taste,
because the true funct�on of the column �s s�mply that of support, and
to carry th�s out they ought to r�se �n a secure and stra�ght l�ne and
be self-subs�stent[94]. The only d�vergency from the rule �n columnar
structure wh�ch the anc�ents adm�tted was that of the groove, a
var�at�on wh�ch, as V�truv�us po�nts out, made such appear broader
than when the�r surface �s wholly smooth. Such groov�ng we f�nd
carr�ed out very extens�vely.
I w�ll now �nd�cate more closely the ma�n d�st�ngu�sh�ng features of
the Dor�c, Ion�an, and Cor�nth�an order of columns respect�vely.
(α) In pr�m�t�ve bu�ld�ngs secur�ty of structure �s the fundamental
character�st�c beyond wh�ch arch�tecture fa�ls to go; consequently �t
does not as yet dare to r�sk relat�ons of a slender k�nd w�th the bolder
l�ghtness wh�ch belongs to them, but rests sat�sf�ed w�th forms of
greater bulk. Th�s �s the case �n the Dor�c type of bu�ld�ng. We f�nd



here that the mater�al aspect w�th �ts onerous we�ght st�ll �s that
wh�ch �s most �nfluent�al, and �s part�cularly apparent �n the relat�ons
of breadth and he�ght. When a bu�ld�ng �s erected �n l�ghtness and
freedom the burden of heavy masses �s overcome; �f on the contrary
�ts d�spos�t�on �s one wh�ch suggests ma�nly breadth and a low
elevat�on the preva�l�ng �mpress�on, as �n the Dor�c style, �s that of
stab�l�ty and sol�d�ty, subserv�ent to the dom�nant force of grav�ty.
Cons�stently w�th th�s character Dor�c columns, �f contrasted w�th the
other two orders, are the broadest and lowest. The more anc�ent
examples do not r�se above a he�ght wh�ch �s s�x t�mes the�r
d�ameter, and not unfrequently they are merely four t�mes that
breadth; for th�s reason they g�ve, by v�rtue of the�r unw�eld�ness, the
�mpress�on of an earnest, s�mple, and unadorned manl�ness, such as
we have exempl�f�ed �n the temples at Paestum and Cor�nth. The
later examples of the Dor�c order, however, extend the�r columns to a
he�ght of seven t�mes th�s un�t of measure, and, for bu�ld�ngs other
than temples, V�truv�us adds yet another half d�ameter. More
generally, however, the d�st�nct�ve character of the Dor�c type
cons�sts �n th�s that �t approx�mates most nearly to the pr�m�t�ve
s�mpl�c�ty of the wood bu�ld�ng, although �t �s more recept�ve than the
Tuscan to decorat�ve work and embell�shments. The columns,
however, have almost w�thout except�on no d�st�nct�ve base; they
stand up d�rectly on the�r foundat�on[95], and the�r cap�tals are
arranged �n the s�mplest way out of ovolo ornament and pl�nth. The
shaft �s somet�mes left smooth, somet�mes grooved w�th twenty
dr�lls, wh�ch frequently were flat for one th�rd of the way from the
base, and hollowed out �n c�rcular form the rest of the way[96]. As
regards the �nterval between the columns, accord�ng to the older
monuments, the breadth �s tw�ce the d�ameter of a column, and only
a few exceed th�s by a w�dth between two and two and a half
d�ameters. Another pecul�ar�ty of the Dor�c type of bu�ld�ng �n wh�ch �t
approaches the type of wood construct�on cons�sts �n tr�glyphs and
metopes. In other words tr�glyphs �nd�cate �n the fr�eze the tops of the
beams of the entablature w�th wh�ch the arch�trave culm�nates
�nserted there by means of pr�smat�cal �nc�s�ons[97], wh�le the
metopes f�ll up the spaces between one beam and another, and �n



the Dor�c construct�on st�ll reta�n the form of the square[98]. As a
decorat�on they are frequently covered w�th rel�efs, wh�le beneath the
tr�glyphs, wh�ch rest on the arch�trave, and as a culm�nat�on to the
surfaces of the corn�ce on the�r lower s�de, we have for
embell�shment s�x small con�cal bod�es, techn�cally known as drops.
(β) In the Dor�c style we are already made aware of an advance �n
the character�st�cs of a sol�d�ty wh�ch affects us w�th pleasure. In
Ion�c arch�tecture th�s upward progress �s further emphas�zed �n a
type notable for �ts slenderness, charm, and grace, �f st�ll expressed
�n a s�mple way. The he�ght of the columns var�es between that of
seven and ten t�mes the w�dth of the d�ameter at the base, and �s
determ�ned, accord�ng to the conclus�ons of V�truv�us, pre-em�nently
by the breadth of the �nterven�ng spaces of the columns, that �s to
say, where they are w�der the columns appear th�nner, and
consequently more slender, where they are more narrow, however,
they appear stouter and of less he�ght. For th�s reason the arch�tect
�s forced, �n order to avo�d an excess of th�nness or bulk, �n the f�rst
case to reduce the he�ght, and �n the second to �ncrease �t. In the
case, then, where the �ntervals exceed three d�ameters the he�ght of
the columns w�ll merely carry e�ght of such, where there �s an �nterval
of two and a quarter r�s�ng to three, the he�ght w�ll r�se to e�ght and a
half d�ameters. If the columns, however, are separated only by the
w�dth of two d�ameters, the he�ght must be extended to n�ne and a
half t�mes the un�t, and �n the extreme case of an �nterval of but one
and a half t�mes, such he�ght w�ll even r�se to ten t�mes the breadth
of d�ameter. However, cases such as these latter ones appear very
seldom, and, �n so far as we may judge from such monuments of the
Ion�c type of bu�ld�ng that have come down to us, the anc�ents made
very scanty use of those relat�ons wh�ch necess�tated the more lofty
columns.
The Ion�c type �s further d�st�ngu�shed from the Dor�c �n th�s that the
Ion�c columns do not r�se d�rectly w�th the�r shaft from the
substructure, but are set up on a var�ously art�culated pedestal, and
then �n unobtrus�ve rejuvenescence r�se l�ghtly �n the�r slender he�ght
to the�r cap�tals w�th a deeper hollow�ng out than �n the Dor�c type, a
broad groov�ng of four and twenty grooves. It �s espec�ally �n th�s



character�st�c that the Ion�c temple at Ephesus �s d�st�ngu�shable
from and �n contrast to the Dor�c at Paestum. In the same way we
f�nd an �ncrease of var�ety and grace �n the Ion�c cap�tal. It has not
only a carved couss�net[99], l�ttle ledge and pl�nth, but rece�ves both
to the r�ght and left a sp�ral w�nd�ng, and at the s�des a decorat�ve
k�nd of cush�on, from wh�ch �s der�ved �ts t�tle of the pulv�nated
cap�tal. The volutes at the end of the pad or cush�on �nd�cate the end
of the column, wh�ch, however, may r�se to a st�ll greater elevat�on,
but �n th�s poss�ble �ncrease makes �tself essent�ally a curve.
Compat�bly w�th th�s slender character of the pleas�ng decorat�on of
�ts columns the Ion�c type of bu�ld�ng requ�res a less bulky we�ght �n
�ts beams, and �s concerned �n th�s way too to secure an �ncrease of
grace. By do�ng so �t no longer suggests as a predecessor as the
Dor�c does the wood construct�on, and consequently suffers tr�glyphs
and metopes to fall away �n the flat fr�eze, �ntroduc�ng �n the�r place
as �ts pr�nc�pal means of decorat�on, heads of sacr�f�c�al an�mals
un�ted w�th flowery co�ls, and, �nstead of the suspended mutule[100]

tops, we f�nd tooth-l�ke ornamentat�on[101].
(γ) F�nally, to come to the Cor�nth�an order, we f�nd �t �s �n
fundamentals composed upon the Ion�c, only that w�th a s�m�lar
slenderness �t �s elaborated �n more tasteful luxur�ance, and unfolds
the consummate f�n�sh of adornment and embell�shment. L�ke �t
content to possess the def�n�te and var�ous d�v�s�ons of �ts structure
as a legacy from the wood bu�ld�ng, �t emphas�zes the same w�thout
perm�tt�ng the�r or�g�n to be consp�cuous by means of �ts decorat�ve
work, and expresses, �n �ts man�fold ledges and borders on corn�ce
and beam, on �ts weather moulds, �ts mould�ng flutes, �ts var�ously
art�culated ped�ments and �ts more luxur�ant cap�tals, a mult�pl�c�ty of
pleas�ng features.
The Cor�nth�an column, �t �s true, does not exceed �n he�ght the Ion�c,
r�s�ng as a rule w�th a groov�ng of s�m�lar character, merely e�ght
t�mes or e�ght and a half t�mes as h�gh as the d�ameter of the lower
port�on of the column, but �t appears more slender and above all
more exuberant by v�rtue of a loft�er cap�tal. For the cap�tal's he�ght �s
one and an e�ghth t�mes the d�ameter beneath, and has at each of �ts



four corners more slender volutes wh�ch suffer the pulv�nat�on of the
prev�ous type to fall off, wh�le the part below �s decorated w�th
acanthus leaves. The Greeks have a charm�ng tale relat�ve to th�s. A
ma�den of except�onal beauty, they tell us, d�ed. Her nurse collected
her playth�ngs �n a l�ttle basket and placed �t on her grave, where an
acanthus plant sprang up. The leaves very soon embraced the
basket, and �t was th�s wh�ch suggested the thought of the cap�tal of
a column.
Of other po�nts of d�fference between the Cor�nth�an and the Ion�c
and Dor�c orders, I w�ll only further ment�on the del�cately curved
mutules under the corn�ces, and the project�on of the water
mould�ng, and the �ndentat�ons and corbel-heads on the corn�ce[102].
(b) We may, secondly, regard the Roman type of bu�ld�ng as an
�ntermed�ate form stand�ng between that of Greek and Chr�st�an
arch�tecture, �n so far as here we f�nd ma�nly the appl�cat�on of arch
and vault�ngs. It �s not poss�ble to determ�ne w�th accuracy the t�me
when the construct�on of arches was f�rst d�scovered; �t appears,
however, certa�n that ne�ther the Egypt�ans, desp�te the great
progress they made �n the arts of bu�ld�ng, nor the Babylon�ans,
Israel�tes, and Phoen�c�ans were cogn�sant of the og�ve or the vault.
The monuments of Egypt�an arch�tecture at any rate only show us
that when �t was a quest�on of super�mpos�ng a roof over the �nter�or
of a bu�ld�ng the one means the Egypt�ans had at the�r d�sposal was
that of plac�ng huge slabs of stone across l�ke beams �n hor�zontal
pos�t�on. If �t was requ�red to arch up broad entrances, or cross
arches they knew of no other way of do�ng th�s than lett�ng one stone
on e�ther s�de project forward, w�th another st�ll more project�ng one
above �t, so that the s�de walls gradually approached upwards unt�l
they reached a po�nt where only one stone was necessary to close
the rema�n�ng space between. Where such an exped�ent was not
necessary they covered the spaces w�th huge slabs of stone
arranged across �n the manner of rafters.
Among the Greeks we do, I bel�eve, f�nd monuments �n wh�ch the
arch construct�on has already been adopted, but they are rare; and
H�rt, who has wr�tten w�th most author�ty over the bu�ld�ng and the
h�story of the bu�ld�ng of ant�qu�ty, aff�rms that among such



monuments we can rely on none w�th secur�ty as dat�ng from a t�me
prev�ous to that of Per�cles. In other words, �n Greek arch�tecture the
features wh�ch are character�st�c and elaborated are the column and
beam �n hor�zontal pos�t�on, so that we f�nd here the column very
l�ttle used �n a relat�on wh�ch l�es apart from �ts true funct�on, namely
that of support�ng beams. Moreover the arch that �s vaulted from two
p�ers or columns, and the knob-l�ke format�on, connotes a yet further
feature, for we f�nd here that the column already beg�ns to forsake �ts
determ�nate attr�bute of support. For the c�rcular arch �n �ts r�se, �ts
flexure and �ts decl�v�ty �s related to a centre wh�ch has noth�ng to do
w�th the column as a means of support. The separate parts of the
c�rcular arch are carr�ed �n mutual oppos�t�on; they support and
prolong each other �n a way that shows them far more remote from
the d�rect ass�stance of the column than �s the hor�zontally
super�mposed beam.
In Roman arch�tecture, then, as stated, the arch-construct�on and
vault�ng �s of very common occurrence, or rather we have certa�n
rema�ns wh�ch we can only attr�bute to the age of the Roman k�ngs, �f
we may fully bel�eve the ev�dence of later t�mes. Of th�s type are the
catacombs and cloaca, wh�ch were vaulted, but must be regarded as
works of a more recent restorat�on. The most probable d�scoverer
yet suggested of the vault �s Democr�tus[103], who occup�ed h�mself
�n a var�ety of ways w�th mathemat�cal problems and �s held to be the
d�scoverer of l�thotomy.
One of the most famous bu�ld�ngs of Roman arch�tecture, �n wh�ch
the c�rcular arch appears as fundamental type �s the Pantheon of
Agr�ppa ded�cated to Jup�ter Ultor, wh�ch, �n add�t�on to the statue of
Jup�ter, conta�ned colossal �mages of gods �n no less than s�x other
n�ches, namely, Mars, Venus, the de�f�ed Jul�us Caesar as well as
three others whose �dent�ty we cannot f�x w�th accuracy. In e�ther
s�de of these n�ches stood two Cor�nth�an columns, and the whole
was vaulted w�th one majest�c vault �n form of the half globe and
correspond�ng to the vault of heaven. W�th reference to the mater�al
of th�s vault we may note that �t �s not a stone one. In other words the
Romans, �n the major�ty of the�r vault�ngs, �n the f�rst �nstance carr�ed
out a construct�on of wood, and covered the same w�th a



compos�t�on of chalk and puzzolana cement, wh�ch was made of the
dust of a l�ght k�nd of tufa and broken t�le shards. When th�s
compos�t�on was dry the whole was formed �nto a mass so that the
wooden scaffold�ng could be removed and the vault�ng, by v�rtue of
the l�ghtness of �ts mater�al and the stab�l�ty of �ts consol�dat�on,
exerc�sed only an �ns�gn�f�cant pressure on the walls.
(c) The arch�tecture of the Romans possessed moreover generally,
and apart from th�s novel employment of arch construct�on, an
ent�rely d�fferent scope and character than that of Greece. The
Greeks d�st�ngu�shed themselves, wh�le carry�ng throughout the�r
work �ts ma�n purpose, and by v�rtue of the�r perfect�on as art�sts, �n
the nob�l�ty, the s�mpl�c�ty no less than the a�ry del�cacy of the�r
decorat�ons. The Romans on the contrary are, as art�sts, at least on
the mechan�cal s�de of construct�on more r�ch and more ostentat�ous,
but at the same t�me of less nob�l�ty and grace. Add to th�s �n the�r
arch�tecture we meet w�th a var�ety of �ntent�on wh�ch was unknown
to the Greek. As I have already observed the Greeks ent�rely
devoted the splendour and beauty of art to publ�c objects. The�r
pr�vate dwell�ngs rema�ned �ns�gn�f�cant. Among the Romans,
however, not only do we f�nd an �ncrease of publ�c bu�ld�ngs, whose
ma�n purpose of construct�on was splend�dly embell�shed �n theatres,
spaces for an�mal combats and other means of publ�c sport, but
arch�tecture rece�ved a del�berate �mpulse �n the d�rect�on of pr�vate
use. More espec�ally after the c�v�l wars v�llas, baths, colonnades,
fl�ghts of steps were constructed w�th the �mpos�ng character of the
most luxur�ous extravagance, and by th�s means a new open�ng was
made for the arts of bu�ld�ng, wh�ch also �ncluded that of garden�ng,
wh�ch was perfected �n a way that ev�nced very cons�derable talent
and taste. The v�lla of Lucullus �s a str�k�ng example.
Th�s type of Roman arch�tecture has �n many respects rendered
serv�ce as a model to Ital�ans and Frenchmen of t more recent t�mes.
Among ourselves we have for a long t�me to some measure followed
�n the steps of the Ital�ans, and also to some extent �n those of the
French; f�nally men have once more devoted the�r attent�on to the
Greeks, and have accepted as an object of �m�tat�on the ant�que �n
�ts purer form.



CHAPTER III

ROMANTIC ARCHITECTURE

The Goth�c arch�tecture of the M�ddle Ages, wh�ch const�tutes here
the character�st�c centre of the truly romant�c type, has for a long
t�me, more espec�ally s�nce the popular�zat�on and predom�nance of
the French taste, been regarded as someth�ng rude and barbarous.
In recent t�mes �t was Goethe who ma�nly, �n the f�rst �nstance, and �n
the youthful freshness of h�s own nature and art�st�c outlook, brought
once more the Goth�c type to �ts place of honour. Cr�t�cal taste has
been more and more concerned to apprec�ate and respect these
�mpos�ng works as g�v�ng effect�ve express�on both to the d�st�nct�ve
purpose of Chr�st�an culture, and the harmon�ous un�ty thereby
created between arch�tecton�c form and the �deal sp�r�t of
Chr�stendom.

1. GENERAL CHARACTER

In so far as the general character of these bu�ld�ngs �s concerned, �n
wh�ch rel�g�ous arch�tecture �s that wh�ch �s most prom�nent, we
d�scovered already �n our �ntroduct�on to th�s part of our �nqu�ry that
�n th�s type both those of �ndependent and serv�ceable arch�tecture
are un�ted. Th�s un�ty, however, does not �n any way cons�st �n a
fus�on of the arch�tectural forms of the Or�ental and the Greek, but
we must look for �t �n the fact that, on the one hand, the house or
dwell�ng-enclosure furn�shes yet more the fundamental type than �n
the Greek temple construct�on, and, on the other, mere
serv�ceableness and purpose �s to that extent el�m�nated, and the
house �s emphas�zed apart from �t �n �ts free �ndependence. No doubt
these houses of God and other bu�ld�ngs of th�s type appear to the
fullest extent as constructed for def�n�te objects, as already stated,
but the�r true character �s prec�sely th�s, that �t reaches over and
beyond the determ�nate a�m and presents �tself �n a form of self-
seclus�on and pos�t�ve local �ndependence. The creat�on stands up �n



�ts place �ndependent, secure, and eternal. For th�s reason the
character of the ent�rety �s no longer to be deduced from any purely
sc�ent�f�c or theoret�cal relat�on. W�th�n the �nter�or the box-l�ke
envelope of our Protestant churches falls away wh�ch are bu�lt s�mply
that they may be f�lled w�th men and women, and do not possess
church pews as stalls; �n the�r exter�or, the bu�ld�ng soars �n �ts
roof�ng and p�nnacles freely upwards, so that the relat�on of purpose,
however much �t be also present, tends aga�n to d�sappear, leav�ng
the �mpress�on of the whole that of a self-subs�stent ex�stence. Such
a bu�ld�ng �s ent�rely f�lled up by noth�ng expressly; everyth�ng �s
absorbed �n the grandeur of the whole: �t possesses and declares a
def�n�te object, but �n �ts grand�ose proport�ons and subl�me repose �t
�s essent�ally and w�th an �nf�n�te s�gn�f�cance exalted[104] above all
mere �ntent�onal serv�ceableness. Th�s exaltat�on over f�n�tude and
s�mple secur�ty �s that wh�ch const�tutes the un�que character�st�c
aspect of �t. From another po�nt of v�ew �t �s prec�sely �n th�s type that
arch�tecture f�nds the greatest opportun�ty for part�cular�sat�on,
d�vers�on of effect and var�ety, w�thout perm�tt�ng, however, the whole
to fall �nto mere deta�ls and acc�dental part�culars. The �mpos�ng
character of the art we are cons�der�ng restores, on the contrary, th�s
aspect of d�v�s�on and d�smemberment �n the or�g�nal �mpress�on of
s�mpl�c�ty. It �s the substant�ve be�ng of the whole wh�ch �s set �n
d�v�s�on and d�smemberment �n an �nf�n�te mult�pl�c�ty throughout the
ent�re complexus of �nd�v�dual and var�ed d�st�nct�ons; but th�s
unbounded complex�ty �s subd�v�ded �n a s�mple way, �s art�culated
accord�ng to rule, broken �nto parts symmetr�cally by the same
substance, wh�ch �s the mot�ve and const�tut�ve pr�nc�ple throughout
�n a harmon�ous co-ord�nat�on wh�ch ent�rely sat�sf�es, and wh�ch
comb�nes w�thout let or h�ndrance the mass of deta�l �n all the�r
length and breadth �n securest un�ty and most persp�cuous
�ndependence.

2. PARTICULAR ARCHITECTURAL MODES OF CONFORMATION

If we pass now to a cons�derat�on of the part�cular forms �n wh�ch
romant�c arch�tecture rece�ves �ts spec�f�c character we shall f�nd, as
we have already above not�ced, that our ent�re d�scuss�on w�ll be



conf�ned to what �s genu�ne Goth�c arch�tecture, and ma�nly that of
the church bu�ld�ngs of Chr�stendom, �n the�r contrast to the Greek
temple.
(a) As fundamental form underly�ng all the rest, we have here the
wholly shut off dwell�ng-house.
(α) In other words, just as the Chr�st�an sp�r�t w�thdraws �tself w�th�n
an �deal realm, the bu�ld�ng �s the place essent�ally del�m�ted on all
s�des for the congregat�on of the Chr�st�an commun�ty and the
gather�ng together of sp�r�tual l�fe. It �s the concentrat�on of essent�al
soul-l�fe wh�ch thus encloses �tself �n spat�al relat�ons. The devot�on
of the Chr�st�an heart, however, �s at the same t�me and �n the same
degree an exaltat�on over f�n�tude, so that th�s exaltat�on, moreover,
determ�nes the character of God's house. Arch�tecture secures
thereby as �ts s�gn�f�cance, �ndependently of the object wh�ch renders
�t necessary as a bu�ld�ng, th�s exaltat�on to the Inf�n�te, a s�gn�f�cance
wh�ch �t �s forced to express through the spat�al relat�ons of
arch�tectural forms. The �mpress�on, therefore, wh�ch art �s now
called upon to emphas�ze �s, �n one aspect of �t, and �n contrast to
the open ga�ety of the Greek temple, that of the tranqu�ll�ty of the
soul wh�ch, released from external nature and worldly cond�t�ons,
ret�res wholly �nto self-seclus�on; �n the other aspect of �t �t �s that
�mpress of a solemn subl�m�ty, wh�ch stra�ns and soars over and
beyond all rat�onal l�m�ts. If, therefore, the bu�ld�ngs of class�cal
arch�tecture as a rule offer the expans�on of breadth, we f�nd �n
contrast to th�s that the romant�c character of Chr�st�an churches
asserts �tself �n the growth upwards from the so�l and a soar�ng to the
sk�es.
(β) In th�s obl�v�on of external Nature and all the d�vert�ng
occupat�ons and �nterests of f�n�te ex�stence, wh�ch �s to be effected
by means of such seclus�on, the open forecourts and colonnades
and the l�ke, wh�ch are �n d�rect commun�cat�on w�th that world,
furthermore and of necess�ty fall away, or only rece�ve an ent�rely
mod�f�ed representat�on w�th�n the �nter�or of the bu�ld�ng. And �n l�ke
manner the l�ght of the sun �s e�ther excluded, or gl�mmers �n broken
rays through w�ndows of pa�nted glass, wh�ch, to prevent total
�mmers�on �n darkness, are perforce adm�tted. What human�ty needs



here �s not the g�ft of external Nature, but a world created through �t
and for �t alone, for �ts devot�on and the act�v�ty of �ts soul-l�fe.
(γ) We may f�x as the pervad�ng type by wh�ch the house of God �s
generally and w�th part�cular reference to �ts sect�ons character�zed
that of the free r�se and runn�ng up �nto p�nnacles, whether they be
bu�lt up by means of the arch or stra�ght l�nes. In class�cal
arch�tecture, where we f�nd columns and p�ers w�th super�mposed
beams �s the fundamental form, rectangular�ty and the off�ce of
support �s the feature of �mportance. For the construct�on
super�mposed at r�ght angles marks �n a def�n�te way that �t �s
supported. And even though the beams do �n the�r turn carry the
roof�ng, the surfaces of th�s latter port�on �ncl�ne to one another �n an
obtuse angle. In such a construct�on we f�nd no trace of a genu�ne
tendency to po�nts and a soar�ng up: we f�nd s�mply repose and
support. In the same way, too, a c�rcular arch, wh�ch extends �n a
cont�nuous and equally gradated �ncl�ne from one column to another,
and �s referable to one and the same centre, rests on �ts substructure
of support. In romant�c arch�tecture, however, we no longer f�nd the
relat�on of support s�mply and rectangular�ty the fundamental form,
but rather we have before us the fact that all that �s enclosed e�ther
on �ts �nter�or or exter�or s�de �ndependently spr�ngs upward, and,
w�thout the secure and express d�st�nct�on between the relat�onsh�p
of we�ght and support, concentrates �n a po�nt. Th�s pre-em�nently
free str�v�ng upwards and tendency to �ncl�nes that run to culm�nat�ng
po�nts �s what const�tutes here the essent�al determ�nant, by v�rtue of
wh�ch e�ther acute-angled tr�angles w�th a more slender or broader
base or po�nted arches appear, both of wh�ch aspects stand out most
obv�ously �n the character�zat�on of Goth�c arch�tecture.
(b) Moreover, the obl�gat�ons of sp�r�tual devot�on and exaltat�on,
regarded as a cultus, br�ng before us a var�ety of def�n�te cond�t�ons
and features wh�ch cannot be fully met on the exter�or of the bu�ld�ng
�n the open halls or forecourts of a temple, but can only be sat�sf�ed
w�th�n the house of God �tself. If, therefore, �n the case of the temple
of class�cal arch�tecture �t �s the external form wh�ch �s of most
�mportance, and we f�nd �t rema�n�ng by means of the colonnades
more �ndependent of the �nter�or construct�on, romant�c arch�tecture



presents a contrast to th�s not merely �n the fact that the �nter�or of
the bu�ld�ng �s more essent�ally �mportant, for the reason that the
whole purports to be s�mply an enclosure, but also �n th�s, that the
�nter�or permeates the very form of the exter�or throughout, and
determ�nes �ts spec�f�c shape and mode of art�culat�on.
In th�s connect�on we w�ll, �n order to exam�ne the matter more
closely, f�rst make an entrance �nto the �nter�or, and work�ng
outwards therefrom endeavour to eluc�date the exter�or.
(α) The def�n�t�on I have already adduced as best descr�b�ng the
�nter�or of the church �s that of a certa�n place set apart and enclosed
�n all �ts aspects, whether �t be �n oppos�t�on to the �nclemency of the
weather or the d�stract�ons of the outer world, for the commun�ty and
�ts sp�r�tual worsh�p. The space of the �nter�or �s consequently an
enclosure �n the completest sense, whereas Greek temples, apart
from the presence of open passages and halls �n the env�ronment,
not unfrequently possessed open cells.
Inasmuch as, moreover, Chr�st�an worsh�p �s an exaltat�on of the soul
above the l�m�tat�ons of natural ex�stence and a reconc�l�at�on of the
�nd�v�dual w�th God, we f�nd �n th�s fact a med�at�on of po�nts of v�ew
wh�ch are separably d�st�nct �n one and the same essent�ally
concrete un�ty. At the same t�me romant�c arch�tecture rece�ves the
funct�on �n the form and co-ord�nat�on of �ts bu�ld�ng to make the
above content of sp�r�tual l�fe, to enclose wh�ch �s the pr�me object of
�ts construct�on, so far as th�s �s arch�tecturally feas�ble, sh�ne
through and determ�ne the actual shape both of the exter�or and the
�nter�or. The follow�ng po�nts w�ll ass�st our understand�ng of the
nature of th�s problem.
(αα) The space of the �nter�or w�ll have to be no abstractly
und�fferent�ated and empty one, wh�ch possesses no essent�ally
def�ned features or l�nks that relate them respect�vely. It must have a
concrete form, one, that �s, wh�ch presents d�fferences �n respect to
all the mutual relat�ons of length, breadth, he�ght, and the mode of
such d�mens�ons. The form of the c�rcle, the square, the oblong, w�th
the equal�ty of enclos�ng walls and roof�ng wh�ch �s necessary to
these f�gures, w�ll not be su�table here. The movement, severat�on,



and med�at�on of soul-l�fe �n �ts exaltat�on from that wh�ch �s of earth
to that wh�ch �s eternal, to the far-off and the more lofty, would fa�l to
f�nd apt express�on �n th�s bare equal�ty of a square f�gure.
(ββ) It �s only a corollary to th�s that �n the Goth�c style the substant�al
purport of the house, both �n respect of �ts enclos�ng form of
s�dewalls and roof, and �n that of �ts columns and beams relat�vely to
the conf�gurat�on of the whole and �ts parts, becomes a matter of
subord�nate �mportance. And w�th th�s d�sappears, on the one hand,
as we have already not�ced, the str�ct d�st�nct�on between burden
and support, as on the other we f�nd no longer rectangular�ty �s
emphas�zed as essent�al to the bu�ld�ng's purpose. Recourse �s
made once more to an analogous form of Nature, namely, one that
pref�gures a solemn place of assemblage and enclosure wh�ch freely
soars upwards. If we step �nto the �nter�or of a cathedral of the
M�ddle Ages we have brought before us not so much the stab�l�ty
and mechan�cal purpose of support�ng p�ers and a vault that rests
upon �t. We are rather rem�nded of the arches of a forest, whose
rows of trees �ncl�ne w�th the�r branches to one another and form an
enclosure by th�s means. A cross-beam requ�res a secure centre of
grav�ty and the hor�zontal pos�t�on. In Goth�c arch�tecture, however,
the walls mount up freely and �ndependently, and �n the same way
the p�ers, wh�ch then expand above �n several d�rect�ons apart from
one another, and coalesce as though by acc�dent. In other words
the�r funct�on, to support the vault�ng, �s, although the same �n truth
reposes on the p�ers, not expressly emphas�zed and �ndependently
set forth[105]. The effect �s as though they d�d not carry such, just as
�n the tree the branches do not appear as though supported by the
stem, but rather �n the�r a�ry �ncurvat�on as a cont�nuat�on of the
stem, and w�th the branches of other trees, form a roof of leaves. A
roof�ng of th�s k�nd, wh�ch �s thus f�xed upon as the cover of the l�fe of
Sp�r�t, th�s awful env�ronment, wh�ch �nv�tes us to contemplat�on, �t �s
wh�ch the cathedral presents us, �n so far as the walls and among
them the forest of p�ers freely coalesce �n the�r summ�ts. But for all
that we do not actually assert that Goth�c arch�tecture has accepted
trees and woods for the actual exemplar of �ts forms.



Wh�le the sharpen�ng to a po�nt offers us generally the bas�c type �n
Goth�c we f�nd �n the �nter�or of churches th�s tendency take the more
spec�al�zed shape of the po�nted arch. By th�s means the columns �n
part�cular rece�ve an ent�rely fresh s�gn�f�cance and appearance.
The broad Goth�c churches requ�re a roof�ng to close them �n, a
roof�ng wh�ch on account of the breadth �s a severe burden and
renders support unavo�dable. Here, therefore, the columns appear to
be �n the�r r�ght place. For the reason, however, that the stra�n�ng
upwards �s prec�sely that wh�ch converts support �nto the
appearance of free soar�ng-up columns are unable to be employed
here w�th the s�gn�f�cance they possess �n class�cal arch�tecture.
They become, on the contrary, p�ers wh�ch, �n l�eu of the cross-beam,
carry arches �n a manner whereby they appear as s�mply a
cont�nuat�on of the p�er and coalesce together w�thout def�n�te object
�n a po�nt. We may, no doubt, conce�ve the unavo�dable term�nat�on
of two p�ers that stand apart from one another as analogous to a gut-
roof that rests on corner posts; but tak�ng �nto cons�derat�on the
surfaces at the s�des, although they, too, are planted on p�ers �n
ent�rely obtuse angles, and �ncl�ne to one another �n an acute angle,
we f�nd �n the latter case none the less the concept�on on the one
hand of burden, and on the other of support. The po�nted arch, on
the contrary, wh�ch apparently �n the f�rst �nstance mounts up �n a
stra�ght l�ne, and only by �mpercept�ble and slower degrees leans
forward �n order to �ncl�ne to the oppos�te s�de, presents for the f�rst
t�me the complete �dea as though �t was just noth�ng but the
cont�nuat�on of the p�er �tself, wh�ch forms an arch w�th another. P�ers
and vault�ng appear, �n the�r contrast to columns and the beam, as
one and the same �mage, although the arches rest upon the cap�tals
from wh�ch they spr�ng. The cap�tals, too, �n spec�f�c cases, such as
occur �n Netherland churches, keep away altogether, and by th�s
means the �nseparable un�ty above-ment�oned �s made expressly
v�s�ble to the eye.
Moreover, on account of the fact that th�s str�v�ng upwards �s
declared as the fundamental character, the he�ght of the p�ers
exceeds that of the breadth of the�r base �n a proport�on that we
cannot calculate at s�ght. The p�ers are th�n, slender, and soar up so



h�gh the s�ght �s unable to take �n the ent�re form at a glance, and �s
compelled to rove about �n �ts upward fl�ght unt�l �t atta�ns repose at
last �n the gently �ncl�ned vault�ng of the un�t�ng arch, much as the
soul mov�ng w�th restlessness �n �ts devot�on from the ground of
f�n�tude upl�fts �tself and f�nds rest �n God alone.
The f�nal po�nt of d�st�nct�on between p�ers and columns cons�sts �n
th�s, that the p�ers wh�ch are d�st�nct�vely Goth�c, and, where they are
elaborated �n the�r spec�f�c character, do not, as columns do, rema�n
�n the c�rcular form, essent�ally secure �n that, and one and the same
cyl�nder, but to beg�n w�th at the�r base �n a reed-l�ke way const�tute a
convolute, a bundle of f�bres, wh�ch break �nto var�ed d�st�nct�on as
the p�er mounts and rad�ate forth on all s�des under var�ous modes of
cont�nuat�on. And, wh�le we f�nd already �n class�cal arch�tecture that
the column represents an advance from that wh�ch �s merely subject
to laws of grav�ty, from the sol�d and s�mple to that wh�ch �s more
slender and more adorned, so, too, we f�nd much the same change
v�s�ble �n the p�er, wh�ch, �n th�s more slender upgrowth, ever
w�thdraws �tself more from the mere serv�ce of support, and freely
soars upward albe�t shut �n at �ts summ�t.
The same form of p�ers and po�nted arches �s repeated �n w�ndows
and doors. More part�cularly the w�ndows, not merely the lower ones
of the s�de a�sles, but also �n a st�ll h�gher degree, the upper ones of
the transepts and cho�r, are of colossal s�ze �n order that the glance,
wh�ch rests upon the�r lower port�on, may not at once take �n the
upper part as well and may be upl�fted as �n the case of the
vault�ngs. Th�s adds to the restless mot�on of the upward fl�ght wh�ch
�t �s �ntended to commun�cate to the spectator. Add to th�s the
w�ndow panes, as we have already remarked, are w�th the�r coloured
glass only part�ally transparent. Somet�mes they present sacred
h�stor�es and somet�mes they are merely panes of var�ed colour w�th
the object of �ncreas�ng the tw�l�ght effect and perm�tt�ng the l�ght of
the wax candles to sh�ne forth. For �n these bu�ld�ngs �t �s another
dayl�ght than that of Nature wh�ch �llum�nes.
(γγ) F�nally, as regards the ent�re art�culat�on of the �nter�or of Goth�c
churches we have already seen that �t �s �mperat�ve that the
part�cular parts of such should be d�fferent�ated �n the�r breadth,



he�ght, and length. The pr�mary d�st�nct�on to cons�der �n th�s respect
�s that of cho�r, transept, and nave from the enc�rcl�ng a�sles. These
latter are constructed on the s�des external to the fabr�c by means of
walls wh�ch enclose �t, and from wh�ch p�ers and arches are carr�ed,
and �n the�r separat�on from the �nter�or by means of p�ers and
po�nted arches, wh�ch present open�ngs toward the nave, hav�ng no
part�t�on walls between. They rece�ve therefore the converse aspect
to that of the colonnades �n Greek temples, wh�ch are open on the
outs�de and are enclosed towards the �nter�or, whereas the a�sles �n
Goth�c churches perm�t free passage between the p�ers to the nave.
In certa�n examples we f�nd two such a�sles �n juxtapos�t�on; �n fact,
Antwerp cathedral �s an example wh�ch possesses three of them at
e�ther s�de of the nave.
The nave �tself soars up by means of enclos�ng walls on e�ther s�de,
at d�fferent degrees of elevat�on, accord�ng to var�ous modes of
d�spos�t�on, above the a�sles, broken by colossal w�ndows �n such a
way that the walls themselves at the same t�me have the
appearance of be�ng slender p�ers, wh�ch everywhere separate �n
po�nted arches and bu�ld up vault�ngs. There are, however, churches
�n wh�ch the s�de a�sles have the same he�ght as the nave, as, for
example, �n the later cho�rs of the Sebaldus Church �n Nuremberg,
wh�ch offers the �mpress�on of an �mpos�ng, free, and capac�ous type
of slenderness and del�cacy. In th�s way the whole �s d�v�ded by
means of rows of p�ers, wh�ch are brought together at the�r summ�ts
l�ke a forest �n fl�ghts of branch�ng arches. Attempts have been made
to d�scover �n the number of these p�ers, and generally �n the
relat�ons of number much myst�cal s�gn�f�cance. There can be no
quest�on but that at the per�od of the f�nest efflorescence of Goth�c
arch�tecture, that, for example, of Cologne Cathedral, a great
s�gn�f�cance was attached to the symbols of number, the as yet more
gloomy present�ment of what �s rat�onal fall�ng �n read�ly w�th an
�ns�stence on external tra�ts of th�s k�nd. But desp�te th�s fact the
art�st�c product�ons of arch�tecture, wh�ch are carr�ed through by
means of that wh�ch �s always to a greater or less degree merely the
capr�c�ous play of a symbol�sm of subord�nate rank, �s ne�ther of the
profoundest s�gn�f�cance, nor of the most exalted form of beauty, for
the reason that the genu�ne sp�r�t of these �s expressed �n ent�rely



d�fferent forms and modes than those appl�cable to the s�gn�f�cance
of numeral d�st�nct�ons. We must therefore be espec�ally caut�ous not
to carry such �nvest�gat�ons too far. To attempt to go to the root of
everyth�ng and �n every d�rect�on to des�re to d�scover a deeper
mean�ng w�ll tend qu�te as much to contract our hor�zon and destroy
our thoroughness of search as �s common w�th all short-s�ghted
learn�ng wh�ch passes over the depth wh�ch �s clearly expressed and
presented w�thout grasp�ng �t. In respect to the more deta�led
d�st�nct�on between cho�r and nave, I w�ll �n conclus�on emphas�ze
the follow�ng po�nts. The h�gh-altar, th�s real centre of the r�tual, �s
placed �n the cho�r, wh�ch �s thus ded�cated as the place for the
pr�esthood as d�st�nct from the commun�ty, whose proper place �s
that of the nave, where we f�nd the pulp�t for the preacher. A fl�ght of
steps, wh�ch var�es �n �ts he�ght, conducts us to the cho�r, so that th�s
latter sect�on and all that takes place �n �t �s v�s�ble everywhere. In
the same way th�s cho�r sect�on �s relat�vely to decorat�on more
ornate, and, moreover, �n �ts d�st�nct�on from the more prolonged
nave, even where the vault�ngs �n both cases are of equal he�ght, �s
more ser�ous, solemn, and subl�me. Above all we f�nd here that the
ent�re bu�ld�ng �s f�nally enclosed w�th p�ers of greater th�ckness and
more closely, by means of wh�ch the breadth tends to d�sappear, and
the ent�re effect �s one of greater st�llness and he�ght, whereas the
transepts and the nave through the�r towers st�ll prov�de w�th the�r
means of entrance and ex�t a connect�on w�th the outs�de world.
Accord�ng to the po�nts of the compass the cho�r �s placed to the
east, the nave l�es �n a westerly d�rect�on, and the transepts stand
towards the north and south. We f�nd, however, churches w�th a
double cho�r, �n wh�ch the two cho�rs l�e respect�vely �n the d�rect�on
of morn�ng and even�ng and the ma�n entrances are placed �n the
transepts. The stone font for bapt�sm, that �s, for the sanct�f�cat�on of
human entry �nto the Chr�st�an commun�ty, �s placed �n a porch by
the ma�n entrance �nto the church. And, f�nally, we may note that,
wh�le the more express worsh�p �s prov�ded for by the ent�re bu�ld�ng,
and notably the cho�r and nave, there are also small chapels wh�ch
form �n each case a fresh and �ndependent church.
Th�s must suff�ce as a descr�pt�on of the art�culate structure of the
whole. In a cathedral of th�s type there �s space enough for an ent�re



people. For here �t �s the �ntent�on that the commun�ty of a c�ty and
d�str�ct do not congregate round the bu�ld�ng, but w�th�n the same.
And for th�s reason all the var�ed �nterests of l�fe wh�ch �n any way
come �nto contact w�th rel�g�on have, too, a place ass�gned them. No
f�xed d�v�s�ons of seats placed �n rows d�v�de and d�m�n�sh the broad
space, but everyone comes and departs �n peace, engages for
h�mself or takes a seat for �mmed�ate use, kneels down, offers h�s
prayer and removes h�mself once more. If �t �s not the hour of h�gh
mass the most var�ous th�ngs take place at the same t�me, and there
�s no confus�on. In one port�on a sermon �s del�vered, �n another a
s�ck man �s brought �n; between these po�nts we may f�nd a slow
process�on; at one spot, we have a bapt�sm, at another a deceased
person �s carr�ed through the church. Or we may f�nd �n one place a
pr�est del�ver�ng mass or celebrat�ng the marr�age serv�ces and �n
every d�rect�on the people �n broken groups kneel before altars and
sacred �mages. All such th�ngs are embraced by one and the same
bu�ld�ng. But th�s very var�ety and �nd�v�dual�zat�on d�sappears,
nevertheless, w�th �ts alternat�ons when contrasted w�th the expanse
and s�ze of the bu�ld�ng. Noth�ng completely f�lls up the whole, every
�nc�dent passes by; �nd�v�duals w�th all that they do are lost and
d�spersed as po�nts �n th�s grand�ose whole. What happens at a
g�ven t�me �s merely v�s�ble �n �ts pass�ng fl�ght, and over and above
all the huge and almost measureless spaces soar up �n the�r secure
and �mmutable form and construct�on.
Such, then, are the fundamental character�st�cs of the �nter�or of
Goth�c churches. We must not look here for any def�n�te purpose as
such, but rather an object for the pr�vate devot�on of the soul �n �ts
self-absorpt�on �n every deta�l of the sp�r�tual l�fe[106], and �ts
elevat�on over all that �s �solated and f�n�te. For th�s reason these
bu�ld�ngs are cut off from Nature by spaces enclosed on all s�des,
bu�lt up �n the atmosphere of gloom and at the same t�me to the
smallest deta�l �n a sp�r�t that str�ves upwards subl�me and
�mmeasurable.
(β) If we d�rect our attent�on now to the external aspect we shall f�nd,
as we have already above observed, that �n contrast to the Greek
temple the exter�or conf�gurat�on �n Goth�c arch�tecture, the



decorat�on and co-ord�nat�on of the walls and all else �s determ�ned
from w�th�n outwards, the exter�or hav�ng to appear s�mply as an
enclosure of the �nter�or.
In th�s connect�on we have good reason to emphas�ze the follow�ng
po�nts:
(αα) In the f�rst place �n the form of the cross wh�ch we f�nd
dom�nates the whole exter�or we cannot fa�l to recogn�ze �n outl�ne a
s�m�lar construct�on as that wh�ch obta�ns w�th�n, a form wh�ch cuts,
the nave and cho�r �n two, and suppl�es, moreover, the d�st�nct�ons of
he�ght wh�ch obta�n between the a�sles, the nave and cho�r.
On closer �nspect�on we f�nd that the pr�nc�pal façade, as the external
form of the a�sles and nave, corresponds �n the portals to the
part�cular construct�on w�th�n. A more lofty pr�nc�pal door, by wh�ch
we pass d�rect �nto the nave, stands between the smaller entrances
�nto the a�sles, and suggests by means of the contract�on �n
perspect�ve that the exter�or must draw together, grow more narrow,
and d�sappear �n order than an entrance may be thereby prov�ded.
The �nter�or �s the background already v�s�ble, �nto the depths of
wh�ch the exter�or �s carr�ed, just as the soul �s constra�ned to grow
more profound as �deal�ty when �t enters �ts own �ntr�ns�c wealth.
Over the doors at the s�des extend �n the most d�rect connect�on w�th
the �nter�or colossal w�ndows, just as the portals r�se up to s�m�lar
po�nted arches, �n a way s�m�lar to that �n wh�ch they are employed
as the part�cular form for the vault�ngs of the �nter�or. Between these
doors over the pr�nc�pal portal a large c�rcular w�ndow branches out,
the rose-w�ndow, a form wh�ch �s, we may add, the exclus�ve and
pecul�ar possess�on of th�s type of bu�ld�ng, and only f�tted to �t.
Where such rose-w�ndows are absent we f�nd subst�tuted for them a
st�ll more colossal w�ndow w�th po�nted arches. The façades of the
transepts are d�v�ded �n a s�m�lar way wh�le the walls of the nave, the
cho�r, and the a�sles �n the�r w�ndows and the�r form, no less than �n
the pos�t�on of the sol�d walls between, repeat �n all respects the form
of the �nter�or and set the same forth on the outs�de.
(ββ) In the second place, however, the exter�or beg�ns to make �tself
at the same t�me �ntell�g�ble to �tself[107] �n th�s close assoc�at�on w�th



the form and subd�v�s�on of the �nter�or for the very reason that �t has
�ts own pecul�ar tasks to fulf�l. In th�s connect�on we may ment�on the
fly�ng buttresses. They represent the pos�t�on of the many p�ers
w�th�n the bu�ld�ng and are necessary as po�nts of support for the
elevat�on and secur�ty of the whole. At the same t�me they further
make apparent on the outs�de, so far as �nterval, number, and other
features are concerned, the rows of p�ers on the �ns�de, albe�t they
do not exactly reproduce the shape of the �nter�or p�ers, but the
h�gher they mount up become reduced �n the strength of the�r
spr�ng�ng buttresses.
(γγ) Inasmuch as, however, �n the th�rd place, �t �s only the �nter�or
wh�ch has to be one essent�ally complete enclosure, th�s feature �s
lost �n the form of the exter�or and makes way �n every respect for
the all-preva�l�ng character�st�cs of cont�nuous elevat�on. And for th�s
reason the exter�or rece�ves at the same t�me a form �ndependent of
the �nter�or, wh�ch asserts �tself ma�nly �n a tendency to str�ve
upwards on all s�des �nto po�nts and p�nnacles, break�ng out �n them
one on the top of another. To th�s fundamental feature belong the
lofty upl�fted tr�angles wh�ch, �ndependently of the po�nted arches,
soar upwards over the portals, pre-em�nently the pr�nc�pal façade,
though also over the colossal w�ndows of the nave and cho�r, and �n
a s�m�lar way the slenderly po�nted shape of the roof, whose gable-
end �s espec�ally prom�nent �n the façades of the transepts. Add to
these the fly�ng buttresses, wh�ch everywhere term�nate �n l�ttle
po�nted p�nnacles, and �n th�s way, just as the rows of p�ers w�th�n the
bu�ld�ng create a forest of stems, branches, and vault�ngs, on the�r
part on the exter�or stretch up heavenwards a forest of po�nts.
W�th most �ndependence and most emphat�cally, however, �t �s the
towers wh�ch r�se upwards �n the�r subl�me summ�ts. In other words
we f�nd that the ent�re mass of the bu�ld�ng concentrates among
other th�ngs �tself �n them, �n order that thus �n �ts ma�n towers �t may
be w�thout h�ndrance upl�fted to an �ncalculable he�ght w�thout
thereby los�ng �ts character of repose and stab�l�ty. Such towers are
e�ther placed �n the pr�nc�pal façade over the two s�de entrances,
wh�le a th�rd and broader ma�n tower spr�ngs up at the po�nt where
the vault�ng of the transepts, cho�r, and nave meet, or one s�ngle



tower const�tutes the pr�nc�pal façade and �s ra�sed above the ent�re
breadth of the nave. Such are at any rate the pos�t�ons wh�ch are
most usual. In d�rect connect�on w�th the worsh�p such towers have
belfr�es, that �s, to the extent that the r�ng�ng of bells properly appl�es
to Chr�st�an serv�ces. Th�s merely �ndef�n�te tone of the bell �s a
solemn st�mulus of the soul-l�fe, though �n the f�rst �nstance one that
as yet prepares the worsh�pper only on the outs�de of the bu�ld�ng.
The art�culate tone, on the other hand, where�n a def�n�te content of
feel�ngs and �deas �s expressed, �s the song wh�ch �s only to be
heard w�th�n the church. The �nart�culate clang of the bell f�nds �ts
r�ght place on the outs�de and only there and �s sounded forth from
the towers that �ts peal may pass forth as from some pure he�ght far
over the land.
(c) As to the mode of decorat�on I have already po�nted to the ma�n
features of determ�nate character.
(α) The f�rst po�nt we have to emphas�ze �s the �mportance of
ornament generally for Goth�c arch�tecture. Class�cal arch�tecture
preserves as a rule a w�se mean �n the adornment of �ts
construct�ons. Inasmuch as, however, �t �s the ma�n �nterest of Goth�c
arch�tecture to make the masses wh�ch �t places �n pos�t�on appear
larger and cons�derably more lofty than they �n fact are �t �s not
sat�sf�ed w�th pla�n surfaces, but subd�v�des the same throughout;
and, moreover, breaks them up w�th forms wh�ch themselves
suggest on the�r part a str�v�ng upwards. P�ers, po�nted arches, and
tr�angles, wh�ch r�se above them w�th the�r p�nnacles, occur, too, as
decorat�ve work. In th�s way we f�nd that the s�mple un�ty of the great
masses �s �mpa�red, and the elaborat�on �s carr�ed to the po�nt of
every conce�vable deta�l, leav�ng the ent�re effect, however, �nvolved
�n the most flagrant contrad�ct�on. On the one hand we cannot fa�l to
observe the most obv�ous outl�nes �n a clearly def�ned co-ord�nat�on,
on the other we have fulness and var�ety of del�cate embell�shment
�mposs�ble to follow w�th the eye, so that the most motley
part�cular�ty �s d�rectly set up �n contrast to what �s most un�versal
and s�mple, just as the soul, �n the oppos�t�on �mpl�ed �n Chr�st�an
worsh�p, �s deeply engaged �n f�n�te th�ngs, and �ndeed carr�es �ts l�fe
�nto the mere deta�l and the tr�fle. Th�s very oppos�t�on acts as a



st�mulus to contemplat�on, th�s str�v�ng up �nv�tes to a l�ke act�on. For
what �s of paramount �mportance �n th�s style of decorat�on �s th�s
that �t do not, by the mass and alternat�on of �ts ornament, destroy or
cover up the fundamental outl�nes, but rather suffer them completely
to make the�r way through such var�ety as the essent�al feature of
�mportance. Only when �t can do th�s, and I speak �n part�cular of
Goth�c bu�ld�ngs, �s the solemn�ty of the�r �mpos�ng ser�ousness kept
�ntact. Just as rel�g�ous devot�on has to permeate all part�cular
exper�ences of soul-l�fe, the l�fe-cond�t�ons of every type of human�ty,
has further to engrave �ndel�bly on the heart �ts un�versal and
�ncommutable �deas, so �n the same way the s�mple and
fundamental arch�tectural features should have strength suff�c�ent to
recall the most var�ed art�culat�on, d�vers�ty and embell�shment of the
structure once more w�th�n the fundamental �mpress�on of those
outl�nes and wholly thus absorb them.
(β) A further aspect �n decorat�ve work �s bound up �n the same way
w�th the romant�c type of art �n general. The romant�c has on the one
hand for �ts pr�nc�ple Ideal�ty, the return of the Ideal to �tself. On the
other the Ideal has to re-appear �n that wh�ch �s external, and then
w�thdraw �tself �nto �tself from the same. In arch�tecture �t �s the
sensuous, mater�al mass �n relat�ons of Space, �n wh�ch the most
Ideal essence �tself �s, so far as that �s poss�ble, to be presented �n
v�s�ble shape. W�th a mater�al such as th�s to deal w�th there �s no
other alternat�ve poss�ble than that of not suffer�ng th�s mater�al to
assert �tself w�th power �n �ts mater�al�ty, but to break up and
d�smember �ts masses �n every d�rect�on, and to wrest from the same
the appearance of �ts �mmed�ate coherence and self-subs�stency. In
th�s connect�on the ornamentat�on, more part�cularly that of the
exter�or, wh�ch has not to d�splay the fact of enclosure as such,
assumes the character of a net-work[108] carr�ed �n every d�rect�on,
or rather �nterwoven over the surfaces; and we have no example of
an arch�tecture wh�ch, tak�ng �nto account the enormous and heav�ly
we�ghted masses of �ts stone and the�r secure coherence,
nevertheless has preserved to such a complete extent the character
of l�ghtness and del�cacy.



(γ) We have only further and th�rdly to remark w�th reference to such
embell�shments that �n add�t�on to po�nted arches, p�ers, and c�rcles,
the forms once more call to m�nd those of the real organ�c world. The
fretwork and work�ng out of the mass already carr�es a suggest�on of
th�s. Regarded �n more deta�l, however, we actually f�nd leaves,
rosettes of flowers, and, �n entw�n�ng work of an arabesque
character, human f�gures and those of an�mals partly real�st�cally and
partly fantast�cally l�nked together; the romant�c �mag�nat�on, �n short,
even �n arch�tecture, d�splays �ts wealth of �mag�nat�ve creat�on, and
�ts power to un�te �n unexpected ways heterogeneous elements,
although from another po�nt of v�ew, at any rate dur�ng the per�od of
the purest type of Goth�c arch�tecture, even �n the matter of
ornament, as, for example, �n the po�nted arches of the w�ndows, we
may observe a dec�s�ve return to s�mple forms.

3. DIFFERENT TYPES OF BUILDING IN ROMANTIC ARCHITECTURE

The last po�nt on wh�ch I have a few observat�ons to make �s that of
the pr�nc�pal types followed by romant�c arch�tecture �n �ts course of
development at d�fferent per�ods. I must, however, add the prem�se
that �n th�s work no attempt can be made to supply a h�story of th�s
branch of the art.
(a) We must wholly d�st�ngu�sh from Goth�c arch�tecture, such as I
have above descr�bed �t, the so-called pre-Goth�c, whose
development or�g�nated �n Roman arch�tecture. The most anc�ent
form of Chr�st�an churches �s that of the bas�l�ca. These or�g�nated
out of the publ�c bu�ld�ngs of the Emp�re, huge oblong halls, w�th the
frame-work of the�r roof�ng of wood, such as Constant�ne placed at
the d�sposal of Chr�st�ans. In bu�ld�ngs such as these there was a
tr�bune, on wh�ch, dur�ng congregat�onal rel�g�ous serv�ces
conducted by pr�ests, there was s�ng�ng and an address del�vered, or
merely read�ng aloud. The concept�on of the cho�r may have
or�g�nated w�th th�s. In the same way Chr�st�an arch�tecture accepted
other of �ts forms such as the use of columns w�th c�rcular arches,
the rotunda and the modes of class�cal embell�shment throughout,
more part�cularly �n the western Roman Emp�re, wh�le �n the eastern



sect�on �t appears to have rema�ned constant to th�s type unt�l the
t�me of Just�n�an. Even bu�ld�ngs erected by the Ostrogoths and
Lombards �n Italy reta�ned essent�ally the fundamental Roman type.
In the more recent arch�tecture, however, of the Byzant�ne Emp�re
several mod�f�cat�ons made the�r appearance. A rotunda supported
on four great p�ers forms the centre, to wh�ch d�fferent construct�ons
were attached to meet the part�cular objects of Greek as d�st�nct from
the Roman r�tual. We must not, however, confuse th�s genu�ne
arch�tecture of the Byzant�ne Emp�re w�th that wh�ch, �n �ts general
relat�on to arch�tectural types, goes by the name of Byzant�ne, and
wh�ch was employed �n Italy, France, England, Germany, and other
places up to the close of the twelfth century.
(b) In the th�rteenth century was evolved the Goth�c arch�tecture �n
the d�st�nct�ve form whose ma�n character�st�cs I have above
descr�bed �n deta�l. It �s nowadays den�ed that �t �s the work of Goth�c
arch�tects, and the name g�ven �t �s that of Deutsch or German
arch�tecture. We may, however, reta�n the more customary and
anc�ent nomenclature. In other words we f�nd �n Spa�n very anc�ent
�nd�cat�ons of th�s type of construct�on, wh�ch suggest an assoc�at�on
w�th h�stor�cal c�rcumstances under wh�ch Goth�c k�ngs, forced back
�nto the mounta�ns of Astur�a and Gal�c�a, reta�ned the�r
�ndependence �n such local�t�es. Under such cond�t�ons, no doubt, a
close aff�l�at�on of Goth�c and Arab arch�tecture appears probable,
yet both may be essent�ally d�st�ngu�shed. For the character�st�c tra�t
of Arab arch�tecture �n the M�ddle Ages �s not the po�nted arch, but
the so-called horseshoe form. Moreover, these bu�ld�ngs, wh�ch are
constructed for an ent�rely d�fferent r�tual, exh�b�t an Or�ental wealth
and splendour, embell�shments resembl�ng plant-l�fe and other forms
of decorat�on, wh�ch, �n an external form, m�x together what �s of
Roman ancestry and that wh�ch belongs to the M�ddle Ages.
(c) On parallel l�nes w�th th�s evolut�on of rel�g�ous arch�tecture we
f�nd, too, the course of c�v�l construct�on, wh�ch from �ts part�cular
po�nt of v�ew �m�tates and mod�f�es the character of eccles�ast�cal
bu�ld�ngs. In an arch�tecture d�rected to the uses of c�t�zen l�fe,
however, art has less opportun�ty for d�splay �nasmuch as here
objects of more restr�cted character, comb�ned w�th a great var�ety of



requ�rements, are more str�ct �n the range of sat�sfact�on presented,
and do not suffer beauty to pass beyond mere decorat�on. Except for
the general harmon�ous d�spos�t�on of �ts forms and masses, art �s �n
the ma�n merely able to assert �tself �n the embell�shment of façades,
sta�rcases, w�ndows, doors, gables, towers, and the l�ke, and has to
do th�s throughout subject to the cond�t�on that the pract�cal purpose
of the bu�ld�ng �s what f�nally determ�nes everyth�ng. In the M�ddle
Ages �t �s pre-em�nently the tower-l�ke form of secure dwell�ngs,
wh�ch �s the fundamental type of structure not merely for part�cular
decl�v�t�es and summ�ts but also w�th�n the towns, where every
palace, every pr�vate dwell�ng, as �n Italy for example, rece�ved the
form of a small fort�f�cat�on or keep. Walls, doors, towers, br�dges
and the l�ke are executed as necess�ty d�ctates, and are decorated
and embell�shed by art. Stab�l�ty and secur�ty coupled w�th a
grand�ose type of splendour and a v�tal �nd�v�dual�ty of s�ngle forms
and the�r connect�ng l�nks const�tute the determ�n�ng factors, to enter
�nto the deta�l of wh�ch would carry us beyond our present purpose.
By way of supplement we may �n conclus�on br�efly allude to the art
of garden�ng, wh�ch does not only create under a wholly novel form
an env�ronment for sp�r�t, we may call �t a second exter�or Nature, but
draws the landscape of Nature �tself w�th�n the operat�on of �ts
construct�ve purpose and treats the same arch�tecton�cally as an
env�ronment of bu�ld�ngs. I w�ll only take as an example of what I
mean the famous and exceed�ngly �mpos�ng terrace of Sans-souc�.
In our exam�nat�on of the genu�ne art of garden�ng �t �s most
�mportant to d�st�ngu�sh the pa�nter's po�nt of v�ew of �t from that of
the arch�tect. All that perta�ns to mere park construct�on, for �nstance,
�s not truly arch�tecton�c, no bu�ld�ng, that �s, w�th freely d�sposed
natural objects, but an art�st's portrayal[109], wh�ch leaves the objects
�n the�r natural form and a�ms at �m�tat�ng w�de Nature �n �ts freedom.
Everyth�ng �s here suggested �n turn, wh�ch f�nds �ts glad place �n a
landscape—whether rocks and the huge rough masses wh�ch are
the�r substance, or dales, woods, pastures, meander�ng brooks,
broad streams w�th the�r an�mated banks, st�ll lakes, wreathed round
w�th trees, rush�ng waterfalls, and everyth�ng else of the k�nd, and �s
brought together w�th one total effect. In th�s way the garden�ng art of



the Ch�nese embraces ent�re landscapes together w�th the�r �slands,
r�vers, expand�ng v�ews, and rocker�es.
In a park of th�s k�nd, part�cularly �n modern examples of such,
everyth�ng �s, on the one hand, �ntended to hold �ntact the freedom of
Nature, wh�le, on the other, �t �s art�f�c�ally elaborated and constructed
and cond�t�oned by the local�ty where �t �s s�tuated. Th�s �nvolves a
contrad�ct�on wh�ch �s never sat�sfactor�ly d�sposed of. In th�s respect,
for the most part, �t �s �mposs�ble to �nstance an example of worse
taste than such an attempt to make v�s�ble �n all d�rect�ons a stud�ed
purpose �n that wh�ch �s w�thout purpose, and to force that wh�ch
refuses to be compelled. Add to th�s the fact that here the genu�ne
character of what �s str�ctly a garden d�sappears, �n so far, that �s, as
a garden �s pr�mar�ly adapted for stroll�ng about �n at pleasure and
conversat�on w�th�n a certa�n place, wh�ch �s no longer s�mply Nature,
but a Nature remodelled by man to meet h�s des�re for an
env�ronment created by h�mself. A huge park, on the contrary,
part�cularly �f �t be garn�shed w�th Ch�nese temples, Turk�sh
mosques, Sw�ss châlets, br�dges, herm�tages, and any other
conce�vable fore�gn �mportat�on, makes an �ndependent cla�m on our
�nterest as spectator. It offers an �ndependent pretens�on of be�ng
and s�gn�fy�ng someth�ng. A charm of th�s sort d�sappears as soon as
�t ar�ses; we do not care to see �t tw�ce, for an add�t�on l�ke th�s
spreads before our s�ght no suggest�on of �nf�n�ty, noth�ng that
possesses a really ex�stent v�tal�ty[110], and �s further only wear�some
and ted�ous for conversat�on as we pass through �t.
A garden, str�ctly speak�ng, should be only a cheerful env�ronment
and s�mply an env�ronment, wh�ch w�ll not pass for someth�ng
�ndependently val�d and w�thdraw men from the�r own l�fe and
concerns. It �s here that arch�tecture, w�th �ts sc�ent�f�c l�nes, order,
regular�ty, and symmetry, �s �n �ts proper place and co-ord�nates
natural objects themselves arch�tecton�cally. The art of the Mongols
on the other s�de of the great wall, �n T�bet, the parad�se of the
Pers�ans, already adapt themselves more closely to th�s type. They
are no parks �n the Engl�sh sense, but halls w�th flowers, spr�ngs,
courts, and palaces, wh�ch have �n the form of a retreat �n Nature
been arranged on a splend�d, grand�ose, and extravagant scale for



the needs of mank�nd and the�r conven�ence. But we f�nd the
arch�tectural pr�nc�ple most thoroughly carr�ed out �n the French art of
garden�ng, wh�ch, as a rule, borders upon great palaces, plants trees
�n the str�ctest conform�ty of l�ne �n long avenues, prunes them,
bu�lds up stra�ght walls from tr�mmed fences, and �n th�s way
converts Nature herself �nto a broad dwell�ng beneath the open sky.



[34] S�mply as a phys�cal object.

[35] That of symbol�c arch�tecture.
[36] Als Momente e�nes Subjektes. That �s as the const�tuent parts
of the m�nd of one �nd�v�dual.

[37] Herod. I, c. 181.
[38] I, c. 98.

[39] I, p. 469.
[40] As �n obel�sks, Memnons, etc.

[41] II, c. 162.
[42] c. 106.

[43] Symb. (2nd ed.), p. 469. The solar c�ty of Hel�opol�s.
[44] XXXVI, 14, and XXXVII, 8.

[45] Creutzer I, p. 778.
[46] "H�story of Arch�tecture," vol. I, p. 69.

[47] Wandungen. I presume th�s refers to every k�nd of subd�v�s�on
no less than boundary walls.
[48] Pracktgewänden. Presumably th�s refers to the �solated
structures �n wh�ch the columns are bu�lt—hav�ng flat surfaces l�ke
walls.

[49] Balken. The word would suggest perhaps that Hegel means
here beams of any k�nd.
[50] II, c. 155.

[51] Her. II, c. 108.
[52] Herodotus dwells on th�s �n the above passage.

[53] II, c. 148.
[54] Commentators of Herodotus po�nt out that we have no d�rect
ev�dence here of the�r number, wh�ch, compar�ng th�s w�th
Strabo's account, �s doubtful, and st�ll more so the number of the
chambers (οἱκήματα). Strabo says there were twenty-seven
courts. The connect�on between the halls was not an arch�tectural
one but by means of the chambers and colonnades (παστάδες).
See Blakesley's notes, vol. I, pp. 279-80. Ne�ther from Herodotus
nor Hegel �s �t very easy to form a clear not�on of the bu�ld�ng.



[55] "H�story of Anc�ent Bu�ld�ng," vol. I, p. 75.
[56] XXXVI, 19.

[57] E�n Ind�v�duelles. L�t., An �nd�v�dual ent�ty.
[58] The relat�ve pronoun refers to the separat�on of both aspects.

[59] II, c. 126-7.
[60] Her. II, c. 125.

[61] Gesch�chte der Baukunst der Alten, I, S. 55.
[62] Symbol�cal s�gn�f�cance.

[63] Wolff's and Buttmann's Mus., B. I, p. 536.
[64] Hegel uses the co�ned word os�r�rt I presume �n th�s sense.

[65] Abstract�on. Abstract �n the sense of possess�ng no �deal
complex�ty.
[66] Verständ�g. Comes under the categor�es of the
Understand�ng.

[67] L�t., "F�nd the element that �s congen�al."
[68] That �s, the pr�nc�ple of geometr�cal des�gn and that of organ�c
structure.

[69] That �s the beauty and the ulter�or a�m of ut�l�ty.
[70] Verständ�g. See note above.

[71] The sphere of mechan�cal grav�ty.
[72] I presume Aufwande means expense here; �t would be more
reasonable perhaps to say "waste of room," columns be�ng only
too often so much more expens�ve for the�r s�ze.

[73] That �s, the free treatment of l�ne under sc�ent�f�c forms of
abstract�on rather than l�m�ted to spec�f�c modes of organ�c form �n
Nature.
[74] Der Verständ�gen Gesetzmäss�gke�t. The pr�nc�ple of
sc�ent�f�c arch�tecture.

[75] Immed�ate �m�tat�on, that �s.
[76] Of class�cal art.

[77] Symbol des Innern.

[78] That �s, apart from the class�cal type.

[79] That �s, the sc�ent�f�c reason of abstract pr�nc�ple or rule.



[80] We�l be�m Oblongum �n der Gle�chhe�t und Ungle�chhe�t �st.
That �s, more pleasure �s der�ved from contrast than mere
s�m�lar�ty. He then qual�f�es or expla�ns the general pr�nc�ple.
[81] Eurhythm�e, that �s, eurhythmy or a rhythm�c movement
between the several parts.

[82] I presume th�s �s the mean�ng of d�e Theor�e here. That �s the
purposeful mot�ve of the arch�tectural skeleton of the fabr�c—what
expla�ns �t rat�onally.
[83] Sch�ebens. It �s poss�ble that Hegel uses the word �n �ts
pr�mary sense of "sh�ft�ng."

[84] The �dea �s sl�ghtly confused �n the course of the sentence. It
�s not the necess�ty (des Bedürfn�sses) to bu�ld a stable house
wh�ch has to be held �n pos�t�on, etc., but the structure wh�ch that
necess�ty forces men to construct �n a certa�n way.
[85] Ihre e�genen Momente. "Its un�que tra�ts" �s poss�bly
adequate here.

[86] Hegel probably has �n h�s m�nd when us�ng the express�on
verständ�g best�mmte the close analogy between the self-
exclus�ve concreteness of reason and the completeness of the
c�rcular f�gure.
[87] It �s not qu�te clear what Hegel means by the Köpfen der
Deckenbalken. The techn�cal word that corresponds to
Deckenbalken �s "jo�sts"; here, accord�ng to the words that follow,
�t would appear to mean e�ther the last hor�zontal l�ne of the
arch�trave or the ent�re growth of the tr�glyph. As he uses the word
Zw�schenraümen after we appear to be dr�ven on the latter
alternat�ve. The fr�eze, of course, was the ent�re space between
corn�ce and arch�trave, �nclud�ng both tr�glyphs and metopes.

[88] Called femora. They were d�v�ded by two gutters or dr�lls. The
tr�glyph sl�ghtly projected and un�ted perpend�cularly corn�ce and
arch�trave.
[89] D�e Baukunst nach den Grunds. der Alten, Berl�n, 1808, S. III.

[90] He means that the d�st�nct funct�ons are not ass�gned to those
features of the bu�ld�ng to wh�ch they are naturally or most
essent�ally related.
[91] H�rt, Gesch�chte der Baukunst, III, S. 14-18, and II, S. 151.

[92] He refers to the columns placed round.



[93] Gesch. d. Bauk. I, S. 251.
[94] By sebstständ�g Hegel means apparently that there must be
noth�ng �n the�r external form that would d�vert attent�on from the�r
essent�al character.

[95] Auf dem Unterbau. I presume th�s means generally that
port�on beneath the ground.
[96] I presume what �s meant �s that �n one case the dr�lls or
grooves are hollowed �n round shape and towards the base �n
square shape.

[97] What �s prec�sely meant by the express�on durch
pr�smat�sche E�nschn�tte I frankly do not know. The express�on
Balken �s ev�dently used to mark the assoc�at�on between the
slabs of stone and beams or rafters.
[98] That �s, the spaces between the lower part of the corn�ce and
the uppermost slab of the entablature.

[99] The couss�net �s that part of the Ion�c cap�tal between the
abacus and quarter round, wh�ch serves to form the volute. There
are four volutes or sp�ral scrolls �n the Ion�c cap�tal.
[100] The mutule �s the project�ng block worked under the corona
of the Dor�c corn�ce.

[101] H�rt, Gesch. der Baukunst, I, S. 254.
[102] Th�s must, I th�nk, refer to the ma�n mould�ng of the
arch�trave �mmed�ately rest�ng on the column.

[103] Seneca, Ep. 90.
[104] L�t., "Is ra�sed to �nf�n�tude."

[105] As �t �s, for example, by Greek cap�tals.
[106] L�t., "In �ts penetrat�on �nto the most sp�r�tual (�nnerste, �deal)
part�cular�ty."

[107] S�ch verselbstständ�gen. Hegel means that the ma�n
purpose of the exter�or �s expressed on the face of �t.
[108] I presume the word Durchbrechen �s here used �n �ts spec�f�c
arch�tectural sense.

[109] E�n Malen.

[110] Ke�ne �n s�ch seyende Seele. I presume Hegel means that
be�ng an art�f�c�al fragment of Nature's landscape �t lacks the



�nf�n�te hor�zon and the l�v�ng relat�on to the whole.

SUBSECTION II

SCULPTURE

INTRODUCTION

Over aga�nst the �norgan�c nature of Sp�r�t, �n the form we f�nd g�ven
�t by art �n arch�tecture, Sp�r�t opposes �tself d�rectly �n the sense that
the work of art rece�ves and d�splays sp�r�tual�ty as �ts actual content.
The necess�ty of th�s advance we have already adverted to. It
underl�es the not�on of M�nd, wh�ch d�fferent�ates �tself under the
twofold aspect of subject�ve self-substant�ve[111] ex�stence and pure
object�v�ty. In th�s latter form of external�ty the �deal substance, �t �s
true, makes �ts appearance by v�rtue of the arch�tecton�c treatment;
such, however, does not amount to a complete transfus�on of the
object�ve mater�al, or a convers�on of �t �nto an ent�rely adequate
express�on of Sp�r�t (M�nd), such as suffers �t, and only �t, to appear.
Consequently art w�thdraws �tself from the �norgan�c realm, wh�ch
arch�tecture, under �ts yoke of the laws of grav�ty, has str�ven to br�ng
nearer as a means of Sp�r�t's express�on, to that of the Ideal, wh�ch
forthw�th then �ndependently asserts �tself �n �ts more lofty truth
w�thout th�s �nterm�ngl�ng w�th what �s �norgan�c. It �s dur�ng th�s,
return passage of Sp�r�t to �ts own nat�ve realm[112] from out of the
world of masses and mater�al substance that we come across
sculpture.
The f�rst stage, however, �n th�s new sphere �s, as yet, no w�thdrawal
of m�nd �nto the completely �deal world of subject�ve
consc�ousness[113], so that the representat�on of what �s of Sp�r�t
would requ�re what �s �tself a purely �deal mode of express�on. Rather
Sp�r�t grasps �tself, �n the f�rst �nstance, only �n so far as �t �s st�ll
expressed �n bod�ly shape, and there�n possesses �ts homogeneous
and determ�nate ex�stence. The art wh�ch accepts for �ts content th�s



att�tude to the possess�ons of Sp�r�t w�ll consequently have, as �ts
due funct�on, to clothe sp�r�tual �nd�v�dual�ty as a man�festat�on under
mater�al cond�t�ons, and we may add, �n what �s actually mater�al to
the senses. For d�scourse and speech are also �nd�cat�ons[114] wh�ch
Sp�r�t assumes under the form of external�ty, but they belong to a
mode of object�v�ty, wh�ch, �nstead of possess�ng the attr�butes we
attach to matter �n �ts �mmed�ate and concrete sense, �s merely as
tone, mot�on, the undulat�on of an ent�re body and the rar�f�ed
element, the atmosphere, a commun�cat�on of such Sp�r�t. What I call
�mmed�ate corporeal�ty, on the contrary, �s the spat�al mode of
mater�al substance such as stone, wood, metal, or clay, wholly
spat�al �n all three d�mens�ons. The form, however, wh�ch �s adequate
to Sp�r�t �s, as we have already seen, the un�que bod�ly form wh�ch
belongs to �t; and �t �s through th�s that sculpture makes what �s of
Sp�r�t actual �n a whole wh�ch �s subject to the spat�al cond�t�on.
From th�s po�nt of v�ew sculpture stands on the same plane as
arch�tecture[115] to the extent, namely, that �t g�ves form to the
sensuous mater�al as such, or what �s mater�al accord�ng �ts spat�al
cond�t�on as matter. It �s, however, to a l�ke extent d�st�ngu�shable
from arch�tecture by v�rtue of the fact that �t does not work up the
�norgan�c substance, as the oppos�te of Sp�r�t, �nto an env�ronment
created by Sp�r�t and endowed w�th �ts purpose �n forms to wh�ch a
purpose �s attached wh�ch �s exter�or to �t; rather �t sets before us
sp�r�tual�ty �tself �n the bod�ly shape wh�ch, from the standpo�nt of the
not�on, �s adequate to Sp�r�t and �ts �nd�v�dual�ty. In other words �ts
eff�c�ent funct�on and �ndependent self-subs�stency br�ngs �nd�v�s�bly
before our s�ght both aspects, body and sp�r�t, as one whole. The
conf�gurat�on of sculpture, therefore, breaks away from the spec�f�c
funct�on of arch�tecture, wh�ch �s to serve Sp�r�t merely as an external
Nature and env�ronment, and assumes a really �ndependent pos�t�on.
Desp�te, however, th�s separat�on the �mage of sculpture rema�ns �n
essent�al relat�on to �ts env�ronment. A statue or group, and yet more
a rel�ef, cannot be made w�thout cons�der�ng the place �n wh�ch such
a work of art �s to be s�tuated. One ought not f�rst to complete a work
of sculpture and then cons�der where �t �s l�kely to be put, but �t
should �n the very concept�on of �t be assoc�ated w�th a def�n�te



exter�or world, and �ts spat�al form and local pos�t�on. In th�s respect
sculpture reta�ns a spec�f�c relat�on to the arch�tectural aspect of
space. For the pr�mary object of statues �s that of be�ng temple
�mages and be�ng set up �n the shr�ne of the sanctuary, just as �n
Chr�st�an churches pa�nt�ng suppl�es �mages for the altar, and Goth�c
arch�tecture also attests a s�m�lar connect�on between works of
sculpture and the�r local pos�t�on. Temples and churches, however,
are not the only place for statues, groups of statuary and rel�efs. In a
s�m�lar way halls, sta�rcases, gardens, publ�c squares, doors, s�ngle
columns and arches of tr�umph rece�ve an an�mat�on from the forms
of sculpture; and every statue, even though placed �n d�ssoc�at�on
from such a w�der env�ronment, requ�res a pedestal of �ts own to
mark �ts local pos�t�on and base. And here we must conclude what
we have to say as to the assoc�at�on of sculpture w�th or d�st�nct�on
from arch�tecture.
If we further compare sculpture w�th the other arts we shall f�nd that �t
�s more espec�ally poetry and pa�nt�ng wh�ch w�ll engage our
attent�on. Small statues no less than groups present to us the
sp�r�tual form �n complete bod�ly shape, man, �n short, as he ex�sts.
Sculpture therefore appears to possess the truest means of
represent�ng what �s sp�r�tual, whereas both pa�nt�ng and poetry have
the contrary appearance of be�ng more remote from Nature for the
reason that pa�nt�ng makes use of the mere surface �nstead of the
sensuous total�ty of the spat�al cond�t�on, wh�ch a human form and all
other natural th�ngs actually assume; speech, too, to a st�ll less
degree, expresses the real�ty of body, be�ng merely able to transm�t
�deas of the same by means of tone.
However, the truth of the matter �s prec�sely the reverse of th�s. For
although the �mage of sculpture appears no doubt to possess from
the start the natural form as �t stands, �t �s just th�s external�ty of body
and nature reproduced �n gross mater�al wh�ch �s not the nature of
Sp�r�t as such. If we regard the essent�al character of �t �ts pecul�ar
ex�stence �s that expressed by means of speech, acts, and affa�rs
wh�ch develop �ts �deal or soul-l�fe, and d�sclose �ts true ex�stence.
In th�s respect sculpture has to y�eld the place of honour and pre-
em�nently when contrasted w�th poetry. No doubt clar�ty of



outl�ne[116] �s super�or �n the plast�c arts, �n wh�ch the bod�ly presence
�s placed before our s�ght, but poetry too can descr�be the exter�or
f�gure of a man, such as h�s ha�r, forehead, cheeks, s�ze, dress, pose
and so forth, though of course not w�th the prec�s�on and suff�c�ency
of sculpture. What �t loses, however, �n th�s respect �s made up by
the �mag�nat�on, wh�ch, moreover, does not requ�re for the mere
concept�on of an object such a f�xed and def�n�te outl�ne, and before
everyth�ng else br�ngs before us man �n h�s act�on, w�th all h�s
mot�ves, developments of fortune and c�rcumstance, w�th all h�s
emot�ons, d�scourses, everyth�ng that d�scovers the soul-l�fe or
throws l�ght on external �nc�dents. Th�s sculpture �s e�ther wholly
unable to do, or only �n a very �ncomplete way for the reason that �t
ne�ther can present to us the �nd�v�dual soul[117] �n �ts part�cular
�nward l�fe and pass�on, nor as poetry a sequence of expressed
results, but only offer us the general character�st�cs of �nd�v�dual�ty,
so far as the body expresses such, and whatever happens together
�n one part�cular moment of t�me, and th�s too �n a state of repose
w�thout the progress�ve act�on of real l�fe. In these respects, too, �t �s
�nfer�or to pa�nt�ng. For the express�on of sp�r�tual l�fe rece�ves �n
pa�nt�ng an emphat�cally more def�ned accuracy and v�tal�ty by
means of the colour g�ven to the human face and �ts l�ght and
shadow, not merely �n the sense �n wh�ch �t sat�sf�es generally the
mater�al substance of nature, but pre-em�nently �n the way �t
expresses phys�ognomy and the phenomena of emot�on. It �s
poss�ble, therefore, at f�rst to enterta�n the v�ew that sculpture
requ�res merely for �ts greater perfect�on to assoc�ate the further
advantages of pa�nt�ng w�th that �tself possesses �n the spat�al
total�ty, and to regard �t as a mere act of capr�ce that �t has made up
�ts m�nd to d�spense w�th the palette of the pa�nter, or, as �nd�cat�ng a
poverty and �ncapac�ty of �ts execut�on, that �t ent�rely restr�cts �ts
effort to one aspect of real�ty, namely, that of the mater�al form, and
w�thdraws �ts attent�on from that, much as the s�lhouette and the
engrav�ng may be set down as mere makesh�fts[118]. We are,
however, not warranted �n thus apply�ng such a term as "capr�ce" to
genu�ne art. The form such as �t �s �n the object of sculpture, rema�ns
�n fact merely an abstract aspect of the concrete human bod�ly
presence. Its presentments rece�ve no var�ety from part�cular�zed



colours and movements. Th�s �s, however, no defect due to acc�dent,
but a l�m�tat�on of mater�al and manner of presentment �tself pre-
supposed �n the not�on of art. For Art �s a product of m�nd, and we
may add of the more exalted and thoughtful m�nd. A work of th�s
order cla�ms as �ts object a content of th�s def�ned character, and
consequently �mpl�es a mode of art�st�c real�zat�on wh�ch excludes
other aspects. We have here a process s�m�lar to that observed �n
the d�fferent sc�ences where we f�nd, for example, geometry
exclus�vely adopts space as �ts object, jur�sprudence law, ph�losophy
the expl�cat�on of the eternal Idea and �ts determ�nate ex�stence and
self-�dent�ty �n the facts of exper�ence, where�n each of the above
ment�oned sc�ences develops these objects by d�fferent�at�on out of
the�r d�fferences, w�thout one of them actually present�ng to
consc�ousness �n �ts completeness that wh�ch we are accustomed �n
ord�nary modes of thought to call concrete real ex�stence.
Art then, as a creat�ve �nform�ng act�v�ty of sp�r�tual or�g�nat�on,
proceeds step by step, and separates that wh�ch �n the not�on, �n the
nature of the th�ng, albe�t not �n �ts determ�nate ex�stence, �s
separated. It reta�ns such stages consequently �n the�r self-exclus�ve
f�n�ty, �n order to elaborate them accord�ng to the�r d�st�nct
pecul�ar�t�es. And what contr�butes to th�s not�onal d�st�nct�on and
exclus�ve separat�on �n the spat�al mater�al substance, wh�ch
const�tutes the element of the plast�c art �s corporeal�ty �n �ts aspect
of spat�al total�ty and �ts abstract conf�gurat�on, �n other words bod�ly
form s�mply, and the more deta�led part�cular�zat�on of the same
relat�vely to the var�ety of �ts color�zat�on. We f�nd at th�s f�rst stage
the art of sculpture so placed relat�vely to the human form, wh�ch �t
treats as a stereo-metr�c body, merely, that �s, accord�ng to form
wh�ch �t possesses �n the three spat�al d�mens�ons. The work of art,
whose process �s �n and through the sensuous mater�al, must no
doubt have an ex�stence for another[119], w�th wh�ch forthw�th the
part�cular�zat�on commences. The pr�mary art, however, wh�ch �s
concerned w�th the human bod�ly form as an express�on of sp�r�tual
l�fe, only proceeds so far �n th�s "be�ng for another" to the po�nt of �ts
f�rst, or rather the st�ll un�versal mode of Nature's own ex�stence, that
�s to the po�nt of mere v�s�b�l�ty and ex�stence �n l�ght generally,



w�thout un�t�ng w�th the same �n �ts presentment the relat�on of the
latter to darkness, �n wh�ch that wh�ch �s v�s�ble �s part�cular�zed �n �ts
own med�um[120] and becomes colour. And the art occupy�ng such a
pos�t�on �s that of sculpture. For plast�c art, wh�ch �s unable as poetry
to br�ng together the total�ty of the phenomenon �n one equal
element or world of �dea, �nev�tably breaks up th�s total�ty[121].
For th�s reason we get on the one hand object�v�ty, wh�ch �n so far as
�t �s not the un�que conf�gurat�on of sp�r�t, stands over aga�nst �t as
�norgan�c Nature. It �s th�s relat�on of bare object�v�ty wh�ch converts
arch�tecture �nto a mere suggest�ve symbol, wh�ch does not possess
�ts sp�r�tual s�gn�f�cance �n �tself. The po�nt of extreme contrast to
object�v�ty as such �s subject�v�ty, that �s the soul[122], emot�onal l�fe
�n the ent�re range of all �ts part�cular movements, moods, pass�ons,
exter�or and �nter�or ag�tat�ons and act�ons. Between these two we
are confronted w�th the sp�r�tual �nd�v�dual�ty wh�ch no doubt has a
def�n�te structure, but wh�ch �s not as yet deepened to the extent of
the essent�al �deal�ty of the �nd�v�dual soul; �n wh�ch, �nstead of the
full personal s�ngular�ty, the substant�ve un�versal�ty of Sp�r�t and �ts
objects and character�st�c tra�ts �s the preva�l�ng factor. In �ts
general�ty �t �s not as yet absolutely w�thdrawn �nto �ts own exclus�ve
doma�n to the po�nt of purely sp�r�tual un�ty; rather �t comes before us
as th�s m�dway po�nt[123] st�ll ha�l�ng from the object�ve s�de, that �s
the s�de of �norgan�c Nature, and consequently even carr�es as part
of �tself corporeal�ty, as the part�cular form of ex�stence appropr�ate
to sp�r�t, �n the body that not merely �s �ts own, but also d�scloses �t.
In th�s mode of external�ty, wh�ch no longer rema�ns someth�ng
s�mply opposed to what �s �deal, sp�r�tual �nd�v�dual�ty has now to be
d�splayed, not, however, as l�v�ng form, that �s to say as corporeal�ty
cont�nuously referred back to the po�nt of un�ty �mpl�ed �n the
s�ngular�ty of sp�r�tual l�fe, but rather as form set forth and man�fested
�n �ts external gu�se, �nto the mould of wh�ch Sp�r�t has no doubt been
poured, w�thout, however, be�ng from th�s outward bond of
assoc�at�on, made v�s�ble �n the sense that �t �s so when �t w�thdraws
�nto �ts own essent�al and �deal doma�n[124].



From the above observat�ons the two po�nts to wh�ch we have
already drawn attent�on become more clear, namely, f�rst, that
sculpture makes use of the human form d�rectly, wh�ch �s the actual
ex�stence of sp�r�tual l�fe, �nstead of accept�ng a mode of express�on
wh�ch �s symbol�cal w�th a v�ew to promot�ng the sp�r�tual �mport of
modes of appearance that are merely suggest�ve. At the same t�me,
secondly, �t �s content, as the man�festat�on of that mode of
subject�v�ty wh�ch does not express emot�on and the soul essent�ally
unpart�cular�zed[125], w�th form and noth�ng more, where the focus of
subject�v�ty �s d�ss�pated[126]. Th�s �s also the reason why sculpture
does not on the one hand present Sp�r�t �n act�on, �n a ser�es of
movements, wh�ch both possess and test�fy to one a�m nor �n
undertak�ngs or explo�ts, where�n a certa�n character �s made v�s�ble,
but rather as pers�st�ng throughout �n one object�ve way, and for th�s
reason pre-em�nently �n the repose of form, the movement and
group�ng of wh�ch �s merely a f�rst and obv�ous commencement of
act�on, not, however, �n any sense a complete presentment of the
subject�ve l�fe as ag�tated by all the confl�cts that assa�l �t whether
w�th�n or w�thout, or as �ts development �s var�ously affected �n
contact w�th the external world. Consequently what we also m�ss �n
the f�gures of sculpture �s prec�sely th�s revealed focus of the
subject�ve l�fe, the concentrated express�on of soul as soul, namely,
the glance of the eye, a fact upon wh�ch we shall have someth�ng
further to say later. We m�ss �t because such a f�gure presents to our
s�ght Sp�r�t embedded �n corporeal�ty, and Sp�r�t, too, wh�ch has to
show �tself v�s�ble �n the ent�re form. From another po�nt of v�ew an
�nd�v�dual�ty, wh�ch �s not as yet essent�ally separated �nto �ts
component parts, that �s, the object of sculpture, does not as yet
requ�re the pa�nter's charm of colour as means to d�splay �t, a charm
wh�ch �s as capable of mak�ng v�s�ble, through the f�ne gradat�ons
and var�ety of �ts nuances, the ent�re wealth of part�cular tra�ts of
character, the absolute man�festat�on of sp�r�tual presence, �ts �deal
s�gn�f�cance[127], as by means of the v�tal flash of the eye �t w�ll
concentrate �n a po�nt all the v�gour of the soul. Sculpture must not,
�n other words, accept a mater�al wh�ch �s not rendered necessary by
�ts fundamental po�nt of v�ew. It only makes use of the spat�al
qual�t�es of the human f�gure, not the colour�ng wh�ch dep�cts �t. The



f�gure of sculpture �s �n general of one colour, hewn from wh�te not
var�-coloured marble. And �n the same way metals are used as the
mater�al of sculpture, th�s pr�m�t�ve substance, self-�dent�cal,
essent�ally und�fferent�ated, a l�ght �n flux�on, �f we may so express �t,
w�thout the contrast and harmony of d�fferent colours[128]. The
Greeks are �ndebted to the�r unr�valled art�st�c �ns�ght[129] for hav�ng
grasped and f�rmly reta�ned th�s po�nt of v�ew. No doubt we f�nd, too,
�n Greek sculpture, to wh�ch we must for the ma�n part conf�ne
ourselves, examples of coloured statuary; we must, however, take
care �n th�s respect to d�st�ngu�sh both the beg�nn�ng and end of th�s
art from that wh�ch �s created at �ts culm�nat�ng po�nt.
In the same way we must d�scount that wh�ch �s adm�tted by art �n
deference to trad�t�onal rel�g�on. We have already found �t to be true
�n the class�cal type of art that �t does not forthw�th and �mmed�ately
set forth the Ideal, �n wh�ch �ts funct�on �s to d�scover �ts fundamental
l�nes of def�n�t�on, but �n the f�rst �nstance removes much that �s
�nconsonant w�th �t and fore�gn; �t �s the same case prec�sely w�th
sculpture. It �s forced to pass through many prel�m�nary stages
before �t arr�ves at �ts perfect�on; and th�s �n�t�al process d�ffers very
cons�derably from �ts supreme atta�nment. The most anc�ent works of
sculpture are of pa�nted wood, as, for example, Egypt�an �dols; we
f�nd s�m�lar product�ons among the Greeks. We must, however,
exclude such examples from genu�ne sculpture when the ma�n po�nt
�s to establ�sh �ts fundamental not�on. We are therefore �n no way
concerned to deny that there are many examples at hand of pa�nted
statues. It �s, however, also a fact that the purer art-taste became,
the more strongly "sculpture w�thdrew �tself from a br�ll�ancy of colour
that was not really congen�al, and w�th w�se del�berat�on ut�l�zed, on
the contrary, l�ght and shadow �n order to secure for the beholder's
eye a greater softness, repose, clar�ty, and agreeableness[130]." As
aga�nst the un�form colour of the bare marble we may no doubt not
merely �nstance the numerous statues of bronze, but also �n st�ll
stronger oppos�t�on the greatest and most excellent works, wh�ch, as
�n the case of the Zeus of Phe�d�as, were art�f�c�ally coloured. But we
are not here d�scuss�ng absence of colour �n such an extreme
abstract sense. Moreover, �vory and gold are not pr�mar�ly the use of



colour as the pa�nter employs �t; and generally we may add that the
var�ous works of a def�n�te art do not ever �n fact reta�n f�xedly the�r
fundamental not�on �n so abstract and uny�eld�ng a way, �nasmuch as
they come �nto contact w�th the cond�t�ons of l�fe subject to a�ms of all
k�nds; they are placed �n d�fferent env�ronments, and are thereby
assoc�ated w�th c�rcumstances of an external k�nd, wh�ch �nev�tably
mod�fy the�r real and essent�al type. In th�s way the �mages of
sculpture are not unfrequently executed �n r�ch mater�al such as gold
and �vory. They are placed on magn�f�cent cha�rs or stand on
pedestals wh�ch d�splay all the extravagance and luxur�ousness of
art, or rece�ve costly decorat�ons, �n order that the nat�on, when face
to face w�th such splend�d works, may l�kew�se enjoy the sense of �ts
power and wealth. And sculpture �n part�cular, for the reason that �t �s
essent�ally, taken by �tself, a more abstract art, does not on all
occas�ons hold fast to such exclus�veness, but, on the one hand,
�ntroduces �nc�dentally much that �s of a trad�t�onal, scholast�c, or
local character as a contr�but�on from �ts h�story, wh�le, on the other,
�t m�n�sters to v�tal popular necess�t�es. Act�ve human�ty demands for
�ts d�vers�on var�ety, and seeks �n d�verse d�rect�ons for a st�mulus to
�ts v�s�on and �mag�nat�on. We may take as an analogous case the
read�ng aloud of Greek traged�es, wh�ch also br�ngs before us the
work of art under �ts more abstract form. In the w�der f�eld of external
ex�stence we have st�ll to add, to make a publ�c performance, l�v�ng
actors, costume, stage scenery, danc�ng, and mus�c. And �n l�ke
manner, too, the sculptured f�gure �s unable to d�spense w�th much
that �s supplementary on �ts own stage of real�ty. We are, however,
only concerned here w�th the genu�ne work of sculpture as such;
external aspects such as those above adverted to must not be
perm�tted to prevent us br�ng�ng before the m�nd the not�on of our
subject-matter �n �ts most �deal and exclus�ve sense of def�n�t�on.
Proceed�ng now to the more def�n�te heads of d�v�s�on �n th�s sect�on
we may observe that sculpture const�tutes the very centre of the
class�cal type of art to such a degree that we are unable to accept
the symbol�cal, class�cal and romant�c types as d�st�nct�ons wh�ch
affect throughout and form the bas�s of our d�v�s�on. Sculpture �s the
genu�ne art of the class�cal Ideal s�mply. It �s qu�te true that sculpture
has also �ts stages �n wh�ch �t �s �n the grasp of the symbol�cal type,



as �n Egypt for example. But these are rather prel�m�nary stages of
�ts h�stor�cal evolut�on, no genu�ne d�st�nct�ons wh�ch essent�ally
affect the art of sculpture when not�onally cons�dered, �n so far, that
�s, as these except�onal examples, �n the manner of the�r execut�on
and the use that �s made of them, rather belong to arch�tecture than
are str�ctly w�th�n the a�m and purpose of sculpture. In a s�m�lar way,
when we f�nd the romant�c type thereby expressed, sculpture passes
beyond �ts r�ghtful sphere, and only rece�ves w�th the qual�f�ed
�m�tat�on of Greek sculpture �ts exclus�vely plast�c type. We must
therefore look about us for a pr�nc�ple of d�v�s�on of another
character.
In agreement w�th what we have just stated we shall f�nd that �t �s
from the part�cular way �n wh�ch the class�cal Ideal means of
sculpture acqu�res a form of real�ty that most fully expresses �t that
the focus of our present �nqu�ry �s der�ved. Before, however, we are
�n a pos�t�on to make an advance �n th�s evolut�on of the �deal f�gure
of sculpture we must by way of �ntroduct�on demonstrate what k�nd
of content and form are pert�nent to the po�nt of v�ew of sculpture
regarded as a spec�f�c art, and the course �t follows by v�rtue of both
unt�l the po�nt �s reached where the class�cal Ideal �s fully unfolded �n
the human form permeated by sp�r�tual l�fe, and �n �ts shape as
subject to spat�al cond�t�on. From another po�nt of v�ew the class�cal
Ideal stands, and falls w�th an �nd�v�dual�ty wh�ch �s unquest�onably
substant�ve, but also to an equal degree essent�ally part�cular�zed, so
that sculpture does not accept for �ts content the Ideal of the human
form �n �ts general�ty, but the Ideal as spec�f�cally def�ned; and, by
v�rtue of th�s fact, �t �s var�ously d�splayed under forms d�st�nct from
each other. Such d�st�nct�ons partly or�g�nate �n the concept�on and
representat�on s�mply, �n part are due to the mater�al �n wh�ch such �s
real�zed, and wh�ch further, accord�ng to the way �t affects execut�on,
�ntroduces po�nts of severat�on on �ts own account, to both of wh�ch
f�nally, as the last ground of d�fference, the var�ous stages are related
�n the h�stor�cal development of sculpture.
Hav�ng made these observat�ons we w�ll �nd�cate the course of our
�nqu�ry as follows.



In the f�rst place we have merely to deal w�th the general
determ�nants of the essent�al content and form, such as are
deduc�ble from the not�on of sculpture.
Secondly, as a further step, we have to d�fferent�ate more closely the
nature of the class�cal Ideal, �n so far as �t atta�ns a determ�nate
ex�stence �n �ts most art�st�c form.
Th�rdly, and f�nally, we shall f�nd that sculpture ava�ls �tself of var�ous
types of presentat�on and mater�al, and expands to a world of
product�ons, �n wh�ch, e�ther under one aspect or another, the
symbol�cal or romant�c types also def�n�tely assert themselves, albe�t
�t �s the class�cal wh�ch const�tutes the true po�nt of centre between
them �n plast�c art[131].

CHAPTER I

THE PRINCIPLE OF GENUINE SCULPTURE

Sculpture, to put the matter �n general terms, conce�ves the
astound�ng project of mak�ng Sp�r�t �mag�ne �tself �n an exclus�vely
mater�al med�um, and so shape th�s external med�um that �t �s
presented to �tself �n such and recogn�zes the presentment to be the
object�ve form adequate to �ts �deal substance.
In th�s respect our �nqu�ry w�ll take the follow�ng d�rect�ons.
F�rst, we have the quest�on what k�nd of sp�r�tual l�fe �s capable of
be�ng reproduced �n th�s mater�al of a form ent�rely sensuous and
spat�al.
Secondly, we have to ask �n what manner the forms of the spat�al
cond�t�on have to be mod�f�ed �n order to perm�t us a recogn�t�on of
the sp�r�tual �n the bod�ly shape of beauty.
What we have generally to cons�der here �s the un�ty between the
ordo rerum extensarum and that of the ordo rerum �dearum, the



pr�mal fa�r un�on of soul and body, �n so far as sp�r�tual �deal�ty �s
expressed by sculpture exclus�vely �n �ts bod�ly ex�stence.
Th�s un�on, th�rdly, corresponds to what we have already found to be
the Ideal of the class�cal type of art; and for th�s reason the plast�c
forms of sculpture are noth�ng less than the very art �tself of the
class�cal Ideal.

1. THE ESSENTIAL CONTENT OF SCULPTURE

The elementary med�um, �n wh�ch sculpture real�zes �ts creat�ons �s,
as we have seen, the elementary, st�ll un�versal mater�al subject to
spat�al cond�t�on, �n wh�ch no further part�cular�zat�on can be ut�l�zed
for an art�st�c purpose than the un�versal spat�al d�mens�ons, and the
more deta�led[132] spat�al forms wh�ch are compat�ble w�th these
d�mens�ons under the�r most beaut�ful conf�gurat�on. Now what most
except�onally corresponds as content to th�s more abstract aspect of
the sensuous mater�al �s the object�v�ty of Sp�r�t wh�ch reposes on �ts
own resources, �n so far, that �s, as Sp�r�t has ne�ther d�fferent�ated
�tself �n contrad�st�nct�on to �ts un�versal substance, nor to �ts
determ�nate ex�stence �n �ts bod�ly presence, and consequently �s not
as yet w�thdrawn as �ndependent self-subs�stency �nto �ts own
subject�ve world. There are two po�nts we would draw attent�on to
here.

(a) Sp�r�t as Sp�r�t[133] �s no doubt always subject�v�ty, that �s �deal
knowledge of the Self, the Ego. Th�s Ego can, however, separate
�tself from everyth�ng that const�tutes, whether �n knowledge, vol�t�on,
concept�on, feel�ng, act�on, or ach�evement, the un�versal and eternal
content of Sp�r�t, and can concentrate �ts hold on that aspect of
�nd�v�dual exper�ence wh�ch �s un�que and cont�ngent. It �s then
subject�v�ty as such wh�ch we have before us, wh�ch has let go the
truly object�ve content of Sp�r�t, and �s self-related formally, and
w�thout content. In the case of self-sat�sfact�on, for example, I can no
doubt v�ew myself from a certa�n standpo�nt �n an ent�rely object�ve
way and rema�n sat�sf�ed w�th myself on account of moral act�on. I
do, however, as thus self-sat�sf�ed, already w�thdraw myself from the
content of such act�on. I separate myself as a d�st�nct person, as th�s



part�cular Ego, from the un�versal�ty of Sp�r�t, �n order to compare
myself w�th �t. The sense of un�son of myself w�th myself through th�s
compar�son produces th�s self-sat�sfact�on, �n wh�ch th�s determ�nate
Ego, as th�s core of un�ty, rejo�ces �n �tself. No doubt th�s personal
Ego �s �nvolved �n all that a man knows, w�lls, or carr�es out; but �t
makes an �mmense d�fference whether, �n-deal�ng w�th knowledge
and act�on, the matter of concern �s the man's own un�que Ego, or
that �n wh�ch the essent�al content of consc�ousness cons�sts;
whether, �n other words, a man s�nks h�mself and h�s self-�dent�ty �n
th�s content, or l�ves �n the unbroken seclus�on of h�s subject�ve
personal�ty.

(α) In th�s exaltat�on over what �s substant�ve[134] the subject�ve l�fe
passes �nto the abstract and d�srupt world of personal �ncl�nat�on, the
capr�ce and cont�ngency of emot�ons and �mpulses, ow�ng to wh�ch,
�n the changes to wh�ch �t �s subject �n part�cular acts and
undertak�ngs, �t grows dependent upon part�cular c�rcumstances as
they happen to ar�se, and �s unable generally to d�spense w�th th�s
assoc�at�on w�th someth�ng else. In such a cond�t�on of dependence
the �nd�v�dual l�fe �s noth�ng but f�n�te subject�v�ty as contrasted w�th a
real sp�r�tual�ty. And �f th�s personal state essent�ally pers�sts through
the vol�t�on and knowledge wh�ch character�zes �t �n th�s contrad�ct�on
of �ts consc�ous l�fe, �t can only further become �nvolved—to put on
one s�de the mere empt�ness of �ts �mag�n�ngs and self-conce�ts—�n
the deform�ty of character and �ts ev�l pass�ons, �n cr�me and moral
offence, �n mal�ce, cruelty, obst�nacy, envy, pr�de, �nsolence, and
every other k�nd of the reverse s�de of human nature and �ts
�nsubstant�al f�n�teness.
(β) Th�s prov�nce of the subject�ve l�fe must be excluded �n �ts ent�rety
and w�thout hes�tat�on from the content of sculpture. The art �s
exclus�vely co-extens�ve w�th the object�v�ty of Sp�r�t. And by the term
object�v�ty we mean �n th�s connect�on what �s substant�ve, genu�ne,
not trans�tory, the essent�al nature of Sp�r�t, apart from �ts
�nvolvement �n that wh�ch �s acc�dental and evanescent, for wh�ch the
�nd�v�dual person �s respons�ble s�mply �n h�s unmed�ated state of
self-relat�on.



(γ) Sp�r�t, however, even �n �ts truly object�ve sense, can only real�ze
�tself as Sp�r�t when assoc�ated w�th expl�c�t self-�dent�ty. Sp�r�t �s only
Sp�r�t as self-consc�ousness[135]. The pos�t�on, however, of th�s
aspect of �nd�v�dual consc�ousness �n the sp�r�tual content of
sculpture �s of such a character that �t �s not �ndependently
expressed, but d�splays �tself as throughout �nterfused w�th th�s
substant�ve content, and not formally reflected back upon �tself apart
from �t. We may consequently aff�rm that though such a mode of
object�v�ty possesses a type of self-subs�stency, yet �t �s a self-
knowledge and vol�t�on wh�ch �s not released from the content �t
fulf�ls, but forms an �nseparable un�ty w�th �t.
The presentment of Sp�r�t �n th�s complete and �ndependent
seclus�on of what �s essent�ally substant�ve and true, th�s
unperturbed and unpart�cular�zed be�ng of Sp�r�t, �s that wh�ch we
name d�v�n�ty �n �ts contrast to f�n�tude, wh�ch �s the process of
d�srupt�on �nto cont�ngent ex�stence, a world that �s broken �nto
complex forms and var�ed movement. From th�s po�nt of v�ew the
funct�on of sculpture �s to present the D�v�ne s�mply �n �ts �nf�n�te
repose and subl�m�ty, t�meless, dest�tute of mot�on, ent�rely w�thout
subject�ve personal�ty �n the str�ct sense and the confl�ct of act�on or
s�tuat�on. And �n proceed�ng to the more deta�led def�n�t�on of our
human�ty �n shape and character, �t must, nevertheless, exclus�vely
r�vet �ts attent�on on what �s unalterable and permanent, �n other
words what �s truly substant�ve �n �ts character�zat�on, and merely
select such aspects for �ts content, pass�ng over what �t f�nds there of
an acc�dental or evanescent nature; and �t must do so for the reason
that the object�v�ty wh�ch �t presents does not r�ghtly �nclude a
d�fferent�at�on of th�s fluctuat�ng and fleet�ng k�nd, and one wh�ch
comes �nto be�ng by v�rtue of a subject�ve consc�ousness whose
concept�on of �tself �s that of pure �nsulat�on. In a b�ography, for
�nstance, wh�ch g�ves an account of the motley �nc�dents, events,
and explo�ts of some �nd�v�dual, we f�nd as a rule the course of var�ed
developments and fortu�t�es f�nally closed by a character sketch
wh�ch summar�zes the ent�re breadth of deta�l �n a few general
qual�t�es such as goodness, honest deal�ng, courage, except�onal
�ntell�gence, and so forth. Character�st�cs such as these we may term



the permanent features of a personal�ty; the rema�n�ng pecul�ar�t�es �t
possesses are merely acc�dental features �n the �mpersonat�on. It �s
just th�s stable aspect of l�fe wh�ch �t �s the part of sculpture to
present as the un�que be�ng and determ�nate substance of
�nd�v�dual�ty. Yet we must not suppose that �t creates allegor�es out of
such general qual�t�es. It rather bu�lds up true �nd�v�duals, wh�ch �t
conce�ves and �nforms as essent�ally complete and enclosed w�th�n
the�r object�ve sp�r�tual presence, �n the�r self-subs�stent repose,
del�vered thereby from all antagon�sm as aga�nst external objects. In
the presentment of an �nd�v�dual�ty of th�s character by sculpture
what �s truly substant�ve �s throughout the essent�al foundat�on, and
ne�ther purely subject�ve self-knowledge and emot�on, nor a
superf�c�al and mutable s�ngular�ty[136] must be perm�tted �n any way
to be predom�nant, but what �s eternal �n the god-l�ke and our
human�ty should, d�vested of all the capr�ce and cont�ngency of the
part�cular self[137], be set before our eyes �n �ts un�mpa�red clar�ty.
(b) The further po�nt we would draw attent�on to cons�sts �n th�s, that
the content of sculpture, for the reason that �ts mater�al requ�res an
external presentment �n the complete form of the three spat�al
d�mens�ons, �s also unable to be a sp�r�tual content as such, that �s,
the �deal�ty self-enclosed w�th�n and absorbed �nto �tself, but rather �n
the sense that �t �s only expl�c�t �n �ts opposed factor, �n other words,
the bod�ly form. The negat�on of what �s external �s already �mpl�ed �n
the �deal subject�ve consc�ousness, and can therefore have no place
here, where what �s d�v�ne and human �s accepted as content w�th
exclus�ve reference to �ts object�ve character�st�cs. And �t �s only th�s
self-absorbed object�ve aspect, wh�ch does not compr�se �deal
subject�v�ty �n the str�ct sense[138], that g�ves free play to an
external�ty cond�t�oned �n all �ts three d�mens�ons, and �s capable of
be�ng assoc�ated w�th such a spat�al total�ty. For these reasons �t �s
�ncumbent on sculpture that �t only accept out of the object�ve
content of Sp�r�t that wh�ch adm�ts of the fullest express�on �n
external and bod�ly shape; �f �t do otherw�se �t s�mply selects a
content wh�ch �ts spec�f�c mater�al �s unable to ass�m�late or to un�te
w�th an adequate mode of expos�t�on.



2. THE BEAUTIFUL FORM OF SCULPTURE

We must now �nqu�re �nto the nature of the bod�ly forms wh�ch are
adapted to g�ve an �mpress�on of a content of th�s k�nd.
Just as �n class�cal arch�tecture the dwell�ng-house �s the anatom�cal
skeleton framework wh�ch art has to �nform w�th �ts accret�ons, �n l�ke
manner sculpture, on �ts part, d�scovers the human form as the
fundamental type for �ts f�gures. Whereas, however, the house �s
already a p�ece of human workmansh�p, though not as yet
elaborated art�st�cally, the structure of the human form, on the
contrary, appears as a product of Nature unaffected by man. The
fundamental type of sculpture �s consequently g�ven to �t, that �s,
does not ha�l from human �nvent�veness. The express�on, however,
that the human form �s a part of Nature �s a very �ndef�n�te one, wh�ch
we must subm�t to closer analys�s.
In Nature �t �s the Idea, wh�ch �s g�ven there, as we have already
found when d�scuss�ng natural beauty, �ts pr�mary and �mmed�ate
mode of ex�stence, rece�v�ng �n an�mal l�fe and �ts complete organ�c
structure the natural ex�stence adequate to �ts not�on. The
organ�zat�on of the an�mal frame �s therefore a b�rth of the not�on �n
�ts essent�al total�ty, wh�ch ex�sts �n th�s corporeal mode of be�ng as
soul, yet, as the pr�nc�ple of merely an�mal l�fe, mod�f�es the an�mal
frame �n the most var�ed class�f�cat�ons, albe�t too every spec�f�c type
cont�nues to be subject to the general not�on[139]. The fact that
not�on and bod�ly form, or more accurately, soul and body,
correspond to one another—to fully understand th�s �s the problem of
natural ph�losophy. We should have to demonstrate that the d�fferent
systems of the an�mal frame �n the�r �deal[140] structure and
conformat�on no less than the�r assoc�at�on, and the more def�n�te
organs �n wh�ch the bod�ly ex�stence �s d�fferent�ated are �n general
accord w�th the phasal steps of the not�on's movement, so that �t
becomes clear, to what extent we have here presented to us as real
only the part�cular aspects of the soul-l�fe wh�ch are necessary. To
develop th�s expos�t�on, however, does not l�e w�th�n the scope of the
present �nqu�ry.



The human form �s not, however, as the an�mal form, merely the
corporeal framework of the soul, but of Sp�r�t. In other words, sp�r�t
and soul are essent�ally to be d�st�ngu�shed. For the soul �s merely
th�s �deal and s�mple un�ty of self-subs�stence attach�ng to the body
�n �ts corporeal aspect[141], whereas Sp�r�t �s the �ndependent
selfness of consc�ous and self-consc�ous l�fe together w�th all the
emot�ons, �deas, and a�ms of such a consc�ous ex�stence. In
contemplat�ng the �mmense d�fference wh�ch separates merely
an�mal l�fe from sp�r�tual consc�ousness, �t may appear strange that
the bod�ly frame attach�ng to the latter, the human body, �s
nevertheless so clearly homogeneous w�th that of an�mal l�fe. It w�ll
tend, however, to decrease such an aston�shment �f we recall to
m�nd the def�n�t�on, wh�ch Sp�r�t �tself has author�zed us to make �n
accordance w�th �ts own not�on, that �t �s a mode of l�fe and
essent�ally therefore �tself also a l�v�ng soul and natural ex�stence. As
such l�v�ng soul the l�fe of consc�ous sp�r�t, by v�rtue of the same
not�on that �s �nherent �n the an�mal soul, �s ent�tled to accept a body,
wh�ch fundamentally �n �ts general l�nes runs parallel to the organ�c
structure of an�mal l�fe. However super�or to mere an�mal l�fe Sp�r�t
may be �t �s evolved through[142] a corporeal frame whose v�s�ble
appearance rece�ves an �dent�cal art�culat�on and pr�nc�ple of l�fe w�th
that wh�ch the not�on of an�mal l�fe �n general underl�es. Inasmuch
as, however, and furthermore Sp�r�t �s not merely the Idea as
determ�nate ex�stence, that �s, the Idea as Nature and an�mal l�fe, but
the Idea wh�ch secures �ndependence �n �ts own free med�um of
�deal�ty as Idea, the sp�r�tual pr�nc�ple elaborates for �tself �ts own
spec�f�c mode of object�v�ty over and beyond that of an�mal l�fe,
s�mply, �n other words, sc�ence, the real�ty of wh�ch �s exclus�vely that
of thought �tself. Apart from thought, however, and �ts ph�losoph�cal
and systemat�zed act�v�ty, Sp�r�t �s �nvolved w�th�n an abound�ng l�fe
of feel�ng, �ncl�nat�on, �dea, �mag�nat�on, and so forth, wh�ch �s f�xed
�n a more d�rect or less �mmed�ate assoc�at�on w�th �ts v�tal be�ng[143]

and bod�ly frame, and consequently possesses a real�ty �n the
human body. In th�s real�ty, wh�ch �s part of �ts own substance, Sp�r�t
asserts �tself also as a pr�nc�ple of l�fe, sh�nes �nto �t, transp�erces �t,
and �s made man�fest to others by means of �t. Consequently, �n so
far as the human body rema�ns no purely natural ex�stence, but has



asserted �tself also �n �ts conf�gurat�on and structure as the natural
and sensuous ex�stence of Sp�r�t, �t �s, nevertheless, regarded as the
express�on of an �deal�ty more exalted than that compat�ble w�th the
purely an�mal body to be d�st�ngu�shed from �t, desp�te the fact that
the human body �n �ts broad l�nes �s �n harmony w�th �t. For th�s
reason, however, that Sp�r�t �s �tself soul and l�fe, that �s, an an�mal
body, �t �s and can only be mod�f�cat�ons, wh�ch the �ndwell�ng Sp�r�t
of one l�v�ng body attaches to th�s corporeal form. As a man�festat�on
of Sp�r�t consequently the human shape �s d�st�nct from the an�mal by
v�rtue of these mod�f�cat�ons, albe�t the d�st�nct�ons of the human
organ�sm from the an�mal are as much the result of the unconsc�ous
creat�on of sp�r�tual act�v�t�es, as the soul of the an�mal k�ngdom �s
the �nform�ng though unconsc�ous act�v�ty of the body that belongs to
�t.
We have thus reached the prec�se po�nt of our present departure. In
other words, the human body �s present to the art�st as Sp�r�t's
express�on. What �s more, he d�scovers �t as such not merely �n a
general way, but also �n part�cular character�st�cs �t �s pre-supposed
to be the type wh�ch, �n �ts form, �ts spec�f�c tra�ts, �ts pos�t�on and
general hab�t, reflects the �deal�ty of Sp�r�t.
We shall f�nd �t a d�ff�cult matter to f�x �n clear terms of thought the
prec�se nature of the assoc�at�on between sp�r�t and body �n the�r
relat�on respect�vely to feel�ng, pass�on, and other sp�r�tual
cond�t�ons. It has, no doubt, been attempted to develop the same
sc�ent�f�cally both from the pathognom�cal[144] po�nt of v�ew and the
phys�ognom�cal. Such attempts have h�therto not met w�th much
success. For ourselves the sc�ence of phys�ognomy can only be of
�mportance �n so far as that of pathognomy �s exclus�vely concerned
w�th the mode under wh�ch def�n�te feel�ngs and pass�ons are
phys�cally located �n part�cular organs. It has been stated, for
example, that the seat of anger �s �n the gall, of courage �n the blood.
Such statements, we may remark �nc�dentally, are erroneous �n the�r
manner of express�on. For even assum�ng the act�v�ty of part�cular
organs corresponds to spec�f�c pass�ons, we cannot say that anger,
for �nstance, has �ts local pos�t�on �n the gall bladder, but, �n so far as
anger �s corporeally related, the gall �s pre-em�nently that �n wh�ch �ts



act�ve appearance asserts �tself. In our present �nqu�ry th�s
pathognom�cal aspect does not, as already stated, concern us,
because sculpture has merely to deal w�th that wh�ch passes over
from the �deal s�de of Sp�r�t �nto the external aspect of form perm�tt�ng
Sp�r�t thus to be v�s�ble �n the phys�cal env�ronment. The sympathet�c
�nteract�on between the �nternal organ�sm and the feel�ng soul �s no
object of sculpture; �ndeed, we may add, �t �s unable to accept much
wh�ch appears on the external surface �tself, such as the tremble of
the hand and the ent�re body �n an outburst of anger, the movement
of the l�ps, and others of l�ke nature.
W�th regard to phys�ognom�cal sc�ence I w�ll l�m�t myself to th�s
observat�on. If the work of sculpture, wh�ch has as �ts fundamental
bas�s the human form, has to exh�b�t the way �n wh�ch the bod�ly
presence as such man�fests not only the d�v�ne and human aspect of
Sp�r�t �n �ts broadest and most substant�ve features, but also the
part�cular character of a def�n�te �nd�v�dual�ty �n th�s d�v�ne presence,
we are no doubt compelled to d�scuss what parts, tra�ts, and
conformat�ons of the body are fully accordant w�th any spec�f�c mode
of �deal�ty. We are �ndeed forced upon such an �nqu�ry by the
sculpture of ant�qu�ty, wh�ch we must as a matter of fact adm�t
�ncludes the express�on of �nd�v�dual god-l�ke characters w�th that of
d�v�n�ty generally. Such an adm�ss�on does not, however, amount to
an assert�on that the assoc�at�on of sp�r�tual express�on w�th bod�ly
form �s merely a matter of acc�dent and capr�ce rather than the
creat�on of a f�gure of self-subs�stent actual�ty. In th�s connect�on
every organ must, �n a general way, be looked at from two po�nts of
v�ew, as a mode of express�on that possesses �ts phys�cal s�de no
less than �ts sp�r�tual. We need hardly caut�on our readers that the
method of Gall �n conduct�ng such an �nqu�ry �s �nadm�ss�ble. Th�s
wr�ter reduces Sp�r�t to what �s l�ttle better than a Calvary.
(a) The advance of sculpture, �n respect to the content wh�ch �ts
funct�on �s to declare, �s l�m�ted to the �nvest�gat�on how far the
substant�ve and at the same t�me �nd�v�dual cond�t�on of sp�r�tual l�fe
�s made v�tal �n bod�ly form, rece�v�ng there�n determ�nate ex�stence
and form. In other words, through the content adequate to genu�ne
sculpture the cont�ngent �nd�v�dual�zat�on of the external appearance



�s from one po�nt of v�ew excluded, and th�s appl�es both to the
sp�r�tual and phys�cal aspects of the presentment. Only that wh�ch
pers�sts, and �s un�versal and accord�ng to rule �n the human form �s
the object of a work of sculpture. And th�s �s so albe�t we have the
add�t�onal necess�ty to �nd�v�dual�ze the un�versal �n such a way that
not only the abstract law but an �nd�v�dual form, wh�ch �s brought �nto
the closest fus�on w�th �t, �s placed before our eyes.
(b) From another po�nt of v�ew �t �s necessary that sculpture, as we
have seen, be kept unaffected by purely cont�ngent personal l�fe[145],
and all express�on of such �n the �ndependent �deal mode under
wh�ch �t asserts �tself. For th�s reason an art�st, �n deal�ng w�th
phys�ognom�cal character�st�cs, �s not ent�tled to move �n the
d�rect�on of �nd�v�dual manner[146]. For a fac�al manner �s s�mply just
th�s appearance on the surface of an �nd�v�dual �d�osyncrasy and
some part�cular aspect of emot�on, �dea, and vol�t�on. A man by h�s
chance express�ons of countenance expresses the feel�ngs he has
as some part�cular person, whether �t be �n h�s exclus�ve relat�on to
h�s own l�fe, or �n h�s self-relat�on to exter�or objects, or other
persons. One sees, for example, on the street, more part�cularly �n
l�ttle towns, �n many, or rather the major�ty of men, that they are
exclus�vely preoccup�ed, �n the�r demeanour and express�on of face,
w�th themselves, the�r dress and att�re, �n general terms, that �s, the�r
purely personal part�cular�ty, or, at least, matters of momentary
�mportance, and any unforeseen or acc�dental features thus
presented. Countenances wh�ch express pr�de, envy, self-
sat�sfact�on, deprec�at�on, and so forth, are of th�s nature. Moreover,
the feel�ng and contrast of substant�ve be�ng w�th my personal
�d�osyncrasy may be respons�ble for such alterat�ons of express�on.
Hum�l�ty, def�ance, threats, fear, are expressed �n th�s way. In a felt
contrast of th�s k�nd we f�nd already a separat�on between the
�nd�v�dual �n the subject�ve sense and the un�versal asserted.
Reflect�on on what �s truly substant�ve cont�nually leans �n the
d�rect�on of merely personal cons�derat�ons, so that �t �s the �nd�v�dual
rather than the substant�ve character wh�ch �s predom�nant �n the
content. The form, however, wh�ch rema�ns severely true to the



pr�nc�ple of sculpture ought ne�ther to express th�s severat�on nor the
predom�nance of the personal aspect above adverted to.



In add�t�on to def�n�te express�ons of countenance[147] phys�ognomy
presents us w�th much that merely passes momentar�ly across the
features and �nd�cates the human mood. A sudden sm�le, an
�nstantaneous outburst of anger, a qu�ckly repressed express�on of
scorn, are a few of many examples. In part�cular, the mouth and
eyes possess most mob�l�ty and resource �n se�z�ng and mak�ng
apparent every sh�ft�ng mood of soul-l�fe. Changes of th�s character,
wh�ch are compat�ble w�th the art of pa�nt�ng, the sculptor must
exclude. Sculpture must rather concentrate �ts attent�on on the
permanent tra�ts of sp�r�tual express�on, and reta�n and d�sclose such
�n the posture and conf�gurat�on of the body no less than �n the face.
(c) The task of sculpture, then, essent�ally cons�sts �n th�s, that �t
�mplants that wh�ch �s of substant�ve sp�r�tual �mport �n that form of
�nd�v�dual�ty wh�ch �s not yet essent�ally part�cular�zed �n the narrow
subject�ve sense w�th�n the f�gure of a man, and contr�butes to the
same such a harmony, that �t �s only that wh�ch �s un�versal and
permanent �n the bod�ly shapes correspondent w�th the l�fe of Sp�r�t
wh�ch �s made to appear there�n, wh�le that wh�ch �s acc�dental or
mutable �s brushed as�de, albe�t a certa�n mode of �nd�v�dual�ty �s not
absent from �ts forms.
An accord of th�s complete nature between what �s �deal and what �s
external, the goal of sculpture, �n short, offers us a po�nt of trans�t�on
to the th�rd po�nt wh�ch we have st�ll to d�scuss.

3. SCULPTURE AS THE ART OF THE CLASSICAL IDEAL

The conclus�on that most �mmed�ately follows upon the above
observat�ons �s th�s, that sculpture �n a way, and to an extent
unr�valled by any other art, rema�ns constant to the Ideal[148]. In
other words, from one po�nt of v�ew �t �s free of the symbol�cal type
both by v�rtue of the translucency of a content, wh�ch clearly grasps
�tself as Sp�r�t, and on account of the fact that �t �s able to d�sclose
such a content w�th absolute mastery. And so, too, from another �t
refuses as yet to enter �nto the subject�ve aspect of the personal l�fe,
to wh�ch the external form �s �nd�fferent. Consequently �t forms the



focus of class�cal art. No doubt both the symbol�cal and romant�c
types of arch�tecture and pa�nt�ng were shown to be adapted to
class�cal �deal�ty; but the Ideal, �n �ts genu�ne sphere, �s not the
supreme pr�nc�ple of these types of art, �nasmuch as they do not, as
�s the case w�th sculpture, take for the�r object self-subs�stent
�nd�v�dual�ty, character, that �s, throughout object�ve, �n other words,
the beauty that �s both free and �nev�table[149]. The conf�gurat�on of
sculpture must, however, ent�rely proceed from the pure sp�r�tual
energy of an �mag�nat�on and thought that denudes �ts content of all
the haphazard features of personal l�fe and bod�ly presence; �t must
have no lean�ngs for �d�osyncras�es, or any place for the mere
emot�on, des�re, and var�ety of acc�dental �mpulse and
pleasantry[150]. What the art�st has at h�s d�sposal for h�s most
elevated creat�ons �s s�mply, as we have seen, the bod�ly
presentment of Sp�r�t �n what �s exclus�vely the general conf�gurat�on
of the organ�c structure of the human form. H�s �nvent�on �s therefore
restr�cted to promot�ng on the broadest l�nes the harmony between
what �s �deal and what �s external, and partly to mak�ng, �n however
an �nobtrus�ve way, the �nd�v�dual�ty of the presentment
accommodate �tself to and �nterfuse w�th the truly substant�ve
character of h�s des�gn[151]. Sculpture must g�ve form, just as the
gods create �n the�r own sphere accord�ng to eternal �deas, w�th�n
what �s �n other respects the world of real�ty, but exclude as rejected
res�due all l�cence and mere selfness from �ts creat�ons. Theolog�ans
make a d�st�nct�on between the acts of God and all that man �n h�s
folly and capr�c�ousness accompl�shes. The plast�c Ideal �s, however,
exalted above such quest�ons. It stands at the very centre of th�s
blessedness and free necess�ty for wh�ch ne�ther the abstract�on of
the un�versal nor the capr�ce of the part�cular are val�d or s�gn�f�cant.
Th�s �ns�ght �nto the consummate plast�c un�on of the d�v�ne and
human was pre-em�nently nat�ve to Greece. We fa�l to grasp Greece
at her heart and centre �n her poets and orators, h�stor�ans and
ph�losophers, unless, as the key to our problem, we are already
possessed of an �ns�ght �nto the Ideal of sculpture, and can
contemplate from the standpo�nt of plast�c art both the f�gures of her
ep�c and dramat�c heroes and her actual statesmen and



ph�losophers. For characters �n her pract�cal l�fe, no less than poets
and th�nkers, possessed also �n the palmy days of Greece, th�s
plast�c, un�versal, and yet �nd�v�dual character, stamped w�th one
m�nt, whether we look at �ts external or more personal features. They
stand up b�g and free, a self-subs�stent growth, on the bas�s of the�r
essent�ally substant�ve �nd�v�dual�ty; a growth of the�r own mak�ng,
bu�lt up �nto that wh�ch they ult�mately became and �ntended to be. In
part�cular the per�od of Per�cles was r�ch �n such characters. Per�cles
h�mself was one of them. We may add Phe�d�as, Plato, and pre-
em�nently Sophocles. So, too, Thucyd�des, Xenophon, and Socrates,
everyone w�th h�s own type, not one of them �mpa�r�ng the qual�ty of
the rest; all are out-and-out art�st�c natures, �deal art�sts �n the work
of self-creat�on, personal�t�es of one mould, works of art, wh�ch stand
before us l�ke f�gures of �mmortal gods, �n whom we can detect no
ta�nt of T�me and mortal�ty. We may f�nd a s�m�lar plast�c subs�stency
�n the art�st�c perfect�ons of the bod�ly frames of the v�ctors at the
Olymp�c games; nay, even �n the appar�t�on of Phryne[152] herself,
who, as the fa�rest woman, came from the sea naked before all the
world.

CHAPTER II

THE IDEAL OF SCULPTURE

Now that we pass on to cons�der the really �deal style of sculpture we
must once aga�n recall the fact that the perfected type necessar�ly
presupposes the �mperfect as �ts predecessor; and �t does so not
merely �n relat�on to �ts techn�que, wh�ch, �n the f�rst �nstance, does
not concern us here, but �n respect to the general not�on, �n other
words the mode of �ts concept�on and the part�cular way �n wh�ch �t
sets forth the same �deally. We have �n general terms called the
symbol�cal type that of �nqu�ry; consequently pure sculpture, too, has
for �ts presuppos�t�on a certa�n stage of the symbol�cal type, and by
th�s we do not merely mean a stage of the symbol�c form as



generally conce�ved, �n other words of arch�tecture, but a form of
sculpture wh�ch �s �tself character�zed by the symbol�cal pr�nc�ple. We
shall f�nd an opportun�ty of support�ng th�s assert�on w�th the
example of Egypt�an sculpture �n the th�rd chapter.
We may �n th�s place and from the po�nt of v�ew of the Ideal
generally, and for the present wholly �n an abstract and formal
manner, assume that wh�ch we term symbol�cal �n a spec�f�c art �s �ts
�ncompleteness; as, for example, we may so apply th�s term to an
attempt of ch�ldren to draw the human f�gure, or mould �t from wax
and clay. What they execute �s to th�s extent merely a symbol, as �t
only suggests the l�v�ng real�ty �t purports to exh�b�t, rema�n�ng,
however, wholly unfa�thful to the actual object and �ts s�gn�f�cance.
Art �s consequently �n the f�rst �nstance h�eroglyph�cal, no mere
acc�dental and capr�c�ous mark, but a haphazard del�neat�on of an
object for the �mag�nat�on. For th�s purpose a badly drawn f�gure
suff�ces �f �t recalls that object �t �s �ntended to suggest. In a s�m�lar
way p�ety �s content w�th badly executed �mages, and st�ll worsh�ps
Chr�st, the V�rg�n, and any other sa�nt �n the most bungl�ng
counterfe�t, although such �mages may merely der�ve such
�nd�v�dual�zat�on purely from part�cular attr�butes conveyed by such
means as a lantern or a m�ll-stone. For p�ety refuses to be rem�nded
of aught save the object; the soul adds all else thereto, wh�ch w�ll be
f�lled up w�th an �mage of the object, however untrue the counterfe�t
may be. It �s not the l�v�ng express�on of the present wh�ch �s
requ�red; �t �s not that wh�ch �s presented wh�ch �s �ntended to
enk�ndle us by �tself. Rather a work of art of th�s k�nd already br�ngs
sat�sfact�on �f �t exc�tes the general concept of the objects by v�rtue of
�ts �mages, however �nsuff�c�ent they be. A concept of th�s k�nd,
however, already abstracts from the g�ven content. I can read�ly
�mag�ne some known th�ng, such as a house, a tree, a man; but even
�n such a case, where the reference �s to someth�ng qu�te
determ�nate, the concept merely �ncludes wholly general tra�ts, and
�s �n fact only a true concept[153] �n so far as �t has effaced from the
concrete presentment the wholly �mmed�ate s�ngular�ty of the objects
and s�mpl�f�ed the same. If the �maged concept, wh�ch the work of art
has to arouse �n us, �s that of the d�v�ne nature, and �f th�s has to



rece�ve recogn�t�on from an ent�re people, th�s object �s espec�ally
atta�nable when no alterat�on �s allowed �n the mode of presentat�on.
For th�s reason art �s on the one hand convent�onal, and on the other
scholast�c[154]; and th�s �s so not merely �n the case of the more
anc�ent Egypt�ans, but also �n that of more anc�ent Greek and
Chr�st�an art. The art�st �n such case was bound to restr�ct h�mself to
def�n�te forms and to repeat the�r type.
The cruc�al po�nt of trans�t�on, where f�ne art wakes from �ts sleep,
must consequently be sought there, where at last the art�st �s
creat�ve by v�rtue of h�s own free concept�on, where the flash of
gen�us str�kes �nto the mater�al presented, and commun�cates
freshness and v�tal�ty to the presentment. Then for the f�rst t�me the
atmosphere of m�nd[155] enfolds the work of art, wh�ch �s no longer
restr�cted to merely call�ng up �n a general way some �dea before the
m�nd, and recall�ng to �t some deeper s�gn�f�cance wh�ch the
spectator already �s essent�ally possessed of, but wh�ch proceeds to
make v�s�ble th�s s�gn�f�cance as throughout made v�tally present �n
some �nd�v�dual�zed creat�on, and wh�ch consequently ne�ther makes
no further advance beyond the purely superf�c�al general�ty of �ts
forms, nor b�nds �tself on the other hand, �n respect to the deta�l of �ts
del�neat�on, to the character�st�cs of all that common real�ty offers �t.
In the r�se of �deal sculpture we presuppose perforce a complete
passage to such a sphere of creat�on. In establ�sh�ng the facts of th�s
appearance we may emphas�ze the follow�ng po�nts of v�ew.
F�rst, we have to address ourselves to the general character of the
�deal form �n �ts contrast to the stages prev�ously d�scussed.
Secondly, we shall have to adduce spec�f�c aspects of �t, the
�mportance of wh�ch �s most obv�ous, such as the way �n wh�ch fac�al
character�st�cs, drapery, and pose are modelled or treated.
Th�rdly, we have to enforce the pos�t�on that the �deal f�gure �s not
merely a general type of beauty �n the formal sense of type, but
�ncludes, by v�rtue of �ts pr�nc�ple of �nd�v�dual�ty, wh�ch belongs to
the really l�v�ng Ideal, essent�ally, too, the aspect of d�fferent�at�on
and spec�f�c def�n�t�on w�th�n �ts own sphere, and by th�s means the



prov�nce of sculpture �s expanded �n a cycle of part�cular�zed �mages
of gods and heroes.

1. THE GENERAL CHARACTERIZATION OF THE IDEAL FIGURE OF SCULPTURE

We have already exam�ned at length what the general pr�nc�ple of
the class�cal �deal �s. Our present �nqu�ry �s therefore l�m�ted to the
part�cular mode under wh�ch th�s pr�nc�ple �s real�zed through the
med�um of sculpture �n the human form. In th�s connect�on the l�nes
of d�fference between the human phys�ognomy, express�ve as �t �s of
sp�r�tual l�fe and the general bu�ld of the an�mal organ�sm, wh�ch �s
unable to pass beyond the mere express�on of natural l�fe �n �ts
unbroken assoc�at�on w�th natural wants and an organ�sm that �s
exclus�vely adapted to the�r sat�sfact�on, w�ll supply us w�th a
standard of compar�son wh�ch carr�es us cons�derably further. Yet
even such a standard �s st�ll somewhat �ndef�n�te for the reason that
the human form alone ne�ther �s as bod�ly form, or as an express�on
of Sp�r�t, wholly and as we f�nd �t f�rst of �deal type. On the contrary
we may observe w�th more closeness from the f�ne masterp�eces of
Greek sculpture what the �deal of sculpture �n the sp�r�tually f�ne
express�on of �ts creat�ons has to br�ng before us. It was pre-
em�nently W�nckelmann who, w�th th�s �nt�mate knowledge of and
devot�on for art of th�s k�nd, and by means of h�s recept�ve
enthus�asm, no less than h�s �ntell�gence and cr�t�cal faculty, made an
end of �ndef�n�te statements over the Ideal of Greek beauty by
leav�ng the character�zat�on of deta�l �n the form at once d�st�nct and
prec�se, an endeavour wh�ch by �tself �s full of �nstruct�on. No doubt
the results he obta�ned supply abundant opportun�ty for further
cr�t�c�sm, except�ons, and the l�ke; but we should be careful, before
attempt�ng to cr�t�c�ze deta�ls and errors �n h�s work, not to obscure
the ma�n result wh�ch he establ�shed. However far aesthet�c sc�ence
may extend �ts borders that at least must be pre-supposed as
essent�al. Assum�ng th�s, �t cannot, however, be den�ed that s�nce
W�nckelmann's death our knowledge of the ant�que has not only
been essent�ally enlarged �n the number of examples subm�tted to
cr�t�c�sm, but also has been placed on a securer bas�s �n �ts relat�on
to the style of these works and the true apprec�at�on of the�r beauty.



W�nckelmann, no doubt, passed under rev�ew a great number of
Egypt�an and Greek statues; we have, however, added �n more
recent t�mes the closer acqua�ntance of the Aeg�netan sculptures, no
less than those masterworks wh�ch �n part are ascr�bed to Phe�d�as
and �n part we must recogn�ze as creat�ons of h�s age and under h�s
superv�s�on. In a word we have secured a more �nt�mate knowledge
of a number of sculptures, whether s�ngle statues or rel�efs, wh�ch, �n
the�r relat�on to the sever�ty of the �deal style, are referable to the age
�n wh�ch Greek art was at �ts fullest bloom. For these aston�sh�ng
monuments of Greek sculpture, as �s well known, we are �ndebted to
the efforts of Lord Elg�n, who, as Engl�sh ambassador to Turkey, had
a number of statues and rel�efs of the greatest beauty taken from the
Parthenon at Athens and other towns to England. People have
blamed such acqu�s�t�ons and called them temple robbery. Lord Elg�n
has, however, as a matter of fact, really rescued these works of art
for Europe and preserved them from complete destruct�on. Such an
enterpr�se deserves �ts true recogn�t�on. Moreover, �t �s due to th�s
c�rcumstance that the �nterest of all conno�sseurs and fr�ends of art
have been d�rected to an epoch and a mode of presentat�on, wh�ch,
�n the except�onally cons�stent sever�ty of �ts style, const�tutes the
true greatness and he�ght of the Ideal. What the general verd�ct has
h�ghly est�mated �n the works of th�s epoch �s not the charm and
grace of form and pose, not the elegance of express�on wh�ch
already, as �n the t�mes subsequent to Phe�d�as, makes an external
appeal and d�st�nctly a�ms at pleas�ng the spectator, nor yet the
del�cacy and boldness of the elaborat�on; rather the general chorus
of pra�se �s concentrated upon the express�on of self-subs�stency
and essent�al repose �n these f�gures, and more espec�ally has th�s
note of adm�rat�on been most emphat�c by v�rtue of the free v�tal�ty,
the absolute transfus�on of and command over the purely natural and
mater�al aspect, a command by wh�ch the art�st moulds the marble,
makes �t al�ve and endows �t w�th a soul. And we may add that when
all has been sa�d that can be sa�d �n such pra�se the f�gure of the
recl�n�ng r�ver-god rema�ns as most emphat�cally �ts object, wh�ch �s
one of the f�nest examples of ant�que art we have recovered.
(a) The v�tal�ty of these works cons�sts �n th�s, that they are the free
product of the gen�us of the art�st. The art�st at th�s stage �s ne�ther



sat�sf�ed w�th g�v�ng, by means of general and haphazard contours,
suggest�ons and express�ons, a general concept�on of that wh�ch he
des�res to reproduce, nor does he, on the other hand, �n respect to
what �s �nd�v�dual and s�ngular, accept the forms as he has rece�ved
them by chance from the external world. For th�s reason also he
does not present them aga�n w�th loyalty to th�s acc�dental aspect,
but he �s concerned to place w�th�n h�s own free creat�on what �s
emp�r�cally part�cular�zed �n �solated aspects that thus appear �n a
further �nd�v�dual accord w�th the un�versal types of the human form,
an accord wh�ch �s made to appear as throughout transp�erced w�th
the sp�r�tual conf�gurat�on of that wh�ch he �s called to make
apparent, when he suffers us to see h�s own v�tal�ty, concept�on and
an�mat�on �n the work regarded on the s�de of the art�st's act�v�ty. The
un�versal aspect of the content of h�s work �s not due to h�s creat�on.
It �s presented h�m by means of mythology and saga prec�sely �n the
way that he f�nds the general effect and deta�ls of the human form;
but the free and l�v�ng �nd�v�dual�zat�on, wh�ch permeates all port�ons
on h�s work, �s the result of h�s own personal po�nt of v�ew, h�s efforts
and serv�ces.
(b) The effect and charm of th�s v�tal�ty and freedom �s only produced
by means of the suff�c�ency, the honest candour of the elaborat�on of
all the part�cular parts to wh�ch the most def�n�te knowledge and
rev�ew of the construct�on of these parts belongs, no less �n the�r
pos�t�on of repose than also �n that of the�r mot�on. The way �n wh�ch
the d�fferent members are d�sposed and moulded w�th regard to
rondure and smoothness, �n every cond�t�on of rest and movement,
must be expressed �n the most sat�sfactory way. Th�s fundamental
elaborat�on and plac�ng �n rel�ef of all the separate parts we f�nd �n all
products of ant�que art, and the an�mat�on thus produced �s only the
effect of �nf�n�te pa�ns and truth. When the eye contemplates works
of th�s k�nd �t �s, �n the f�rst �nstance, unable clearly to recogn�ze a
mass of d�st�nct�on; and �t �s only by v�rtue of a part�cular manner of
l�ght�ng that we can apprec�ate the same by means of a stronger
contrast between l�ght and shadow. But though these f�ne nuances
are �mpercept�ble at f�rst glance, the general �mpress�on they
produce �s not for that reason lost. In part they appear as the
spectator var�es h�s po�nt of v�ew, and �n part we der�ve from them



what �s essent�ally the �mpress�on of the organ�c cont�nu�ty of all the
members and the�r forms. Th�s sp�r�t of v�tal�ty, th�s soul of mater�al
conf�gurat�on, �s due wholly to the fact that, though every part �s
ent�rely complete �n �ts separable �ndependence, yet �t �s to a l�ke
extent throughout, by v�rtue of the wealth of �ts modes of trans�t�on,
assoc�ated not merely w�th the part that �s �mmed�ately �ts ne�ghbour,
but w�th the ent�re work. For th�s reason the form �s v�tal �n every part
of �t; the least deta�l of �t �s stamped w�th purpose; every part of �t �s
d�fferent�ated from the rest, possesses that wh�ch d�st�ngu�shes �t and
makes �t d�st�nct, and yet �s affected by the same flu�d�ty of treatment,
�s only what �t �s v�tally as a part of the whole, so that we are able to
recogn�ze the whole �n the very fragments of �t, and a part that �s
broken off enables us not merely to see but to enjoy a total�ty that �s
not thus mut�lated. The mater�al surface, although for the most part
statues are now ser�ously �mpa�red by the weather and other causes
�n th�s respect, presents a soft and malleable appearance; and �n
one part�cular example of the head of a horse I have �n m�nd �t
l�terally glows w�th the ardour of l�fe on the face of the marble �tself.
Th�s scarce percept�ble undercurrent of flu�d�ty �n all organ�c parts,
un�ted to the most consc�ent�ous elaborat�on wh�ch avo�ds purely
regular surfaces and anyth�ng approach�ng the bare convex�ty of
c�rcular shape, suppl�es that softness and �deal�ty of all parts, that
harmon�ous un�ty, wh�ch extends throughout the whole as the
sp�r�tual breath of one an�mat�ng presence.
(c) However true, notw�thstand�ng, express�on of deta�led or general
conf�gurat�on may be, th�s truth �s no mere �m�tat�on of Nature s�mply.
Sculpture �s always occup�ed w�th the abstract�on of form, and �s
consequently obl�ged, on the one hand, to om�t from the bod�ly
presentment what �s most essent�ally the natural aspect, �n other
words, what �s exclus�vely �nd�cat�ve of natural funct�on. From a
further po�nt of v�ew �t �s unable to carry to extremes �ts
part�cular�zat�on of deta�l, but rather as, for example, �n �ts treatment
of ha�r, must restr�ct �ts attent�on and reproduct�on to the more
general of �ts forms. In th�s way, apart from any other, the human
f�gure, when properly treated by sculpture, �s at once declared as the
form and express�on of Sp�r�t, rather than of a purely natural form.
Closely connected w�th th�s cons�derat�on �s the fact that, though a



sp�r�tual content �s expressed by means of sculpture �n the bod�ly
form, yet �n the genu�ne Ideal �t �s not asserted so prom�nently �n the
exter�or form to the extent of mak�ng that wh�ch �s s�mply external �n
�ts charm and grace e�ther the exclus�ve or predom�nant attract�on to
the spectator. On the contrary, though the genu�ne and more severe
Ideal of Sp�r�tual�ty �s here presented �n bod�ly shape, and �s
exclus�vely thus presented by means of such shape and �ts
express�on, yet th�s conf�gurat�on must equally appear to be w�thout
except�on un�f�ed, supported and transfused by th�s �deal content.
The swell of l�fe, the malleab�l�ty and bod�ly presence, or sensuous
fulness and beauty of the bod�ly organ�sm, must as l�ttle supply
�ndependently the object of the presentat�on, as what �s �nd�v�dual �n
the sp�r�tual presence can be carr�ed to the length of express�ng the
more �nt�mate and more closely related �nner l�fe of the spectator,
when we cons�der h�s own part�cular�ty.

2. THE PARTICULAR ASPECTS OF THE IDEAL FORM OF SCULPTURE AS SUCH

If we d�rect our attent�on now to the more spec�f�c cons�derat�on of
the fundamental phases, on wh�ch the �deal form of sculpture
reposes, we shall do well to follow W�nckelmann �n essent�als, who
has la�d stress on the several types w�th the f�nest �ntu�t�ve sense,
and w�th the most fortunate results, as well as on the way �n wh�ch
the same have been treated and shaped by Greek art�sts, w�th the
result that they f�nally present to us the Ideal of sculpture. The
v�tal�ty, th�s float�ng emanat�on no doubt evades the def�n�t�ons of the
understand�ng, wh�ch �n the present case �s unable to hold fast and
transp�erce the part�cular as �n arch�tecture, wh�ch, however, asserts
�tself �n the ent�re work, as we have already seen, as the
coalescence of free sp�r�tual�ty and bod�ly forms.
The f�rst general feature of d�st�nct�on wh�ch arrests us concerns the
determ�nat�on of works of sculpture �n a general way, by v�rtue of
wh�ch the human form has to express that wh�ch �s sp�r�tual. The
sp�r�tual express�on, albe�t �t has to be poured forth over the ent�re
bod�ly presence reaches �ts h�ghest degree of concentrat�on �n the
fac�al form, whereas the rema�n�ng members are merely able to



reflect what �s sp�r�tual by means of the�r pos�t�on, �n so far, that �s, as
the same proceeds from Sp�r�t �n �ts essent�al freedom.
In our exam�nat�on of these �deal forms we w�ll make a beg�nn�ng �n
the f�rst place w�th the head; we w�ll, then, �n the second place
enlarge upon the pos�t�on of the body, after wh�ch we shall conclude
w�th the pr�nc�ple of the drapery.
(a) In the �deal conf�gurat�on of the human head we are f�rst and
foremost confronted w�th the so-called Greek prof�le.
(α) Th�s prof�le cons�sts �n the pecul�ar un�on of the forehead and
nose; �n the almost stra�ght or merely sl�ghtly crooked l�ne �n wh�ch
the forehead un�tes w�thout �nterrupt�on w�th the nose, as also, to
speak more accurately, �n the vert�cal d�rect�on of th�s l�ne to another
wh�ch, extend�ng �t from the root of the nose to the or�f�ce of the ear,
forms a r�ght angle w�th the l�ne of the forehead and nose above
ment�oned. In a l�ne of th�s sort nose and forehead stand throughout
to one another �n the �deal and f�ne art of sculpture, and the quest�on
presents �tself whether th�s �s a merely nat�onal and art�st�c
cont�ngency or a phys�olog�cal necess�ty.
Camper, the famous Dutch phys�olog�st, has, w�th more exactness
and �n an except�onal way, character�zed th�s l�ne as the l�ne of fac�al
beauty; he �n fact d�scovers there�n the ma�n d�st�nct�on between the
form of the human v�sage and the prof�le of an�mal l�fe; and on
account of th�s follows up the mod�f�cat�ons of th�s feature throughout
the var�ous human races. In th�s respect h�s researches are no doubt
�n confl�ct w�th those of Blumenbach[156]. Speak�ng generally,
however, the l�ne adverted to �s �n fact a most marked means of
d�st�nct�on between the outward form of man and an�mal. Among
an�mals, �t �s true, muzzle and nasal bone also form a more or less
stra�ght l�ne, but the spec�f�c project�on of the an�mal's snout, wh�ch �s
forced to the front, as be�ng �n the nearest pract�cal relat�on to
objects, �s essent�ally determ�ned through �ts connect�on w�th the
skull, un�ted to wh�ch the ear �s moreover placed above or below, so
that �n the present �nstance the l�ne that �s carr�ed forward from the
skull to the root of the nose or the upper jaw, where the teeth are �n
pos�t�on, forms an acute angle �nstead of a r�ght angle as �s found �n



the case of man. Everybody can �ndependently feel �n a general way
the strength of th�s d�st�nct�on, wh�ch no doubt opens the path to
more def�n�te th�nk�ng on the subject.
(αα) In the format�on of the head of an�mals the most �ns�stent
feature �s the mouth as the organ by means of wh�ch �t feeds �n co-
operat�on w�th the upper and lower jaws, the teeth, and the muscles
of mast�cat�on. All the other organs are subord�nate and �n a pos�t�on
of subserv�ence to th�s pr�nc�pal feature. Notably the snout as a
means of scent�ng food, the eyes be�ng to a lesser degree
�nstrumental �n spy�ng �t out. The express �ns�stence on these an�mal
features as exclus�vely devoted to the natural wants and the�r
sat�sfact�on g�ves to the head of the an�mal the appearance as
though �ntended merely to sat�sfy natural funct�ons w�thout any trace
of sp�r�tual �deal�ty. For th�s reason the ent�re an�mal organ�sm �s
rendered �ntell�g�ble from the mouth as a po�nt of departure. A
spec�f�c mode of nour�shment, that �s to say, requ�res a spec�f�c
structure of the muzzle, a part�cular format�on of the teeth, together
w�th wh�ch the structure of the jaw bones, the muscles of
mast�cat�on, cheek-bones, and, moreover, the vertebrae, the
th�ghbones, claws, and so forth all stand �n the closest relat�on. The
body of the an�mal merely subserves natural ends and on account of
th�s dependence on the purely mater�al aspect of nour�shment g�ves
the �mpress�on of absence of sp�r�t. If, then, the human countenance
�s, even �n �ts bod�ly conformat�on, to possess a sp�r�tual stamp,
those organs wh�ch �n the an�mal form are so predom�nant must �n
the case of man, ret�re from such a pre-em�nence and g�ve way to
those wh�ch do not so much suggest a pract�cal relat�on as one that
�s referable to the �deal�ty of m�nd.
(ββ) The human countenance has consequently a second central
po�nt, �n wh�ch that att�tude to facts, wh�ch �nd�cates the relat�on of
the soul or sp�r�t, �s declared. We f�nd th�s �n the upper port�on of the
face, �n the thoughtful brow and the eye, through wh�ch we face the
soul, wh�ch looms out beneath �t, together w�th �ts env�ronment.
Thought, reflect�on—that �s, the �ntrospect�on of the sp�r�tual �dent�ty
—�s necessar�ly connected w�th the forehead, whose �nternal l�fe �n
concentrated clar�ty looks forth from the eye. Through the



prom�nence of the forehead and the correspond�ngly retreat�ng
appearance of the mouth and the cheek-bones the human
countenance der�ves �ts sp�r�tual character. Th�s project�on of the
brow �s therefore necessar�ly that wh�ch determ�nes the ent�re
format�on of the skull, wh�ch no longer falls back, form�ng the s�de of
an acute angle as �ts extreme po�nt the mouth �s pressed to the
front[157], but rather perm�ts of a l�ne be�ng drawn from the forehead
through the nose to the po�nt of the ch�n, wh�ch, w�th a second drawn
over the rear of the skull to the apex of the forehead, form a r�ght
angle, or one at least wh�ch approx�mates to �t.
(γγ) Th�rdly, we may say that the nose forms the passage and
connect�on between the lower and upper port�on of the face, that �s
to say, between the purely contemplat�ve and sp�r�tual forehead and
the pract�cal organ of nutr�t�on; and �f we take �nto cons�derat�on �ts
natural funct�on as the organ of smell �t �s r�ghtly placed �n th�s
�ntermed�ate pos�t�on between an att�tude to the external world wh�ch
�s e�ther wholly pract�cal or �deal. No doubt the sense of smell �n such
a pos�t�on �s st�ll assoc�ated w�th an an�mal want; �t �s �nt�mately
connected w�th the taste; and for th�s reason, �n the case of the mere
an�mal, the snout �s at the serv�ce of the mouth and the organ of
nour�shment. But the sense of smell �s by �tself as a fact no actual
consumpt�on of objects, as eat�ng and tast�ng are; �t merely accepts
the result of the process �n wh�ch the objects pass �nto the
atmosphere and �ts �nv�s�ble and myster�ous med�um of d�ssolut�on.
Assum�ng, then, that the passage from forehead and nose �s of such
a format�on that the forehead v�ewed �ndependently arches forward,
and yet �n relat�on to the nose retreats, whereas th�s latter organ on
�ts part, �n prox�m�ty to the forehead, �s w�thdrawn back and only
projects beyond th�s po�nt, we see that both these port�ons of the
face—that �s, the contemplat�ve part, the forehead, and that wh�ch
suggests a pract�cal use, w�th wh�ch we may assoc�ate the mouth,
form an emphat�c contrast, �n v�rtue of wh�ch the nose, as belong�ng
�n a sense to both extremes, apperta�ns equally to the pract�cal
a�ms[158] of the mouth. Furthermore, the forehead, �n �ts �solated
pos�t�on, rece�ves the appearance of sever�ty and exclus�ve sp�r�tual
concentrat�on �n �ts contrast to the eloquent sympathy of the mouth,



wh�ch �s pr�mar�ly the organ of nutr�t�ve support, and at the same t�me
accepts the nasal organ �nto �ts serv�ce as �ts �nstrument �n creat�ng
the natural want by v�rtue of �ts smell, and thereby declares �ts d�rect
relat�on to the mater�al s�de. And �n close connect�on w�th th�s
rec�proc�ty �s the cont�ngent character of the form to the
�ndeterm�nable mod�f�cat�ons of wh�ch both nose and forehead may
be carr�ed. The part�cular type of the forehead's arch, the nature of
�ts project�on or retreat, loses �ts secure l�nes of def�n�t�on, and the
nose can be f�at or f�ne, droop�ng, arched, more acutely flattened and
a snub.

By v�rtue of amel�orat�on[159] and accommodat�on, however, that
beaut�ful harmony, wh�ch the Greek prof�le asserts �n the gentle and
un�nterrupted commun�cat�on between the sp�r�tual forehead and the
nose, that �s, between the upper and lower port�ons of the face, the
nose appears on th�s very account of closer aff�n�ty to the forehead,
and consequently rece�ves �tself a sp�r�tual express�on and character
as though drawn up �nto the sp�r�tual system. The sense of smell
becomes at the same t�me a sense �ndependent of purely pract�cal
ends, a nose ref�ned for sp�r�tual purpose; just as �n fact also the
nose by �ts sneer and s�m�lar movements, however un�mportant by
themselves they may be, �s nevertheless shown to be �n the h�ghest
degree pl�able as a mode of express�ng the judgments and emot�ons
of soul-l�fe. So, for example, we say of a proud man that he holds h�s
nose h�gh, or ascr�be sauc�ness to a young g�rl who tosses up her b�t
of a nose.
And the same th�ng may be sa�d of the mouth. No doubt �t �s on the
one hand referable as an �nstrument to the sat�sfact�on of hunger
and th�rst; �t expresses, however, �n add�t�on to th�s cond�t�ons of the
soul, op�n�ons, and pass�ons. Even among an�mals �t �s used �n th�s
relat�on as the organ of an�mal cr�es, and by man as that of speech,
laughter, s�ghs, and so forth, by wh�ch means the l�neaments of the
mouth are themselves assoc�ated w�th the facts of eloquent soul-
sympathy, or of joy, sorrow, and s�m�lar cond�t�ons.
It �s no doubt asserted that, though for the Greeks, such a
conf�gurat�on of the human countenance �s presented as the true
presentat�on of beauty, the Ch�nese, Jews, and Egypt�ans, regarded



on the contrary an ent�rely d�fferent type, or rather forms absolutely
�n confl�ct w�th such, as equally beaut�ful, or yet more beaut�ful, and
the conclus�on �s made that, cancell�ng one example by another, we
have not proved that the Greek prof�le �s the type of genu�ne beauty.
Such a statement, however, �s wholly superf�c�al. The Greek prof�le
must �n fact not be regarded as any mere external and acc�dental
form, but approx�mates to the �deal of beauty by �ts �ndependent
cla�ms, namely, f�rst, because �t �s the type of countenance �n wh�ch
the express�on of soul-l�fe forces �nto the background all that �s
purely mater�al, and, secondly, because �t to the fullest extent
detaches �tself from all that �s cont�ngent �n the form, w�thout,
however, d�splay�ng thereby mere subserv�ence to rule, and leav�ng
no place for every k�nd of �nd�v�dual�ty.
(β) W�th respect to spec�f�c types and the�r closer cons�derat�on I w�ll
merely touch upon certa�n fundamental aspects selected from the
abundant mater�al wh�ch otherw�se �nv�tes attent�on. In th�s respect
we may �n the f�rst �nstance refer to the forehead, the eye, and the
ear, as those parts of the face wh�ch are most nearly related to the
contemplat�ve, or at least sp�r�tual aspect, and, secondly, to the
nose, mouth, and ch�n, as those relat�vely speak�ng more connected
w�th the organs of pract�cal �mport.
Th�rdly, we shall have somewhat to say of the ha�r as the external
sett�ng, by v�rtue of wh�ch the head �s rounded off �n an oval shape of
beauty.
(αα) The forehead �s �n the �deal form of class�cal sculpture, ne�ther
fully arched forward, nor as a rule lofty; for, although the sp�r�tual
aspect has to be prom�nently emphas�zed �n �ts conf�gurat�on of the
v�sual features, yet �t �s not as yet sp�r�tual�ty s�mply as such, wh�ch
sculpture has to present before us, but rather �nd�v�dual�ty as st�ll
exclus�vely expressed �n bod�ly form.
In heads of Hercules, for example, the forehead �s preferably low, for
the reason that Hercules possesses rather the muscular v�gour of
the body d�rected towards external objects than the �ntrospect�ve
energy of m�nd. And for the rest we f�nd the forehead subject to
many mod�f�cat�ons, lower �n the case of charm�ng and youthful



fem�n�ne forms, and more lofty �n the case of f�gures that represent
substant�al character and ser�ous reflect�on.
In speak�ng of the eye �t �s �mportant at once to make �t clear that �n
the f�gure of �deal sculpture, �n add�t�on to the absence of any true
colour such as �s found �n pa�nt�ng, the glance of the eye �s also
absent. It �s poss�ble no doubt to show on h�stor�cal ev�dence that the
anc�ents, �n the case of part�cular �mages of M�nerva and other gods
placed �n temples, have pa�nted the eye, s�nce we f�nd actual traces
of colour �n certa�n statues; �n the case of �mages ded�cated to a
sacred purpose, however, art�sts have frequently held fast so far as
poss�ble to trad�t�onal usage �n the face of good taste. In the case of
other examples �t �s clear that they must have possessed eyes �n the
shape of prec�ous stones �nserted. Th�s pract�ce, however, �s the
result of a des�re already adverted to of adorn�ng the �mages of gods
�n as r�ch and lav�sh a manner as poss�ble. And we may aff�rm
generally that such e�ther mark the beg�nn�ngs of the art, or are due,
as except�ons, to the trad�t�ons of rel�g�on. Moreover, apart from th�s,
mere colour �s st�ll far from g�v�ng to the eye the essent�ally
concentrated look, wh�ch alone commun�cates to �t an express�on
that �s wholly complete. We may therefore here assume �t as a fact
that �n the case of statues and busts of a truly class�cal type,
unaffected by such except�onal cond�t�ons wh�ch have come down to
us from ant�qu�ty, the l�ght focus of the eye, no less than the sp�r�tual
express�on of �ts glance, �s absent. For although not unfrequently the
focus �s �nserted �n the apple of the eye, or at least �s �nd�cated by a
con�cal depress�on, and a mod�f�cat�on wh�ch expresses the l�ght
po�nt of th�s focus and by th�s means a k�nd of v�sual glance, such
rema�ns nevertheless the purely external conf�gurat�on of the eye-
ball, and �s no presentat�on of �ts v�tal�ty; �n other words �t �s not the
glance of �t s�mply, the �nward glance, that �s, of the soul.
We can read�ly �mag�ne that �t must cost the art�st a great deal to
sacr�f�ce the eye �n �ts s�mple aspect of an�mat�on. We have only to
look a man �n the eyes to d�scover a po�nt of arrest, a centre that
expla�ns and �s bas�c to h�s ent�re presentment, wh�ch we may grasp
�n �ts s�mplest terms from the un�fy�ng declarat�on of �ts bare look.
The eye-glance �s �n fact that aspect wh�ch �s most steeped �n soul; �t



�s the concentrat�on of the �nward l�fe and �ts subject�ve emot�on. Just
as a man by means of a handshake, so, too, w�th yet more rap�d�ty
he �s brought �nto un�ty w�th h�s fellow by v�rtue of the eye-glance he
faces. And �t �s th�s pre-em�nently sp�r�tual mode of revelat�on wh�ch
sculpture �s forced to d�spense w�th. In pa�nt�ng, on the contrary, th�s
outward express�on of soul-l�fe makes �ts appearance by means of
the subtle gradat�ons of colour�ng e�ther �n �ts ent�re sp�r�tual effect, or
�n a man�fest assoc�at�on w�th external facts and the part�cular
�nterests, feel�ngs, and pass�ons, wh�ch are called up by the�r
presence. But the prov�nce of the sculptor �n h�s art �s ne�ther the
essent�al �nwardness of soul-l�fe, the concentrat�on of the ent�re man
�n the s�mple centre of self-�dent�ty, wh�ch gleams out �n the human
glance as �ts ult�mate po�nt of �llum�nat�on, nor the developed
subject�v�ty as we f�nd �t d�ffused am�d the surround�ng world. The
end of sculpture �s the total�ty of the external form, �nto wh�ch the
soul must d�s�ntegrate �tself, and present �tself by means of the
man�fold of the med�um thus ut�l�zed, so that the recourse to one
s�mple soul-focus, �n other word the �mmed�acy of the sp�r�t-glance, �s
not here perm�tted. The work of sculpture possesses no such �deal
�nt�macy �n �ts s�mplest terms wh�ch �s allowed to assert �tself, as the
human look does assert �tself �n contrast to other parts of the human
body, thereby unfold�ng a contrast between the eye and the body;
rather �n sculpture what the �nd�v�dual �s �n h�s �deal and sp�r�tual
s�gn�f�cance rema�ns wholly fused �n the total aspect of form, wh�ch
the sp�r�t that contemplates �t, the spectator, can alone grasp �n �ts
un�ty. And �n the second place, and w�th equal truth the eye peers
�nto the world that surrounds �t; �t necessar�ly looks at someth�ng
pos�t�ve, and thereby �s w�tness to man �n h�s relat�on to a man�fold
world of objects, just as �n the sphere of feel�ng he �s un�ted to h�s
env�ronment and general exper�ence. It �s, however, prec�sely th�s
un�on w�th external objects from wh�ch the true f�gure of sculpture �s
w�thdrawn, be�ng rather absorbed �n what �s substant�ve �n �ts own
sp�r�tual content, essent�ally self-subs�stent, that �s w�thout further
d�ffus�on or development. Th�rdly, the glance of the eye rece�ves �ts
fully evolved s�gn�f�cance by v�rtue of the express�on of the rest of the
bod�ly presentment, such as �n �ts general m�en and speech, albe�t
as the purely formal po�nt of subject�ve l�fe, �n wh�ch the ent�re



man�fold of the form and �ts env�ronment �s concentrated to a focus,
�t holds �tself aloof and contrasted w�th th�s development. A breadth
of v�s�on of th�s spec�f�c k�nd �s, however, fore�gn to the plast�c art.
For th�s reason the more spec�al�zed mode of express�on �n the
human v�s�on, wh�ch d�d not at the same t�me �mmed�ately d�scover
�ts further rec�procal response of effect �n the ent�re compass of �ts
conf�gurat�on, could only be an acc�dental part�cular�ty, wh�ch the
sculptured f�gure must d�spense w�th. For reasons such as these,
sculpture does not merely depr�ve �tself of noth�ng when �t leaves �ts
f�gures bare of the eye's full glance; but we may aff�rm that �t �s only
true to �ts fundamental pr�nc�ple when �t totally d�sregards th�s mode
of the soul's express�on. Consequently �t �s merely one more
example of the f�ne �ns�ght of ant�qu�ty, that �t recogn�zed f�rmly th�s
l�m�tat�on and restr�ct�on of sculpture, and rema�ned loyal to the
abstract v�ew �t �mpl�ed. It �s an ev�dence of the lofty �ntell�gence of
the anc�ents, based on the fulness of the�r reason�ng facult�es, and
the comprehens�ve grasp of the�r outlook. No doubt we do meet w�th
cases �n ant�que sculpture, �n wh�ch the eyes gaze upon some
def�n�te po�nt, as for example �n the case of the faun we have alluded
to several t�mes who glances at the young Bacchus. Th�s sm�le of
recogn�t�on �s expressed �n a mov�ng way; but even here the eye �s
�tself v�s�onless, and the real statues of the gods �n the�r s�mple
s�tuat�ons are not presented to us �n relat�ons of th�s spec�f�c
character so far as the d�rect�on of eye and glance �s concerned.
W�th regard to the form of the eye �n �deal sculpture �t �s large of s�ze,
w�dely extended, oval and �n respect to pos�t�on placed at r�ght
angles toward the l�ne of the forehead and nose, and �n cons�derable
depress�on. As far back as W�nckelmann[160] the large s�ze of the
eye was accounted s�gn�f�cant of beauty, just as a great l�ght �s more
beaut�ful than a small one. "The s�ze, however," h�s descr�pt�on
cont�nues, "�s relat�ve to the bone of the eye or �ts cav�ty, and �s
expressed �n the mode of �nc�s�on[161] and �n the open�ng of the
eyel�ds, of wh�ch �n beaut�ful eyes the upper descr�bes a more
c�rcular arch toward the angle w�th�n than the lower one." In the case
of prof�le heads of super�or workmansh�p the apple of the eye �tself
possesses a prof�le and rece�ves prec�sely by v�rtue of th�s open�ng



thus cut away a nob�l�ty and a free glance, whose very l�ght,
accord�ng to W�nckelmann's observat�on, �s rendered v�s�ble on co�ns
through an exalted po�nt or focus on the apple of the eye. At the
same t�me mere s�ze does not make all eyes beaut�ful; they are th�s
�n the f�rst place by v�rtue of the cast of the eyel�ds, and �n the
second through be�ng themselves deepset. In other words the eye
ought not to press forward, and by so do�ng be thrust on the external
world, for �t �s just th�s close relat�on to the external world wh�ch �s
removed from the �deal, exchang�ng for th�s the self-ret�rement of
personal�ty upon �ts own resources, that �s, upon what �s �deally
substant�ve �n the �nd�v�dual�ty. The project�on of the eye, however,
also suggests the thought that the apple of the eye �s at one t�me
pushed to the fore and at another w�thdrawn, and, part�cularly �n the
case of the star�ng gaze, only test�f�es to the fact that the �nd�v�dual �s
bes�de h�mself, e�ther star�ng �n total absence of thought, or �n an
equally soulless way absorbed �n the gaze upon some mater�al
object. In the Ideal of ant�que sculpture the eye �s placed �n even
more pronounced retreat than we actually f�nd �t �n Nature.
W�nckelmann suggests as a reason for th�s that �n the case of
statues of larger s�ze wh�ch are placed more remote from the v�s�on
of the spectator, w�thout th�s more reced�ng pos�t�on, on account of
the fact that apart from th�s the apple of the eye was for the most
part flat, the eye �tself would have been w�thout mean�ng and
pract�cally l�feless, �f by just th�s more emphat�c project�on of the
bone of the eye-socket, the thereby accentuated play of l�ght and
shadow had not made the eye more apparently act�ve. Yet th�s
deepen�ng of the eye has a yet further s�gn�f�cance. In other words, �f
the forehead �s thereby suffered to rece�ve a prom�nence super�or to
that of Nature the contemplat�ve port�on of the face �s the
predom�nant factor, and we rece�ve a keener sense of sp�r�tual
express�on, wh�le also the emphas�zed shadow �n the eye-sockets
on �ts own account enables us to feel a depth and un�mpa�red
�nwardness, a look that �s shut off from external objects, and ret�res
on the essent�al presence of �nd�v�dual�ty, whose depths are suffused
over the ent�re presentment. In the case of co�ns, too, of the best
per�od the eyes are deep-set, and the enclos�ng bones of the eye are
projected. The eye-brows on the contrary are not expressed by a



more extended arch of t�ny ha�rs, but merely suggested by means of
the acute sharpness of the eye-bone r�dge, wh�ch, w�thout
�nterrupt�ng the forehead �n �ts form of cont�nu�ty as eye-brows
actually do through the�r colour and relat�ve elevat�on, surround the
eyes as w�th an ell�pt�cal garland. The more elevated and
consequently more �ndependent arch of the eye-brows has never
been regarded as beaut�ful.

W�nckelmann[162] further observes w�th regard to the ears that the
anc�ents devoted the greatest care to the�r elaborat�on, so that �n the
case of cut stones �nd�fferent attent�on to the execut�on of the ear �s
an �nfall�ble s�gn of the spur�ousness of the work �n quest�on. In
part�cular he �ns�sts that statues wh�ch are portra�ts often reproduced
the character�st�c and �nd�v�dual type of the ear. It �s consequently
poss�ble �n many cases to ascerta�n the very personal�ty represented
from the ear, �f the same happens to be known, and to take one
example, from a s�ngle ear w�th an except�onally large open�ng �nto
�t, to deduce the presence of a Marcus Aurel�us. Indeed, the anc�ents
have not fa�led to �nd�cate �n th�s respect what �s actually m�sshapen.
As examples of a pecul�ar type of ear to be found �n �deal heads,
W�nckelmann draws attent�on to certa�n ears g�ven to Hercules,
wh�ch are beaten out flat, and others wh�ch bulge out �n the�r
cart�lag�nous folds. They �nd�cate wrestlers and pancrat�asts, just as
Hercules h�mself carr�ed off the pr�ze at El�s as a pancrat�ast �n the
games of Pelops.
(ββ) We have st�ll to add some remarks w�th reference to that part of
the countenance wh�ch �s more nearly related to the pract�cal or
sensuous s�de of natural funct�on, �n other words the spec�f�c form of
the nose, the mouth, and the ch�n. The d�st�nct�on �n the form of the
nose g�ves to the face a var�ety of conf�gurat�on and many var�ous
k�nds of express�on. A keenly cut nose w�th th�n folds[163] at the
apertures we are accustomed to assoc�ate w�th an acute
understand�ng, whereas a broad and droop�ng one, or a snub nose
that �s somewhat brut�sh, suggests as a rule sensual�ty, folly, and
best�al�ty. It �s, however, the funct�on of sculpture to hold �tself aloof,
not merely from such extremes, but also the �ntermed�ate stages of
des�gn and express�on, and refuse consequently to accept, as we



have already seen �s the case w�th the Greek prof�le, not s�mply the
separat�on from the forehead, but also the extreme curve, whether
upwards or downwards, the acute po�nt and the more extended
round�ng off, the elevat�on �n the m�ddle and the depress�on towards
the forehead and the mouth, generally speak�ng the extreme
acuteness and th�ckness of the nose, sett�ng �n the place of these
var�ed mod�f�cat�ons a comparat�vely �nd�fferent type, �f at the same
t�me one wh�ch �n a qu�et way �s throughout v�tal�zed by �nd�v�dual�ty.
Second only to the eye the month belongs to the most beaut�ful
port�on of the face, prov�ded that �t �s formed not so much �n express
relat�on to �ts natural funct�on as an organ for eat�ng and dr�nk�ng as
�n accommodat�on to �ts sp�r�tual s�gn�f�cance. In th�s respect �t only
g�ves place to the eye �n the var�ety and wealth of �ts means of
express�on, and th�s though �t �s enabled to express w�th v�tal force
the f�nest nuances of scorn, d�sda�n, envy, the ent�re gamut of
sorrows and joy through the sl�ghtest of movements and the fullest
play of such, and to a s�m�lar degree to express the charm of love,
earnestness, sensuous feel�ng, obst�nacy, attract�on, and other such
emot�ons by �ts state of repose. Sculpture, however, makes less use
of �t to express the nuances of part�cular express�on, and, above all,
�s bound to keep what �s ent�rely sensuous, and suggests natural
wants away from the form and del�neat�on of the l�ps. For the most
part, therefore, �t models the mouth ne�ther over-full-shaped nor too
spare, for extremely th�n l�ps also suggest a pars�mony of emot�onal
l�fe; makes the underl�p more full than the upper, wh�ch was also the
case w�th Sch�ller, upon the modell�ng of whose mouth was �nscr�bed
every k�nd of s�gn�f�cance and fulness of temperament. Th�s more
�deal type of the l�ps �n �ts contrast to the an�mal snout presents the
appearance of a certa�n absence of des�re, whereas �n the case of
the beast, �f the upper port�on projects, we are at once rem�nded of
the headlong devour�ng of food and the grasp for �t. Among human
be�ngs the mouth �s, when we have regard for �ts sp�r�tual relat�on,
pr�mar�ly the seat of human speech, the organ for the free
commun�cat�on of self-consc�ous l�fe, just as the eye �s that of the
emot�onal sp�r�t. Moreover, accord�ng to the �deals of sculpture, the
l�ps are not t�ghtly closed; rather �n the works of art �n �ts bloom�ng
season the mouth �s set sl�ghtly open w�thout suffer�ng the teeth,



however, to be v�s�ble, wh�ch have noth�ng to do w�th the express�on
of a sp�r�tual s�gn�f�cance. Th�s att�tude �s so far supported by the fact
that when the organs of sense are strongly act�ve, as, for example,
when we gaze �ntently at an object, the mouth �s closed; when, on
the contrary, we are absorbed �n v�s�onless thought �t opens sl�ghtly
and the angles of the mouth are to an apprec�able extent �ncl�ned
downwards.
Last �n our rev�ew of the objects above named, the ch�n, �n �ts �deal
form, completes the sp�r�tual express�on of the mouth, that �s,
assum�ng �t �s not wholly absent, as �n the case of an�mals, or only
reta�ned �n a retreat�ng and meagre cond�t�on as �n works of Egypt�an
sculpture, but as rather lengthened out even beyond the degree
wh�ch �s usual, rece�v�ng thus �n the rounded fulness of �ts arched
curve, more part�cularly where we have shorter underl�ps, yet further
�ncrease of s�ze. To sum up �n fact a full ch�n conveys the �mpress�on
of a certa�n sat�ety and repose. Odd fussy wenches wag w�th the�r
w�thered-up ch�ns and meagre muscles. Goethe, for example, l�kens
the�r chops to a pa�r of tongs that w�ll be snatch�ng at someth�ng. All
restlessness of th�s k�nd d�sappears w�th a full ch�n. The d�mple,
however, wh�ch nowadays �s held to have some cla�m to beauty �s,
as an acc�dental grace �tself, no essent�al accompan�ment of beauty.
In �ts place, however, a rounded ch�n of cons�derable proport�ons �s
an �nfall�ble s�gn of ant�que heads. In the case of the Med�cean
Venus �t �s not so not�ceable, but �t �s proved on good ev�dence that
the statue has suffered a loss �n th�s respect.
(γγ) We have only now �n conclus�on to refer to the ha�r. Generally
speak�ng the ha�r has rather the character of a vegetable than an
an�mal format�on; �t test�f�es less to the strength of the organ�sm than
�t �s �nd�cat�ve of weakness. Barbar�ans allow the ha�r to hang �n
stra�ght l�nes, or cut �t off close to the head rather than �n undulat�ng
l�ne or locks. The anc�ents, on the contrary, devoted excess�ve
attent�on to the elaborat�on of the ha�r �n the�r �deal works of
sculpture, a d�rect�on �n wh�ch more modern art�sts devote less
trouble and sk�ll. No doubt the anc�ents also, when the stone on
wh�ch they worked was extremely hard, d�d not suffer the ha�r of the
head to flow �n freely hang�ng locks, but arranged as though �t was



cropped short[164] and, �n that form, f�nely combed out. In the case of
marble sculpture of the better t�me the ha�r �s �n locks and of great
v�gour both �n the case of male and female heads, where we f�nd �t
presented �n upward rolls and bound together on the crown of the
head; one f�nds �t at least, as W�nckelmann po�nts out, drawn out �n
w�nd�ng rolls and w�th express depress�ons the better to �nd�cate �ts
var�ous folds �n l�ght and shadow, wh�ch �s �mposs�ble �f the dr�lls are
shallow. Add to th�s �n the case of part�cular gods the l�ne of d�rect�on
and the arrangement of the ha�r �s d�fferent In a s�m�lar way �n
Chr�st�an pa�nt�ng Chr�st �s made recogn�zable by a def�n�te type of
the crown of the head and the locks of ha�r, follow�ng wh�ch type �n
our own t�me there are not a few who del�berately �m�tate such an
appearance.
(γ) The parts above descr�bed �n the�r form sum up collect�vely the
head as a whole. The beaut�ful form �s here determ�ned by a l�ne
wh�ch most nearly approaches the oval of an egg, and thereby
resolves every �nd�cat�on of sharpness, po�ntedness, and angular�ty
�n harmon�ous form and a gently progress�ve assoc�at�on, w�thout,
however, be�ng exclus�vely regular and abstractly symmetr�cal, or
�ssu�ng �n mult�fold var�ety of l�nes and the�r d�rect�on and �ncl�nat�on
as �s the case w�th other port�ons of the body. In order to form th�s
self-collected oval shape, the beaut�ful and free �ncl�nat�on from the
ch�n to the ear contr�butes, part�cularly �f we look at the face from the
front, no less than the l�ne already �nd�cated, wh�ch descr�bes the
term�nat�on of the forehead, the bones of the eye-socket. And the
arch over the prof�le from forehead over the po�nt of the nose to the
ch�n �s equally not�ceable, and the beaut�ful arch�ng of the back of
the head to the nape of the neck. So much I have perm�tted myself,
w�thout enter�ng on further deta�l, to observe on the �deal shape of
the head.
(b) In respect to the other organ�c members such as neck, breast,
back, belly, arms, hands, th�ghs, and feet, we f�nd here another type
of co-ord�nat�on. They can no doubt possess a beaut�ful form, but the
beauty �s sensuous, v�tal, w�thout express�ng by v�rtue of the�r form
as such a sp�r�tual s�gn�f�cance as the countenance expresses �t. The
anc�ents have shown for the form of these parts of the body the



h�ghest sense of beauty; but �n genu�ne sculpture they must not
merely pass as the beauty of a l�v�ng organ�sm, but as members of
the human form �t �s the�r further funct�on to present the appearance
of a sp�r�tual effect, so far as th�s �s compat�ble w�th what �s purely
bod�ly presence. Otherw�se the express�on of the soul would be
concentrated wholly �n the face, whereas �n plast�c sculpture what �s
sp�r�tual must appear as permeat�ng noth�ng less than the ent�re
conf�gurat�on, and must not be perm�tted to �solate �tself
�ndependently and �n contrast to what �s corporeal.
If we now �nqu�re what are the means wh�ch enable the breast, the
torso, the back, and the extrem�t�es to contr�bute to the express�on of
sp�r�t and thereby to rece�ve over and beyond a beaut�ful v�tal�ty, the
breath of a sp�r�tual l�fe, we shall f�nd the follow�ng:
In the f�rst place there �s the relat�on �n wh�ch the l�mbs, �n so far as
that relat�on proceeds from the �deal�ty of Sp�r�t, and �s freely
determ�ned by that �deal�ty, are brought �nto juxtapos�t�on.
Secondly, there �s the mot�on and repose �n the�r complete freedom
and beauty of form.

Th�rdly, th�s type of pos�t�on and mot�on �n the�r def�n�te aff�l�at�on[165]

and express�on suppl�es the s�tuat�on more closely, �n wh�ch the
Ideal, wh�ch can never cons�st purely �n the Ideal of abstract�on, �s
comprehended.
I w�ll add yet further some general remarks on the above po�nts.
(α) W�th regard to pos�t�on of f�rst �mportance �s that aspect we have
had already occas�on to not�ce �n a superf�c�al way, namely, the
upr�ght pos�t�on of man. The body of an�mals moves �n a parallel l�ne
w�th the ground; mouth and eye follow the same d�rect�on, and the
an�mal �s unable �ndependently to ra�se h�mself from th�s relat�on to
grav�ty. The oppos�te �s the case w�th mank�nd; the eye look�ng
stra�ght forward �s placed �n �ts natural d�rect�on, that �s, �n a r�ght
angle w�th the l�ne of grav�ty and the body. Man �s no doubt able to
go on all fours just as an�mals do, and ch�ldren do so �n fact; but as
soon as consc�ousness beg�ns to awaken, man wrests h�mself from
the an�mal cha�ns of the earth, and stands up stra�ght �n free



�ndependence. Th�s stans�on �s an act of w�ll, for �f we cease to try to
stand our body collapses and falls to the ground. In th�s way the
upr�ght pos�t�on possesses a sp�r�tual s�gn�f�cance, �n so far as the
self-elevat�on from the ground rema�ns l�nked w�th the vol�t�on and
thus w�th that wh�ch �s sp�r�tual and �deal; just as we are accustomed
to say of an essent�ally free and �ndependent man, who keeps h�s
op�n�ons, v�ew's, pr�nc�ples, and a�ms unaffected by others, that he
stands on h�s own feet.
The upr�ght pos�t�on �s, however, not yet merely as such beaut�ful; �t
�s only so by v�rtue of the freedom of �ts form. In other words �f a man
stands up only stra�ght �n an abstract way, lett�ng h�s hands fall glued
to h�s s�de w�th no �nterval of separat�on, h�s legs �n the same way
be�ng close to each other, we rece�ve an untoward express�on of
st�ffness, even although �n the f�rst �nstance th�s �s due to no
compuls�on. From th�s st�ff effect we deduce on the one hand the
abstract and l�kew�se arch�tecton�c pr�nc�ple of un�form�ty, under
wh�ch the l�mbs adhere together �n the l�ke pos�t�on, and on the other
hand we do not d�scover �n �t any determ�nat�on der�ved from what �s
sp�r�tual and the �deal pr�nc�ple. In such a case arms, legs, breast,
body, all the members stand and hang just as though they had from
the f�rst grown there on man, w�thout be�ng brought by means of h�s
sp�r�t, h�s vol�t�on and emot�ons �nto a change of pos�t�on. The same
th�ng may be sa�d of the s�tt�ng posture. Conversely also the
squatt�ng or perch�ng on the ground �s dest�tute of freedom for the
reason that �t suggests an att�tude of subord�nat�on, dependence,
and serfdom. The free pos�t�on, on the contrary, avo�ds �n a measure
th�s abstract un�form�ty and angular�ty, and places the pos�t�on under
l�nes wh�ch approx�mate to the organ�c form; and to a further extent �t
suffers sp�r�tual relat�ons to sh�ne through, so that by v�rtue of such a
pos�t�on the cond�t�ons and pass�ons of the soul are cogn�zable. Only
�n th�s manner can the pos�t�on pass as a genu�ne exh�b�t�on of Sp�r�t.

In the appl�cat�on of pos�t�ons as s�gn�f�cant pose[166], �t �s necessary,
however, that sculpture proceed w�th great c�rcumspect�on, and �t
has thereby many a d�ff�culty to overcome. On the one hand, no
doubt, the rec�procal relat�on of the members �s to be der�ved from
the �deal pr�nc�ple of Sp�r�t; on the other hand, however, th�s



determ�nat�on from the �deal s�de ought not to place the part�cular
parts under a mode wh�ch contrad�cts the corporeal structure and the
laws of the same, and thereby produce the �mpress�on of a
constra�nt �mposed on the members, or come �nto coll�s�on w�th the
mater�al of substance, �n wh�ch sculpture �s set the task to execute
the art�st's concept�ons. And, �n the th�rd place, the pose must
appear wholly spontaneous, as though the body rece�ved �t of �ts
own �n�t�at�ve, otherw�se body and sp�r�t have the appearance of
be�ng d�st�nct and separable from each other, and are �nvolved �n the
relat�ve pos�t�on of mere d�rect�on from one s�de and purely abstract
obed�ence from the other, whereas both �n sculpture ought r�ghtly to
const�tute one and the same �mmed�ately congruent total�ty. Th�s
absence of constra�nt �s here of the f�rst �mportance. Sp�r�t, as the
�deal pr�nc�ple, must throughout transfuse the members, and these
latter must �n l�ke degree essent�ally accept sp�r�t and �ts
determ�nat�on as to the content of �ts own soul. As to the pose �tself
and �ts character, wh�ch we may empower to express the just att�tude
�n �deal sculpture, we can read�ly �nfer from our prev�ous expos�t�on
that �t ought not be one wholly referable to change or �nstantaneous
act�on. The representat�on of sculpture must produce no effect such
as �s seen �n the case where men, wh�le �n the art of mot�on and
act�on, were turned to stone or frozen by means of Hüon's horn. On
the contrary, �t �s necessary that the posture, although �t may w�thout
quest�on po�nt to some character�st�c act�on, express for all that
merely a beg�nn�ng and preparat�on, an �ntent�on, or �t must �nd�cate
the close of an act�on and a return from the same to the state of
repose. The repose and self-subs�stency of a sp�r�tual l�fe, wh�ch
potent�ally encloses �n �tself an ent�re world, �s the most su�table
aspect for the �deal form of sculpture.
(β) And, �n the second place, what we have observed of posture �s
equally appl�cable to mot�on. There �s �n sculpture as such less room
for mot�on �n the full sense of the term than other arts[167], just �n so
far as the same does not as yet advance to the mode of presentat�on
wh�ch �s more nearly related to an art whose sphere of effect �s more
extens�ve. The tranqu�l �mage of the god �n h�s blessed self-seclus�on
�s the presentment wh�ch �t �s �ts task ma�nly to set before us �n all �ts



essent�al freedom from confl�ct. A var�ety of movement �s necessar�ly
excluded from such. What we ought to have �s rather a stans�on or
recl�n�ng posture of essent�al self-absorpt�on[168]. Th�s att�tude of self
wholly referable to self �t �s wh�ch does not proceed to a def�n�te
act�on, and by do�ng so does not contract �ts ent�re energy to the
space of a s�ngle moment, mak�ng such of f�rst �mportance, but
rather pers�sts �n the cont�nued equ�l�br�um of tranqu�ll�ty. We ought to
be able to �mag�ne that the f�gure of the gods w�ll rema�n for ever �n
the same posture. The escape from self-subs�stency, the plung�ng of
�nd�v�dual l�fe w�th�n the vortex of a part�cular act�on that �mpl�es
confl�ct, the stra�n of the moment, wh�ch �s unable to cont�nue as
such—such relat�ons are fore�gn to the �deal�ty of sculpture. We
cross them rather where, �n the case of groups and rel�efs, the
part�cular moments of an act�on are presented w�th a d�st�nct
�ncl�nat�on to the pr�nc�ple of pa�nt�ng. A result brought about by
powerful effects, and the�r pass�ng exh�b�t�on, no doubt exerc�ses
upon us an �mmed�ate �mpress�on; but after once hav�ng rece�ved �t
we do not read�ly return to �t. For that wh�ch �s so prom�nent �n the
presentat�on �s the affa�r of a moment's passage, wh�ch we both
observe and recogn�ze �n that moment, whereas the �deal fulness
and freedom, what �s �nf�n�te �n �ts s�gn�f�cance, �n other words that
wh�ch holds our attent�on permanently, �s relegated to the
background.
(γ) In assert�ng th�s, however, we do not ma�nta�n that sculpture,
where, �n the case where �t adheres to �ts pr�nc�ple �n all �ts sever�ty
and atta�ns �ts h�ghest po�nt, must necessar�ly exclude ent�rely the
att�tude of movement. If �t d�d so �t would merely present to us the
d�v�ne �n �ts �ndeterm�nacy and �nd�fference. On the contrary, �n so far
as �t �s �ts funct�on to comprehend the substant�ve as �nd�v�dual�ty,
and to present �t to our v�s�on �n bod�ly form, both the �deal and
external cond�t�on, �n accordance w�th wh�ch �t br�ngs �ts content and
form to an �mpress�on, �s necessar�ly �nd�v�dual. And �t �s th�s
�nd�v�dual�ty of a def�n�te s�tuat�on wh�ch �s pre-em�nently expressed
by means of the pose and movement of the body. Inasmuch as,
however, the substant�ve �n sculpture �s of most �mportance, and
�nd�v�dual�ty �s not as yet �tself extr�cated from the same to the po�nt



of part�cular self-subs�stency, the spec�f�c determ�nacy of the
s�tuat�on must not be of a k�nd that �t �mpa�rs or annuls the s�mple
sterl�ng character[169] of that substant�veness, by e�ther mak�ng �t
one-s�ded or draw�ng �t �nto the confl�ct of coll�s�ons, or �n a general
way by plac�ng �t w�thout reserve under the overmaster�ng
�mportance and var�ety of what �s part�cular. It must rather rema�n,
�ndependently regarded, a determ�nacy less essent�al �n �ts result, or
rather we may say a v�vac�ous play of v�tal force, harmless �n effect
over the superf�c�al features of �nd�v�dual�ty, whose substant�ve
character �n no respect suffers loss thereby �n depth, subs�stency,
and repose. Th�s �s, however, a po�nt wh�ch I have at an earl�er stage
of th�s �nvest�gat�on already[170] d�scussed at length �n relat�on to the
Ideal of sculpture when the s�tuat�on �tself was under rev�ew, �n wh�ch
the Ideal ought to appear �n def�n�te relat�on to the presentat�on:
further d�scuss�on may here be consequently d�spensed w�th.
(c) The last po�nt of �mportance we have now to cons�der �s the
quest�on of drapery �n sculpture. At f�rst s�ght �t may appear as
though the nude form and �ts corporeal beauty permeated by
sp�r�tual s�gn�f�cance, �n the manner of �ts pose and movement, were
the most appropr�ate form for the Ideal of sculpture, and drapery
were s�mply a h�ndrance. In accordance w�th such a v�ew we hear
the compla�nt ra�sed, more part�cularly �n our own t�me, that modern
sculpture �s so frequently forced to drape �ts f�gures, whereas no
drapery should touch the beauty of human organ�c forms. And we
have f�nally the wa�l added that our art�sts should have so l�ttle
opportun�ty of study�ng the nude wh�ch was ever before the eyes of
the anc�ents. In general we may s�mply reply to th�s that though
w�thout quest�on, from the po�nt of v�ew of sensuous beauty, the
preference must be g�ven to the nude form, yet merely sensuous
beauty �s not the ult�mate a�m of sculpture, so that the Greeks do not
g�ve the lead to a false path when they presented the larger number
of the�r male f�gures no doubt �n the nude, but by far the greater
number of female f�gures draped.
(α) And generally we may add that, apart from art�st�c purpose,
drapery �s just�f�ed �n real measure �n the necess�ty of prov�d�ng a
protect�on from cl�mat�c changes, Nature hav�ng fa�led to prov�de



man w�th any cover�ng of h�de, feathers, ha�r, such as an�mals
possess. And from another po�nt of v�ew �t �s the sense of modesty
wh�ch compels man to cover h�mself w�th ra�ment. Now th�s shame,
regarded �n a general way, �s a beg�nn�ng of �nd�gnat�on over that
wh�ch �s coarse or crude. Man �n fact, who �s consc�ous of h�s more
elevated call�ng to be Sp�r�t, must necessar�ly regard what �s purely
an�mal as an �ncompat�b�l�ty w�th that, and pre-em�nently seek to
cover, as that wh�ch �s not consonant w�th the Ideal of h�s soul[171],
those parts of h�s body, such as the belly, breast, back, and legs,
wh�ch are subserv�ent to an�mal funct�ons, or only are d�rected to
external uses, and possess d�rectly no sp�r�tual determ�nacy, and no
sp�r�tual express�on. We therefore f�nd among every people, who
have entered upon the l�fe of reflect�on, th�s sense of shame and the
necess�ty of cloth�ng �n some degree, whether great or small. As far
back as the narrat�ve of Genes�s we have th�s trans�t�on expressed �n
the shrewdest way. Before Adam and Eve have eaten of the tree of
knowledge they walk �n Parad�se �n the nakedness of �nnocence; but
no sooner �s the�r consc�ousness as sp�r�tual be�ngs[172] aroused
than they are ashamed of the�r nakedness. The same sense �s
prevalent among all other As�at�c nat�ons. So, for example,
Herodotus asserts �n narrat�ng[173] how Gyges came to the throne,
that �t was regarded even �n a man as a matter of shame among the
Lyd�ans, and almost all barbar�ans, to be seen naked; and as a proof
of th�s we have the tale of the w�fe of Candaules, k�ng of the Lyd�ans.
The tale runs that Candaules exposed h�s w�fe �n nud�ty to the gaze
of Gyges, h�s satell�te and favour�te, �n order to conv�nce h�m that her
beauty as a woman was beyond compare. She, however, d�scovered
the outrage, wh�ch �t was �ntended to conceal from her, by chance
see�ng Gyges, who had been h�dden �n her sleep�ng chamber, sl�p
out of the door. Ind�gnant at the outrage, she rece�ved Gyges �n
aud�ence the follow�ng day, and declared to h�m that, �nasmuch as
the k�ng had taken th�s step and perm�tted Gyges to see what he
ought not to have seen, he m�ght select one of two courses, e�ther
k�ll the k�ng as h�s pun�shment, and possess h�mself both of her and
the k�ngdom, or h�mself d�e. Gyges selected the f�rst alternat�ve, and
after assass�nat�ng the k�ng mounted the throne and marr�ed the
w�dow. On the other hand the Egypt�ans represented frequently, or,



�ndeed, for the most part, the�r statues �n the nude to the extent that
the male f�gures merely carr�ed an apron; and �n the case of Is�s the
drapery was �nd�cated by noth�ng more than a barely percept�ble
fr�nge round the legs. Th�s, however, was ne�ther due to a defect�ve
sense of shame, nor �n v�rtue of the�r �nst�nct for the beauty of
organ�c forms. For �f we cons�der the�r symbol�c po�nt of v�ew we can
only ma�nta�n that what concerned them was not the conf�gurat�on of
a presentment consonant w�th a sp�r�tual s�gn�f�cance, but rather the
mean�ng, the essence and concept�on of that wh�ch the form was
�ntended to present to �ntell�gence; and they perm�tted the human
form to be thus, w�thout reflect�on upon the further and more remote
adequacy of the same to Sp�r�t, �n �ts natural state, wh�ch they
moreover cop�ed w�th great closeness to l�fe.
(β) F�nally, among the Greeks, we meet w�th both aspects, both nude
and draped f�gures. And �n actual l�fe also they were equally clothed,
albe�t from other cons�derat�ons they held �t a po�nt of honour to have
f�rst contested �n the games nude. To an except�onal degree the
Lacedaemon�ans were the f�rst to wrestle naked. But th�s was w�th
them not due so much to a sense of beauty as to the�r general
�nd�fference to what savoured of ref�nement and sp�r�tual purport �n
the sense of modesty. In the nat�onal character of the Greek people,
among whom the feel�ng for personal �nd�v�dual�ty �n all �ts
�mmed�acy, and as �t �s the sp�r�tual an�mat�on of the�r ex�stence, �s so
strongly developed, tak�ng th�s as the �nst�nct for free and beaut�ful
forms, �t was also �nev�table that what was human �n �ts �mmed�acy,
the bod�ly presence, that �s, as �t belongs to man and �s suffused w�th
h�s sp�r�t, should be elaborated �n �ndependent form, and that the
human form should be revered above all others for the reason that �t
�s the freest and the most beaut�ful. In th�s sense, no doubt, they
threw as�de that �nst�nct of shame, wh�ch w�ll not suffer us to look at
what �s purely corporeal �n' man, not out of �nd�fference to what was
sp�r�tual, but w�th an �nd�fference to what �s purely sensuous �n
des�re, for the sake of beauty; and th�s �ntent�on �s man�fest �n full
play throughout a great number of the�r nude f�gures.
Th�s ent�re absence of drapery, however, �t was �mposs�ble wholly to
just�fy on pr�nc�ple. For, as I have already �nd�cated when



d�st�ngu�sh�ng the head from other parts of the body, �t �s unden�able
that the sp�r�tual express�on of the form �s restr�cted to the face and
the pose and movement of the whole, to the general m�en, wh�ch �s
pre-em�nently eloquent by v�rtue of the arms, hands, and pos�t�on of
the legs. For these organs, whose act�v�ty �s �n an outward d�rect�on,
have st�ll, and prec�sely by the nature of the�r pose and movement,
for the most part the express�on of a sp�r�tual del�verance. The other
members of the body, on the contrary, are and rema�n solely
product�ve of a sensuous beauty; and the d�st�ngu�sh�ng features
wh�ch are v�s�ble on them can only be bod�ly v�gour, development of
muscle, or degrees of del�cacy and softness, such as character�ze
respect�vely the two sexes, age, youth, and ch�ldhood. As a means,
therefore, of express�ng what �s sp�r�tual �n the form, the nud�ty of
these parts �s also from the standpo�nt of beauty �nd�fferent; and �t �s
only due to our moral sense, when, that �s to say, the ma�n th�ng
looked for �s the paramount presentat�on of the sp�r�tual �n man, that
such parts should be ve�led. What �n general �deal art does �n the
case of every separate part of the body �s to remove the necessary
l�m�tat�ons of an�mal l�fe �n �ts deta�led part�cular�t�es, such as l�ttle
ve�ns, wr�nkles, ha�rs of the sk�n, and so forth, and s�mply to enforce
and emphas�ze the sp�r�tual �mpress�on of the form �n �ts v�tal
outl�nes, and th�s �s prec�sely what drapery effects. It covers up the
superflu�ty of the organs, wh�ch are no doubt necessary for the
body's self-support, but are �n other respects superfluous as an
express�on of the sp�r�t's �mport. We are, therefore, not ent�tled to
assert w�thout cond�t�on that the nud�ty of f�gures of sculpture �n
every respect betrays a h�gher sense of beauty, and a greater eth�cal
freedom and emaculacy. It was �n th�s respect, as �n others, that a
just and sp�r�tual �nst�nct dom�nated the Greek.



Ch�ldren, Cup�d for example, where we f�nd the bod�ly presentment
one of unreserved �nnocence, and the sp�r�tual beauty cons�st�ng just
�n th�s; or, to take other examples, youths, youthful gods, hero�c
gods, and heroes, such as Perseus, Hercules, Theseus, Jason, �n
wh�ch cases hero�c courage, and the use and elaborat�on of the
bod�ly frame �n works of bod�ly strength and permanence �s of most
�mportance; or wrestlers �n the nat�onal games, where �t �s not so
much the content of the act�on, the sp�r�t and �nd�v�dual�ty of
character, as the phys�cal aspect of the explo�t, the v�gour,
suppleness, and free play of the muscles and l�mbs, wh�ch �s the
source of exclus�ve �nterest; or f�nally fauns and satyrs, Bacchantes
�n the frenzy of the dance, no less than Aphrod�te, �n so far as the
sensuous charm of her beauty �s emphas�zed—such are the k�nd of
examples wh�ch were rendered �n the nude by ant�que sculpture.
Where, on the contrary, a more lofty s�gn�f�cance and reflect�on, a
more �deal earnestness �s made prom�nent, where �n general the
natural features are not superlat�vely emphas�zed, there we get
drapery. So W�nckelmann adduces a case where among ten statues
of the female form only one �s wholly undraped. Among the
goddesses Pallas, Juno, Vesta, D�ana, Ceres and the Muses are
pre-em�nently those wh�ch are ve�led �n drapery, wh�le among the
gods such a treatment part�cularly appl�es to Jup�ter, and the
bearded Ind�an Bacchus, w�th some others.
(γ) And f�nally w�th regard to the pr�nc�ple of drapery, �t �s
unquest�onable that we have here a subject that cr�t�cs are very fond
of d�scuss�ng, and wh�ch has consequently to some extent been
already well thrashed out. I w�ll, therefore, l�m�t myself to the few
follow�ng remarks.
Generally we have no reason to lament the fact that our modern
feel�ng of what �s respectable �s somewhat averse to sett�ng up
totally nude f�gures. For �f the drapery merely perm�ts the pose �n
quest�on to be ent�rely transp�cuous �nstead of cover�ng �t up, we lose
noth�ng at all; rather the drapery �s just that wh�ch r�ghtly f�xes the
emphas�s, and �s �n th�s respect even an advantage, �n so far as �t
draws us as�de from the d�rect v�ew of that wh�ch as merely
sensuous �s w�thout true s�gn�f�cance, and s�mply shows us what �s



there �n relat�on to the s�tuat�on expressed by means of pose and
movement.
(αα) Once accept th�s pr�nc�ple, and �t may at f�rst s�ght appear that
such cover�ng �s of most s�gnal advantage for the art�st�c treatment,
wh�ch conceals the contour of the l�mbs, and consequently also the
pose as l�ttle as poss�ble, prec�sely �n fact as th�s �s the case w�th our
suff�c�ently enclos�ng modern garments. Our closely f�tt�ng sleeves
and trousers follow the outl�nes of the form, and stand �n the way of
the mot�on and m�en least of all by the�r mak�ng the ent�re form of the
l�mbs v�s�ble. The long wh�te garments and bulg�ng-out hoses of the
Or�entals, on the contrary, are �ntolerable to our sense of v�vac�ty and
mult�far�ous act�v�t�es, and are only f�tt�ng for folk who, l�ke the Turks,
s�t the whole day long �n one place w�th legs crossed, or only
perambulate slowly and w�th great grav�ty. And yet we are consc�ous
at the same t�me—�ndeed the very f�rst glance at e�ther modern
statues or p�ctures w�ll establ�sh the truth for us—that our modern
cloth�ng �s ent�rely unart�st�c. In other words what we behold �n �t
really �s, as I have already �n another passage, �ns�sted, not the f�ne,
free, and v�tal outl�nes of the body �n the�r tender and flow�ng
elaborat�on, but stretched out sacks w�th st�ff folds. For albe�t we do
obta�n the most general�zed form, yet the beauty of the organ�c
undulat�ons �s lost; and what we really look at �s a contr�vance of
exter�or a�m, a matter of ta�lor's work, wh�ch �n one place �s st�tched
together, �n another folded back over, and yet �n another made t�ghtly
f�tt�ng—�n other words, as a whole, forms that are not free, folds and
surfaces wh�ch are fastened together by st�tch, buttons and button
holes. To all �ntents and purposes such a cloth�ng as th�s �s s�mply a
cover and ve�l, wh�ch, wh�le devo�d of any real form of �ts own, yet �n
�ts other aspect, though �n a general sort of way follow�ng the organ�c
contour of l�mbs, h�des from the v�ew just that sensuous beauty and
v�tal rondour and undulat�on wh�ch belongs to them, merely to
replace �t w�th the mater�al aspect of the mechan�cally elaborated
stuff of wh�ch �t �s composed. And thus we get what �s so ent�rely
�nart�st�c �n our modern form of garments.
(ββ) The pr�nc�ple for an art�st�c type of cloth�ng, then, cons�sts �n th�s
that �t �s at the same t�me treated as a work of arch�tecton�c des�gn.



Such a work �s s�mply an env�ronment, �n wh�ch a man can l�kew�se
move �n freedom, and wh�ch must essent�ally possess and declare
on �ts part a determ�nate shape of �ts own as �ts mode of cover�ng
qu�te apart from the form wh�ch �t encloses. Add to th�s such a work,
�n �ts aspect of a th�ng wh�ch �s worn and carr�ed, must freely follow
�ts own mechan�cal texture. A pr�nc�ple of th�s type follows �n the
track of the k�nd of drap�ng wh�ch we f�nd adopted �n the �deal
sculpture of the anc�ents. Part�cularly here do we f�nd that the mantle
�s as �t were a house �n wh�ch free mot�on �s poss�ble. It �s no doubt
carr�ed, but �s only made fast at one po�nt, namely, on the shoulder.
For the rest �t evolves �ts part�cular form accord�ng to the
mod�f�cat�ons brought about by �ts own we�ght; �t hangs, falls along
the ground, and casts folds spontaneously, and only rece�ves
through the pose the var�ed changes of th�s free k�nd of
conf�gurat�on. In l�ke manner there �s l�ttle to �mpa�r essent�ally, �f �n
var�ed degree, the freedom of d�spos�t�on �n other parts of ant�que
drapery. Th�s �t �s wh�ch const�tutes �ts art�st�c qual�ty. It �s only �n
drapery such as th�s that we do not face someth�ng wh�ch �s a
burden, and someth�ng art�f�c�al, whose shape merely d�splays an
external constra�nt and necess�ty, wh�ch �s rather someth�ng �tself
�ndependent �n �ts form, and wh�ch, however, accepts from a sp�r�tual
source, that �s the pose of the f�gure, �ts po�nt of departure. For th�s
reason the garments of the anc�ents are only fastened to the body so
far as �s actually unavo�dable, that �s, to prevent the�r collapse, and
are mod�f�ed by the pose of �t. In all other respects they hang freely
about �t, and themselves �n the�r power of movement through the
mot�on of the body g�ve yet further support to the same pr�nc�ple.
And th�s �s wholly as �t should be; for the body �s one th�ng and �ts
drapery another, and the latter ought thereby to rece�ve �ts full due
and be d�splayed �n �ts freedom. Modern cloth�ng on the contrary �s
e�ther wholly carr�ed by the body and purely �n subject�on to �t, so
that even the pose �tself �s too emphat�cally repeated, and �t merely
follows the forms of the l�mbs, or, �n cases where �t �s able to secure
an �ndependent form �n the format�on of folds, �t �s after all merely the
ta�lor's work who makes th�s form accord�ng to the ex�gences of
fash�on. The mater�al �s, on the one hand, dragged up and down by
the var�ous parts of the body and the�r movements, and, on the



other, by �ts st�tches and seams. On grounds of th�s descr�pt�on the
ant�que form of drapery �s by a long way to be preferred to our
modern style as the �deal standard for works of sculpture. No end
has been wr�tten w�th every resource of ant�quar�an research over
the form and deta�ls of the anc�ent ways of drap�ng, for although men
as a rule do not perm�t themselves to chatter much over fash�on �n
the�r clothes, the k�nd of cloth, border, cut, and every other such
deta�l, yet they f�nd ample just�f�cat�on from the ant�quar�an
standpo�nt for treat�ng these tr�fl�ng matters also as �mportant, and of
talk�ng about them w�th even greater prol�x�ty than �s perm�tted to
woman herself �n her unchallenged f�eld of supremacy.
(γγ) It �s, however, a totally d�fferent problem we have to cons�der
when the quest�on �s asked whether modern cloth�ng, that �s, the
k�nd so greatly to be contrasted w�th the ant�que, �s �n all cases to be
rejected. Th�s quest�on �s of part�cular �mportance when we exam�ne
the case of portra�t statues; and �nasmuch as �ts ma�n �nterest closely
touches a pr�nc�ple of �mportance to art as we have �t now, we w�ll
cons�der �t at rather greater length. When nowadays we have to
create a portra�t of some contemporary �t becomes necessar�ly a part
of �t that the drapery and the env�ronment are both accepted from the
actual facts of the�r �nd�v�dual ex�stence, for, �nasmuch as �t �s just
th�s actual person wh�ch �s here made the object of art, th�s external
framework, to wh�ch the cloth�ng essent�ally belongs, �s �n �ts real�ty
and truth prec�sely that wh�ch �s most �mportant. And th�s �s more
espec�ally to be observed when what �s a�med at �s the presentment
before our v�s�on �n our �nd�v�dual�ty of well-def�ned characters whose
greatness and act�v�ty �n any part�cular sphere have been
remarkable. Whether �t be �n a p�cture, or �n the marble, an �nd�v�dual
�s, �n fact, exh�b�ted to our �mmed�ate v�s�on �n a bod�ly mode, �n other
words under external cond�t�ons, and to seek to carry the portra�t
beyond such a restr�ct�on would v�rtually �mply the self-contrad�ct�on
that the �nd�v�dual was assoc�ated w�th that wh�ch was essent�ally
untrue, and th�s for the reason that the serv�ce, what �s pecul�ar and
d�st�ngu�shed �n actual men, cons�sts prec�sely �n the�r act�ve
relat�ons to the real, that �s �n the�r l�fe and act�on �n def�n�te
profess�onal spheres. And �f th�s �nd�v�dual act�v�ty �s to be made
clear to us the env�ronment must exh�b�t noth�ng that �s fore�gn to or



tends to �mpa�r the effect. A famous general, for example, has l�ved
�n respect to h�s profess�onal surround�ngs w�th cannon, r�fles, and
powder before h�s eyes. If we �ntend to dep�ct h�m �n h�s profess�onal
act�v�ty we recur most naturally to the way he g�ves orders to h�s
adjutants, commands the l�ne of battle, and advances aga�nst the
enemy. And w�th yet more deta�l such a general �s not merely one of
a class, but �s d�st�ngu�shed by the part�cular style of h�s un�form. He
�s e�ther a leader of �nfantry or a stalwart hussar, and so forth. In
every example of th�s k�nd we have some except�onal form of
hab�l�ment wh�ch �s appropr�ate to the c�rcumstances. Moreover a
famous general �s s�mply a famous general, not necessar�ly a law-
g�ver, poet, or even very poss�bly a rel�g�ous man; he commands �n
all respects as a sold�er; he �s just that; he �s, �n a word, no complete
total�ty, and th�s alone g�ves us the �deal and d�v�ne type. For the
d�v�n�ty of the �deal f�gures of sculpture �s to be sought �n noth�ng so
much as th�s that the�r character and �nd�v�dual�ty are appert�nent to
no part�cular relat�ons and professed call�ngs, but are rather removed
from such d�v�s�on, or, �n the case that the �dea of such relat�ons �s
mooted, �t �s so placed before us that we are forced to bel�eve about
such �nd�v�duals that the�r powers of performance are unl�m�ted. For
reasons such as the above a demand to represent the heroes of our
t�me or the more recent Past, when the�r hero�sm �s of a restr�cted
nature, �n �deal drapery �s very superf�c�al. Such a demand test�f�es
no doubt to a zeal for art�st�c beauty, but a zeal wh�ch �s un�ntell�gent,
and �n �ts devot�on to the ant�que overlooks the fact that the
greatness of the anc�ents l�kew�se reposes essent�ally �n the lofty
comprehens�on of all that they accompl�shed. In other words, they
have, no doubt, represented what �s essent�ally �deal, but they have
not sought to enforce a form that �s opposed to real�ty. If the ent�re
content of the �nd�v�duals �n quest�on �s not of an �deal character,
then the�r drap�ng ought not to be such; and �f a powerful,
determ�ned, and resolute general does not already possess a
countenance �nd�cat�ve of the l�neaments of Mars, then to drape h�m
w�th Greek drapery would be as much a folly as though we popped a
bearded man �n a ma�den's pett�coats. Desp�te th�s truth, however,
modern cloth�ng does �nvolve us �n cons�derable d�ff�culty because �t
�s subject to fash�on, and consequently subject to change. For the



rat�onal pr�nc�ple of fash�on cons�sts �n th�s that �t exerc�ses over
T�me the cla�m to be always subject to mod�f�cat�on. A robe,
accord�ng to some part�cular cut, soon passes out of fash�on, and �t
�s only �n fash�on so long as �t pleases. But when the fash�on �s over,
we cease to be used to �t, and what pleased us a few years back
now appears suddenly r�d�culous. For th�s reason only those forms of
garments are appropr�ate for statues wh�ch carry the spec�f�c
character of a per�od �n a more permanent type; but, �n general, �t
may be adv�sable to f�nd a m�ddle way, as our art�sts attempt to do.
Yet, desp�te of the rule, �t �s generally a m�stake to clothe portra�t
statues �n modern cloth�ng when they are e�ther small, or the object
sought after �s s�mply a fam�l�ar presentat�on. In such cases mere
busts are best, wh�ch are the more eas�ly l�fted to an �deal elevat�on,
s�mply neck and breast be�ng reta�ned, �nasmuch as the head and
the phys�ognomy thus rema�n of most �mportance, and everyth�ng
else �s relegated to �nc�dental �ns�gn�f�cance. Where we have large-
s�zed statues on the contrary, more part�cularly where the pose �s
one of tranqu�ll�ty, we see at once, because they are �n repose, how
they are draped; and large-s�zed male f�gures, even �n the pa�nted
portra�t, when clothed after modern wont can only w�th d�ff�culty be
ra�sed over what �s �ns�gn�f�cant. As �nstances we may ment�on the
full-f�gure seated portra�ts by old T�schbe�n of Herder and W�eland, of
wh�ch we have excellent engrav�ngs on copper. One feels at once,
when look�ng at them, that �t �s a somewhat stale, flat, and
unprof�table bus�ness to gaze at the�r breeches, stock�ngs, and
shoes, and absolutely so to see the�r cosy, self-contented posture on
a sofa, where they have the�r hands ly�ng happ�ly together over the�r
paunches.
It �s another matter w�th portra�t statues of �nd�v�duals where, e�ther �n
respect to the per�od of the�r act�v�ty they are far removed from our
own, or are themselves essent�ally of an �deal greatness. In such
cases what �s old �s already d�vested of the temporal aspect and has
passed �nto the more �ndef�n�te background of the general �dea, so
that �n th�s release from �ts part�cular form of actual�ty �t �s also �n the
mode of �ts drapery capable of an �deal presentat�on. And th�s �s st�ll
more true �n the case of �nd�v�duals, who by v�rtue of the�r self-
subs�stency and the �deal fulness of what are otherw�se the mere



l�m�tat�ons of the�r part�cular profess�on, and detached from what �s
merely the act�v�ty of a def�n�te per�od of t�me, create �ndependently
for themselves a free total�ty, a world of relat�ons and act�v�t�es, and
consequently should appear, even �n the aspect of the�r hab�l�ments,
as exalted above the fam�l�ar gu�se of every-day l�fe �n the�r ord�nary
temporal costume. As far back as the Greeks we f�nd statues of
Ach�lles and Alexander, on wh�ch the more �nd�v�dual tra�ts of
portra�ture are of so f�ne a qual�ty that we should rather �mag�ne them
to be sons of gods than human be�ngs. In the case of the gen�al and
greathearted youth Alexander th�s �s qu�te as �t should be. And �n
much the same way, moreover, Napoleon h�mself has been l�fted to
such a fame, and �s a gen�us of so comprehens�ve a grasp, that
there �s no reason why he should not be dep�cted �n �deal drapery,
wh�ch �ndeed would not be unf�tt�ng for Freder�ck the Great, when the
object �s to celebrate h�m �n all h�s greatness of soul. No doubt the
s�ze of the statues �s here, too, of �mportance. In the case of small
f�gures, wh�ch carry an a�r of fam�l�ar�ty, the three-cornered l�ttle hat
of Napoleon �s out of place no less than the famous un�form and the
arms crossed over breast, and, �f we des�re to have before us the
great Freder�ck as "old Fr�tz," we may have h�m p�ctured for us w�th
hat and st�ck as we f�nd h�m on tobacco boxes.

3. THE INDIVIDUALITY OF IDEAL FIGURES OF SCULPTURE

H�therto we have cons�dered the Ideal of sculpture �n �ts general
character and �n the further aspect of the more deta�led forms wh�ch
d�st�ngu�sh �t. We have th�rdly only left us to emphas�ze the fact that
the Ideals of sculpture, �n so far as, �n respect to the�r content, they
have to man�fest what �s substant�ve �n �nd�v�dual�t�es, and �n respect
to the�r external form the human bod�ly shape, are also under the
necess�ty of an advance �n wh�ch the part�cular�ty of the�r
presentat�on �s d�fferent�ated, and an aggregate of spec�f�c
�nd�v�duals �s thereby created, just as we already, �n the class�cal
type of art, recogn�ze the embrac�ng c�rcle of the Greek gods. We
may, no doubt, very poss�bly �mag�ne to ourselves there can only be
one exemplum of the f�nest beauty and perfect�on, wh�ch may be,
moreover, concentrated �n �ts absolute completeness �n one statue.



Such a concept�on of one Ideal �n �ts pur�ty �s def�c�ent �n �ns�ght and
�ndeed r�d�culous. For the beauty of the Ideal cons�sts just �n th�s,
that �t �s no purely general form or standard, but essent�ally
�nd�v�dual�ty, and consequently possesses both part�cular�ty and
character. It �s s�mply ow�ng to th�s that v�tal�ty �s �mported �nto works
of sculpture, and �t �s th�s[174] wh�ch expands the one abstract
beauty, �n a total�ty of essent�ally def�n�te creat�ons. Taken as a
whole, however, th�s aggregate �s, �f we regard �ts content, one w�th
marked l�m�ts; and the reason �s that a number of categor�es, wh�ch
we are, for example, accustomed to employ �n our Chr�st�an outlook,
fall absolutely away �n the case of the genu�ne Ideal of sculpture.
The eth�cal po�nts of v�ew and v�rtues, for example, such as were
brought together by the M�ddle Ages and our modern world �n a
synthet�cal nexus of dut�es wh�ch y�elds to some mod�f�cat�on,
moreover, �n every epoch, has no mean�ng at all when appl�ed to the
�deal gods of sculpture; �t �s s�mply absent from such a c�rcle
altogether. Consequently we can as l�ttle expect to f�nd here the
presentat�on of sacr�f�ce, of egot�sm overcome, of the confl�ct,
aga�nst what �s sensuous, of the v�ctory of chast�ty and so forth, as
that of �ncommutable f�del�ty, of the honour and honesty of e�ther
man or woman, or of the express�on of rel�g�ous meekness,
subject�on, and blessedness �n God. All these v�rtues, qual�t�es, and
cond�t�ons repose �n part on the breach between what �s sp�r�tual and
what �s corporeal; and �n part they ret�re altogether beyond what �s of
the body w�th�n, the �nt�mate shr�ne of the soul, or betray the
�nd�v�dual personal l�fe �n �ts separat�on from �ts ent�rely concrete and
expl�c�t substance, as also �n �ts struggle to f�nd aga�n med�at�on �n
the same. Moreover, the c�rcle of these ver�table gods of sculpture �s
no doubt a total�ty, but, as we already d�scovered �n our
cons�derat�on of the class�cal type of art, �t �s, when we exam�ne the
d�st�ngu�sh�ng d�fferences of �ts not�on, no str�ngently art�culated and
un�f�ed system. Moreover, the part�cular examples are every one of
them to be d�st�ngu�shed from all the others �n the�r essent�ally
def�n�te and self-exclus�ve �nd�v�dual�ty, albe�t they are not thus set
apart by v�rtue of the character�st�cs of a purely abstract m�ntage, but
rather, on the contrary, �nclude much wh�ch they share �n common
relat�vely to the�r �deal and d�v�ne substance.



We w�ll now pass �n rev�ew the d�st�nct�ons above �nd�cated under
the follow�ng aspects:
F�rst, we have to exam�ne purely external marks, �nc�dental
attr�butes, style of drapery, style of armour, and such l�ke, �nd�cat�ons
w�th the deta�l of wh�ch W�nckelmann deals at except�onal length.
Secondly, we shall see how the most �mportant d�fferences do not
merely cons�st �n external marks and tra�ts of th�s k�nd, but rather �n
the �nd�v�dual conf�gurat�on and hab�tus of the ent�re f�gure. What �s
most �mportant �n th�s respect �s the d�st�nct�on of age, sex, no less
than that of the d�fferent sphere, from wh�ch the works rece�ve the�r
content and form, whether they are the �mpress�ons of gods, heroes,
satyrs, fawns, or such representat�ons as reach the�r f�nal d�ssolut�on
�n the attempt to render an�mal �mages.
And, th�rdly, we propose to d�rect the attent�on on a part�cular
example of each class, �n the �nd�v�dual form of wh�ch sculpture
elaborates these general d�fferences. Here, no doubt, we are faced
w�th a mult�pl�c�ty of mater�al, and can only perm�t ourselves to
deduce parts of �t by way of example, a prov�nce, too, as �t moreover
�s wh�ch �mpl�es a large exper�ence.
(a) In cons�der�ng these f�rst mere attr�butes and all such external
accessor�es, the k�nd of ornament, armour, tools, vessels, and �n
general all that �s assoc�ated w�th mere env�ronment, we f�nd that
such th�ngs are of a very s�mple character �n super�or works of
sculpture, and reta�ned only �n a temperate and restr�cted degree, so
that we see l�ttle of them beyond what �s suggest�ve or suff�c�ent to
appeal to our m�nds. It �s the �ndependent f�gure, that �s �ts
express�on and not outs�de accessor�es, wh�ch has to g�ve us the
sp�r�tual s�gn�f�cance and �ts man�festat�on. Conversely, however,
marks of th�s k�nd are nevertheless necessary, �n order to enable us
to recogn�ze the part�cular gods. In other words d�v�n�ty �n �ts
un�versal gu�se, wh�ch �s the source of the substant�ve part of the
presentment �n the case of each �nd�v�dual, asserts, by v�rtue of th�s
very equal�ty of ground-bas�s, close aff�n�ty between the express�on
of each example and also between the �nd�v�dual f�gures, so that
every god �s to th�s extent w�thdrawn from the aspect of h�s



part�cular�ty, and can �ndeed further pass through other cond�t�ons
and modes of express�on, than would otherw�se belong to them. For
th�s reason we do not as a rule have set before us the part�cular
character�zat�on w�th complete ser�ousness; and �t �s frequently these
external add�t�ons wh�ch exclus�vely make the part�cular god
�ntell�g�ble. Among these �nd�cat�ng marks I w�ll allude br�efly to the
follow�ng.
(α) I have already d�scussed the real attr�butes when the class�cal
type of art and �ts gods presented an opportun�ty. In sculpture the
same lose yet more the�r self-subs�stent, symbol�cal character, and
merely reta�n the r�ght to appear as the external presentat�on and
form wh�ch �s referable to s�mply one aspect of the spec�f�c gods, a
presentment wh�ch �s true to th�s extent or approx�mately so. Such
marks are frequently borrowed from an�mal l�fe, as for example when
Zeus �s represented w�th the eagle, Juno w�th the peacock, Bacchus
w�th the t�ger and panther, who are harnessed to h�s car, because, as
W�nckelmann observes[175], th�s an�mal �s an except�onally th�rsty
one, and, moreover, fond of w�ne; and �n the l�ke manner we have
Venus w�th her hare. Other attr�butes are tools or utens�ls of some
k�nd, wh�ch are related to act�v�t�es and act�ons, wh�ch may be
ascr�bed to any part�cular god by v�rtue of h�s or her spec�f�c
�nd�v�dual�ty. So we have Bacchus dep�cted w�th the thyrsus wand, �n
order to entw�ne thereon the �vy-leaves and garlands; or he rece�ves
a wreath of laurel leaves, to �nd�cate h�m as v�ctor�ous �n h�s
exped�t�on to Ind�a, or a torch, w�th wh�ch he l�ghted Ceres home.
Accessor�es such as these, among wh�ch I have here, of course,
only adduced the most famous examples, are an except�onal
st�mulus to the acuteness and learn�ng of our professors, and carry
them �nto a k�nd of commerce �n tr�fles, wh�ch too frequently leads
them out of bounds, and f�nds s�gn�f�cance �n th�ngs where there �s
really none. As an example we are assured that two famous sleep�ng
female f�gures �n the Vat�can and the V�lla Med�c� are representat�ons
of Cleopatra, s�mply because they have a bracelet �n the shape of a
v�per, and to the v�s�on of such archaeolog�sts a serpent at once
suggests the death of Cleopatra, much as �t would suggest to a
p�ous father of the church the or�g�nal serpent who seduced Eve �n



Parad�se. It was, however, a preva�l�ng custom for Greek women to
wear bracelets �n serpent co�ls, and such bracelets �n fact were
called by that name. Consequently the just sense of
W�nckelmann[176] has long ago rejected th�s �nterpretat�on, and
V�scont� has f�nally recogn�zed[177] them as f�gures of Ar�adne, as
she at lasts s�nks to sleep after her sorrow at the departure of
Theseus. Although �n uncounted cases acuteness of th�s qual�ty
shows �tself at fault �n deal�ng w�th deta�l of th�s k�nd, and makes
�tself appear contempt�ble �n �ts departure from such �ns�gn�f�cant
facts, yet unquest�onably both research and cr�t�c�sm of apparently
un�mportant facts are necessary, because �t �s only thereby that we
can arr�ve at the closer determ�nat�on of a f�gure. Yet even here the
d�ff�culty crops up, that attr�butes no less than form, do not �n all
cases po�nt our conclus�ons to one god, but may be shared �n
common by several. We have the vase, for example, not only
assoc�ated w�th Jup�ter, Apollo, Mercury, Aesculap�us, but also w�th
Ceres and Hyg�aea. Several goddesses rece�ve the ear of corn; we
f�nd the l�ly �n the hand of Juno, Venus, and Hope; and even the
l�ghtn�ng �s not the exclus�ve possess�on of Zeus, for �t �s shared by
Pallas, who on her part aga�n does not alone carry; the Aeg�s, but on
equal terms w�th Zeus, Juno, and Apollo[178]. The source of the
�nd�v�dual de�t�es from a general s�gn�f�cance of less determ�nate
character wh�ch, they share �tself �s assoc�ated w�th anc�ent symbols,
wh�ch were appert�nent to th�s more general and consequently more
w�dely shared nature.
(β) Accessor�es of th�s �nc�dental nature are more �n place w�th works
wh�ch, already depart�ng from the s�mple repose of the gods,
represent act�ons, groups, or the ser�es of f�gures such as we f�nd on
rel�efs, and for th�s reason are able to make more extens�ve use of a
var�ety of external �nd�cat�ons and suggest�ons. On g�fts ded�cate to a
devout purpose, wh�ch are frequent �n all k�nds of works of art and
nowhere more frequent than, �n the case of statuary, on statues of
Olymp�c v�ctors, but more part�cularly on co�ns and cut stones, the
r�ch and prol�f�c �nvent�on of the Greek found ample scope for the
presence of symbol�cal references of th�s type, such as that to h�s
c�ty's local�ty and others l�ke �t.



(γ) Other s�gns are more removed from purely external s�gn�f�cance,
and penetrate deeper w�th�n the �nd�v�dual�ty of such de�t�es. These
themselves are a part of the part�cular type �n quest�on, and are an
�ntegrat�ng factor �n �t. Among such we may ment�on the spec�f�c type
of the drapery, armour, adornment of the ha�r, and other att�re of a
s�m�lar nature, �n respect of wh�ch I must here content myself �n
eluc�dat�on w�th a few examples borrowed from W�nckelmann, who
exerc�sed great acuteness �n such matters. Among the several gods
Zeus was pre-em�nently recogn�zable by the general treatment of h�s
ha�r, and our author�ty ma�nta�ns[179], that any part�cular head can at
once be determ�ned as one �ntended for th�s de�ty or no by the ha�r
over h�s forehead, or h�s beard, even though there be noth�ng else
s�gn�f�cant to arrest us. In other words he asserts that, "the ha�r �s
elevated �n an outward curve on the brow, and �ts d�fferent d�v�s�ons
fall �n a narrow curve w�th broken l�nes[180] down aga�n." Th�s type of
ha�r-treatment was so r�gorous, that we even f�nd �t pers�sted �n
among the sons and grandch�ldren of Zeus. So, for example, the
head of Zeus �s barely to be d�st�ngu�shed from that of Aesculap�us �n
th�s respect, who consequently rece�ves another k�nd of beard, more
part�cularly over the upper l�p, where the same �s more depressed �n
�ts curve, whereas that of Zeus �s rather folded over the angle of the
mouth and �nterm�ngled w�th the beard on the ch�n. W�nckelmann
further recogn�zes the f�ne head of a statue �n the V�lla Med�c�, later
�n Florence, by means of the more curled beard, wh�ch, moreover,
folds over the upper l�p, and �s of greater th�ckness, and must be
d�st�ngu�shed from the heads of Zeus w�th the�r greater tendency to
curled locks. Pallas, �n d�rect contrast to D�ana, wears her ha�r long,
bound together �n �ts downward fall from the head, and then beneath
the f�llet flow�ng �n a ser�es of locks. D�ana, on the contrary, wears
hers thrown up from all s�des, and fastened �n a knot on the crown of
the head. The head of Ceres �s up to the back port�on covered w�th
her ve�l. Add to th�s, �n add�t�on to the corn she carr�es, she holds a
d�adem as Juno does, �n front of wh�ch, to quote our author�ty once
more[181], the scattered ha�rs are thrown �nto a charm�ng confus�on,
as though to suggest poss�bly her sorrow at the robb�ng of her
daughter Proserp�ne. Ind�v�dual�ty of the same k�nd �s emphas�zed by
other exter�or means, as for example, when we recogn�ze Pallas by



her helmet and �ts part�cular shape, �n her type of drapery and
var�ous other th�ngs.
(b) The truly v�tal �nd�v�dual�ty, however, �n so far as �t should f�nd �ts
m�ntage �n sculpture by means of the spontaneous and beaut�ful
bod�ly form, ought not to be asserted merely by such accessor�es as
the external attr�butes or modes of th�ngs we have c�ted, but should
be d�splayed no less �n the form �tself than �n �ts express�on. In
attempt�ng such an �nd�v�dual�zat�on the f�ne �ns�ght and creat�ve
power of the Greek art�st �ncreased �n proport�on as the f�gures of
the�r de�t�es possessed a substant�ve bas�s of essent�ally the same
k�nd, from wh�ch, w�thout wholly depart�ng from �t, �t was the�r task so
to elaborate the character�st�c �nd�v�dual�ty that th�s ground-root of
the�r concept�on was st�ll ma�nta�ned as a wholly v�tal and present
fact. Noth�ng �nv�tes our adm�rat�on so much �n the best works of
ant�que sculpture than the exqu�s�te attent�on the art�st d�rected to
the task of br�ng�ng the smallest tra�ts of the presentment and
express�on �nto harmony w�th the ent�re f�gure, an attent�on wh�ch �s,
�n fact, the source of such a harmony.
(α) If we �nqu�re further after general d�st�nct�ons of ma�n �mportance
wh�ch assert themselves as the substant�ve bases �n most d�rect
relat�on to the more �nd�v�dual severat�on of the bod�ly forms and
the�r express�on we may note, f�rst, the d�st�nct�on of more youthful
f�gures �n contrast to those of more mature age. In the genu�ne Ideal,
as I have already stated, every tra�t, every part�cular part of the f�gure
�s expressed; and, moreover, the d�rect l�ne, wh�ch �s taken stra�ght
forward, avo�ds the abstractly level surface prec�sely as the c�rcular
form avo�ds the geometr�cal c�rcle; and �nstead of th�s the v�tal var�ety
of l�nes and shapes �s elaborated �n the f�nest way throughout by the
nuances of the�r trans�t�onal forms wh�ch un�te them. In juven�le and
youthful age the boundar�es of forms are less not�ceably fluent, and
pass �nto each other so f�nely, that we may compare them, I borrow
the s�m�le from W�nckelmann[182], w�th the surface of a sea unruffled
by the w�nd, of wh�ch we may say that, although �n cont�nuous
mot�on, �t �s st�ll. In the case of more advanced age, however, such
d�st�ngu�sh�ng features are more def�n�tely emphas�zed, and have to
be elaborated w�th more pronounced character�zat�on. Consummate



male f�gures consequently are more l�kely to please us at the f�rst
glance, because the express�on �s throughout more d�st�nct, and we
wonder more read�ly at the knowledge and ab�l�ty of the art�st.
Youthful examples appear more easy �n the�r accompl�shment
because of the�r softness, and the smaller number of the�r
d�st�ngu�sh�ng features. As a matter of fact, however, the oppos�te �s
the case. That �s to say, �n so far as "the form�ng of the�r parts �n the
�nterval between the�r f�rst growth and the�r complet�on �s perm�tted to
be �ndef�n�te[183]," the jo�nts, bones, s�news, muscles, are
necessar�ly more del�cate and tender, yet are none the less
suggested. Ant�que art celebrates �ts tr�umph �n just th�s fact, that
even �n �ts most del�cate f�gures all parts throughout and the�r
appropr�ate organ�zat�on are somehow made percept�ble �n barely
v�s�ble nuances of elevat�on and depress�on, by means of wh�ch the
sc�ence and v�rtuos�ty of an art�st �s only followed by an observer
whose research and attent�on �s equally thorough. If, for example, to
take the case of a del�cate human f�gure, such as the youthful Apollo,
the ent�re structure of the human body were not reproduced actually,
and �n all �ts essent�als w�th consummate, �f half ve�led �ns�ght, the
members m�ght �ndeed appear well and fully rounded off, but they
would be at the same t�me flacc�d, w�thout express�on and var�ety, so
that the ent�re effect could hardly sat�sfy. As a str�k�ng example of the
d�st�nct�on between the youthful body and a man's �n mature age, we
may adduce the sons and father �n the Laocoon group.
Speak�ng generally the Greeks, �n the representat�on of the�r de�t�es,
preferred the st�ll youthful age, and even �n heads and statues of
Zeus and Neptune do not �nd�cate old age.
(β) In the case of the sex, �n wh�ch the f�gure �s portrayed, the
d�fference, that �s, between male and female f�gures, we meet w�th a
d�st�nct�ve mark of st�ll more �mportance. In general we may aff�rm of
the latter what I have already br�efly stated �n the contrast drawn
between the more youthful and more advanced age. The female
f�gures are more tender and soft, the s�news and muscles, albe�t they
must be there, are less pronounced, the trans�t�onal l�nes are more
flow�ng and malleable, yet �n the w�de �nterval of express�on from the
po�nt of qu�et earnestness, greater sever�ty of power and d�gn�ty to



that of the most del�cate charm and grace of the love attract�on, there
�s room for the r�chest gradat�ons and var�ety. We f�nd a wealth of
form equally great �n the male f�gures, �n the treatment of wh�ch we
have, moreover, the express�on of elaborate bod�ly strength and
courage. The cheerful tone of del�ght, however, �s shared by all, a
bl�thesomeness and blessed �nd�fference, wh�ch soars above all
part�cular�ty, assoc�ated not unfrequently w�th a tra�t of tranqu�l
sorrow, a k�nd of sm�le through tears, �n wh�ch we ne�ther have
wholly sm�le nor tears.
There �s not a marked l�ne of d�st�nct�on here between the mascul�ne
and fem�n�ne character, for the more youthful f�gures of Bacchus and
Apollo frequently are f�ned out to the po�nt of fem�n�ne del�cacy and
softness, nay, we even f�nd representat�ons of Hercules �n wh�ch
there �s so much the appearance of a young woman's form that
cr�t�cs have confused h�m w�th Iole, h�s sweetheart. And �t �s not
merely th�s po�nt of trans�t�on but even the comb�nat�on of the male
and female f�gure, wh�ch the anc�ents have expressly represented �n
the�r hermaphrod�tes.
(γ) Th�rdly, and �n conclus�on, there �s the quest�on as to the ma�n
d�st�nct�ons wh�ch the f�gure of sculpture rece�ves �n order that �t may
be classed w�th�n one of the spec�f�c d�v�s�ons of subject-matter
wh�ch const�tute the content of the �deal outlook on the world
appropr�ate to th�s art.
The organ�c forms wh�ch sculpture can ut�l�ze generally �n �ts plast�c
effort are on the one hand the forms of human�ty, on the other those
of an�mal l�fe. In respect to the an�mal forms we have already seen
that �n the case of the more severe type of the art at �ts culm�nat�ng
perfect�on they w�ll only be found as attr�butes assoc�ated w�th the
d�v�ne form, as when we f�nd a h�nd w�th the hunt�ng D�ana, or Zeus
w�th an eagle. And the same th�ng may be sa�d of the panther, gr�ff�n,
and s�m�lar f�gures. Apart from the genu�ne attr�butes an�mal forms
are, however, accepted partly �n comb�nat�on w�th human shapes,
and �n part ent�rely by themselves. The extent, however, of such
representat�ons �s of a l�m�ted character. Apart from f�gures of the
roebuck �t �s above all the horse whose beauty and f�ery an�mat�on
obta�ns a recogn�t�on �n plast�c art, whether �t be �n un�on w�th the



human form, or �n �ts own free and �ndependent shape. In fact, we
f�nd that the horse stands generally �n a close relat�on to the
courage, bravery, and dexter�ty of human hero�sm and hero�c beauty,
whereas other an�mals, such as the l�on, wh�ch Hercules overcomes,
and the w�ld boar, wh�ch Meleager k�lls, are objects of hero�c deeds
themselves, and consequently are ent�tled to a place w�th�n the c�rcle
of representat�on, when such are expanded �n groups and rel�efs
where a freer f�eld �s adm�ss�ble for s�tuat�ons of movement and
act�on.
The human f�gure on �ts part, �n so far as �t �s conce�ved �n form and
express�on as pure Ideal, suppl�es the adequate form for the d�v�ne,
wh�ch, be�ng st�ll �n un�on w�th the sensuous mater�al, �s not capable
of be�ng concentrated �n the s�mple un�ty of one God, and can merely
embrace a collect�ve whole of d�v�ne f�gures. And s�m�larly, to put the
matter conversely, the human, whether we regard �t accord�ng to �ts
form or �ts express�on, cannot pass out of the prov�nce of human
�nd�v�dual�ty, albe�t the same �s at one t�me brought �nto �nt�macy and
un�on w�th the d�v�ne, and at another w�th the an�mal nature.
For these reasons sculpture �s faced w�th var�ous sources out of
wh�ch �t can select and elaborate �ts subject-matter, and wh�ch I w�ll
now rev�ew. The essent�ally central source �s, as I have already
several t�mes �nd�cated, the sphere of the part�cular gods. The�r
d�st�nct�on from human�ty pre-em�nently cons�sts �n th�s, that as they,
�n respect to that wh�ch they express, appear essent�ally gathered up
over and beyond the f�n�tude of care and mortal pass�on w�th�n a
blessed repose and everlast�ng youth, so, too, the�r bod�ly shapes
are not merely pur�f�ed from the f�n�te part�cular�ty of mank�nd, but
they are further detached from everyth�ng wh�ch would suggest the
needs and necessary l�m�tat�ons of sensuous l�fe, w�thout, however,
los�ng the�r v�tal�ty. We have, for example, an object of human
�nterest �n the way a mother pac�f�es her ch�ld. The Greek
goddesses, however, are always represented as ch�ldless. Juno,
accord�ng to the myth, tosses the young Hercules from her, and the
M�lky Way �s the result. To assoc�ate a son w�th the majest�c spouse
of Zeus was beneath the d�gn�ty of the ant�que po�nt of v�ew. Even
Aphrod�te does not appear �n sculpture as mother. Cup�d �s no doubt



very near to her, but scarcely �n the sense of her ch�ld. In the same
way Jup�ter �s nursed by a goat, and Romulus and Remus are
suckled by a wolf. Among Egypt�an and H�ndoo representat�ons, on
the contrary, we f�nd many, �n wh�ch de�t�es rece�ve mother's m�lk
from goddesses. Among Greek goddesses the ma�den form �s that
wh�ch �s pre-em�nent, th�s be�ng that wh�ch to the least extent asserts
the purely natural funct�ons of the w�fe.
The above const�tutes an �mportant contrast between class�cal art
and romant�c, �n the latter of wh�ch maternal love �s a lead�ng
subject. After the gods we f�nd that sculpture deals w�th heroes and
those f�gures wh�ch have both the human and an�mal form �n the�r
compos�t�on, such as centaurs, fauns, and satyrs.
The l�ne of d�st�nct�on between heroes and gods �s a very f�ne one;
and much the same �nterval separates them from ord�nary human
l�fe. W�nckelmann observes w�th regard to a Battus on a co�n of
Cyrene, "W�th a s�ngle glance of tender joll�ty we could make a
Bacchus of �t, and one tra�t of god-l�ke greatness would leave us an
Apollo." And yet even �n such cases human forms, where the object
�s to env�sage the force of the w�ll and bod�ly strength, tend �n certa�n
d�rect�ons to make for greatness; the art�st gave to the muscular
development a v�tal act�v�ty and movement, and �n v�olent act�ons set
�n mot�on all the spr�ngs of Nature's workmansh�p. Inasmuch as,
however, we f�nd the same hero subject to an ent�re ser�es of
cond�t�ons not merely d�st�nct, but opposed to each other, the
mascul�ne forms here also frequently approx�mate to the fem�n�ne.
Th�s �s, for example, the case where Ach�lles f�rst appears among the
ma�dens of Lycomedes. Here we do not f�nd h�m �n h�s full hero�c
strength such as he d�splays before Troy, but �n drapery resembl�ng
that of a woman and a fasc�nat�on of f�gure wh�ch almost conceals
h�s sex. Hercules, too, �s not always dep�cted �n the grav�ty and
power suggest�ve of the ted�ous labours wh�ch he performed, but �n
the m�lder �mpersonat�on of h�s serv�ce to Omphale, as also �n the
repose of h�s de�f�cat�on, and generally �n a var�ety of s�tuat�ons. In
other relat�ons heroes possess the closest aff�n�ty for the f�gures of
the de�t�es themselves, Ach�lles for that of Mars, for �nstance; �t �s
consequently only after the most profound study that we can



recogn�ze the spec�f�c mean�ng of a p�ece of statuary merely from the
character�zat�on w�thout further suggest�on from attr�butes. Really
expert conno�sseurs can, however, deduce the character and shape
of the ent�re f�gure from �solated p�eces and supply what �s m�ss�ng;
from wh�ch fact we aga�n are �nstructed to adm�re the f�ne �ns�ght and
the consequent�al character the �nd�v�dual�zat�on of Greek art
d�splays to us, whose masters knew how to preserve and execute
even the smallest deta�l �n consonance w�th the ent�re effect.
Com�ng now to satyrs and fauns we f�nd �n them made v�s�ble what �s
throughout excluded from the lofty Ideal of the gods, the needs of
mank�nd, the joll�ty of l�fe, sensuous pleasure, sat�sfact�on of
excess�ve des�re, and the l�ke. Yet we f�nd �n part�cular young satyrs
and fauns so remarkable for the beauty �n wh�ch they are
represented by the anc�ents that, to adopt a phrase of
W�nckelmann[184], "Every example of such f�gures may be
exchanged, �f we except the head, for a statue of Apollo, I refer to
that one wh�ch �s styled Sauroktonos, and possesses the same
stans�on of the legs." The heads of fauns and satyrs may be known
by the�r po�nted ears, the�r st�ffly erected ha�r, and the�r l�ttle horns.
A second prov�nce of sculpture �s occup�ed by what �s human s�mply.
In th�s we have above all else the beauty of human form as we f�nd �t
set before us �n �ts elaborate power and dexter�ty �n the sacred
games. Wrestlers, d�scobol�, and the l�ke are �ts ma�n subject-matter.
In such product�ons sculpture proceeds �n a way that �s somewhat
opposed to the mere portra�t, �n wh�ch department the anc�ents, even
�n cases where they actually cop�ed real personages, st�ll understood
how to hold fast throughout to the pr�nc�ple of sculpture as we have
come to know �t.
The last f�eld that sculpture makes �ts own �s that of �ndependent
an�mal f�gures, more part�cularly l�ons, hounds, and some others.
Here, too, the anc�ents d�d not fa�l to grasp, make v�tal �n �ts
�nd�v�dual�ty, and enforce the pr�nc�ple of sculpture, the substant�ve
s�gn�f�cance of form, and �ndeed atta�ned to such a perfect�on that, to
take one example, the cow of Myron has become more famous than
all h�s other works. Goethe, �n "Kunst und Alterthum[185]," has



descr�bed �t w�th great charm of style, and pre-em�nently drawn
attent�on to the fact that, as we have already seen, such as an�mal
funct�on as suckl�ng �s only presented by Greek art �n the ent�rely
an�mal world. He ent�rely sets on one s�de poet�cal conce�ts such as
we f�nd �n anc�ent ep�grams, and w�th acuteness conf�nes h�s
attent�on to the naïveté of the concept�on out of wh�ch th�s most
fam�l�ar of art�st�c themes ar�ses.
(c) In conclud�ng th�s chapter we have now to refer a l�ttle more
closely to the part�cular �nd�v�duals, �n the character�zat�on and v�tal�ty
of wh�ch the d�st�nct�ons above ment�oned are elaborated, that �s to
say, for the most part to the presentment of gods.
(α) However much, speak�ng generally—and we may no doubt seek
to enforce our conv�ct�on �n reference also to the sp�r�tual de�t�es of
sculpture—th�s sp�r�tual s�gn�f�cance �s at bottom the emanc�pat�on of
�nd�v�dual�ty—and the remark appl�es to Ideals also accord�ng to the
degree of the�r �deal�ty and nob�l�ty—to that extent as �nd�v�duals the�r
d�st�nct�on from one another �s less marked. And the aston�sh�ng
th�ng �n the problem of sculpture, as solved by the Greeks, cons�sted
just �n th�s, that desp�te of the un�versal�ty and �deal�ty of the�r gods
they have none the less preserved the�r �nd�v�dual�ty and l�nes of
d�st�nct�on; they have done so desp�te the fact that �n certa�n
d�rect�ons we are consc�ous of the endeavour to el�m�nate hard-and-
fast boundar�es and to dep�ct part�cular forms �n the�r trans�t�onal
state. If, moreover, we are �ncl�ned to regard �nd�v�dual�ty �n a way
that suggests def�n�te tra�ts as be�ng appropr�ate to def�n�te de�t�es,
much as the tra�ts of a portra�t are so, a f�xed type w�ll thereby
necessar�ly appear to be subst�tuted for a v�tal creat�on and art w�ll
suffer accord�ngly. But th�s �s qu�te as l�ttle �n accordance w�th the
facts. On the contrary we f�nd that the�r �nvent�on �n such
�nd�v�dual�zat�on and v�tal�zat�on ga�ned �n subtlety just �n proport�on
as a substant�ve type lay at the roots of the same.
(β) Aga�n, �n cons�der�ng the part�cular de�t�es, we are �nev�tably led
to the conv�ct�on that one �nd�v�dual �s of command�ng �nfluence �n
determ�n�ng all these �deal f�gures. Th�s supreme value and d�gn�ty
Phe�d�as attached �n an unr�valled degree to the form and express�on
of h�s Zeus, albe�t the father of the gods and mank�nd, �s set before



us at the same t�me w�th a bl�the and ben�gnant look throned �n
seren�ty of mature age, that �s not �n the f�rst flush of youth, w�thout,
however, on the other hand emphas�z�ng �n the least any harshness
of form or suggest�ng the feebleness of age. The most obv�ous
parallels �n form and gesture w�th Zeus are h�s brothers Neptune and
Pluto, whose �nterest�ng statues �n Dresden, for example, desp�te all
that they share w�th h�m, nevertheless reta�n a clear l�ne of d�st�nct�on
—Zeus h�mself, by v�rtue of the ben�gn�ty of h�s lofty presence,
Neptune, by v�rtue of h�s greater ruggedness, Pluto, who �s a k�ndred
type to the Egypt�an Serap�s, by v�rtue of h�s profounder gloom and
melancholy.
Essent�ally more apart from Zeus are Bacchus and Apollo, Mars and
Mercury, the f�rst pa�r �n the�r more youthful beauty and the greater
del�cacy of the�r f�gures, the second more mascul�ne albe�t
beardless. Mercury, too, �s more robust, more slender �n shape, w�th
except�onal f�neness not�ceable �n the fac�al tra�ts. Mars �s not so
much marked out from the others as Hercules m�ght be �n the
strength of h�s muscles and other parts of h�s f�gure, but rather as a
more youthful and beaut�ful hero of an �deal form.
Among the goddesses I w�ll only refer to Juno, Pallas, D�ana, and
Aphrod�te.
Just as Zeus among the mascul�ne de�t�es, so, too, Juno among the
fem�n�ne d�splays �n her f�gure and �ts express�on the greatest d�gn�ty.
The large c�rcular-arched eyes are proud and command�ng, �n l�ke
manner, too, the mouth by wh�ch she �s at once recogn�zed more
part�cularly �n prof�le. Generally she presents the appearance of "a
queen, who w�ll rule, �s to be revered and must awaken
devot�on[186]." Pallas, on the contrary, rece�ves the express�on of
more austere ma�denhood and chast�ty. Tenderness, love, and every
k�nd of womanly weakness are kept away from her; her eyes are
less expanded than those of Here, less emphat�cally arched and
somewhat downcast �n the tranqu�ll�ty of reflect�on, just as her head
�s, wh�ch �s not proudly erect as �n the case of the spouse of Zeus,
although �t �s armed w�th a helmet. A very s�m�lar type of ma�denhood
character�zes the f�gure of D�ana. She �s, however, endowed w�th a
more fasc�nat�ng qual�ty, more l�ghtly po�sed, more slender, albe�t



there �s no self-consc�ous del�ght �n her charm. She �s not g�ven the
pose of tranqu�l observat�on, but �s generally �n mot�on, press�ng
forward as toward some object �n her v�s�on.
F�nally we have Aphrod�te, the goddess of beauty as such, who �s,
along w�th the Graces and the Hours, alone dep�cted by the Greek
art�sts as undraped and even here subject to except�ons. In her case
nud�ty �s just�f�ed on the good ground that she expresses, above all,
sensuous beauty and �ts conquest, grace, attract�veness,
tenderness, elevated and tempered by sp�r�tual qual�t�es. Her eye,
even �n cases where a more grave and lofty express�on �s
emphas�zed, �s smaller than that of Pallas and Juno, not so much �n
length, but narrower by reason of the lower eyel�d be�ng sl�ghtly
ra�sed, by wh�ch means Love's yearn�ng look �s adm�rably
expressed. She var�es, however, very cons�derably �n the type
expressed. In some cases her pose �s more ser�ous and powerful; �n
others del�cacy and tenderness are most �ns�sted upon; her age, too,
�s somet�mes that of ma�denhood, at other of r�per years.
W�nckelmann compares the Med�cean Venus to a rose wh�ch
blossoms �n the fa�r l�ght of �ts own colour at daybreak. Uran�an
Aphrod�te �s, on the contrary, �nd�cated by a d�adem wh�ch resembles
that worn by Juno, and wh�ch Venus v�ctr�x also wears.
(γ) The d�scovery of th�s plast�c �nd�v�dual�ty, whose ent�re express�on
�s wholly elaborated through abstract form and noth�ng further, was
�n a l�ke degree of consummate perfect�on pecul�ar to the Greeks
and �s due to rel�g�on �tself. A more sp�r�tual rel�g�on can rest sat�sf�ed
w�th the contemplat�on and devot�on of the soul, so that works of
sculpture pass for �t s�mply as so much luxury and superflu�ty. A
rel�g�on so dependent on the sense v�s�on as the Greek was must
necessar�ly cont�nue to create, �nasmuch as for �t th�s art�st�c
product�on and �nvent�on �s �tself a rel�g�ous act�v�ty and sat�sfact�on,
and for the people the s�ght of such works �s not merely so much
s�ght-see�ng, but �s part of the�r rel�g�on and soul-l�fe. And �n general
the Greeks d�d everyth�ng w�th a publ�c and un�versal a�m �n v�ew, �n
wh�ch every man d�scovered h�s enjoyment, pr�de, and honour. In
th�s publ�c aspect the art of the Greeks �s not merely an ornamental
object, but a v�tal th�ng that meets a really felt want, �n much the



same sort of way as that of pa�nt�ng �n �ts most glor�ous season
responded to the l�fe of Ven�ce. Only on grounds such as these can
we f�nd a rat�onal explanat�on, �f we cons�der the great d�ff�cult�es
wh�ch the techn�que of sculpture �mpl�es, for the host of sculptured
f�gures, th�s forest of statues of every k�nd, wh�ch �n the�r thousand
and �ndeed thousands, were to be met w�th �n one s�ngle c�ty, �n El�s,
�n Athens, �n Cor�nth, and even �n towns of lesser �mportance, and �n
the same way �n the greater Greece beyond and the �slands of the
Cyclades.

CHAPTER III

DIFFERENT TYPES OF PRESENTMENT, MATERIAL, AND
HISTORICAL STAGES IN THE EVOLUTION OF SCULPTURE.

We have h�therto �n our �nqu�ry �n the f�rst �nstance looked about us
for the general determ�nants, out of wh�ch �t �s poss�ble to develop
the most adequate content for sculpture and the form wh�ch best
responds to �t. We d�scovered the class�cal Ideal suppl�ed th�s
content, so that �n the second place we were called to establ�sh the
prec�se mode, �n wh�ch sculpture among the part�cular arts �s most
read�ly adapted to g�ve shape to th�s Ideal. Inasmuch as we found,
moreover, that th�s Ideal �s only to be comprehended �n �ts essent�al
�mport as �nd�v�dual�ty, not only d�d we f�nd that the �deal outlook of
the art�st expand to a collect�ve cyclus of �deal f�gures, but the
external mode of representat�on and execut�on �n actual works of art
breaks up �nto part�cular types of sculpture. In th�s latter d�rect�on we
have st�ll several po�nts of v�ew left us to d�scuss as follows:
F�rst, there �s the manner of representat�on, wh�ch, �n so far as actual
execut�on �s concerned, e�ther creates s�ngle statues, or groups, unt�l
f�nally �n the rel�ef we are confronted w�th the step of trans�t�on to
pa�nt�ng.



Secondly, there �s the external med�um, �n wh�ch these d�st�nct�ons
are g�ven actual effect to.
Th�rdly, we have to deal w�th the h�stor�cal stages of evolut�on, or the
process w�th�n wh�ch works of art are executed �n the var�ous types
and mater�al.

1. THE SINGLE STATUE, THE GROUP AND THE RELIEF

Just as, �n the case of arch�tecture, we made an essent�al d�st�nct�on
between �ndependent bu�ld�ng and that wh�ch was subserv�ent we
may also here establ�sh a s�m�lar d�v�d�ng l�ne �n sculpture, that �s
between such works that have an �ndependent pos�t�on and those
wh�ch rather contr�bute to arch�tectural decorat�on. In the case of the
f�rst the env�ronment �s noth�ng more than an art�f�c�ally prepared
local�ty, whereas �n the latter cases the�r relat�on to the bu�ld�ng
wh�ch they adorn �s of the f�rst �mportance, and does not merely
determ�ne the form of the work of sculpture, but �n a large measure
even �ts content. Speak�ng �n a summary way we may assert �n th�s
respect that s�ngle statues are set up on the�r own account, wh�le
groups and a fort�or� rel�efs tend to lose th�s �ndependence and are
ut�l�zed by arch�tecture for �ts own art�st�c purposes.
(a) As to the s�ngle statue the�r or�g�nal funct�on �s that of sculpture
generally, that �s to supply temple �mages as they are set up �n the
shr�ne of the temple, and all that surrounds them �s �n d�rect
assoc�at�on w�th them.
(α) In such a case sculpture reta�ns �ts most adequate pur�ty. It
d�splays the f�gure of the god apart from all s�tuat�on, �n beaut�ful,
un�mpa�red, and �nact�ve tranqu�ll�ty, or at least free, unmolested,
w�thout def�n�te act�on and development, such as I have on several
occas�ons dep�cted, that �s, �n unconstra�ned s�tuat�ons.
(β) The earl�est departure from th�s austere loft�ness cons�sts �n th�s
that the ent�re pose suggests the beg�nn�ng of an act�on, or the
conclus�on of the same, w�thout the god-l�ke repose be�ng thereby
d�sturbed, or the f�gure be�ng presented as �n struggle or confl�ct. We
place under th�s type the famous Med�cean Venus and the Belvedere



Apollo. In the t�mes of Less�ng and W�nckelmann the adm�rat�on of
the cr�t�cal world over these statues, as the h�ghest Ideal of art, was
uncond�t�onal; nowadays, s�nce we have come to know works more
v�tal and substant�al �n the�r conf�gurat�on, and more profound �n the�r
express�ve power, we must deduct somewhat from th�s est�mate;
cr�t�cs, �n fact, place them �n an age somewhat subsequent to the
great per�od, an age �n wh�ch the smoothness of the�r elaborate
workmansh�p already suggests that to please �s the ma�n object, and
the genu�ne grand and severe style �s not pers�sted �n. An Engl�sh
traveller goes so far as to say that the Apollo �s "a theatr�cal
coxcomb," and wh�le adm�tt�ng that the Venus has extraord�nary
softness, sweetness, symmetry, and coy grace, yet only f�nds �n th�s
a sp�r�tual qual�ty that �s want�ng �n much, a negat�ve perfect�on, and
—a good deal of �ns�p�d�ty. We may generally rev�ew that trans�t�on
from the former more severe repose and hol�ness as follows.
Sculpture �s no doubt the art of lofty ser�ousness, but th�s elevated
auster�ty of the gods, �nasmuch as the same are no abstract�ons, but
�nd�v�dual f�gures, br�ngs w�th �t the absolute bl�thesomeness, and
thereby a reflex att�tude to real�ty and f�n�te l�fe, �n wh�ch the
bl�thesomeness of the gods does not express the feel�ng of
absorpt�on �n such f�n�te content, but the feel�ng of reconc�l�at�on, of
sp�r�tual freedom and alertness.
(γ) In consequence of th�s Greek art �s throughout permeated w�th all
the bl�thesomeness of the Greek gen�us, and has found �ts
sat�sfact�on, del�ght, and an object for �ts act�v�ty �n a countless
number of grat�fy�ng s�tuat�ons. When �t once had d�scovered a way
from the constra�nt of the abstract�ons of �ts presentment to an
apprec�at�on of v�tal �nd�v�dual�ty, wh�ch �s the un�fy�ng factor of the
whole, �ts joy �n all that �s �nd�cat�ve of l�fe and cheerfulness became
a real th�ng, and art�sts became occup�ed w�th a great var�ety of
subjects, wh�ch, w�thout glanc�ng as�de at anyth�ng suggest�ve of
pa�n, horror, d�stort�on or �njur�ous, f�xed as �ts f�nal l�m�t unoffens�ve
human�ty and rema�ned thus. The anc�ents have �n th�s respect
executed much of the greatest excellence. I w�ll here only ment�on,
among the many mytholog�cal subjects of playful, that �s playful �n
the most �nnocent way, �nterest, the sports of Cup�d, �n wh�ch we
already see a close approach to the ord�nary l�fe of mank�nd, just as



there were others �n wh�ch the v�tal�ty of the presentment �s the ma�n
�nterest, and �ndeed the very attempt to secure and execute such
subject-matter �tself contr�butes th�s bl�thesomeness and �nnocence
to the effect. In th�s k�nd of way we may po�nt out that the d�ce-
players and satell�te of Polycle�tus were thought qu�te as h�ghly of as
h�s Arg�ve statue of Here. The d�scus-throwers and racers of Myron
were equally famous. How dear to th�s folk, too, and adm�red �s that
youth �n a seated posture who extracts a thorn from h�s foot? There
were many others of the same type of product�on �n great measure
merely by name. We are face to face w�th the fleet�ng moment of
natural ex�stence, wh�ch �s here arrested for ever by the sculptor.
(b) Beg�nn�ng w�th examples such as the above of a movement
towards external objects, sculpture proceeds further �n the
representat�on of s�tuat�ons, confl�cts, and act�ons yet more �nvolved
w�th mot�on, and at last arr�ves at the group. For w�th an �ncrease of
spec�f�c deta�l �n the act�on we have placed before us the more
concrete an�mat�on, wh�ch expands �n contrad�ct�on, react�ons, and
thereby, too, �n the presence of several f�gures essent�ally related
and �ntertw�ned w�th each other.
(α) At f�rst we have, however, merely tranqu�l juxtapos�t�ons, such as,
for example, the two colossal horse-tamers, wh�ch are set up �n
Rome on Mount Cavallo, and �nd�cate Castor and Pollux. The one
statue �s commonly ascr�bed to Phe�d�as, the other to Prax�teles.
There �s, however, no strong ev�dence for th�s, although the
extraord�nary excellence of concept�on, and the no less exqu�s�te
thoroughness of the execut�on just�f�es names as famous. Such are
ent�rely �ndependent groups, wh�ch as yet express no real act�on, or
the result of �t, and are wholly appropr�ate as representat�ons of
sculpture and publ�c expos�t�on before the Parthenon, where �t
appears they were or�g�nally placed.
(β) Sculpture, however, �s equally occup�ed �n the group w�th the
presentment of s�tuat�ons, wh�ch have as the�r content confl�cts,
d�scordant act�ons, pa�n, and other s�m�lar cond�t�ons. In th�s
d�rect�on, too, we can only speak h�ghly of the genu�ne art�st�c �ns�ght
of the Greeks, wh�ch d�d not set forth such groups �ndependently,
and by themselves, but brought them, for the reason that sculpture



has already made a departure from �ts pecul�ar, that �s to say �ts self-
subs�stent, prov�nce, �nto closer relat�on to arch�tecture. The temple
f�gure, that �s the �solated statue, stood �n un�mpa�red tranqu�ll�ty and
sacredness w�th�n the �nner shr�ne. The external ped�ment, on the
contrary, was decorated w�th groups wh�ch represented def�n�te
act�ons of the god, and consequently adm�tted of more an�mated
movement �n �ts elaborat�on. The famous group of N�obe and her
ch�ldren �s of th�s type. The general form for the co-ord�nat�on of each
part �s determ�ned by the space wh�ch the group �n quest�on had to
f�ll. The pr�nc�pal f�gure stood �n the m�ddle, and was thus able to be
the largest �n s�ze and most prom�nent. The rest accord�ng as they
were placed �n the d�rect�on of the acute angle of the gable-end had
to subm�t to other postures, the l�m�t be�ng reached by that of a
recl�n�ng f�gure.
Of other famous works I w�ll here only ment�on the Laocoon group. It
has now for over forty years been the object of much �nqu�ry and
controversy. In part�cular �t has been regarded as a matter of real
�mportance, whether V�rg�l �n h�s descr�pt�on followed th�s work of
sculpture, or the sculptor adopted h�s work to the scene dep�cted by
V�rg�l, whether Laocoon here �s actually cry�ng out, and whether �t �s
appropr�ate �n a work of sculpture to attempt to express such a cry,
and many more cr�t�c�sms of th�s k�nd. Cr�t�cs have worr�ed
themselves up and down w�th such matters of psycholog�cal �nterest
for the s�mple reason that they have not as yet secured the sort of
enthus�asm and cr�t�cal acumen wh�ch W�nckelmann possessed;
and, moreover, arm-cha�r professors are more read�ly d�sposed for
such �nvest�gat�ons for the reason that not unfrequently they have
ne�ther the opportun�ty granted them to see real works of art, nor the
capac�ty to grasp them for what they are when they do so. The most
essent�al th�ng wh�ch can occupy our attent�on �n th�s group �s th�s
namely, that �n the supreme pa�n, the supreme truth, the convuls�ve
tens�on of the body, the d�stent�on of all the muscles, the noble
aspect of beauty �s st�ll preserved, and the process has not been
carr�ed �n the remotest degree to the extremes of gr�mace, d�stort�on,
and over-stra�n. Desp�te of th�s, however, the ent�re work belongs
w�thout doubt—we have only to cons�der �ts subject-matter, the
art�f�c�al�ty of �ts co-ord�nate group�ng, the d�spos�t�on of each posed



f�gure and the type of �ts elaborat�on—to a much later per�od, wh�ch
already seeks to pass beyond s�mple beauty and v�tal�ty by means of
a del�berate obtrus�on of sc�ence �n the conf�gurat�on and muscular
development of the human body, and no less �s anx�ous to please by
ref�ned excess �n �ts execut�ve elaborat�on. The step from the
�ngenuous ease and greatness of art to a mere manner�sm �s already
taken.
(γ) Works of sculpture may be set forth �n very var�ous places, such
as �n the entrances to columned halls, forecourts, land�ngs of
sta�rcases, n�ches, and so forth. It �s just �n th�s var�ety of local
pos�t�on and arch�tectural sett�ng, wh�ch, on �ts account too, �s
var�ously related to human c�rcumstances and cond�t�ons, that the
content and object of such works of art are for ever chang�ng,
approach�ng as such art does �n the group yet more closely our
human�ty. It �s, however, a ser�ous defect to place groups that
embody much movement and var�ety of f�gure on the top of a
bu�ld�ng w�thout further background aga�nst the sky. In other words
the colour of the sky may somet�mes be gray, at others blue and
dazzl�ngly br�ght, so that �t �s �mposs�ble to see the outl�nes of the
f�gures. Yet these outl�nes, that �s, the s�lhouette we f�nd �n them, �s
just what �s most �mportant; �t �s the ma�n th�ng wh�ch we recogn�ze,
and wh�ch s�mply makes the rest �ntell�g�ble. For �n the case of a
group we f�nd that many port�ons stand �n front relat�vely to others,
an arm before the trunk of the body, or one leg �n front of another.
Now the fact of d�stance alone d�sturbs the clearness and �ntell�g�ble
art�culat�on of such parts, or at least tends to do th�s more
emphat�cally than �n the case of outl�ned port�ons wh�ch are
�ndependent. We have only to �mag�ne a group dep�cted on a p�ece
of paper �n wh�ch certa�n parts of a f�gure are strongly and sharply
�nd�cated, wh�le others on the contrary are marked w�th l�nes of less
def�ned and arrest�ng def�n�t�on. Th�s �s prec�sely the effect of a
statue's l�nes, and yet more those of groups, wh�ch have no other
background but that of the sky; �n the latter case we only see a
sharply �nd�cated s�lhouette, �n wh�ch, so far as what �s w�th�n the
compass of that outl�ne, only relat�vely weaker art�culat�on �s v�s�ble.



Th�s �s the reason that, to take an example near home, the V�ctory
on the Brandenburg gate �n Berl�n not only affects us strongly by
v�rtue of �ts s�mpl�c�ty and repose, but can be read�ly followed through
�ts separate f�gures. The horses, �n fact, stand far from each other,
w�thout e�ther of them �mpa�r�ng the v�ew of the other; and s�m�larly
the f�gure of V�ctory r�ses suff�c�ently h�gh above them. Conversely
the Apollo drawn �n a car by gr�ff�ns, wh�ch we have on the Opera
House, �s less sat�sfactory from th�s po�nt of v�ew, however art�st�c
the ent�re concept�on and techn�cal work may be �n other respects.
By the favour of a fr�end I saw these f�gures before they were taken
from the workshop. The effect prom�sed was noble. But as we see
them now at such a he�ght, we have far too much of one outl�ne
partly obscur�ng another, wh�ch �n �ts turn �s backed by someth�ng
else, and consequently �s less freely and clearly s�lhouetted than
would be the case were all the f�gures s�lhouetted �n the�r s�mple
outl�nes[187]. The gr�ff�ns, wh�ch necessar�ly, on account of the�r
shorter legs, do not stand up e�ther so h�ghly or so freely as horses,
have w�ngs �nto the barga�n, and Apollo, too, has h�s tuft of ha�r and
h�s lyre. All th�s deta�l �s too much for the pos�t�on, and only tends to
make the outl�nes obscure.
(c) The f�nal mode of representat�on, �n wh�ch sculpture makes an
�mportant step �n the d�rect�on of the pr�nc�ple of pa�nt�ng �s the rel�ef;
�n the f�rst �nstance the h�gh-rel�ef, and after �t the low-rel�ef. The
cond�t�on here �s the surface, the f�gures stand�ng on one and the
same plane, so that the spat�al total�ty of the f�gure, wh�ch �s the po�nt
of departure of sculpture, more and more tends to d�sappear. The
older form of rel�ef, however, does not as yet approx�mate so closely
to pa�nt�ng, wh�ch �nvolves d�st�nct�ons of perspect�ve between the
foreground and background, but rather holds fast to the surface or
plane as such w�thout perm�tt�ng the d�fferent objects to project �nto
or to ret�re w�th�n the d�st�nct�ons of the�r spat�al pos�t�on by means of
an art�f�c�al reduct�on of s�ze. In the present case f�gures �n prof�le are
preferred, and they are placed s�de by s�de on an even surface. A
s�mple treatment of th�s k�nd does not adm�t the content of
compl�cated act�ons, but act�ons wh�ch �n real l�fe already adopt more
or less of one and the same l�ne of mot�on, process�ons of all k�nds,



whether those of sacr�f�ce or Olymp�an v�ctors or others. Add to th�s
the rel�ef �s capable of the greatest var�ety of form. It not only f�lls up
and decorates the fr�ezes and walls of temples, but �s attached to
utens�ls of all k�nds, sacr�f�c�al bowls, vot�ve g�fts, shells, goblets,
urns, lamps, and so forth; �t �s the adornment of seats and tr�pods,
and �s closely all�ed to the sk�lled crafts. Here as nowhere else the
�ngenu�ty of �nvent�on rece�ves the fullest scope �n every k�nd of form
and comb�nat�on, and �s no longer �n pos�t�on to reta�n the true object
of �ndependent sculpture.

2. THE MATERIAL OF SCULPTURE

We have, by our acceptance of the pr�nc�ple of �nd�v�dual�ty, wh�ch �s
fundamental to sculpture, been compelled not merely to emphas�ze
�n separat�on the d�fferent prov�nces of the d�v�ne, human and
natural, from wh�ch plast�c art accepts �ts subject-matter, but also to
class�fy the several modes of presentat�on �n the s�ngle statue,
group, or rel�ef. In the same way we have to d�scover a l�ke var�ety of
d�v�s�on �n the mater�al wh�ch the art�st can make use of �n h�s works.
For d�fferent k�nds of content and mode of presentat�on are more
part�cularly congen�al to d�fferent k�nds of sensuous mater�al, and
betray a secret attract�on to and aff�n�ty w�th such.
By way of general�zat�on I w�ll merely here perm�t myself the remark
that the anc�ents, �n add�t�on to the extraord�nary excellence of the�r
�nvent�on, equally exc�te our aston�shment by reason of the amaz�ng
elaborat�on and versat�l�ty of the�r techn�cal accompl�shment. Both
aspects present an equal d�ff�culty �n sculpture, because the means
at hand here for such presentat�on are w�thout the �deal many-
s�dedness, wh�ch �s at the d�sposal of the other arts. Arch�tecture �s
no doubt poorer st�ll �n th�s respect; but �t �s not her prov�nce to
embody sp�r�t �n �ts v�tal�ty, or what �s actually al�ve �n Nature �n a
mater�al wh�ch �s by �tself wholly �norgan�c. Th�s elaborate dexter�ty �n
the absolutely consummate treatment of pure mater�al �s, however,
bound up w�th the not�on of the Ideal �tself, for �ts very pr�nc�ple �s a
complete entrance �nto the sensuous concreteness and the blend�ng
together of the Ideal w�th �ts external mode of ex�stence. The same



pr�nc�ple �s therefore once aga�n asserted, where the Ideal atta�ns �ts
executed form and real�zat�on. In th�s respect we have no reason to
wonder, when �t �s asserted that art�sts, �n per�ods d�st�ngu�shed by
great execut�ve ab�l�ty, e�ther executed the�r works of marble �n clay
w�thout models, or, �f they had recourse to them, set about the�r work
�n a much freer and unconstra�ned manner than �s the case �n our
own t�mes, where, to put the fact bluntly, �t only makes cop�es wh�ch
are now executed �n marble after or�g�nals carr�ed out �n the clay[188].
The old art�sts reta�ned �n fact the v�tal enthus�asm, wh�ch �s always
to a more or less extent lost �n the case of cop�es and repl�cas,
although �t �s unden�able that now and aga�n we meet w�th defect�ve
work �n famous masterp�eces, as, for example, eyes that are not of
the same s�ze, ears one of wh�ch �s placed lower than the other, feet
that are of unequal length and others of the same k�nd. They d�d not
lay so much stress on the absolute prec�s�on of the compass �n such
th�ngs as ord�nary product�on and art cr�t�c�sm, that med�ocr�ty of
talent wh�ch �mag�nes �tself so profound, �s wont to do; and �t can do
l�ttle else.
(a) Among the d�fferent mater�als �n wh�ch sculptors have executed
�mages of gods, wood �s one of the most anc�ent. A trunk, a post at
the top of wh�ch a head can be �nd�cated, such was the beg�nn�ng.
Among the earl�est examples of the temple �mage many are of wood,
but the mater�al was also used even �n the days of Phe�d�as. The
colossal M�nerva of Phe�d�as at Plataea was ma�nly carved from
wood wh�ch was g�lded, the head, hands, and feet be�ng of
marble[189]; Myron, too[190], executed a Hecate out of wood here
w�th only one head and body, and no doubt for Aeg�na, where
Hecate was most revered and a fest�val took place annually �n her
honour, a fest�val wh�ch the Aeg�netans ma�nta�ned the Thrac�an
Orpheus had �naugurated for them.
Generally speak�ng, wood, when �t �s not covered over w�th g�ld�ng or
some other prec�ous mater�al, by reason of �ts texture and the gra�n
of �t, appears too f�ne a mater�al for works of �mportance and more
appropr�ate to smaller f�gures, for wh�ch purpose �t was frequently
used �n the M�ddle Ages, and �s st�ll thus ut�l�zed nowadays.



(b) Other mater�als of most �mportance are �vory, assoc�ated w�th
gold, founded bronze and marble.
(α) As �s well known, Phe�d�as employed �vory and gold for h�s
masterp�eces, such as h�s Olymp�an Zeus, and also for h�s famous
colossal Athene �n the Acropol�s of Athens, who carr�ed on her hand
an �mage of V�ctory, �tself be�ng larger than l�fe-s�ze. The nude
port�ons of the body were made out of sheets of �vory, the drapery
and mantle from gold plates, wh�ch could be removed. Th�s type of
workmansh�p �n yellow�sh �vory and gold dates from a per�od �n
wh�ch statues were coloured, a k�nd of representat�on wh�ch stead�ly
approx�mated to the one colour tone of bronze and marble. Ivory �s
an extremely pure mater�al, smooth and w�thout the granular
character of marble, and, moreover, costly. And among the
Athen�ans the costl�ness of the statues of the�r gods was �tself of
�mportance. The Pallas at Plataea had merely a superf�c�al g�ld�ng,
that at Athens sol�d metal plates. The statues had to be both of
colossal s�ze and of the r�chest mater�al. Quatremère de Qu�ncy has
wr�tten a masterly work upon these works, upon the "toreut�c" of the
anc�ents. "Toreut�c"—τορεύειν, τόρευμα—�s pr�mar�ly appl�cable to
f�gures whose l�nes are brought out by engrav�ng �n metal, or cutt�ng
of some k�nd such as cut stones; one uses the express�on, however,
to �nd�cate ent�re works or parts of ent�re works �n metal, wh�ch are
executed by means of moulds and the founder's art, that �s, not by
means of engrav�ng, then, st�ll more remotely from the or�g�nal
mean�ng, of superb f�gures on earthenware utens�ls, and f�nally �n the
w�dest sense of mould�ngs[191] on bronze. Quatremère's researches
have part�cularly been d�rected to the techn�cal aspect of the
execut�on; he calculates what must have been the s�ze of the plates
made of elephants' tusks, and, among other th�ngs, how much
space, �n proport�on to the g�gant�c d�mens�ons of the f�gure, they
would leave covered. From another po�nt of v�ew he �s equally
concerned to reproduce for us from the sketches, or other
ev�dence[192] we possess from ant�qu�ty, a draw�ng of the seated
f�gure of Zeus, and, most of all, the great cha�r w�th �ts r�ch
decorat�ons of bas-rel�efs, and by so do�ng to g�ve us �n every



respect some concept�on of the splendour and perfect�on of the
work.



In the M�ddle Ages �vory �s ma�nly used for smaller works of very
var�ed character, such as Chr�st on the Cross and the V�rg�n Mary, or
yet aga�n for dr�nk�ng vessels w�th scenes of hunt�ng and the l�ke, �n
wh�ch cases �vory, on account of �ts smoothness and hardness, �s �n
many respects preferable to wood.
(β) The mater�al wh�ch was most favoured and most w�dely
employed by the anc�ents was bronze, �n the cast�ng of wh�ch �t
atta�ned a success of the h�ghest mastery. Preem�nently dur�ng the
per�od of Myron and Polycletus �t was the preva�l�ng mater�al ut�l�zed
�n statues of de�t�es and other k�nds of sculpture. The darker, less
def�ned colour, the sheen, the smoothness of bronze generally, has
not reached the abstract formal�ty of the wh�te marble, and �t �s at the
same t�me warmed. The bronze wh�ch the anc�ents used was partly
gold and s�lver, partly copper, vary�ng cons�derably �n the degrees of
�ts component parts. The so-called bronze of Cor�nth �s, for example,
a compos�t�on un�que of �ts k�nd wh�ch or�g�nated after the burn�ng of
Cor�nth from the almost �ncred�ble wealth of th�s c�ty �n statues and
vessels of bronze. Mumm�us had many statues carr�ed off on h�s
sh�ps; and the excellent man was so full of anx�ety for the�r safe
del�verance �n Rome that he �nformed the capta�n that �n case of loss
he must recreate the same exactly or suffer, such was the threat,
heavy pun�shment. In the found�ng of bronze the anc�ents atta�ned
an �ncred�ble mastery, by a�d of wh�ch �t was poss�ble to them to cast
�t securely desp�te �ts extreme th�nness. It �s poss�ble to regard such
a feat as merely a matter of techn�cal dexter�ty wh�ch �s unconnected
w�th true art. Every art�st, however, works upon a certa�n mater�al,
and �t �s an essent�al qual�ty of gen�us to be complete master of the
same. Dexter�ty and adaptab�l�ty �n matters wh�ch concern the
techn�que and �nstruments of �ts work const�tute one d�st�nct aspect
of gen�us. On account of th�s v�rtuos�ty �n the founder's art a work of
sculpture �n th�s med�um �nvolved a less expens�ve process, and was
�n the reach of a larger number than the ch�sell�ng out of marble
statues. A second advantage, wh�ch the anc�ents were able to atta�n
�n cast�ng the�r work �n bronze, was the pur�ty thereby acqu�red,
wh�ch they carr�ed so far that the�r bronze statues d�d not requ�re
further enchasen�ng, and consequently lost noth�ng of the f�ner



marks of express�on, wh�ch �s almost �nev�table where such a
process �s necessary. If we cons�der, then, the extraord�nary number
of works of art, wh�ch or�g�nated �n th�s fac�l�ty and mastery over
techn�cal matters, we cannot fa�l to be aston�shed and adm�t that the
art�st�c sense for sculpture �s a d�st�nct�ve �mpulse and �nst�nct of
sp�r�t, wh�ch can only, that �s, �n so overwhelm�ng a degree, appear �n
one per�od and one people. In the whole of the Pruss�an State, for
example, at the present t�me we can eas�ly reckon up the number of
bronze statues, the s�ngle bronze door of a church we f�nd �n
Gnesen, and, w�th the except�on of the stand�ng f�gures of Blücher at
Berl�n and Breslau, and Luther at W�ttenburg, we have merely a few
more �n Kön�gsberg and Düsseldorf[193].
The very var�ous tone and the �nf�n�te adaptab�l�ty to form and
fus�b�l�ty of th�s mater�al, wh�ch may accommodate �tself to every k�nd
of representat�on, g�ves to sculpture the pass �nto every conce�vable
var�ety of product�on, and makes �ts sens�t�ve mater�al su�table for a
host of conce�ts, prett�nesses, utens�ls, ornaments, and �nnocent
tr�fles of all k�nds. Marble, on the other hand, �s l�m�ted �n �ts
su�tab�l�ty for the dep�ct�ng of objects and the�r s�ze; �t �s, for �nstance,
poss�ble to execute bas-rel�efs �n �t of a certa�n s�ze on urns and
vases. It �s, however, unsu�table for smaller objects. In the case of
bronze, however, wh�ch �s not merely cast �nto spec�f�c forms, but
can also be beaten �nto shape and �nformed by the engraver's tools,
there �s hardly any type or s�ze of representat�on wh�ch �t does not
command. We may here, by way of more def�n�te example, �nstance
the case of co�nage m�nt�ng. In th�s art, too, we f�nd that the anc�ents
executed masterworks of beauty, albe�t �n the techn�cal aspect of the
mere m�ntage[194] they stand as yet far beh�nd our present
elaborat�on of all that �s mechan�cal �n the des�gn. The co�ns �n fact
were not really m�nted, but beaten but of p�eces of metal closely
resembl�ng a globular form. Th�s department of the art atta�ned �ts
culm�nat�on �n the t�me of Alexander. The co�ns of the Roman Emp�re
have already deter�orated. In our own t�me Napoleon endeavoured to
rev�ve the beauty of ant�que work �n h�s medals and co�nage, and
they are of great excellence. In other states, however, the mere



worth of the metal and accurate we�ght �s ma�nly �mportant �n the
m�ntage of co�n.
(γ) The last k�nd of mater�al except�onally favourable to sculpture �s
stone, wh�ch possesses �ndependently the external aspect of
cons�stency and permanence. The Egypt�ans long before ch�selled
out the�r sculptured coloss� w�th a labour that spared no pa�ns from
the hardest gran�te, syen�te and basalt. Marble �s, however, most
d�rectly, as a mater�al, �n harmony w�th the a�ms of sculpture through
�ts soft pur�ty, wh�teness, no less than by the absence of def�n�te
colour and the m�ldness of �ts sheen, and �n part�cular possesses, by
v�rtue of �ts granular texture and the soft �nterfus�on of l�ght wh�ch �t
carr�es, a great advantage over the chalk-l�ke dead wh�teness of
gypsum, wh�ch �s too br�ght, and eas�ly k�lls w�th �ts glare the f�ner
shadows. We f�nd a d�st�nct preference g�ven to marble, only at a
later epoch of the Greek school, that �s dur�ng the per�od of
Prax�teles and Scopas, who executed the�r most famous works �n
marble. Phe�d�as no doubt worked �n marble, but for the most part
only �n the execut�on of head, hands, and feet. Myron and Polycletus
ma�nly made use of bronze. Prax�teles and Scopas, on the other
hand, appear to have sought to remove from sculpture that feature
wh�ch �s al�en to �ts ma�n pr�nc�ple, namely colour. No doubt �t �s
unden�able that the beauty of the �deal of sculpture �s capable of
be�ng embod�ed �n bronze as �n marble, w�th no d�m�nut�on whatever
of �ts pur�ty. When, however, as was the case w�th Prax�teles and
Scopas, art beg�ns to approach the softer forms of grace and charm
of f�gure, the marble asserts �tself as the more congen�al med�um.
For marble "encourages, by v�rtue of the transparency of �ts surface,
a softness of outl�ne, �ts gentle art�culat�on[195] and m�ld conjunct�on;
add to th�s that the tender and art�f�c�al elaborat�on of consummate
work always appears more clearly on the soft wh�teness of stone
than on bronze, however noble �t may be, wh�ch, �n proport�on as the
trans�t�on of green �s beaut�fully gradated, makes the lustres and the
reflect�ons all the more d�sturb�ng to the effect of repose[196]." For
the same reason the careful attent�on, wh�ch at th�s per�od was pa�d
to effects of l�ght and shade, whose nuances and gradat�ons are



more clearly marked by marble than by bronze, was a further reason
why stone should be preferred to metal.
(c) In conclus�on we ought to assoc�ate w�th the above more
�mportant k�nds of mater�al prec�ous stones and glass.
The anc�ent gems, cameos and pastes are �nvaluable. They repeat
�n fact on the smallest scale, yet w�th consummate f�n�sh, the ent�re
survey of sculpture, from the s�mple f�gure of a god, through all the
var�ed forms of group�ng to every poss�ble k�nd of conce�t �n da�nty
del�ght and prett�ness. W�nckelmann, however, observes w�th regard
to the Stosch collect�on[197]: "It was wh�le look�ng at th�s that I was
made aware of a truth, wh�ch afterwards became to me of great
value �n eluc�dat�ng monuments, very d�ff�cult to understand; and the
truth �s th�s, that on cut stones, no less than on �mpos�ng works of
sculpture, we very rarely come across events wh�ch took place after
the Trojan war, or after the return of Odysseus to Ithaca, �f we only
except the one case of the Heracle�dae and the descendants of
Hercules; for �n th�s latter case the l�m�ts of h�story and fable st�ll
overlap, and fable �s the ma�n subject of these art�sts. Only one
example of the tale of the Heracle�dae, however, �s known to me
personally." As for gems, the genu�ne and most consummately
executed f�gures are of the greatest beauty, f�ne as the work of
organ�c Nature, and may be �nspected through a magn�fy�ng glass
w�thout any loss to the pur�ty of the�r del�neat�on. I refer to th�s fact �n
proof that the techn�que of art �n such cases �s almost an art of
�ntu�t�on; the f�neness �s such that the art�st �s unable as the sculptor
�s to follow the work w�th h�s eyes, but �s rather compelled to feel
after �t. He holds the stone wh�ch �s made fast on wax aga�nst t�ny
sharp wheels wh�ch are made to sp�n by means of a fly�ng-wheel,
and �n th�s way cuts out the forms. By th�s process what we have �s a
k�nd of �nst�nct�ve sense, wh�ch takes �n and d�rects so
consummately the concept�on, the �ntent�on of l�ne and draw�ng, that
we can almost fancy ourselves to have before us �n these stones,
when one sees them properly �llum�nated, a rel�ef work.
The work on cameos �s to be contrasted w�th the above. These
represent f�gures f�nely cut �n out of the stone. The onyx was
part�cularly ut�l�zed as mater�al for th�s k�nd of work. In deal�ng w�th



these, the anc�ents were expert �n sett�ng off to advantage and w�th
taste the var�ous strata, �n part�cular the wh�te and yellow-brown.
Aem�l�us Paulus had a number of such stones and other tr�nkets
carr�ed to Rome.
In the representat�ons wh�ch were dep�cted upon all th�s var�ed
mater�al the Greek art�sts adapted as the bas�s of the�r work no
s�tuat�ons wh�ch were poet�cally conce�ved by themselves, but
selected the�r subject-matter �nvar�ably, �f we only except examples
of Bacchanals and dances, from myths about the gods and sagas.
Even �n the case of urns and representat�ons of events relat�ve to
deceased persons they had def�n�te facts before them, wh�ch were
assoc�ated w�th the �nd�v�dual, whom �t was thought r�ght to honour
by reason of h�s decease. The d�rect allegory, �n fact, does not
belong to the genu�ne Ideal, but only becomes persp�cuous �n art's
later development.

3. THE HISTORICAL EVOLUTION OF SCULPTURE

We have h�therto regarded sculpture as the most adequate
express�on of the class�cal Ideal. The Ideal, however, has not merely
an �ntr�ns�c forward development on �ts own account, by v�rtue of
wh�ch �t approx�mates to that wh�ch �t �s �n v�rtue of �ts not�on, and by
do�ng so equally beg�ns a forward movement beyond th�s absolute
harmony w�th �ts own essent�al nature. Qu�te apart from th�s, as we
have already seen �n the second ma�n d�v�s�on of th�s work dur�ng
our rev�ew of the part�cular types of art as a process, �t conta�ns,
putt�ng on one s�de �ts mode of presentat�on under the symbol�cal
type, a certa�n aspect pre-supposed, wh�ch �t �s bound to pass
beyond �n order generally to establ�sh �tself as Ideal, and moreover a
further type of art, that �s the romant�c, from wh�ch �t w�ll once more
pass away. Both types of art, the symbol�cal no less than the
romant�c, l�kew�se se�ze upon the human f�gure as an element of
the�r presentment, whose spat�al outl�nes they adhere to, and
consequently set forth as sculpture sets them forth. We have,
therefore, when �t �s a quest�on of draw�ng attent�on to the h�stor�cal-
development, not only to speak of Greek and Roman sculpture, but



also Or�ental and Chr�st�an. It was, however, the Egypt�an people
pre-em�nently among all, among whom the symbol�cal type sums up
the fundamental character of the�r art-product�on, who f�rst began to
assoc�ate w�th the�r de�t�es the human f�gure as �t emerges from a
mode of ex�stence that �s purely natural, and for th�s reason �t �s
ma�nly among them that we meet too w�th sculpture, �nasmuch as
they gave as a rule to the�r general outlook an art�st�c ex�stence �n
that wh�ch was s�mply mater�al. The sculpture of Chr�st�an�ty �s of
w�der range and r�cher development. We do not merely refer here to
�ts un�quely romant�c character �n the M�ddle Ages, but also to that
further elaborat�on, �n wh�ch we f�nd �t made an effort once aga�n to
approach more closely the pr�nc�ple of the class�cal Ideal, and
establ�sh that type most spec�f�cally consonant w�th sculpture.
I w�ll �n conclud�ng the present sect�on of my work �n �ts ent�rety, and
follow�ng the above general observat�ons, add a few words, f�rst,
upon Egypt�an sculpture as contrasted w�th the Greek as the
�ntroductory stage of the true Ideal.
The character�st�c elaborat�on of Greek sculpture makes our second
stage, wh�ch closes w�th Roman sculpture. On the present occas�on
what w�ll ma�nly concern us w�ll be to survey the stage wh�ch
precedes the really �deal mode of presentat�on, because we have
already �n our second chapter cons�dered at length �deal sculpture.
Th�rdly, we have merely left us to �nd�cate br�efly the pr�nc�ple of
Chr�st�an sculpture. I can only undertake �n th�s place to refer to �t �n
the most general terms.
(a) When we have the �ntent�on to �nvest�gate on the so�l of Greece
the class�cal art of sculpture from the h�stor�cal standpo�nt, we f�nd
ourselves already confronted w�th Egypt�an art �n the form of
sculpture before we have arr�ved at our object; and we must add not
merely �s th�s so �n regard to great works wh�ch bear w�tness to the
h�ghest techn�que and elaborat�on �n an ent�rely un�que art�st�c style,
but as the po�nt of departure and source for the forms of Greek
plast�c art. That th�s last result on the ground of h�stor�cal fact
amounts also to an external contact, an acceptance and an
�nstruct�on to wh�ch Greek art�sts subm�tted, th�s must be left to the



h�story of art to establ�sh, whether �t be �n reference to the
s�gn�f�cance of f�gures of de�t�es represented from the f�eld of
mythology, or to the part�cular methods of art�st�c treatment. The
assoc�at�on between Greek and Egypt�an �deas of the gods �s a
conv�ct�on set forth w�th proofs by Herodotus. Creuzer �s of the v�ew
that we f�nd th�s external assoc�at�on of these arts most clearly
demonstrated on co�ns, and he lays except�onal stress on anc�ent
Att�c examples. He has showed me one �n h�s own possess�on �n
wh�ch w�thout quest�on the face, a prof�le possessed qu�te the outl�ne
of the phys�ognomy of Egypt�an f�gures �n every respect[198]. We
must, however, here leave th�s purely h�stor�cal aspect to stand on �ts
own mer�ts, and conf�ne ourselves to the �nqu�ry whether apart from
�t a more �deal and necessary bond of connect�on cannot be
establ�shed. Th�s bond of �ntr�ns�c causal�ty we have already
adverted to above. It �s necessary that the art wh�ch �s �ncomplete
must precede the complete form of art, the Ideal, by means of the
negat�on of wh�ch, that �s by the str�pp�ng off of that aspect wh�ch
adheres to �t as a defect, the Ideal �s f�rst real�zed. In th�s respect
unquest�onably class�cal art �s a becom�ng or a process, wh�ch,
however, apart from �t must necessar�ly possess an �ndependent
ex�stence, �nasmuch as quâ class�cal �t must leave all def�c�ency, all
the mere becom�ng beh�nd �t, and be essent�ally rounded �n
"complet�on." Th�s process as such cons�sts �n th�s, that the form of
the presentat�on f�rst beg�ns to run counter to the Ideal, and yet
rema�ns �ncapable of an �deal grasp, belong�ng as �t does to the
symbol�cal synthes�s, wh�ch �s unable to embody �n un�on the
un�versal aspect of the s�gn�f�cance, and the �nd�v�dual embod�ment
as �t appears to sense. That Egypt�an sculpture possesses such a
fundamental character, �s the s�ngle po�nt that I w�ll now br�efly touch
upon.
(α) The pr�mary fact that calls for attent�on �s the def�c�ency we f�nd
here �n �deal and creat�ve spontane�ty, desp�te the greatest techn�cal
perfect�on. The source of works of Greek sculpture �s the v�tal�ty and
freedom of the �mag�nat�on, wh�ch bu�lds up �nd�v�dual f�gures from
the rel�g�ous �deas wh�ch are prevalent, and �n the �nd�v�dual�ty of th�s
�ts product�on makes an actual fact of �ts own �deal outlook and



class�cal perfect�on. The Egypt�an f�gures of de�t�es, on the contrary,
rece�ve an �nher�ted[199] type. As Plato long ago observes[200], the
representat�ons were long before f�xed by the pr�estly caste, and �t
was ne�ther perm�tted to pa�nter nor any master of sculpture to
�ntroduce novelty, nor �ndeed to �nvent anyth�ng at all, but to accept
�nstead what was already among them and trad�t�onal; ne�ther �s
such perm�ss�on conceded now. We consequently f�nd that what was
made and fash�oned, �t may be myr�ads of years before (to allow
oneself a hyperbol�cal express�on for the great number that �s actual
ver�ty), �s ne�ther more beaut�ful nor more ugly than the work of to-
day. The c�rcumstance must also be assoc�ated w�th th�s scholast�c
accuracy, that �n Egypt, as appears clear from Herodotus[201], art�sts
d�d not enjoy the same respect as other c�t�zens, but were forced
w�th the�r ch�ldren to defer to all who were not engaged �n art�st�c
work. Add to th�s art among the people was not followed accord�ng to
natural �ncl�nat�on; the �nst�tut�on of caste was paramount, and the
son walked after h�s father, not merely �n the matter of profess�on,
but also �n the way �n wh�ch he made h�mself eff�c�ent �n h�s dut�es
and h�s art. One man s�mply placed h�s feet �n the steps of another,
so that, as W�nckelmann has already observed[202], "Not a soul
appears to have left beh�nd h�m a footmark, wh�ch he can
appropr�ate as h�s own." Consequently art, when fully confronted
w�th th�s enforced serfdom of Sp�r�t—�n conjunct�on w�th wh�ch the
mob�l�ty of free and art�st�c gen�us, �n other words, not the mere
�mpulse after external honour and reward, but the more elevated
�mpulse to be art�st, �s ban�shed—ma�nta�ned �tself s�mply as the
mere craftsman work�ng �n a purely mechan�cal and abstract way
accord�ng to forms and rules ready to hand, rather than w�th the
v�s�on of the art�st of h�s own �nd�v�dual�ty �n h�s work, v�ewed �n th�s
way as h�s own un�que creat�on.
(β) Com�ng now �n the second place to the actual works of art, here,
too, we may borrow from W�nckelmann, whose descr�pt�ons attest
once more h�s except�onal acuteness of observat�on and d�st�nct�on,
and whose account of the character of Egypt�an sculpture �s �n �ts
ma�n l�nes as follows[203].



Speak�ng generally we may say that both grace and v�tal�ty, wh�ch
are the result of the genu�ne sweep and balance of organ�c l�ne, are
absent from the ent�re f�gure and �ts deta�led parts; the outl�nes are
stra�ght or �n l�nes that show less dev�at�on from �t, the pose appears
constra�ned and st�ff, the feet are thrust close together, and �n cases
of f�gures �n the upr�ght pos�t�on where one foot �s placed before the
other, both po�nt �n the same d�rect�on �nstead of hav�ng the toes
turned outwards. In the same way, �n mascul�ne f�gures, the arms
hang down stra�ght and glued to the body. Further, the hands, such
�s W�nckelmann's v�ew, are shaped much as we f�nd them �n men
who possess hands not badly shaped or�g�nally, but deter�orated and
neglected; feet, on the other hand, are too flat and spread out, the
toes are of equal length and the l�ttle toe �s ne�ther crooked nor
curved �nwards: �n other respects hands, na�ls, and toes are not
badly shaped, although ne�ther the jo�nts of f�ngers nor toes are
�nd�cated. And s�m�larly we may say of all the rest of the nude f�gure
the muscles and bones are but sl�ghtly �nd�cated, and the nerves and
ve�ns not at all. In short, so far as deta�l �s concerned, desp�te the
labor�ous and able execut�on, just that aspect of the elaborat�on �s
absent wh�ch alone commun�cates to the f�gure �ts true an�mat�on
and v�tal�ty. The knees, however, bones, and elbows are traceable �n
rel�ef, as we f�nd them �n Nature. Mascul�ne f�gures are consp�cuous
for the�r except�onally narrow wa�st above the h�ps. The backs of
f�gures, on account of the�r pos�t�on aga�nst columns and the�r be�ng
sculptured from one block w�th them, are not v�s�ble.
Together w�th th�s lack of mob�l�ty, wh�ch �s not ent�rely due to the
techn�cal �nfer�or�ty of the art�sts, but must be regarded as a result of
the�r pr�m�t�ve concept�on of the f�gures of de�t�es and the�r
myster�ous repose, �s nearly assoc�ated the absence of any true
s�tuat�on and any sort or k�nd of act�on, wh�ch are asserted �n
sculpture by means of the pos�t�on and mot�on of the hands and the
demeanour and express�on of del�neat�on. No doubt we do f�nd
among Egypt�an representat�ons on obel�sks and walls many f�gures
�n movement, but these are purely rel�efs and are for the most part
pa�nted.



To add a few more examples of even more �nt�mate deta�l, the eyes
are not deeply set as �n the Greek �deal, but are almost on a level
w�th the forehead; they are flattened and extended obl�quely. The
eye-brows, eyel�ds, and r�ms of the l�ps are ma�nly suggested by the
graver's l�nes, or the brows are �nd�cated by a stroke �n rel�ef, wh�ch
extends as far as the temples and �s at that po�nt cut off angular
w�se. What we above all f�nd want�ng here �s the project�on of the
forehead, and along w�th th�s, together w�th uncommonly h�gh placed
ears and arched noses, as �s the rule w�th vulgar natures, we have
the retreat�ng form of cheekbones, wh�ch �n contrast to other parts
are strongly �nd�cated and emphas�zed, whereas the ch�n �s always
ret�r�ng and small; the r�g�dly closed mouth, too, draws �ts corners �n
an outward rather than an under-ward d�rect�on, and the l�ps appear
to be separated from each other by a mere sl�t. Speak�ng generally,
then, such f�gures are not only want�ng �n freedom and v�tal�ty, but
more than anyth�ng else the head fa�ls to show us the express�on of
sp�r�tual s�gn�f�cance; the an�mal aspect �s the preva�l�ng one, and
Sp�r�t �s not as yet suffered to appear �n �ts self-po�se and
�ndependence.
The execut�on of an�mal f�gures �s, on the contrary, accord�ng to the
same author�ty, carr�ed through w�th much knowledge and an
exqu�s�te var�ety of gently gradated outl�nes and of parts that flow
one �nto the other w�thout a break. And �f �n the human f�gures
sp�r�tual l�fe �s not as yet l�berated from the an�mal type and the
�nterfus�on of the Ideal w�th what �s sensuous and of Nature on a new
and free model �s absent, yet we f�nd here that the spec�f�cally
symbol�cal s�gn�f�cance of the human no less than the an�mal f�gures
�s d�rectly expressed by means of sculpture �n these embod�ments of
forms, �n wh�ch human and an�mal shapes pass �nto one myster�ous
un�on.
(γ) Consequently the works of art, wh�ch carry on the�r face th�s
character, rema�n at the stage where the breach between
s�gn�f�cance and form �s not yet br�dged over. For such a stage
s�gn�f�cance �s st�ll of ma�n �mportance, and what �s a�med at �s rather
the concept�on of that �n �ts general aspect, than the v�tal�zat�on of
any one �nd�v�dual f�gure and the art�st�c enjoyment der�ved from



such presentment. Sculpture proceeds here from the gen�us of an
ent�re people, about wh�ch we may on the one hand aff�rm, that �t
has �n the f�rst �nstance arr�ved at the po�nt where the need of
�mag�nat�ve concept�on �s d�sclosed; and �t �s sat�sf�ed to f�nd that
�nd�cated �n the work of art, wh�ch �s present �n the concept�on, and
here of course �s a concept�on wh�ch �s rel�g�ous. We are not
therefore ent�tled, tak�ng �nto cons�derat�on the great str�des they
have made �n labor�ous act�v�ty upon and actual perfect�on �n
techn�cal execut�on, to call the Egypt�ans uneducated �n the�r
sculpture merely on the ground that, desp�te all th�s, they d�d not as
yet �n great measure seek to attach truth, v�tal�ty, and beauty to the�r
results, by v�rtue of wh�ch qual�t�es the free work of art rece�ves a
soul. Doubtless from another po�nt of v�ew the Egypt�ans d�d
advance beyond the mere �dea and �ts necessary demand. They
sought further to env�sage and embody the same �n human and
an�mal forms, nay, they knew how to comprehend and set forth the
forms, wh�ch they reproduced, clearly, w�thout d�stort�on and �n the�r
just relat�ons. They fa�led, however, to �mpart to them the breath of
v�tal�ty, wh�ch the human form �n �ts natural state already possesses,
and to �nfuse w�th them that more exalted l�fe, by v�rtue of wh�ch an
act�ve and fluent mot�on of sp�r�t could be expressed �n a created
�mage that was adequate to �ts s�gn�f�cance. The�r works rather attest
a ser�ousness that �s ent�rely l�feless, an unsolved r�ddle, so that the
conf�gurat�on does not so much embody the�r own �nd�v�dual �deal�ty
as perm�t us to surm�se a further s�gn�f�cance wh�ch �s st�ll al�en to �t. I
w�ll here only adduce one example, namely, the frequently recurr�ng
f�gure of Is�s, hold�ng Horus on her knees. Here we have, so far as
externals are concerned, the same subject-matter that we meet w�th
�n Chr�st�an art as the Madonna and her Ch�ld. In the symmetr�cal,
stra�ght-l�ned, and �mmovable pose of the Egypt�an example we
d�scover, to quote a recent descr�pt�on[204], "ne�ther a mother, nor a
ch�ld; there �s no trace of affect�on, sm�le, or endearment, �n a word
there �s no real express�on at all. Tranqu�l, unperturbed, and
�mmovable �s th�s d�v�ne mother, who suckles her d�v�ne babe; or
rather we have here ne�ther goddess nor mother, nor son, nor god. It
�s s�mply the sensuous s�gn of a thought, wh�ch �s capable of no



result and no pass�on; �t �s not the genu�ne presentat�on of a real
act�on, st�ll less the just express�on of a natural emot�on."
And �t �s prec�sely th�s wh�ch const�tutes the breach between
s�gn�f�cat�on and determ�nate be�ng, wh�ch creates the absence of
f�gurat�ve express�on �n the art�st�c results of the Egypt�an people.
The�r �deal�ty or sp�r�tual sense �s st�ll so �mbruted, that �t has no
�mperat�ve des�re to possess the prec�s�on bound up �n a true and
v�tal representat�on carr�ed through w�th deta�led accuracy, to wh�ch
the onlooker has noth�ng to add, but may s�mply surrender h�mself to
the att�tude of recept�on and translat�on, because everyth�ng �s
already a g�ft of the art�st. We must have a more lofty feel�ng of the
�nd�v�dual's self-respect aroused than the Egypt�ans possessed,
before we cease to be content w�th the �ndef�n�te and superf�c�al
features of art, and make val�d �n �ts products a cla�m to reason,
sc�ence, mot�on, express�on, soul, and beauty.
(b) We f�nd th�s art�st�c self-consc�ousness, so far as sculpture �s
concerned, f�rst wholly al�ve among the Greeks. By �ts presence all
the defects of the Egypt�an phase of art van�sh. Yet �n th�s further
development we do not have to make a w�de leap from the
�mperfect�ons of a type of sculpture st�ll symbol�cal to the perfected
result of the class�cal Ideal. Rather the Ideal has, �n �ts own
d�st�nct�ve prov�nce—I have not�ced th�s more than once—although
l�fted to a h�gher range, to remove the defects whereby �n the f�rst
�nstance �ts onward path of perfect�on �s obstructed.
(α) I w�ll here very br�efly refer to Aeg�netan and anc�ent Etruscan
works of art as examples of such beg�nn�ngs w�th�n the sphere �tself
of class�cal art. Both these stages, or rather styles, already pass
beyond that po�nt of v�ew, wh�ch �s sat�sf�ed, as was the case w�th
Egypt, �n repeat�ng forms, we w�ll not say absolutely opposed to
Nature, but at least forms that are l�feless, prec�sely as they have
been rece�ved from others, and �s further content to place before the
�mag�nat�on a f�gure, from wh�ch the same can abstract �ts own
rel�g�ous content and recover the same for memory, w�thout,
however, attempt�ng to work �t out under a mode, by v�rtue of wh�ch
the work �s made apparent as the �nd�v�dual concept�on and v�tal�ty of
the art�st h�mself.



But along w�th th�s and to the same degree th�s prel�m�nary stage of
�deal art fa�ls as yet to force �ts way ent�rely to the true class�cal
ground, and th�s, f�rst, because �t �s st�ll clearly constra�ned w�th�n the
bonds of the type and therew�th the l�feless; secondly, because
though �t makes an advance �n the d�rect�on of v�tal�ty and mot�on,
yet �n the f�rst �nstance all that �t atta�ns to �s the v�tal�ty of what �s
wholly of Nature, rather than that beauty, whose an�mat�on �s Sp�r�t's
own g�ft, and wh�ch man�fests the l�fe Sp�r�t �nseparably conjo�nt
w�th�n the l�v�ng presentment of �ts natural form, accept�ng the
�nd�v�dual mod�f�cat�ons of th�s fully completed un�on w�th equal
�mpart�al�ty from present v�s�on of actual fact and the free creat�on of
gen�us. It �s only �n recent t�mes that we have obta�ned a more
deta�led knowledge of Aeg�netan works of art, over wh�ch �t has been
a matter of controversy, whether they belonged to Greek art or no. In
cons�der�ng the�r art�st�c qual�ty, as representat�ons, we must at once
make an essent�al d�st�nct�on between the head and the rest of the
body. The whole of the body, �f we except the head, attests the most
fa�thful apprehens�on and �m�tat�on of Nature. Even acc�dental
features of the sk�n are cop�ed and excellently executed w�th an
extraord�nary man�pulat�on of the marble's surface; the muscles are
set forth �n full rel�ef and the skeleton framework of the body well
�nd�cated; the f�gures are th�ckset �n the�r sever�ty of l�ne[205], but are
reflected w�th such knowledge of the human organ�sm, that they
appear al�ve to a l�m�t of actual decept�on, ay, to an extent, so
Wagner assures us[206], that we are almost scared at the s�ght and
hardly l�ke to touch them.
On the other hand, �n the execut�on of heads all attempt to represent
Nature �s abandoned. One un�form des�gn of face �s throughout
apparent �n all the heads desp�te every d�vergence of act�on,
character, and s�tuat�on; the noses are po�nted; the forehead �s st�ll
the retreat�ng type, wh�ch fa�ls to r�se up stra�ght and w�th freedom;
the ears are set h�gh �n the head; the long sl�t eyes are flat and
obl�que; the closed mouth ends �n corners wh�ch are pursed
outwards; the cheeks are stretched flat-shaped; the ch�n, however, �s
strong and angular[207]. Of a s�m�lar un�form�ty �s the form of the ha�r
and the fall of the drapery, �n wh�ch symmetry, a pr�nc�ple wh�ch �s



also un�quely consp�cuous �n the pose and group�ngs, and second to
that, a pecul�ar k�nd of exqu�s�teness are the preva�l�ng
character�st�cs. Th�s un�form�ty has been �n part �mputed to a lack of
the sense of beauty �n se�z�ng nat�onal tra�ts, and �n part traced to the
fact that reverence for the anc�ent trad�t�ons of an art st�ll �mmature
has fettered the hands of the art�sts. An art�st, however, whose l�fe �s
that of h�s personal�ty, and who l�ves �n h�s work, does not suffer h�s
hands to be thus shackled; consequently we can only expla�n th�s
type of work, assoc�ated as �t �s w�th great ab�l�ty �n other respects,
by assum�ng some bondage of sp�r�t, as yet not wholly consc�ous of
�ts freedom and �ndependence of �ts creat�ve powers.
The pose of these f�gures �s of the same k�nd of un�form�ty, not so
much a qual�ty of st�ffness as uncouthness, lack of enthus�asm, and
�n a measure, where we have the att�tudes of warr�ors, resembl�ng
what we somet�mes f�nd from art�sans at the�r trade, such as the
rough work of jo�ners w�th the plane[208].
The net result, wh�ch we gather from the above descr�pt�on, we may
aff�rm to be that, however �nterest�ng they may be for the h�story of
art, what �s want�ng �n such works of art, �n the confl�ct they d�sclose
between trad�t�on and the �m�tat�on of Nature, �s sp�r�tual an�mat�on.
For we must remember that, �n accordance w�th what I have already
expla�ned �n the second chapter of th�s part of my work, sp�r�tual
s�gn�f�cance �s exclus�vely expressed �n the countenance and the
pose of the f�gure. The other parts of the body no doubt �nd�cate
natural d�st�nct�ons of soul, sex, and age, but what �s sp�r�tual �n the
full sense can only be reflected by the general pose. But �t �s
prec�sely the tra�ts of countenance and the posture wh�ch �n
Aeg�netan sculpture �s the relat�vely sp�r�tless.
The Etruscan works of art, that �s, such whose genu�neness �s fully
authent�cated by �nscr�pt�on, d�splay the same �m�tat�on of Nature �n a
yet h�gher degree; they are, however, freer �n the�r pose and fac�al
character�st�cs, and, �n fact, some of them approx�mate closely to the
portra�t. W�nckelmann, for example[209], ment�ons the statue of a
man wh�ch appears to be s�mply a portra�t, though �t would also
appear to date from a later per�od of art. It �s a man of l�fe-s�ze,



represent�ng some k�nd of orator, a mag�ster�al, worthy sort of
person. It �s executed w�th an extraord�nary spontane�ty and
naturalness both of pose and express�on. Remarkable and
s�gn�f�cant �t would �ndeed be, �f we d�d not recollect that on Roman
so�l �t �s not the Ideal but actual and prosa�c natural fact wh�ch �s from
the f�rst at home.
(β) In the second place truly �deal sculpture, �n order to reach the
h�ghest po�nt of class�cal art, has above all, to abandon the mere
type and the respect for what �s trad�t�onal, and to g�ve free scope to
the pr�nc�ple of spontane�ty �n art�st�c product�on. It �s alone poss�ble
to a freedom of th�s k�nd ent�rely to �ncorporate the s�gn�f�cance �n �ts
general�ty �n the �nd�v�dual presentment of the form; or, from another
po�nt of v�ew, to elevate the sensuous forms to the h�gh level of a
true express�on of the�r sp�r�tual �mport. Only after do�ng th�s do we
f�nd the r�g�d and �nflex�ble aspect wh�ch �s nat�ve to the or�g�ns of the
more anc�ent art, no less than the emphat�c prom�nence of the
s�gn�f�cance over the �nd�v�dual�ty, by means of wh�ch the content
ought to be expressed, l�berated as that v�tal creat�on, �n wh�ch the
bod�ly forms also on the�r part equally lose the abstract un�form�ty of
a trad�t�onal, character, and an �llus�ve real�sm, and by do�ng so
move �n the d�rect�on of the class�cal �nd�v�dual�ty, wh�ch qu�te as
much makes, v�tal the un�versal�ty of the form �n the part�cular�ty of �ts
object as, on the other hand, �t makes the sensuousness and
actual�ty of the same throughout �nterfused w�th the express�on of a
soul's �nsp�rat�on[210]. A v�tal�zat�on of th�s type affects not only the
form, but also the pose, movement, drapery, group�ng, �n short every
aspect of the sculptured f�gure to wh�ch I have already drawn
attent�on. What here commun�cates un�ty are these two pr�nc�ples of
un�versal�ty and �nd�v�dual�zat�on. They have, however, not merely to
be brought �nto harmony �n respect to the sp�r�tual content, but also
�n relat�on to the mater�al form, before they can be part�c�pant �n the
�nd�ssoluble assoc�at�on wh�ch �s the class�cal type �n �ts full flavour.
Th�s �dent�ty, however, has �tself a ser�es of stages. In other words,
under one extreme we f�nd that the Ideal st�ll somewhat �ncl�nes to
the aspect of loft�ness and sever�ty, wh�ch �t �s true does not depr�ve
the �nd�v�dual object of �ts l�v�ng �mpulse and movement, yet does



tend to concentrate �t more securely under the lordsh�p of the
general type. At the other extreme we f�nd that the un�versal aspect
more and more tends to d�ssolve �n the �nd�v�dual; and wh�le �t pays
the penalty for do�ng so �n loss of depth �t can only replace th�s loss
by further elaborat�on of th�s sensuous �nd�v�dual�ty. Consequently �t
descends from the he�ghts to the lower levels of that wh�ch g�ves
pleasure, �s exqu�s�te, bl�thesome, and d�splays the charm wh�ch
flatters. Between these two there �s a further phase, one, namely,
wh�ch carr�es forward the sever�ty of the f�rst to �ncreased
�nd�v�dual�zat�on, w�thout reach�ng that po�nt where mere charm of
aspect �s held to be the supreme object.
(γ) Th�rdly, �n the art of Rome we have �nd�cat�ons of the d�ssolut�on
of class�cal sculpture. In th�s art �t �s no longer upon the true Ideal
that the ent�re concept�on and execut�on depends. The poetry
�nherent �n the v�tal act�on of Sp�r�t, the breath and nob�l�ty of the soul
apparent �n the essent�ally perfected presentment, these pecul�arly
emphas�zed excellences of Greek plast�c art d�sappear, and g�ve
place, as a rule, to a preference for portra�ture stud�es. And th�s
�ns�stence on real�st�c truth �n art �s carr�ed out �n all poss�ble
mod�f�cat�ons. Notw�thstand�ng, th�s Roman sculpture ma�nta�ns so
lofty a pos�t�on �n th�s �ts own prov�nce, that �t �s only �n so far as �t
w�thdraws from that wh�ch br�ngs a work of art to �ts full perfect�on, �n
other words, the poetry of the Ideal �n the true sense of the word,
that �t essent�ally falls beh�nd Greek art.
(c) F�x�ng now our attent�on on Chr�st�an sculpture we shall f�nd that
the pr�nc�ple of art�st�c concept�on and �ts mode of embod�ment �s
from the commencement one that does not so d�rectly commend
�tself to the mater�al and forms of sculpture as we f�nd to be the case
�n the class�cal Ideal of the Greek �mag�nat�on and art. The romant�c
Ideal �n short �s essent�ally concerned, as we d�scovered �n the
second port�on of th�s work, w�th a personal w�thdrawal of the self
�nto �ts own realm from the external world, w�th a self-absorbed
�nd�v�dual�ty, wh�ch no doubt possesses �ts external reflect�on, but
wh�ch perm�ts th�s external appearance to �ssue �ndependently from
�t �n �ts aspect of part�cular�ty, w�thout enforc�ng a fus�on between �t
and �ts �deal and sp�r�tual self. Pa�n, torture of body and soul,



martyrdom and penance, death and resurrect�on, the personal�ty of
the �nd�v�dual soul, �nner l�fe, love, and emot�onal l�fe �n general—th�s
character�st�c content of the romant�c �mag�nat�on, �n a rel�g�ous
sense, �s no object, for wh�ch the external form taken s�mply for what
�t �s �n �ts spat�al ent�rety, and the mater�al wh�ch belongs to �t �n �ts
more sensuous ex�stence unrelated to �deal�ty, can supply e�ther a
form that �s wholly relevant to �t, or one s�m�larly congruent w�th �t. It
�s therefore not �n romant�c art sculpture contr�butes the fundamental
type and the aff�l�at�ng qual�ty of membersh�p �n a system[211] to all
the other arts as �n Greece, but y�elds the palm �n th�s respect to
pa�nt�ng and mus�c, as arts more adequate to express the l�fe of the
soul, d�st�nct from the external world of part�cular�ty wh�ch �s
w�thdrawn from �t. No doubt we f�nd also �n Chr�st�an art repeated
examples of sculpture �n wood, marble, bronze, and both s�lver and
gold work, examples of the greatest excellence. Yet for all that
sculpture �s not here the art wh�ch, as �n Greek art, �s most f�tted to
reveal the D�v�ne �mage. Rel�g�ous romant�c sculpture, on the
contrary, �s to a larger extent than �n the case of the Greek, an
embell�shment of arch�tecture. The sa�nts are placed as a rule �n the
n�ches of towers and buttresses, or at the entrance doors. L�kew�se
the b�rth, bapt�sm, the h�stor�es of the pass�on and resurrect�on, and
many other �nc�dents �n the l�fe of Chr�st, the day of Judgment and so
forth, accommodate themselves naturally by the mult�pl�c�ty of the�r
subject-matter to rel�efs over church doors, on church walls, and
stalls �n the cho�r, and read�ly approx�mate to the character of
arabesques. All such sculpture conta�ns, for the reason that �t �s the
l�fe of the soul wh�ch �s here�n pre-em�nently expressed,
character�st�cs suggest�ve of the pa�nter's art �n a h�gher degree than
�s perm�tted �n the plast�c of �deal sculpture. And from another po�nt
of v�ew, for the same reason, such a sculpture se�zes more read�ly
upon aspects of ord�nary l�fe, and therew�th �ncl�nes to portra�ture,
wh�ch, as �n the case of pa�nt�ng, �t �s qu�te prepared to assoc�ate
w�th rel�g�ous representat�ons. The goose-seller, for example, �n the
Nürnberg marketplace, wh�ch �s h�ghly pr�zed by Goethe and Meyer,
�s an ord�nary rust�c of very real�st�c appearance �n bronze (�t would
be �mposs�ble �n marble), who carr�es a goose under e�ther arm to
market. There are, too, the many sculptured f�gures, wh�ch we f�nd



upon the St. Sebaldus Church and on many other churches and
bu�ld�ngs, espec�ally dat�ng from the per�od prev�ous to Peter
V�scher, and wh�ch �n the�r representat�on of rel�g�ous subjects such
as the Pass�on, make clear to us w�th great v�v�dness th�s part�cular
type of �nd�v�dual�zed form, express�on, m�en and att�tude, more
part�cularly �n the�r reflect�on of every degree of sorrow.
As a rule, then, romant�c sculpture, wh�ch has dev�ated only too
frequently �nto every k�nd of confus�on, rema�ns most loyal to the
genu�ne pr�nc�ple of plast�c art �n those cases where �t approaches
most nearly the Greek, and e�ther �s concerned to treat �n the mode
of sculpture anc�ent subject-matter, much as the anc�ents would
have done, or to model the stand�ng f�gures of heroes and k�ngs, and
portra�ts, w�th an �ntent�on to �m�tate the ant�que. Th�s �s except�onally
the case nowadays. Much of the most excellent work, however, has
been accompl�shed by sculpture, even �n the rel�g�ous f�eld. It �s only
necessary here to ment�on the name of M�chelangelo. We can hardly
adm�re suff�c�ently h�s dead Chr�st[212], of wh�ch we have a plaster
cast �n our Royal Museum. The authent�c�ty of the sculptured f�gure
of the Madonna �n the Frauenk�rche at Bruges, a consummate work,
�s d�sputed by certa�n cr�t�cs. Speak�ng for myself, noth�ng has ever
more �mpressed me than the tomb of the Count of Nassau at
Breda[213]. The Count reposes w�th h�s lady, l�fe-s�ze f�gures both �n
alabaster, on a slab of black marble. At the angles of th�s are placed
Regulus, Hann�bal, Caesar, and a Roman warr�or �n a bow�ng
posture, and they support above the�r heads a black slab s�m�lar to
the one beneath. Could anyth�ng be more �nterest�ng than to see a
character such as that of Caesar placed before our eyes by
M�chelangelo. Even when deal�ng w�th rel�g�ous subjects the gen�us,
the power of �mag�nat�on, the force, thoroughness, boldness, �n short
all the extraord�nary resources of th�s master tended, �n the
character�st�c product�on of h�s art, to comb�ne the plast�c pr�nc�ple of
the anc�ents w�th the type of �nt�mate soul-l�fe wh�ch we f�nd �n
romant�c art. But as we have seen, the d�rect�on as a rule of the
Chr�st�an emot�on, where the rel�g�ous po�nt of v�ew and �dea are
paramount, �s not towards the class�cal form of �deal�ty, wh�ch



pr�mar�ly and w�th h�ghest results �s the determ�nant factor of �ts
sculpture.
From th�s po�nt we may now f�x the trans�t�on from sculpture to
another pr�nc�ple of art�st�c apprehens�on and presentment, wh�ch
requ�res for �ts real�zat�on another sensuous mater�al. In class�cal
sculpture �t was the object�ve and substant�ve �nd�v�dual�ty �n �ts
human shape, wh�ch const�tuted the v�tal core, and the human form
was placed thereby at such a lofty level, that �t was �n fact reta�ned �n
�ts abstract s�mpl�c�ty as the beauty of form, and as such converted
to the D�v�ne �mage. Under such a one-s�ded aspect of content and
representat�on man �s not fully h�mself �n h�s concrete human�ty. The
anthropomorph�sm of art rema�ns �n �ts �ncomplete state �n anc�ent
sculpture. For that wh�ch fa�ls us here �s human�ty �n �ts object�ve
un�versal�ty, a un�versal�ty wh�ch we �dent�fy at the same t�me w�th
the pr�nc�ple of absolute personal�ty, qu�te as much as that aspect of
�t wh�ch �n common parlance �s called human, �n other words the
phase of subject�ve s�ngular�ty, human weakness, cont�ngency,
capr�ce, �mmed�ate sense l�fe, pass�on, and so forth, a phase or
factor wh�ch must be taken up �nto that un�versal�ty �n order that the
ent�re �nd�v�dual�ty, the subject of consc�ous l�fe, that �s, �n �ts ent�re
range, and �n the �nf�n�te compass of �ts real�ty, may appear as the
v�tal pr�nc�ple both of the mode of presentment and �ts content.
In class�cal sculpture one of these phasal aspects, that �s the human
from the s�de of �mmed�ate Nature, �s �n part only brought before us
�n an�mals, quas�-an�mals, fauns and the l�ke, w�thout be�ng reflected
back aga�n �nto the personal l�fe of soul, and stated as a negat�on of
that; and also �n some measure th�s type of sculpture only accepts
the factor of part�cular�ty, only d�rects �ts �nterest to external th�ngs �n
the pleas�ng style, �n the countless sall�es of del�ght and conce�ts, �n
wh�ch the ant�que plast�c l�ves and moves. Ow�ng to th�s we wholly
fa�l to meet here the profund�ty and �nf�n�ty wh�ch l�es at the root of
man's personal l�fe, that �nmost reconc�l�at�on of Sp�r�t w�th the
Absolute, that �deal un�on of human�ty w�th the human�ty of God. No
doubt Chr�st�an sculpture �s the �nstrument wh�ch makes v�s�ble the
content wh�ch here enters the doma�n of art more consonant w�th the
above d�sregarded pr�nc�ple. But �t �s prec�sely �ts modes of art's



embod�ment wh�ch expose to us the fact that sculpture �s �nsuff�c�ent
for such a content, that other modes of art w�ll �nfall�bly ar�se able to
reach �n very truth the mark wh�ch sculpture fa�led �n �ts work to
ach�eve. We may collect�vely un�te these new arts under the t�tle of
the romant�c arts. They are �ndeed the modes most adequate to
express the romant�c type of art.



[111] Se�n subjekt�ves Fürs�chseyn. Subject�ve �ndependence of
mater�al cond�t�ons. Self-consc�ousness.

[112] Rückkehr �n s�ch. Into �tself, �ts own �deal world of consc�ous
thought and emot�on.
[113] In se�ne �nnerl�che Subjekt�v�tät. That �s, what �s essent�ally
the world of soul. Sp�r�t here stands for m�nd and Gemüth or
emot�onal l�fe.

[114] E�n S�chze�chen des Ge�stes, �.e., are s�gns of �tself wh�ch
m�nd evolves �n a mode of external�ty.
[115] Here called gener�cally Baukunst.

[116] D�e plast�sche Deutl�chke�t.

[117] Das subjekt�ve Innere, �.e., sp�r�tual exper�ence of a
personal�ty.

[118] That �s �n compar�son w�th the fully �ndependent arts.
[119] That �s to say �t must be a d�st�nct object of the senses.

[120] In s�ch mater�ell part�cular�s�rt. We see Hegel's false not�ons
of the theory of colour �nfluenc�ng h�s express�on. It �s really false
to say that sculpture has noth�ng to do w�th colour. L�ght and
shadow at least are necessary and colour �s �mpl�ed.
[121] That �s, lets fall some of �ts aspects.

[122] Das Gemüth. Str�ctly the more emot�onal part.
[123] Between the extremes of arch�tecture and poetry or mus�c.

[124] L�t., "W�thout be�ng man�fested �n �ts return to �tself as �deal
substance."
[125] Unpart�cular�zed, that �s �n �ts essent�al exper�ence.

[126] He expla�ns th�s lower down. The concentrated po�nt �s �n
the flash of the eye. Perhaps here he merely refers to �t generally.
[127] Als Innerl�chke�t.

[128] Th�s �s only part�ally true of bronze, and any marble that has
had weather�ng.
[129] By grosse ge�st�ge S�nn Hegel means no doubt more than
"taste." He refers to the deep-rooted �nst�nct �n the gen�us of the
race.



[130] Meyer, "H�story of the Plast�c Arts among the Greeks," vol. I,
p. 119.
[131] D�e acht plast�sche M�tte. Hegel means that plast�c art
comes to �ts most �mportant focus, as �t were, between the arts
that e�ther �ncl�ne too much to the mater�al as �n arch�tecture, or to
�deal�ty as �n poetry.

[132] Näheren.

[133] The reader must always bear �n m�nd that Sp�r�t (Ge�st)
�ncludes �ntell�gence. It m�ght no doubt �n some places be better
translated as "m�nd."

[134] Substant�elle. That �s what �s the concrete fulness of real
sp�r�tual content.
[135] Als Subjekt.

[136] Besonderhe�t. The �solated self of the Aufklärung.

[137] Zufäll�gen Selbst�schke�t. Cont�ngent selfness. The ego
above descr�bed.

[138] Ohne �nnere Subjekt�v�tät als solche. That �s, �n the wholly
abstract sense.
[139] Begr�ff appears to refer here to the not�on of an�mal l�fe
generally, rather than the gener�c not�on �n �ts narrow sense.

[140] Innern Strukture. The structure that �deally mot�ves the
whole.
[141] D�eses �deelle e�nfache Fürs�chseyn des le�bl�chen.
Apparently th�s �ncludes the vegetable world.

[142] Macht s�ch. That �s an operat�ve pr�nc�ple �n the work�ng out
of.
[143] Als Seele, �.e., �n the narrow sense of the express�on above
def�ned.

[144] Pathognom�k, �.e., the sc�ence, that �s, of the express�on of
the pass�ons, together w�th that of the�r phys�olog�cal aspect.
[145] L�t., cont�ngent subject�v�ty.

[146] Hegel's express�on M�enen �s not easy to translate by a
s�ngle Engl�sh equ�valent. It s�gn�f�es the pass�ng look—the
general var�ety of fac�al express�on as contrasted w�th the
permanent express�on of substant�ve character.



[147] Den e�gentl�chen M�enen. The def�n�te aspects of the face
wh�ch express relat�vely permanent states of soul-l�fe.
[148] Pers�sts �n the l�ne of d�rect�on of the Ideal.

[149] D�e schöne fre�e Nothwend�gke�t.

[150] By W�tz�gke�t I presume Hegel means odd�ty and funn�ness
of every k�nd—perhaps "humorous eccentr�c�ty" would �nterpret �t.

[151] I th�nk th�s g�ves the sense, though the language �s rather
confused because h�s �mage �s that of �nvent�on attach�ng �tself to
what �s already presented rather than creat�ng a form that �s
based on external suggest�on.
[152] The celebrated courtesan. She entered the sea w�th
d�shevelled ha�r at a celebrated fest�val at Eleus�s. She had a
statue of gold at Delph�.

[153] E�gentl�ch Vorstellung �st.

[154] Statar�sch. That �s, modelled on h�stor�cal assoc�at�ons or
the results of former work; perhaps "eclect�c" would be a better
word.

[155] Der ge�st�ge Ton.

[156] De var�etate nat�onum, § 60.

[157] As �n savage an�mals.
[158] The word system �s used, wh�ch �s not read�ly translated �n
th�s context, though I have adopted the l�teral translat�on lower
down.

[159] M�ldrung. The soften�ng of �ts severe l�nes.
[160] Werke, vol. IV, bk. 5, c. 5, § 20, p. 198.

[161] It �s d�ff�cult to see what Hegel means exactly here by
Schn�tte. I suppose he means the external l�nes of the eye-socket.
[162] L.c. § 29.

[163] Flügeln must here refer to the or�f�ces of the nose.
[164] W�nck, l.c. § 37, p. 218.

[165] Hegel's word �s hab�tus. Customary att�tude and mode of
connect�on appears to be �ncluded.
[166] Gebehrde, a word somewhat d�ff�cult to translate here. It
seems to comb�ne the �deas of gesture and pose.



[167] The reference �s, of course, to pa�nt�ng and �nd�rectly to
poetry.
[168] E�n �n s�ch versunkenes Dastehn oder L�egen.

[169] Ged�egenhe�t.

[170] See vol. I, pp. 268-272.

[171] Das höhere Innere.

[172] Das ge�st�ge Bewusstseyn.

[173] Her. I, c. 10.
[174] Th�s v�tal�ty.

[175] Vol. V, bk. 2, p. 503.
[176] Vol. V, bk. 6, ch. 2, p. 56.

[177] Mus. P�o-Clement. Tom. 2, pp. 89-92.
[178] W�nck., vol. II, p. 491.

[179] Vol. IV, bk. 5, ch. I, § 29.
[180] I am not sure what �s exactly meant by gekrümmt here. The
descr�pt�on �s not very luc�d.

[181] IV, 5, 2, § 10.
[182] W�nck., vol. VII, p, 78.

[183] W�nck., vol, VII, p. 80.
[184] Vol. IV, p. 78.

[185] Vol. II, § I.
[186] W�nck., vol. IV, p. 116.

[187] Such �s, I th�nk, the general mean�ng, though the l�teral
translat�on of the words als den F�guren sämmtl�ch d�e E�nfachhe�t
abgeht �s not qu�te clear. I take the word sämmtl�ch to mean
"taken collect�vely as separate un�ts."
[188] W�nck., Werk., vol. V, p. 389. Anmerk.

[189] Meyer's Gesch. der b�ld. Künste be� den Gr�echen, vol. I, p.
60.
[190] Pausan�as, II, 30.

[191] I presume th�s �s the mean�ng of B�ldnere�.



[192] I am not sure whether Angaben refers to actual sketches, or
merely other ev�dence handed down.
[193] In the year 1829.

[194] That �s �n the accuracy of mechan�cal l�ne as the result of
mach�ne.
[195] Sanftes Verlaufen, �.e., passage from one plane surface to
another. Zusammen-stossen appears to me the melt�ng together
of l�nes, �.e., conjunct�on, fus�on.

[196] Meyer's Gesch., vol. I, p. 279.
[197] Vol. III, Vorr. XXVII.

[198] That �s �n 1821.
[199] Statar�schen, scholast�c, eclect�c.

[200] "De Leg.," L�b. II, ed. Bekk., III, 2, p. 239.
[201] Herod, II, c. 167.

[202] Vol. III, bk. 2, ch. I, p. 74.
[203] Vol. III, bk. 2, ch. 2, pp. 77-84.

[204] "Cours d'Archéolog�e par Raoul-Rochette, 1-12me leçon,"
Par�s, 1828.
[205] I am not sure �f th�s r�ghtly g�ves the sense of the words D�e
Gestalten be� strenger Ze�chnung gedrungen.

[206] Ueber d�e Aeg. B�ldwerke m�t kunstgesch. Anmerk. von
Schell�ng, 1817.
[207] That �s, �t does not approach Egypt�an type so nearly.

[208] Hegel's words mean th�s, I suppose, though the German �s
somewhat compressed and not very clear as �t stands.
[209] Vol. III, ch. 2, § 10, p. 188 and Pl. VI, A.

[210] Hegel uses the unusual word Bege�st�gung, I presume
somewhat �n the sense of Bege�sterung, s�gn�fy�ng the personal
�nsp�rat�on of the art�st.
[211] Th�s appears to be the mean�ng of the d�ff�cult phrase that
sculpture suppl�es das gesammte Daseyn, �.e., �s the aff�l�at�ng
l�nk of the collect�ve body. All the d�fferent arts are stamped w�th
�ts character�st�cs.

[212] I presume the P�età �n St. Peter's.



[213] Hegel's "Verm�sch. Schr�ften," vol. II, p. 561.

SUBSECTION III

THE ROMANTIC ARTS

The source of the general trans�t�on from sculpture to the other arts
�s, as we have seen, the pr�nc�ple of subject�v�ty, wh�ch now �nvades
art's content and �ts manner of expos�t�on. What we understand here
by subject�v�ty �s the not�on of an �ntell�gence wh�ch �deally ex�sts �n
free �ndependence, w�thdraw�ng �tself from object�ve real�ty �nto �ts
own more �nt�mate doma�n, a consc�ous l�fe wh�ch no longer
concentrates �tself w�th �ts corporeal attachment �n a un�ty wh�ch �s
w�thout d�v�s�on.
There follows from th�s trans�t�on, therefore, that d�ssolut�on, that
d�smemberment of the un�ty wh�ch �s held together �n the substant�ve
and object�ve presence of sculpture, �n the focus of �ts tranqu�ll�ty and
all-�nclus�ve rondure and as such �s apprehended �n fus�on. We may
cons�der th�s breach from two po�nts of v�ew. On the one hand
sculpture, �n respect to �ts content, entw�ned what �s substant�ve �n
Sp�r�t d�rectly w�th the �nd�v�dual�ty, wh�ch �s as yet not self-
�ntrospect�ve, �n the exclus�ve un�t of a personal consc�ousness, and
treated thereby an object�ve un�ty �n the sense �n wh�ch object�v�ty
suggests what �s �ntr�ns�cally �nf�n�te, �mmutable, true—that
substant�ve aspect, �n short, wh�ch has no part �n mere capr�ce and
s�ngular�ty. And from another po�nt of v�ew sculpture fa�led to do
more than d�scharge th�s sp�r�tual content wholly w�th�n the corporeal
frame as the v�tal and s�gn�f�cant �nstrument of the same, and by
do�ng so create a new object�ve un�ty �n that mean�ng of the
express�on, under wh�ch object�v�ty, as contrasted w�th all that �s
wholly �deal and subject�ve, �nd�cates real and external ex�stence.
When we f�nd, then, that these two aspects, at f�rst thus reconc�led �n
one another by sculpture, are separated, that wh�ch we call self-
�ntrospect�ve sp�r�tual�ty �s not merely placed �n oppos�t�on to that



wh�ch �s external, but also, �n the doma�n of what �s sp�r�tual
throughout, what �s substant�ve and object�ve �n that med�um, �n so
far as �t no longer cont�nues to be reta�ned �n what �s substant�al
�nd�v�dual�ty s�mply, �s d�ssevered from the v�tal part�cular�ty of the
consc�ous l�fe, and all these aspects wh�ch have been h�therto held
together �n perfect fus�on are relat�vely to each other and
�ndependently free, so that they can be treated too by art as free �n
th�s very way.
1. If we exam�ne the content, then, we have through the above
process, on the one hand, the substant�ve be�ng of what �s sp�r�tual,
the world of truth and etern�ty, the D�v�ne �n fact, wh�ch however
here, �n accordance w�th the pr�nc�ple of part�cular�ty, �s
comprehended and real�zed by art as a subject of consc�ousness, or
as personal�ty, as the Absolute, wh�ch �s self-consc�ous �n the
med�um of �ts �nf�n�te sp�r�tual substance, as God �n H�s Sp�r�t and
Truth. And �n contrast to H�m we have asserted the worldly and
human cond�t�on of soul-l�fe, wh�ch, regarded now as no longer �n
d�rect un�on w�th the �ntr�ns�c substance of Sp�r�t, can unfold �tself �n
all the fulness of that part�cular�ty wh�ch �s s�mply human, and
thereby perm�ts the heart of man wherever and whenever
represented[214], the ent�re wealth of our human mortal�ty, to be open
to art's acceptance.
The meet�ng-ground upon wh�ch these two aspects once more
coalesce �s the pr�nc�ple of subject�v�ty, wh�ch �s common to both.
The Absolute �s, �n v�rtue of th�s, d�sclosed to us to the full extent a
l�v�ng, actual, and equally human subject of consc�ousness, as the
human and f�n�te consc�ous l�fe, v�ewed as sp�r�tual, makes v�tal and
real the absolute substance and truth, or �n other words s�mply the
D�v�ne Sp�r�t. The new bond of un�ty wh�ch �s thus secured no longer,
however, supports the character of that former �mmed�acy, such as
sculpture d�sclosed �t; rather �t �s a un�on and reconc�l�at�on wh�ch
asserts �tself essent�ally as a med�at�on of opposed factors, and
whose very not�on makes �ts apprehens�on only poss�ble �n the
realms of the soul and �deal l�fe.
I have already, when the general subd�v�s�on of our sc�ence �n �ts
ent�re compass offered an opportun�ty for do�ng so, la�d �t down, that



�f the Ideal of sculpture sets forth �n a sensuously present �mage the
essent�al sol�d�ty[215] of the �nd�v�dual�ty of the God �n the bod�ly form
alone able to express that substance, the commun�ty thereupon
essent�ally confronts such an object as the �ntell�gent reflect�on of
that un�ty. Sp�r�t, however, that �s wholly self-absorbed can only
present the substance of Sp�r�t under the mode of Sp�r�t, �n other
words as a consc�ous subject, and rece�ves thereby stra�ghtway the
pr�nc�ple of the sp�r�tual reconc�l�at�on of �nd�v�dual subject�ve l�fe w�th
God. As part�cular self, however, man also possesses h�s cont�ngent
natural ex�stence, and a sphere of f�n�te �nterests, needs, a�ms, and
pass�ons, whether �t be more extens�ve or restr�cted, �n wh�ch he �s
able to real�ze and sat�sfy h�s nature qu�te as much as he can �n the
same be absorbed �n those �deas of God and the reconc�l�at�on w�th
God.
2. Secondly, �f we cons�der the aspect of the representat�on on �ts
external s�de, we f�nd that �t �s by v�rtue of �ts part�cular�ty at once
self-subs�stent and possesses a cla�m to stand forth �n th�s
�ndependence, and th�s for the reason that the pr�nc�ple of
subject�v�ty excludes that correspondence �n �ts �mmed�acy, and
d�sallows to �tself the absolute �nterfus�on of the �deal and external
aspects �n every part and relat�on of �t. For the subject�ve pr�nc�ple �s
here prec�sely that wh�ch comes to be, �n self-subs�stent seclus�on,
that �nward l�fe wh�ch ret�res from real or object�ve ex�stence �nto the
realm of the Ideal, the world of emot�on, soul, heart, and
contemplat�on[216]. Th�s �deal l�fe �s man�fested no doubt �n �ts
external form, under a mode, however, �n wh�ch the external form
�tself appears, that �s to say �t �s merely the outer shell of a consc�ous
subject that �s grow�ng �ndependently w�th�n. The hard and fast
assoc�at�on of the bod�ly form and the l�fe of Sp�r�t �n class�cal
sculpture �s not therefore carr�ed to the po�nt of an all-d�ssolv�ng
un�ty[217] but �n so l�ght and slack a coalescence that both aspects,
albe�t ne�ther �s present w�thout the other, preserve �n th�s connect�on
the�r separate �ndependence relat�vely to the other, or at least, �f a
profounder un�on �s really secured, the sp�r�tual aspect as that �nward
pr�nc�ple, wh�ch asserts �ts presence over and beyond �ts suffus�on
w�th the object�ve or external mater�al, becomes the essent�ally



�llum�nat�ng focus of all. And �t results from th�s that, to promote the
enhancement of th�s relat�vely �ncreased self-subs�stency of the
object�ve and mater�al aspect,—we have �n our m�nd ma�nly, no
doubt, the extreme case of the representat�on of external Nature and
�ts objects, even �n the�r �solated and most exclus�ve part�cular�ty,—
yet even �n such a case and desp�te all real�sm �n the presentment �t
�s necessary that such counterfe�ts should perm�t a reflect�on of the
art�st's soul to be v�s�ble on the�r face. They should �n other words
suffer us to see the sympathy of Sp�r�t �n the manner of the�r art�st�c
real�zat�on, and therew�th d�scover to us the l�fe of soul, the �deal l�fe
wh�ch �s the v�tal breath of the�r co-ord�nat�on, the penetrat�on of
man's emot�onal l�fe �tself �nto th�s extreme type of external
env�ronment.
Speak�ng, then, generally, we may aff�rm that the pr�nc�ple of
subject�v�ty carr�es w�th �t as �ts �nev�table result, on the one hand,
that the wholly unconstra�ned un�on of Sp�r�t w�th �ts corporeal frame
should be g�ven up, and the bod�ly aspect be asserted �n a more or
less negat�ve relat�on over aga�nst the former, �n order that the
�deal�ty of Sp�r�t may be emphas�zed on the front of that external
real�ty, and, on the other hand, �n order to procure free scope for
every separate feature of the var�ety, d�v�s�on, and movement of what
�s sp�r�tual no less than what d�rectly appeals to man's senses.
3. And, th�rdly, th�s new pr�nc�ple has to establ�sh �tself �n the
sensuous mater�al, of wh�ch art ava�ls �tself �n �ts new man�festat�ons.
(a) The mater�al h�therto was matter s�mply, that �s, the mater�al of
grav�ty �n the content of �ts spat�al extens�on, and no less was �t form
under �ts s�mplest and most abstract def�n�t�on of conf�gurat�on. Now
that the subject�ve and at the same t�me the essent�ally part�cular�zed
content of the soul �s �mported �nto th�s mater�al, the spat�al total�ty of
such mater�al w�ll w�thout quest�on �n some measure suffer loss �n
order that the former content may appear upon �ts face w�th �ts �deal
m�ntage[218], and contrar�w�se w�ll be converted from �ts �mmed�ately
mater�al gu�se to an appearance wh�ch �s the product of m�nd or
sp�r�t; and, on the other hand, both �n respect to form and �ts
externally sensuous v�s�b�l�ty, all the deta�l of what appears w�ll be
necessar�ly emphas�zed �n the way that the new content requ�res. Art



�s, however, even now compelled �n the f�rst �nstance to move �n the
realm of the v�s�ble and sensuous, because, follow�ng the above
course of our �nqu�ry, though no doubt the �nward or �deal �s
conce�ved as self-�ntrospect�on[219], yet �t has further to appear as a
return of �ts own qual�ty to �tself from th�s very realm of external�ty
and mater�al shape, �n short, as a return of �tself to �tself, wh�ch can
only from the earl�est po�nt of v�ew be portrayed �n the object�ve
ex�stence of Nature and the corporeal ex�stence of Sp�r�t's l�fe.
The f�rst among the romant�c arts w�ll consequently have as �ts
proper funct�on to assert �ts content �n the v�s�ble forms of the
external human f�gure and the natural shape wherever d�sclosed,
w�thout, however, rema�n�ng bound to the sensuous �deal�ty and
abstract range of sculpture. Th�s �s the task and prov�nce of pa�nt�ng.
(b) In so far, however, as we f�nd �n pa�nt�ng for �ts fundamental type,
not as �n sculpture the ent�rely perfected resolut�on of the sp�r�tual
�dea and the bod�ly form �n one content, but rather the predom�nant
expos�t�on of the self-absorbed �deal�ty of soul, to that extent the
spat�al f�gure �n extens�on �s not a truly adequate med�um of
express�on for the �nward l�fe of Sp�r�t. Art therefore abandons the
prev�ous med�um of conf�gurat�on, and �n the place of spat�al forms
employs the med�um of tone �n the l�m�ted durat�on of �ts sounds;
tone �n fact by �ts assert�on of the mater�al of Space under a purely
negat�ve relat�on secures for �tself a f�n�te ex�stence nearer to �deal�ty,
and corresponds to that soul-l�fe, wh�ch �n accordance w�th �ts own
�nward exper�ence conce�ves and grasps that l�fe as emot�on, and
then expresses that content, as �t enforces �ts cla�m �n the unseen
movement of heart and soul, �n the process�on of tones. The second
art, therefore, wh�ch follows th�s pr�nc�ple of expos�t�on �s that of
mus�c.

(c) Thereby, however, mus�c merely �s placed at the oppos�te
extreme, and, �n contrast to the plast�c arts, both �n respect to �ts
content and relat�vely to �ts sensuous mater�al, and the mode of �ts
express�on, cleaves fast to the formless content of �ts pure �deal�ty. It
�s, however, the funct�on of art, �n v�rtue of �ts essent�al not�on, to
d�sclose to the senses not merely the soul-l�fe, but the man�festat�on
and actual�ty of the same �n �ts external real�ty. When, however, art



has abandoned the process of ver�tably �nform�ng the real and
consequently v�s�ble form of object�ve ex�stence, and has appl�ed �ts
act�v�ty to the element �tself of soul-l�fe, the object�ve real�ty, to wh�ch
�t once more recurs, can no longer be the real�ty as such �n �tself, but
one wh�ch �s merely �mag�ned and pref�gured to the m�nd or sens�t�ve
soul. The presentment, moreover, as be�ng the commun�cat�on to
Sp�r�t of creat�ve m�nd work�ng �n �ts own doma�n �s compelled to use
the sensuous mater�al un�ted to �ts d�sclosure s�mply as a mere
means for such commun�cat�on. It must consequently lower �ts
denom�nat�on to that of a s�gn wh�ch of �tself �s w�thout s�gn�f�cance. It
�s at th�s po�nt that poetry or the art of speech, confronts us, wh�ch
now �ncorporates �ts art-product�ons �n the med�um of a speech
elaborated to an �nstrument of art�st�c serv�ce, prec�sely as
�ntell�gence already �n ord�nary speech makes �ntell�g�ble to sp�r�tual
l�fe all that �t carr�es �n �tself. And, moreover, for the reason that �t �s
able thus to unfold the ent�re content of Sp�r�t �n �ts own med�um, �t �s
the un�versal art, wh�ch belongs �nd�fferently to all the types of art,
and �s only excluded �n that case where the sp�r�tual l�fe wh�ch �s st�ll
unrevealed to �tself �n �ts h�ghest form of content �s merely able to
make �tself aware of �ts own d�m present�ments �n the form and
conf�gurat�on of that wh�ch �s external and al�en to �tself.

CHAPTER I

THE ART OF PAINTING

The most adequate object of sculpture �s the tranqu�l self-absorpt�on
of personal�ty �n �ts essent�al substance, the character whose
sp�r�tual �nd�v�dual�ty �s �n the fullest degree d�splayed on the face of
�ts corporeal presentment, mak�ng the sensuous frame, wh�ch
reveals th�s �ncorporat�on of sp�r�t, adequate to such an embod�ment
of m�nd wholly �n �ts aspects of external form. The s�ghtless look has
as yet fa�led to concentrate at one po�nt the supreme focus of �deal
l�fe, the v�tal breath of soul, the heart of most �nt�mate feel�ng, and �s



as yet w�thout sp�r�tual movement, w�thout the del�berate d�st�nct�on
between a world w�thout �t and a l�fe w�th�n. It �s on account of th�s
that the sculpture of the anc�ents leaves us �n some degree
unmoved. We e�ther do not rema�n long before �t, or our delay �s
rather due to a sc�ent�f�c �nvest�gat�on of the f�ne mod�f�cat�ons of
form and deta�l wh�ch �t d�splays. We cannot blame mank�nd �f they
are unable to take the profound �nterest �n f�ne works of sculpture
wh�ch such works deserve. To know how to value them �s a study �n
�tself. At f�rst glance we e�ther exper�ence no attract�on, or are
�mmed�ately consc�ous of the general character of the whole. To
come to closer quarters we have f�rst to d�scover what �t �s that
cont�nues to supply such an �nterest. An enjoyment, however, wh�ch
�s only the poss�ble result of study, thought, learn�ng, and a w�de
exper�ence �s not the �mmed�ate object of art. And, moreover, the
essent�al demand we make that a character should develop, should
pass �nto the f�eld of act�on and affa�rs, and that the soul should
thereby meet w�th d�v�s�ons and-grow deeper, th�s, after all our
journey �n search of the del�ght wh�ch th�s study of the works of
ant�que sculpture may br�ng to us, rema�ns unsat�sf�ed. For th�s
reason we �nev�tably feel more at home �n pa�nt�ng. In other words
we are at once and for the f�rst t�me consc�ous �n �t of the pr�nc�ple of
our f�n�te and yet essent�ally �nf�n�te sp�r�tual substance, the l�fe and
breath of our own ex�stence; we contemplate �n �ts p�ctures the very
spark wh�ch works and �s act�ve �n ourselves. The god of sculpture
rema�ns for sense-percept�on an object s�mply; �n pa�nt�ng, on the
contrary, the D�v�ne appears as �tself essent�ally the l�v�ng subject of
sp�r�tual l�fe, wh�ch comes �nto d�rect relat�ons w�th the commun�ty,
and makes �t poss�ble for each �nd�v�dual thereof to place h�mself �n
sp�r�tual commun�on and reconc�lement w�th H�m. The substant�ve
character of such a D�v�n�ty �s not, as �n sculpture, an �nd�v�dual that
pers�sts �n the �nflex�ble bond of �ts own l�m�tat�ons[220], but �s one
wh�ch expands �nto and �s d�fferent�ated w�th�n the commun�ty �tself.
The same pr�nc�ple generally d�fferent�ates the �nd�v�dual from h�s
own bod�ly frame and external env�ronment to qu�te as cons�derable
an extent as �t br�ngs the soul �nto med�ated relat�on w�th the same.
W�th�n the compass of th�s subject�ve d�fferent�at�on—regarded as



the �ndependent assert�on of human �nd�v�dual�ty as opposed to God,
Nature, and the �nward and external l�fe of other persons, regarded
also conversely as the most �nt�mate relat�on, the most secure
commun�on of God w�th the commun�ty, and of �nd�v�dual men w�th
God, the env�ronment of Nature and the �nf�n�te var�ety of the wants,
purposes, pass�ons, and act�v�t�es of human ex�stence—falls the
ent�re movement and v�tal�ty, wh�ch sculpture, both �n respect to �ts
content and �ts means of contr�but�ng express�on, suffers to escape;
and �t adds an �mmeasurable wealth of new mater�al and a novel
breadth and var�ety of art�st�c treatment wh�ch h�therto was absent.
Br�efly, then, th�s pr�nc�ple of subject�v�ty �s on the one hand the bas�s
of d�v�s�on, on the other a pr�nc�ple of med�at�on and synthes�s, so
that pa�nt�ng un�tes �n one and the same art what h�therto formed the
subject-matter of two d�fferent arts, namely, the external
env�ronment, wh�ch arch�tecture treated art�st�cally, and the
essent�ally sp�r�tual form, wh�ch was elaborated by sculpture.
Pa�nt�ng places �ts f�gures on the background of a Nature or an
arch�tectural env�ronment, both of wh�ch are the products of �ts own
�nvent�on �n prec�sely the same sense, and �s able to make th�s
external mater�al �n both of these aspects by v�rtue of �ts emot�onal
powers and soul a counterfe�t w�th�n �ts �deal realm, �n the degree
that �t understands how best to place �t �n relat�on and harmony w�th
the sp�r�t of the f�gures that l�ve and move there�n.
Such �s the pr�nc�ple of the new advance that pa�nt�ng contr�butes to
the representat�ve powers of art.
If we �nqu�re now the course wh�ch the more deta�led exam�nat�on of
our subject necess�tates the follow�ng d�v�s�on w�ll serve us.
In the f�rst place we shall have yet further to cons�der the general
character wh�ch the art of pa�nt�ng must necessar�ly rece�ve �n
accordance w�th �ts not�on and relat�vely both to �ts spec�f�c content,
the mater�al that �s made consonant w�th th�s content and f�nally the
art�st�c treatment wh�ch �s thereby �nvolved.
Secondly, we have to develop the separate modes of def�n�t�on,
wh�ch are conta�ned �n the pr�nc�ple of such a content and manner of
presentat�on, and more succ�nctly f�x the boundar�es of the subject-



matter wh�ch �s adapted to pa�nt�ng no less than the modes of �ts
concept�on, compos�t�on, and techn�cal qual�t�es as pa�nt�ng.
Th�rdly, pa�nt�ng �s �tself broken up �nto d�st�nct schools of pa�nt�ng by
reason of the above d�v�s�ons of matter, techn�que, and so forth,
wh�ch, as �n the other arts, have the�r own phases of h�stor�cal
development.

1. GENERAL CHARACTER OF THE ART OF PAINTING

After hav�ng thus emphas�zed as the essent�al pr�nc�ple of pa�nt�ng
that world of the soul �n �ts v�tal�ty of feel�ng, concept�on, and act�on
cast �n embrace round heaven and earth, �n the var�ety of �ts
man�festat�ons and external d�sclosures w�th�n the bod�ly frame, and
aff�rmed on th�s account that the focus, and centre of th�s art �s to be
sought for �n romant�c and Chr�st�an art, �t may �mmed�ately occur to
the reader that not only do we f�nd excellent art�sts among the
anc�ents, who are as d�st�ngu�shed �n th�s art as others of the�r age �n
sculpture—and we cannot pra�se them more h�ghly—but also that
other peoples, notably the Ch�nese, H�ndoos, and Egypt�ans, have
secured d�st�nct�on �n the d�rect�on of pa�nt�ng. W�thout quest�on the
art of pa�nt�ng �s, by v�rtue of the var�ety of the objects treated and
the part�cular type of �ts manner of execut�on, less[221] restr�cted �n
the range of nat�ons that exempl�fy �ts pursu�t. Th�s, however, �s not
the po�nt at �ssue. If our quest�on �s s�mply that of the h�stor�an
doubtless we f�nd s�ngle examples of one type[222] of pa�nt�ng or
another have been produced at the most var�ed epochs by the
nat�ons already ment�oned and others. It �s, however, a profounder
quest�on altogether when we ask ourselves what �s the pr�nc�ple of
pa�nt�ng, exam�ne the means of �ts expos�t�on and �n do�ng so seek to
establ�sh that content, wh�ch by v�rtue of �ts own nature �s
emphat�cally consonant w�th the pa�nter's art as such and �ts mode of
presentment, so that we can aff�rm the form thus selected to be
wholly adequate to the content �n quest�on. We have but l�ttle left us
of the pa�nt�ng of the anc�ent world, examples, �n fact, wh�ch we see
can ne�ther have formed part of the most consummate work of
ant�qu�ty �n th�s respect, nor have been the product of �ts most



famous masters. At least all that has been d�scovered through
excavat�on �n pr�vate houses �s of th�s character. It �s �mposs�ble,
however, not to adm�re the del�cacy of taste, the su�tab�l�ty of the
objects, selected, the clearness of the group�ng, and, we may add,
the l�ghtness of the handl�ng and freshness of the colour�ng,
excellences wh�ch w�thout doubt were present �n the or�g�nals of
such p�ctures �n a far h�gher degree, �n �m�tat�on of wh�ch, for
example, the wall pa�nt�ngs �n the so-called house of the traged�an at
Pompe�� have been executed. We have, unfortunately, no examples
of the works of famous masters. Whatever degree of excellence,
however, these more or�g�nal product�ons atta�ned, we may none the
less aff�rm that the anc�ents could not, alongs�de of the unmatchable
beauty of the�r sculptures, have l�fted the art of pa�nt�ng to the level of
art�st�c elaborat�on as pa�nt�ng wh�ch we f�nd secured �n the Chr�st�an
era of the M�ddle Ages, and pre-em�nently �n the s�xteenth and
seventeenth centur�es. And we may assume th�s to be so on the
ph�losoph�cal ground that the most genu�ne heart of the Greek
outlook �s, �n a degree wh�ch �s �nappl�cable to the other arts,
concordant w�th the root and fragrance of that wh�ch sculpture and
sculpture alone can supply. And �n art we are not ent�tled to separate
sp�r�tual content from �ts mode of presentat�on. If, hav�ng th�s clear to
our m�nds, we �nqu�re how �t �s that pa�nt�ng only reached �ts most
character�st�c consummat�on through the content of the romant�c
type of art, we can but reply that �t �s prec�sely the �nt�macy of feel�ng,
the blessedness[223] and pa�n that g�ve to us the soul of th�s
profounder content, whose demand �s for such a v�tal �nfus�on, wh�ch
has paved the way to and �n fact been the cause of th�s h�gher
perfect�on of pa�nt�ng.
As an example of what I mean I w�ll but recall to recollect�on one
part�cular �nstance already c�ted, namely, that we borrow from Raoul-
Rochette of the treatment of Is�s carry�ng Horns on her knees. In
general the subject �s �dent�cal w�th the Madonna p�ctures, a D�v�ne
mother and her ch�ld. The d�fference of handl�ng and concept�on �n
the two cases, however, �s �mmeasurable. The Egypt�an Is�s, as we
f�nd her thus s�tuated on bas-rel�efs, has noth�ng maternal about her,
no tenderness, no tra�t of soul or emot�on, such as �s not even wholly



absent �n the st�ffer Byzant�ne p�ctures of the Madonna. And �f we
th�nk of Raphael, or any other great Ital�an master, what results have
they not ach�eved from th�s subject of the Mother and Chr�st-babe!
What depth of emot�on, what sp�r�tual l�fe, what �nt�macy and wealth
of heart, what exaltat�on and endearment, how human and yet how
ent�rely f�lled w�th d�v�ne sp�r�t �s the soul wh�ch speaks to us from
every l�ne and feature. And under what �nf�n�te var�ety of forms and
s�tuat�ons �s th�s one subject presented to us even by part�cular
masters taken s�ngly and st�ll more by d�fferent art�sts. The mother,
the pure V�rg�n, the phys�cal, the sp�r�tual beauty, loft�ness and
devot�on of love, all th�s and countless other features are
emphas�zed �n the�r turn as the ma�n s�gn�f�cance of the express�on.
But ch�ef of all we f�nd throughout that �t �s not the sensuous beauty
of mere form, but the an�mate l�fe of Sp�r�t, by v�rtue of wh�ch art�st�c
gen�us no less than mastery of execut�on �s asserted and secured.
Now �t �s qu�te true that Greek art has passed a long way beyond
Egypt�an art, and we may add that �t has made the express�on of
man's soul an object a�med for. But �t was not capable of grasp�ng
that �nt�macy and depth of emot�on wh�ch �s d�scovered to us �n the
Chr�st�an type of express�on, and �ndeed was careful, �n accordance
w�th �ts ent�re character, not to attach �tself to such �ntens�ty of
feel�ng. Take, for �nstance, the case I have more than once already
c�ted of the faun, who carr�es the youthful Bacchus �n h�s arms; �t �s,
no doubt, express�ve of extremely tender and am�able qual�t�es. The
nymphs are equally so who tend upon Bacchus, a s�tuat�on wh�ch �s
dep�cted by a gem �n a very beaut�ful group of f�gures. In such cases
we have an analogous sent�ment of unconstra�ned love for a ch�ld,
equally free from pass�on and yearn�ng; but, even putt�ng on one
s�de the maternal relat�on[224], the express�on possesses �n no
respect the �nt�macy, the depth of soul, wh�ch confront us �n Chr�st�an
pa�nt�ngs. The anc�ents may very well have pa�nted excellent
portra�ts, but ne�ther the�r way of conce�v�ng natural fact, nor the
po�nt of v�ew from wh�ch they regarded human and d�v�ne cond�t�ons
was of the k�nd that, �n the case of pa�nt�ng, an �nfus�on of soul-l�fe
could be expressed w�th such �nt�mate �ntens�ty as was poss�ble �n
Chr�st�an pa�nt�ng.



The demand of pa�nt�ng, however, for th�s more personal type of
�nsp�rat�on �s a result of �ts very mater�al. In other words, the
sensuous med�um �n wh�ch �t moves �s an extens�on on pure surface,
and the d�splay of form by means of the use of d�vers�f�ed colours, by
v�rtue of wh�ch process the object�ve shape, as we have �t presented
to the v�s�on, �s converted to an art�f�c�al �llus�on adopted by a
sp�r�tual agency[225] �n the place of the actual form of fact. It �s part of
the pr�nc�ple of such a treatment of mater�al that wh�ch �s external
should not ult�mately reta�n �ts val�d�ty �n �ts �ndependent nat�ve
ex�stence, even �n the mod�f�ed form �t takes as a v�tal product of
human hands, but should �n th�s form of real�zat�on be lowered as
real�ty to a purely phenomenal reflex of the �nward soul-l�fe �tself,
wh�ch seeks to contemplate �tself �ndependently as such. When we
look �nto the heart of the matter we shall f�nd that the advance from
the rounded form of sculpture amounts to noth�ng less than the
above statement. It �s the soul-l�fe, the �deal�ty of Sp�r�t wh�ch
undertakes to express �tself �n an �nt�mate way through the
counterfe�t of the object�ve world. Add to th�s, �n the second place,
that the surface on wh�ch the art of pa�nt�ng makes �ts objects v�s�ble,
opens �ndependently the path to the employment of a surround�ng
background and other complex relat�ons; and colour too, regarded
as the art�culat�on of that wh�ch appears, requ�res a correspondent
d�fferent�at�on of soul-l�fe, wh�ch can only be rendered clearly through
the def�n�t�on of express�on, s�tuat�on, and act�on, and consequently
makes necessary var�ety, movement, and the deta�led expos�t�on of
both the �nward and external l�fe. Th�s pr�nc�ple of �nwardness[226]

taken alone, wh�ch at the same t�me �n �ts actual man�festat�on �s
assoc�ated w�th the var�ety of external ex�stence and �s cogn�zable
on the face of such part�cular ex�stence as an essent�ally complete
and �ndependent complex of cond�t�ons, we have already seen to be
the pr�nc�ple of the romant�c type of art, �n whose conf�gurat�on and
mode of presentat�on consequently the med�um of pa�nt�ng d�scovers
�n a un�que way �ts wholly adequate object. Conversely we may
aff�rm at the same t�me that romant�c art, when the quest�on �s
actually one of def�n�te works of art, must seek for mater�al wh�ch �s
consonant w�th �ts content, and �n the f�rst �nstance �t f�nds such �n
pa�nt�ng, wh�ch consequently rema�ns more or less of a formal



character when deal�ng w�th all objects and compos�t�ons not of th�s
type[227]. Grant�ng, then, the fact that we f�nd outs�de the Chr�st�an
pa�nt�ngs an Or�ental, Greek, and Roman school of pa�nt�ng, yet the
real centre and focus of all �s none the less the elaborat�on wh�ch th�s
art secured w�th�n the boundar�es of romant�c art. We can only speak
of Or�ental and Greek pa�nt�ng �n the same k�nd of way as we d�d
when, desp�te our ma�n thes�s that sculpture atta�ned �ts h�ghest
crown of perfect�on �n the class�cal Ideal, we referred to a
subord�nate Chr�st�an type of sculpture. In other words we are forced
to adm�t that the art of pa�nt�ng f�rst apprehends �ts content �n the
mater�al of the romant�c type of art, wh�ch completely corresponds to
�ts �nstruments and �ts modes, and consequently that �t was only after
the treatment of such mater�al that �t d�scovered how best to use and
elaborate �n every d�rect�on all the means at �ts d�sposal.
Follow�ng now the course of the above remarks �n a wholly general
way we have to observe as follows �n connect�on w�th the content,
mater�al, and art�st�c mode of treatment of pa�nt�ng.
(a) The fundamental def�n�t�on of the content of pa�nt�ng �s, as we
have seen, subject�v�ty as an �ndependent process[228].
(α) In th�s process, look�ng at �t from the po�nt of v�ew of a reflex of
soul-l�fe, �nd�v�dual�ty must not wholly pass �nto the un�versal�ty �ts
substance, but must on the contrary d�sclose how �t reta�ns that
content as a d�st�nct�ve personal�ty[229], and possesses and
expresses �ts �nward l�fe, that �s the v�tal�ty of �ts own concept�on and
feel�ng �n the same; ne�ther should the external form be wholly
dom�nated by the �deal �nd�v�dual�ty as �s the case �n sculpture. For
the pr�nc�ple of subject�v�ty, albe�t that �t permeates the external
mater�al as the mode of object�v�ty adequate to express �t, �s
notw�thstand�ng l�kew�se an �dent�ty wh�ch w�thdraws �tself �nto �tself
out of that object�ve doma�n, and by v�rtue of th�s self-seclus�on �s
relat�vely to that object�ve aspect neutral, leav�ng �t qu�te
untrammelled. Just as therefore, on the sp�r�tual s�de of the content,
the part�cular�ty of the personal l�fe �s not set forth �n d�rect un�on w�th
�ts substance and un�versal�ty, but �s essent�ally reflected as the
culm�nat�ng feature of �ts �ndependent embod�ment[230], so, too, �n



the object�ve env�sagement of form, the part�cular�ty and un�versal�ty
of the same are carr�ed from the�r prev�ous plast�c un�on[231] to a
predom�nance of the �nd�v�dual aspect, and �ndeed of comparat�vely
acc�dental and �nd�fferent features, and �n a manner much the same
as that wh�ch, �n the real�ty of sense exper�ence, �s the preva�l�ng
character of all phenomena.
(β) A further �mportant po�nt �s that connected w�th the range of
scope that �s perm�tted to the art of pa�nt�ng �n v�rtue of �ts pr�nc�ple
w�th regard to the objects to be thus presented.
The free pr�nc�ple of subject�v�ty suffers on the one hand the ent�re
f�eld of natural objects, and every department of human act�v�ty to
rema�n �n �ts substant�ve mode of ex�stence; on the other, �t �s
capable of enter�ng �nto fus�on w�th all poss�ble deta�l, and creat�ng
therefrom a content of �ts own �deal l�fe, of rather we should say that
only �n th�s �nterfus�on w�th concrete actual�ty does �t assert �tself as
concrete and v�tal �n �ts products. Consequently �t �s poss�ble for the
pa�nter to �mport a wealth of mater�al �nto the realm occup�ed by h�s
art�st�c works, wh�ch rema�ns outs�de, the reach of the sculptor. The
ent�re world of the rel�g�ous �dea, concept�ons of heaven and hell, the
h�story of Chr�st, h�s d�sc�ples and sa�nts, external Nature, all that
concerns human�ty down to the most fug�t�ve of s�tuat�ons and
characters, all th�s mater�al and more can f�nd a place here. For as
we have seen all that perta�ns to the deta�l, capr�ce, and acc�dental
features of human need and �nterest �s affected by th�s pr�nc�ple,
wh�ch at once str�ves to comprehend and compose �t.
(γ) And along w�th th�s fact we have as �ts corollary that pa�nt�ng
makes the soul of man �tself the subject of �ts creat�ve work. All that
�s al�ve w�th�n the soul �s present �n �deal form, �f �t �s, when we
cons�der �ts content, at once object�ve and absolute �n the abstract
sense[232]. For the emot�onal l�fe of soul can w�thout quest�on carry
the un�versal w�th�n �ts content, a content, however, wh�ch, as feel�ng,
does not reta�n the form of th�s un�versal�ty, but appears under the
mode as I, th�s �nd�v�dual person—I know my �dent�ty there�n and feel
the same. In order to educe and set forth th�s object�ve content as
object�ve, I must forget myself. In th�s way the pa�nter no doubt



reveals to our s�ght the �deal substance of soul �n the form of external
objects, but the truly real content wh�ch �t expresses �s the personal
soul that feels. For wh�ch reason pa�nt�ng, from the po�nt of v�ew of
form, �s unable to offer such d�st�nct�ve env�sagements of the D�v�ne
as sculpture, but only �deas of less def�ned character such as belong
to the emot�ons. It may appear as a contrad�ct�on to th�s pos�t�on that
we f�nd aga�n and aga�n selected as subjects of the pa�nt�ngs of
masters, who stand w�thout quest�on �n the h�ghest rank, the external
env�ronment of mank�nd, mounta�ns, valleys, meadows, brooks,
trees, sh�ps, bu�ld�ngs, the�r �nter�ors, �n short earth, sea, and sky.
What, however, const�tutes the core �n the content of such works of
art �s not the objects themselves, but the v�tal�ty and soul �mported
�nto them by the art�st's concept�on and execut�on, h�s emot�onal l�fe
�n fact, wh�ch �s reflected �n h�s work, and g�ves us not merely a
counterfe�t of external objects, but therew�th h�s own personal�ty and
temperament[233]. And �t �s prec�sely by h�s do�ng th�s that the
objects of Nature, as reflected by pa�nt�ng, even from th�s real�st�c
po�nt of v�ew, are relat�vely �ns�gn�f�cant, because the �nfluence of
soul-l�fe beg�ns to assert �tself �n them as the ma�n s�gn�f�cance. In
th�s tendency towards temperament, wh�ch, �n the case of objects
borrowed from external Nature, may frequently only amount to a
general response emphas�zed between the two s�des, we f�nd the
most �mportant d�st�nct�on between pa�nt�ng on the one hand and
sculpture and arch�tecture on the other. Pa�nt�ng �ndeed
approx�mates �n th�s respect more closely to mus�c and emphas�zes
here the po�nt of trans�t�on from the plast�c arts to that of tone.
(b) To proceed to our second ma�n d�v�s�on I have already several
t�mes referred, �f only �n respect to features of fundamental
�mportance, to the d�fference we d�scover between the sensuous
mater�al of pa�nt�ng and that of sculpture. I w�ll therefore �n th�s place
only touch upon the closer connect�on wh�ch obta�ns between th�s
mater�al and the sp�r�tual content wh�ch �t most notably has to d�splay
to us.
(α) The f�rst fact we have to cons�der �n th�s connect�on �s th�s that
pa�nt�ng compresses the three d�mens�ons, of Space. Absolute
concentrat�on would be carr�ed to the po�nt, as el�m�nat�on of all



juxtapos�t�on, and as unrest essent�ally pred�cable of such
concentrat�on, as we f�nd �t �n the po�nt of T�me. Such a mode of
negat�on carr�ed out �n �ts ent�re result, however, we only meet w�th �n
the art of mus�c. Pa�nt�ng, on the contrary, perm�ts the spat�al relat�on
st�ll to subs�st, and only effaces one of the three d�mens�ons;
superf�c�es �s made the element of �ts representat�ons. Th�s reduct�on
of the three d�mens�ons to level surface �s �mpl�ed �n pr�nc�ple of
�ncreas�ng real�ty, wh�ch �s only capable thereby of assert�ng �tself �n
spat�al relat�on as such �deal transmutat�on, ow�ng to the fact that �t
does not suffer the complete total�ty of object�ve fact to pers�st as
such, but restr�cts the same. Ord�nar�ly we are accustomed to v�ew
th�s reduct�on as a capr�ce of the art wh�ch amounts to a defect.
What �s here sought for, �t appears, �s that natural objects �n all the�r
naked real�ty, or sp�r�tual �deas and feel�ngs, by means of the human
body and �ts postures should be made v�s�ble to our senses for such
an a�m �t �s obv�ous that the surface �s �nsuff�c�ent and �nfer�or to
Nature, wh�ch appears before us w�th a completeness wholly
d�fferent.
(αα) Pa�nt�ng �s unquest�onably yet more abstract than sculpture �n
respect to mater�al cond�t�oned �n Space; but th�s abstract�on, remote
as �t �s from be�ng a purely capr�c�ous l�m�tat�on, or an �nd�cat�on of
human �ncapac�ty, �s just that wh�ch br�ngs about the necessary
advance from sculpture. Even sculpture �s not s�mply an �m�tat�on of
natural or phys�cal ex�stence, but a creat�on of �ntell�gence, wh�ch
removes from form all aspects of natural ex�stence wh�ch are not �n
accord w�th the def�n�te content �t undertakes to present. Th�s
el�m�nat�on was carr�ed out by sculpture �n the case of all colour
deta�l, so that what rema�ned to �t was only the abstract�on of
mater�al form. In pa�nt�ng we have the oppos�te process, �ts content
be�ng the �deal�ty of soul-l�fe, wh�ch can only appear on the face of
object�ve real�ty, by a process of self-absorpt�on from that very
mater�al[234]. The art of pa�nt�ng, therefore, no doubt, works for the
sense-percept�on, but �n a way, through wh�ch the object wh�ch �t
d�splays rema�ns no longer an actual natural ex�stence wholly �n
Space, but �s changed to a counterfe�t creat�on of �ntell�gence, �n
wh�ch �t only so far reveals �ts sp�r�tual source as �t annuls the actual



ex�stence of �ts object, recreat�ng �t for �tself �n a purely phenomenal
semblance w�th�n �ts own sp�r�tual realm—for Sp�r�t.
(ββ) And to th�s �ntent pa�nt�ng must necessar�ly effect a breach w�th
the total�ty of the spat�al cond�t�on, and there �s no reason for
charg�ng to human �ncapac�ty th�s loss of Nature's completeness. In
other words, �nasmuch as the object of pa�nt�ng from the po�nt of
v�ew of �ts spat�al ex�stence, �s merely a semblance, reflect�ve of the
soul of man, exh�b�ted by art for h�s sp�r�t, the self-subs�stency of the
object as we f�nd �t actually �n Space �s d�ssolved, and the object �s
related �n a far more restr�cted way to the spectator than �s the case
�n sculpture. A statue �s by �tself wholly an �solated object,
�ndependent of the spectator, who may place h�mself where he
pleases; h�s po�nt of v�ew, h�s movements, h�s walk�ng round �t, not
one of them affect the work of art as a whole[235]. If th�s self-
subs�stency �s to be preserved the sculptured f�gure must also have
some def�n�te �mpress�on to offer each and every po�nt of v�ew. And
th�s �ndependence of the work must be reta�ned �n sculpture for the
reason that �ts content �s the tranqu�ll�ty, self-seclus�on, and object�ve
presence wh�ch, �n both an external and �deal sense, reposes on
the�r own substance. In pa�nt�ng, on the contrary, whose content �s
cond�t�oned by an �deal atmosphere, and �n fact �s composed of �deal
relat�ons essent�ally part�cular�zed, �t �s prec�sely th�s aspect of
d�scord �n a work of art between object and spectator wh�ch has to
be emphas�zed, and yet w�th a l�ke d�rectness to be resolved �n the
fact, that the work, as dep�ct�ng the �deal�ty of �ntell�gence �n �ts ent�re
mode of presentat�on, can be only def�ned under the assumpt�on that
�t stands there related to an �nd�v�dual m�nd, that �s a spectator, and
apart from the same has no self-subs�stency. The spectator �s
assumed and reckoned to be there from the f�rst, and the work of art
�s only �ntell�g�ble as related to th�s po�nt of personal
contemplat�on[236]. For such a relat�on to mere v�s�b�l�ty and �ts
reflect�on upon an �nd�v�dual consc�ousness, however, the mere
show of real�ty �s suff�c�ent; or rather the actual total�ty of the spat�al
cond�t�on �s a defect, because �n that case the objects seen reta�n an
�ndependent ex�stence, and do not appear to be created by Sp�r�t for
�ts own contemplat�on. Nature consequently �s not ent�tled to reduce



�ts �mages to the pla�n surface; �ts objects possess and cla�m to
possess a real and �ndependent ex�stence. The sat�sfact�on,
however, we der�ve from pa�nt�ng �s not �n actual ex�stence, but �n the
contemplat�ve �nterest we rece�ve from the external reproduct�on of
�deal truths, th�ngs born of the soul, and �ts art therefore d�spenses
wholly w�th the need and apparatus of spat�al real�ty �n �ts complete
organ�zat�on.
(γγ) And together w�th th�s reduct�on to the level surface we may
th�rdly assoc�ate the fact that pa�nt�ng �s placed �n a st�ll more remote
pos�t�on to arch�tecture than that occup�ed by sculpture. Works of
sculpture even where exh�b�ted �ndependently for themselves �n
publ�c places or gardens, requ�re some k�nd of pedestal treated
arch�tecton�cally, and, �n the case of apartments, forecourts, and
halls, e�ther the art of bu�ld�ng merely ass�sts �n present�ng the
statue's f�tt�ng env�ronment, or conversely the sculptured f�gure �s
used as the decorat�on of the bu�ld�ng, and between these two thus
related objects we f�nd a close assoc�at�on. Pa�nt�ng, on the contrary,
whether placed �n the enclosed apartment, or �n publ�c halls, or
under the open sky, �s l�m�ted to the wall. Or�g�nally �ts funct�on �s
s�mply to f�ll up empty wall spaces. Among the anc�ents th�s or�g�nal
dest�nat�on �s ma�nly suff�c�ent, and they decorated �n th�s way the
walls of the�r temples, and �n more recent t�mes also the�r pr�vate
chambers. Goth�c arch�tecture, whose ma�n task �s the enclosure
under the most grand�ose cond�t�ons, suppl�es no doubt st�ll larger
surfaces, or rather the largest poss�ble, yet �t �s only �n the most
anc�ent mosa�cs that we f�nd pa�nt�ng �s employed as a decorat�on of
empty spaces, whether �n the case of the outs�de or the �nter�or. The
more recent arch�tecture of the fourteenth century, on the contrary,
f�lls up �ts enormous wall surfaces �n an arch�tectural manner, the
most �mpos�ng example I know of wh�ch �s the ma�n façade of
Strasbourg cathedral. Here we f�nd that the empty surfaces,
exclud�ng the entrance doors, the rose and other w�ndows, are f�lled
�n by the ornamental work analogous to that of w�ndows traced over
the walls, and decorated by f�gures of cons�derable del�cacy and
var�ety of form, so that we have no need here for pa�nt�ng. In the
case of rel�g�ous arch�tecture, therefore, pa�nt�ng ma�nly appears �n
bu�ld�ngs wh�ch beg�n to approx�mate to the anc�ent type of



arch�tecture. As a rule, however, Chr�st�an pa�nt�ng �s to be
d�st�ngu�shed from the arts of bu�ld�ng, and presents �ts works �n
�ndependent form, as for example �n large p�ctures, whether placed
�n chapels or on h�gh altars. It �s true that here, too, the p�cture must
reta�n some relat�on to the character of the place, wh�ch �t �s dest�ned
to f�ll; for the rest, however, �t �s not merely �ntended to f�ll up wall
spaces, but to hang them as a work of art �ndependently just as a
work of sculpture may do. In conclus�on pa�nt�ng has �ts use as a
decorat�on of halls and apartments �n publ�c bu�ld�ngs, town halls,
palaces, and pr�vate houses, �n wh�ch respect �ts assoc�at�on w�th
arch�tecture �s once more closely marked, an assoc�at�on, however,
�n wh�ch �ts �ndependence as a free art ought not to be lost.



(β) A further necessary ground for the contract�on of the spat�al
d�mens�ons �n pa�nt�ng to bare surface �s due to the fact that the art
of pa�nt�ng �s concerned to express �deal cond�t�ons essent�ally �n
the�r separat�on[237], and thereby r�ch �n every k�nd of part�cular
character. A mere restr�ct�on to the shapes of spat�al form, w�th wh�ch
sculpture �s able to rest sat�sf�ed, van�shes therefore �n the more
luxur�ant art; for the forms of spat�al d�mens�on are the most abstract
�n Nature, and an attempt must now be made to se�ze part�cular
d�st�nct�ons, �n so far as the demand �s now for an essent�ally more
mult�fold mater�al. The matter spec�f�cally def�ned �n the phys�cal
sense �s attached to the very pr�nc�ple of presentat�on �n Space, the
d�fferences of wh�ch[238], �f they are to appear as essent�al �n the
work of art, themselves d�sclose th�s fact[239] �n the total
conf�gurat�on of spat�al form, wh�ch no longer rema�ns the f�nal mode
of presentat�on, and they are compelled to make a breach �n the
complete form of spat�al d�mens�ons, �n order to cancel the exclus�ve
appearance of the phys�cal med�um. For the d�mens�ons �n pa�nt�ng
are not presented by themselves �n the�r actual real�ty, but are
merely by means of th�s phys�cal aspect made to appear and be
v�s�ble as such.
(αα) If we further �nqu�re what �s the nature of the phys�cal element
wh�ch the art of pa�nt�ng makes use of we shall f�nd th�s to be L�ght,
regard�ng �t as that med�um wh�ch renders all objects whatever
v�s�ble.
Prev�ously the sensuous, concrete mater�al of arch�tecture was the
res�st�ng matter of grav�ty, wh�ch more part�cularly �n the art of
bu�ld�ng asserted th�s character of heavy mater�al �n �ts features of
burden, constra�nt, power to support and be supported, and even �n
sculpture st�ll reta�ned such character�st�cs. Heavy mater�al
encumbers because �t does not possess �ts centre of mater�al un�ty
�n �tself, but �n someth�ng else; and �t seeks for th�s centre and str�ves
towards �t, though �t reta�ns �ts pos�t�on through the res�stance of
other bod�es, wh�ch become by do�ng so bod�es of support. The
pr�nc�ple of l�ght �s an oppos�te, or extreme, of that mater�al of we�ght
wh�ch �s not as yet enclosed w�th�n �ts un�ty. Whatever else we may



pred�cate of l�ght �t �s obv�ous that �t �s absolutely devo�d of we�ght
and offers no res�stance; rather �t �s pure �dent�ty w�th �tself, and
thereby s�mple self-relat�on, the pr�mord�al �deal�ty, the or�g�nal self of
Nature. In l�ght Nature make �ts start on the path of �deal�ty or
�nwardness[240], and �s the un�versal phys�cal ego, wh�ch of course �s
not carr�ed here to the po�nt of part�cular�ty[241], nor has as yet
concentrated �tself w�th�n the un�t of �nd�v�dual�ty and self-seclus�on,
yet �s thereby enabled to cancel the bare object�v�ty and external
show of heavy matter and abstract from the sensuous and spat�al
total�ty of the same[242]. From th�s aspect of the more �deal qual�ty of
l�ght �t becomes the phys�cal pr�nc�ple of the art of pa�nt�ng.
(ββ) L�ght regarded s�mply as such, however, only ex�sts as one
aspect conta�ned �n the pr�nc�ple of subject�v�ty, that �s, as th�s more
�deal �dent�ty. In th�s respect l�ght �s man�festat�on, just that, wh�ch,
however, �n Nature �s only asserted generally as the power of mak�ng
objects v�s�ble, hold�ng the part�cular content of that wh�ch �t reveals
outs�de �tself as an object�ve world, wh�ch �s not l�ght, but rather that
wh�ch confronts �t and consequently �s dark. These objects l�ght
renders cogn�zable under the�r d�st�nct�ons of form by �rrad�at�ng
them, that �s, �llum�nat�ng to a greater or less degree the�r obscur�ty
and �nv�s�b�l�ty, and perm�tt�ng certa�n parts to be more v�s�ble,
namely, as they approach the spectator, and others, on the contrary,
more obscure as they w�thdraw from h�m. For l�ght and darkness,
putt�ng for the present on one s�de the part�cular colour of an object,
�s generally speak�ng due to the relat�ve remoteness of the
�llum�nated objects from us �n the�r spec�f�c degree of �llum�nat�on. In
th�s d�rect relat�on to object�v�ty l�ght �s no longer asserted s�mply as
l�ght, but as essent�ally part�cular�zed br�ghtness and obscur�ty, l�ght
and shadow, whose var�ed man�festat�ons render the shape and
d�stance of objects from one another �ntell�g�ble to the spectator. Th�s
�s the pr�nc�ple wh�ch pa�nt�ng makes use of, because from the f�rst
d�fferent�at�on �s �mpl�ed �n �ts not�on. If we compare th�s art �n th�s
respect w�th sculpture and arch�tecture we shall see that �n these
latter arts the actual d�st�nct�ons of spat�al conf�gurat�on are set forth
�n the�r nakedness, and l�ght and shadow are suffered to reta�n the
ord�nary effect wh�ch l�ght produces �n Nature relat�vely to the



pos�t�on of the spectator, so that the rondure of form �s here already
�ndependently[243] present and l�ght and shade, whereby they are
rendered v�s�ble, are merely a result of that wh�ch was already
actually on the spot �ndependently of th�s further aspect of the�r
becom�ng v�s�ble. In the art of pa�nt�ng, however, br�ghtness and
darkness together w�th all the�r gradat�ons and f�nest trans�t�ons are
themselves part of the fundamental art�st�c mater�al, and �t �s a purely
�ntent�onal appearance they produce of that med�um, wh�ch sculpture
g�ves form to �n �ts nat�ve state. L�ght and shade, �n short, the
appearance of objects under th�s �llum�nat�on, �s effected by art
rather than the mere natural l�ght, wh�ch consequently only makes
that k�nd of br�ghtness, darkness, and l�ght�ng v�s�ble, wh�ch are the
products of pa�nt�ng. And th�s �t �s wh�ch const�tutes the pos�t�ve
rat�onale deduced from the mater�al of the art �tself, why pa�nt�ng
does not requ�re three d�mens�ons. Form �s the creat�on of l�ght and
shadow s�mply, and that form wh�ch ex�sts �n spat�al real�ty �s
superfluous.
(γγ) Br�ght and dark, shadow and l�ght, no less than the�r �nterplay
are, however, merely an abstract�on, wh�ch do not ex�st �n Nature as
such abstract�on, and consequently cannot be ut�l�zed as sensuous
mater�al. In other words L�ght, as we have already seen, �s related to
�ts oppos�te Dark. In th�s relat�on both pr�nc�ples have no self-
subs�stency apart from each other, but can only be asserted �n the�r
un�ty, that �s, as the �nterplay of l�ght and dark. The l�ght, wh�ch �s �n
th�s way essent�ally �mpa�red and obscured, wh�ch, however, to a l�ke
extent transp�erces and �llum�nes darkness[244], suppl�es us w�th the
pr�nc�ple of colour as the genu�ne mater�al of pa�nt�ng. L�ght �n �ts
pur�ty �s devo�d of colour, �t �s the pure �ndeterm�nacy of essent�al
�dent�ty. D�st�nct�on from bare l�ght, a lower�ng of �ts value, �s the
character�st�c of colour, wh�ch �n contrast to l�ght �s already �n some
degree obscur�ty, and together w�th wh�ch the pr�nc�ple of l�ght �s
asserted �n un�on. It �s consequently an �ncorrect and false �dea to
hold that l�ght �s the aggregate result of d�fferent colours, or �n other
words d�fferent degrees of obscurat�on[245].
Form, d�stance, l�m�tat�on, rounded shape, �n short, all spat�al
relat�ons and d�st�nct�ons v�s�ble �n the phenomena of Space are



unfolded �n the art of pa�nt�ng ent�rely by means of colour, the more
�deal pr�nc�ple of wh�ch �s capable of present�ng a more �deal content
and by v�rtue of �ts profounder oppos�t�ons, the �nf�n�te var�ety of �ts
trans�t�onal gradat�ons and the del�cacy of �ts softest modulat�ons
relat�vely to the fulness and deta�l of the objects �t accepts as
subject-matter, �s possessed of a f�eld for �ts act�v�ty of the w�dest
range. It �s beyond bel�ef what mere colour �s able to accompl�sh �n
th�s art. Two human be�ngs are, for example, someth�ng totally
d�st�nct. E�ther �s �n h�s self-consc�ous �dent�ty no less than h�s bod�ly
organ�sm an �ndependent and exclus�ve sp�r�tual and bod�ly total�ty,
yet the ent�re result of th�s d�fference �s �n a p�cture reduced to a
d�st�nct�on of colours. In one place some part�cular shade of colour
ceases, �n another a part�cular one starts up, and by such means we
get everyth�ng set before us, shape, d�stance, play of posture,
express�on, what �s nearest to sense and what �s most ak�n to
�ntell�gence. And we are not to regard th�s reduct�on as a make-sh�ft
and defect. Qu�te the reverse �s the fact; the art of pa�nt�ng
d�spens�ng w�th the th�rd d�mens�on �n no such way, but del�berately
reject�ng �t �n order to set �n the place of purely spat�al real�ty the
h�gher and r�cher pr�nc�ple of colour.
(γ) Th�s wealth enables pa�nt�ng to elaborate �n �ts reproduct�ons the
ent�re extent of the phenomenal world. Sculpture �s more or less
restr�cted to the stable self-seclus�on of �nd�v�dual�ty. In pa�nt�ng,
however, the �nd�v�dual cannot rema�n �n such l�m�tat�ons of stab�l�ty
whether regarded �n h�s �deal aspect or relat�vely to the external
world, but �s placed �n every k�nd of var�ed def�n�t�on. For on the one
hand, as already po�nted out, he �s placed �n a far closer relat�on to
the spectator, and on the other he rece�ves a more var�ed connect�on
w�th other �nd�v�duals and the env�ronment of Nature. A process,
therefore, wh�ch merely �llum�nates semblance of object�ve fact
makes poss�ble the w�dest expans�on of d�stances and spaces and
the present of such and all the var�ed objects that appear �n them �n
one and the same work of art. Yet �t must no less, as a work of art,
prove �tself to be a self-conta�ned and un�f�ed whole, and exh�b�t �tself
�n th�s synthes�s, not s�mply as an aggregate whose l�m�ts and
boundar�es are def�ned by no pr�nc�ple, but rather as a total�ty whose
un�f�ed cons�stency �s due to �ts own subject-matter.



(c) In the th�rd place we have, after th�s general cons�derat�on of the
content and sensuous mater�al of pa�nt�ng, br�efly to adduce �n
general terms the pr�nc�ple of the art�st�c mode of treatment adopted
by �t.
The art of pa�nt�ng more so than e�ther sculpture or arch�tecture
adm�ts of the two extremes. In the f�rst case prom�nence �s g�ven to
the rel�g�ous and eth�cal sever�ty of the concept�on and presentat�on
of the �deal beauty of form, and �n the second, where the subject-
matter �s, taken by �tself, �ns�gn�f�cant, to the deta�l of what �t conta�ns
and the personal aspect of the creat�ve art. We may therefore not
unfrequently hear two extreme k�nds of cr�t�c�sm. Our cr�t�c �n the one
case apostroph�zes the nob�l�ty of the object, the depth and
aston�sh�ng suff�c�ency of the concept�on, the greatness of the
express�on, and the boldness of the del�neat�on[246]. And �n the other
equal pra�se �s g�ven to the f�ne and unexampled character of the
pa�nter's treatment of h�s colour. Th�s contrast �s �mpl�ed �n the very
not�on of the art; �ndeed, we may aff�rm that �t �s �mposs�ble to un�te
both aspects on one plane of elaborat�on. Each must rema�n
�nev�tably �ndependent of the other. For pa�nt�ng has shape s�mply as
such, that �s, the forms of spat�al l�m�tat�on, no less than colour as
means contr�but�ve to �ts art�st�c result, and �s placed thereby m�dway
between the Ideal of the plast�c arts and the extreme form of the
d�rect deta�l of Nature's real�ty; by reason of wh�ch we get two d�st�nct
types of pa�nt�ng. One, that �s the �deal, whose essent�al bas�s �s
un�versal�ty; and the other, that wh�ch presents part�cular objects �n
all the�r closeness of deta�l.
(α) In th�s respect pa�nt�ng must accept, �n the f�rst �nstance, as
sculpture, that wh�ch �s substant�ve �n the sense that the objects of
rel�g�ous bel�ef are such, no less than the great events of h�story, and
�ts pre-em�nent �nd�v�dual characters, albe�t �t renders v�s�ble th�s
substance �n a form where�n the �deal and personal aspect �s
emphas�zed. It �s the �mpos�ng character, the ser�ous s�gn�f�cance of
the act�on portrayed, or the depth of the soul expressed wh�ch �s
here of most �mportance, so that the elaborat�on and employment of
all the r�ch art�st�c means wh�ch are w�th�n the reach of pa�nt�ng, and
the dexter�ty, wh�ch the wholly consummate use of these means



demands regarded as a tour de force of techn�que, cannot here be
ent�rely �nd�cated. In cases of th�s k�nd �t �s the force of the content to
be presented and the absorpt�on �n what �s essent�al and substant�ve
�n the same, wh�ch tend to dr�ve �nto the background the
overwhelm�ng fac�l�ty �n the art of pa�nt�ng as that aspect wh�ch �s
less essent�al. In th�s sense, for �nstance, the Cartoons of Raphael
are of �nvaluable mer�t, and fully d�splay the ent�re excellence of the�r
compos�t�on, although Raphael, even �n the case of part�cular
p�ctures, desp�te all h�s mastery �n draw�ng, and the pur�ty of h�s
�deal, and at the same t�me wholly v�tal personal f�gures, and the
compos�t�on he may have arr�ved at, most certa�nly �n colour, and all
that concerns landscape and other aspects, �s excelled by the Dutch
masters. Th�s �s yet more the case w�th the earl�er Ital�an heroes of
art, �n contrast to whom Raphael �s to a somewhat s�m�lar degree
�nfer�or �n depth, power, and �deal�ty of express�on, as he surpasses
such �n the techn�que of h�s craft, �n the beauty of v�tal group�ng, �n
draughtsmansh�p and the l�ke[247].
(β) Conversely, however, the art of pa�nt�ng, as we have seen, ought
to advance further than th�s exclus�ve absorpt�on �n the �deal and
�nf�n�te content of man's soul-l�fe; �ts funct�on �s equally to assert the
subs�stency and freedom of deta�l, wh�ch however �nc�dental �t may
be, contr�butes to the env�ronment and background of the work. In
th�s advance from the profoundest ser�ousness to the object�ve
features of �ndependent deta�l �t �s bound to force �ts way to the
extreme art�culat�on of the purely phenomenal, where any and every
content �s a matter of �nd�fference, and art�st�c �llus�on �n a real�st�c
sense �s the ma�n �nterest. In such a type of art we f�nd dep�cted for
us the most fug�t�ve aspect of the sky, the t�me of day, the l�ght�ng up
of the woods, the gleam and reflect�on of the clouds, waves, lakes,
streams, the sh�mmer and gl�tter of w�ne �n the glass, the glance of
the eye, and every conce�vable look and sm�le of the human
countenance. Pa�nt�ng �n such cases moves from the �deal�st�c
standpo�nt to that of l�v�ng real�ty, whose phenomenal effect �t ma�nly
seeks to reproduce by means of accuracy �n the execut�on of every
b�t of deta�l[248]. Yet th�s effort �s no mere ass�du�ty of elaborat�on, but
a real exerc�se of genu�ne talent, wh�ch str�ves to present every k�nd



of deta�l �n �ts �ndependent perfect�on, and yet reta�n the whole
compos�t�on �n un�ty and fus�on, and th�s can only be done by the
f�nest art. In such work the v�tal force of the real�st�c appearance thus
secured tends to be more near to the art�st's a�m than the Ideal; and
�t �s prec�sely th�s k�nd of art, as I have already found occas�on to
remark, wh�ch ra�ses, as no other, controvers�al po�nts over the
s�gn�f�cance of the Ideal and Nature. No doubt �t �s very poss�ble to
blame the use of the most elaborate techn�que �n subjects of l�ttle
�mportance by themselves as mere extravagance; yet there �s no
real reason for reject�ng such mater�al, and �t �s prec�sely of that k�nd
wh�ch ought to be treated �n th�s way by art, and be perm�tted to
keep every conce�vable subtlety and ref�nement of surface
appearance that �t possesses.
(γ) The art�st�c treatment does not, however, stop at th�s more
general k�nd of oppos�t�on, but, �nasmuch as pa�nt�ng reposes on the
pr�nc�ple of soul-express�on and part�cular�ty, proceeds yet further �n
the d�rect�on of d�fferent�at�on �n �ts results. Both arch�tecture and
sculpture, �t �s true, assert d�fferences of nat�onal type, and �n
part�cular we are made aware �n sculpture of a closer �nd�v�dual�ty
typ�cal of certa�n schools and masters. In the art of pa�nt�ng th�s
d�st�nct�on and personal aspect �n the modes of representat�on
expands to an �ncalculable degree �n proport�on as the objects,
wh�ch �t may accept, are taken from a f�eld w�thout def�nable
l�m�tat�ons. In th�s art to a pre-em�nent extent the gen�us of part�cular
peoples, prov�nces, epochs and �nd�v�duals asserts �ts cla�ms and
affects not merely the cho�ce of subjects and the sp�r�t of the�r
concept�on, but also the character of draw�ng, group�ng, colour�ng,
handl�ng of the dry po�nt no less than that of part�cular colours down
to character�st�cs of personal style and wont.
Inasmuch as the funct�on of pa�nt�ng �s so w�thout restr�ct�on
concerned w�th the �deal aspect and the deta�ls of �ts subject-matter,
�t follows of course that �t g�ves us qu�te as l�ttle opportun�ty to make
def�n�te statements of un�versal val�d�ty as to adduce spec�f�c facts
wh�ch can always w�thout except�on be accepted as true of �t. We
must, however, not rest sat�sf�ed w�th what I have already d�scussed
�n respect of the pr�nc�ple of the content, the mater�al and the art�st�c



treatment, but make a further effort, however much we leave on one
s�de all that confronts us �n �ts mult�fold var�ety, st�ll to subject certa�n
aspects, that most emphat�cally enl�st our attent�on, to further
exam�nat�on.

2. PARTICULAR MODES OF THE DEFINITION OF PAINTING

The d�fferent po�nts of v�ew, accord�ng to wh�ch we have to
undertake th�s closer character�zat�on, may be already ant�c�pated
from our prev�ous d�scuss�on. They refer once more to the content,
the mater�al and the art�st�c treatment.
F�rst, as to content, we have no doubt found the content of the
romant�c type of art offer the most adequate subject-matter; we
must, however, �nqu�re further what spec�f�c port�ons we should
select from the ent�re wealth w�th�n th�s type as pre-em�nently
adapted to the art of pa�nt�ng.
Secondly, we have already made ourselves fa�rly cogn�sant w�th the
pr�nc�ple of the sensuous mater�al. We have now to def�ne more
narrowly the forms, wh�ch may be expressed on the level surface by
means of colour�ng, �n so far as the human form and other facts of
Nature have to be made v�s�ble �n order that the �deal�ty of Sp�r�t may
be thereby d�sclosed.
Th�rdly, we have a s�m�lar quest�on w�th regard to the def�n�te
character of the art�st�c concept�on and presentat�on, wh�ch
corresponds to the d�fferent character of the content thus �tself
s�m�larly d�fferent�ated, produc�ng thereby d�fferent types or schools
of pa�nt�ng.
(a) I have already at an earl�er stage recalled the fact that the
anc�ents have had excellent pa�nters, but added thereto the
statement that the funct�on of pa�nt�ng �s only completely sat�sf�ed by
the way of look�ng at th�ngs and the type of art wh�ch �s referable to
the emot�onal l�fe and wh�ch �s act�vely asserted �n the romant�c type
of art. What appears, however, to contrad�ct th�s from the po�nt of
v�ew of content �s the fact that at the very culm�nat�ng po�nt of
Chr�st�an pa�nt�ng, dur�ng the age of Raphael, Rubens, Corregg�o,



and others, we f�nd that mytholog�cal subjects are used and
portrayed �n part on the�r own mer�ts, and �n part for the decorat�on
and allegor�zat�on of great explo�ts, tr�umphs, royal wedd�ngs, and so
forth. In th�s sense Goethe, for example, has once more borrowed
from the descr�pt�ons of Ph�lostratus of the p�ctures of Polygnotus,
and, ass�sted by h�s �mag�nat�ve powers as a poet, has added a
novel freshness to such subjects for the pa�nter's benef�t. If,
however, such contr�but�ons further �mply the demand that subjects
of Greek mythology and saga, or scenes, too, from the Roman
world, for wh�ch the French at a certa�n per�od of the�r pa�nt�ng have
ev�nced a great �ncl�nat�on, should be conce�ved and portrayed �n the
def�n�t�ve mood and s�gn�f�cance attached to them by the anc�ent
world we can only object generally that �t �s �mposs�ble to recall to l�fe
th�s past h�story, and what �s pecul�arly appropr�ate to the ant�que �s
not wholly compat�ble w�th the art of pa�nt�ng. The pa�nter must
consequently create from such mater�al an ent�rely d�fferent result,
must �mport there�n a totally d�fferent sp�r�t, other emot�ons and
modes of see�ng th�ngs than those present to the anc�ents, �n order
to br�ng such a content �nto accord w�th the real problems and a�ms
of pa�nt�ng. For th�s reason also the c�rcle of ant�que mater�al and
s�tuat�ons �s not that wh�ch pa�nt�ng has elaborated �n a
consequent�al process; rather �t �s an aspect of �t wh�ch has been
passed over as al�en to �ts mater�al, and wh�ch has f�rst to be
essent�ally remodelled. I have several t�mes �ns�sted that pa�nt�ng
has before all to se�ze that, the presentment of wh�ch �t can, �n
del�berate contrast to sculpture, mus�c, and poetry, master by means
of external form. And th�s �s pre-em�nently the self-concentrat�on of
Sp�r�t, wh�ch �s den�ed to sculpture, wh�le mus�c aga�n �s unable to
make the passage to the external appearance of �deal�ty, and poetry
�tself can merely render v�s�ble the bod�ly presence �n an �ncomplete
way. Pa�nt�ng, on the contrary, �s st�ll �n a pos�t�on to un�te both
aspects. It can express the ent�re content of soul-l�fe �n an external
form, and �s consequently bound to accept for �ts essent�al content
the emot�onal depth of the soul no less than the part�cular type of
character and �ts spec�f�c tra�ts �n �ts deepest �mpress�on—�n other
words �ntens�ty of feel�ng and �deal�ty �n �ts d�fferent�at�on, for the
express�on of wh�ch def�n�te events, cond�t�ons, and s�tuat�ons not



only must appear as the explanatory source of �nd�v�dual character,
but the spec�f�c �nd�v�dual�ty must d�sclose �tself as a part of the
moulded form of the soul and phys�ognomy, rooted there�n, and
ent�rely taken up �nto the external embod�ment.
In order to express generally th�s �deal�ty of soul we do not requ�re
that �deal self-subs�stency and largeness[249] of the class�cal type we
have prev�ously dealt w�th, �n wh�ch �nd�v�dual�ty pers�sts �n
�mmed�ate accord w�th the substant�ve core of �ts sp�r�tual essence
and the phys�cal character�st�cs of �ts bod�ly presentment; to qu�te as
l�ttle extent w�ll suff�ce to the man�festat�on of th�s soul-l�fe Nature's
ord�nary h�lar�ty, that Greek gen�al�ty of enjoyment and bl�ssful
absorpt�on �n �ts object; rather true depth and self-revelat�on of
sp�r�tual l�fe presupposes that the soul has worked �ts way through �ts
emot�ons, �ts forces, �ts whole �nward l�fe, has overcome much, has
suffered and endured much angu�sh or m�sery of sp�r�t, and yet �n all
these d�v�s�ons has reta�ned �ts sense of un�ty and come back to the
same out of them. The anc�ents no doubt also place before us �n the
mythos of Hercules a hero, who after many troubles rece�ves h�s
apotheos�s, and enjoys among the gods the repose of blessedness;
but the labours wh�ch Hercules accompl�shes are purely external,
and the bl�ss, wh�ch he obta�ns as a reward, �s merely a tranqu�l
cessat�on from labour; and the anc�ent rune, that Zeus w�ll have
brought h�s emp�re to �ts consummat�on by h�s efforts, he, that �s the
greatest hero of Greece, has not accompl�shed. Rather the end of
the rule of these self-subs�stent gods then commences for the f�rst
t�me, where we f�nd man overcomes the dragons and serpents of h�s
own breast, the obst�nacy and stubbornness of the soul's nat�ve
realm rather than the l�v�ng dragons and serpents of Nature. Only
thereby w�ll Nature's gladsomeness atta�n to that loft�er cheerfulness
of the sp�r�t, wh�ch �s perfected �n �ts passage through the negat�ve
phase of d�v�s�on, and f�nally secures an �nf�n�te sat�sfact�on through
such trava�l. The feel�ng of bl�theness and happ�ness must be
glor�f�ed and expanded �n real blessedness. For happ�ness and
content st�ll reta�n an assoc�at�on w�th external cond�t�ons wh�ch
partake of Nature's cont�ngency. In blessedness, however, that
happ�ness, wh�ch �s st�ll related to �mmed�ate ex�stence, �s left



beh�nd, and the ent�re content �s made one w�th the �nner l�fe of soul.
Blessedness �s a sat�sfact�on wh�ch �s an atta�ned result, and �s
thereby just�f�ed; �t �s the gladness of a v�ctory, the emot�on of a soul
wh�ch has essent�ally set at nought what �s sensuous and f�n�te, and
thereby thrust from �tself the care wh�ch lurks for ever �n ambush.
Blessed �s the soul, wh�ch has, �t �s true, exper�enced both confl�ct
and pa�n, but come v�ctor�ous through �ts troubles.
(α) If we now �nqu�re what �s the nature of the actual Ideal �n th�s
content we shall f�nd �t to be the reconc�l�at�on of the �nd�v�dual soul
w�th God, who �n H�s human man�festat�on has H�mself traversed th�s
passage of sorrows. The substant�ve �deal�ty[250] can only be that of
rel�g�on, the peace of self-consc�ousness, wh�ch only feels �tself truly
sat�sf�ed, �n so far as �t �s concentrated �n �ts own substance, has
broken �ts earthly heart, has ra�sed �tself above the purely natural
cond�t�ons of f�n�te ex�stence, and �n th�s exaltat�on has secured an
�nward l�fe of un�versal s�gn�f�cance, an �deal un�on �n and w�th God
H�mself. The soul w�lls �tself, but �t f�nds the object of �ts w�ll �n
someth�ng other than �tself, �n �ts part�cular�ty; �t thereby g�ves �tself
up �n �ts oppos�t�on to God, �n order to f�nd �tself aga�n and �ts joy �n
H�m. Th�s �s the v�tal character of Love, the soul's funct�on �n �ts truth,
that �s rel�g�ous love purged of mere des�re, wh�ch commun�cates to
Sp�r�t reconc�l�at�on, peace, and blessedness. It �s not the enjoyment
and del�ght of the actual love of l�v�ng nature, but rather one that �s
devo�d of pass�on, nay, one that �s w�thout �ncl�nat�on, a tendency of
the soul, a love �n fact wh�ch on the s�de of Nature �s �dent�cal w�th
death, and �s such a state, so that the actual relat�on as earthly bond
and relat�on of man to man floats before us as a th�ng of the Past,
wh�ch essent�ally has no consummat�on �n �ts usual ex�st�ng form, but
carr�es w�th�n �tself the defect of �ts temporal�ty, and as such prepares
the way for an exaltat�on to someth�ng beyond �t, wh�ch �s found to
be at the same t�me a consc�ous state and enjoyment of a love that
�s w�thout yearn�ng and sensuous des�re.
It �s th�s character wh�ch g�ves to us the soulful, �nt�mate, and more
elevated Ideal, wh�ch we f�nd now �n the place of the tranqu�l
greatness and self-subs�stency of the ant�que. No doubt the d�v�n�t�es
of the class�cal Ideal were not w�thout a tra�t of sombre gr�ef, a



negat�ve replete w�th fateful �mport, wh�ch �s as �t were the shadow of
a cold Necess�ty pass�ng over these bl�thesome f�gures, wh�ch
rema�n, however, secure �n the�r substant�ve d�v�n�ty and freedom,
the�r s�mple greatness and m�ght. The freedom of Love, however, �s
not a freedom of th�s k�nd, be�ng more �nst�nct w�th soul-l�fe, for the
reason that �t subs�sts �n a relat�on between soul and soul, and sp�r�t
to sp�r�t. Th�s �nward glow enk�ndles the ray of bl�ss made actual �n
the soul, a love, wh�ch �n suffer�ng, and the extremest loss not
merely can d�scover comfort or �ndependence therefrom, but �n
proport�on to the depth of �ts suffer�ng can feel the more profoundly
there�n the real�ty and assuredness of �ts love, mak�ng clear the
mastery of �ts own essent�al substance �n that suffer�ng. In the Ideal
of the anc�ents on the contrary we f�nd no doubt, �ndependently of
that tra�t of a tranqu�l sorrow already �nd�cated, the express�on of the
pa�n of noble natures, as for �nstance �n the case of N�obe and
Laocoon. They do not betake themselves to lamentat�on and
despa�r, but adhere to the�r greatness and loft�ness of sp�r�t; but th�s
self-cont�nency rema�ns empty; the�r suffer�ng, the�r pa�n �s l�kew�se
the conclus�on of the matter. In the place of reconc�lement and
sat�sfact�on we can only have an austere res�gnat�on, wh�ch, w�thout
suffer�ng ent�re collapse, surrenders that upon wh�ch �t had
prev�ously la�d hold. It �s not the base that �s crushed[251]; no rage,
no contempt or vexat�on �s expressed; but desp�te of �t all the
loft�ness of th�s type of �nd�v�dual�ty �s nought but an �nflex�ble self-
cont�nency[252], an endurance of dest�ny that �s w�thout rel�ef, �n
wh�ch the nob�l�ty and pa�n of the soul do not appear as reconc�led �n
fulf�lment. In the romant�c love of rel�g�on we f�nd for the f�rst t�me the
express�on of blessedness and freedom. Th�s un�on and sat�sfact�on
�s by nature concrete �n a sp�r�tual sense, for �t �s the feel�ng of Sp�r�t
wh�ch �s made cogn�zant of �ts un�ty �n someth�ng other than �tself.
And for th�s reason we f�nd necessary here, �f the content presented
�s to be complete, two aspects, �n so far as the redupl�cat�on of
sp�r�tual personal�ty �s necessary to love's appearance. It reposes
upon two �ndependent �nd�v�duals who possess, however, the sense
of the�r �ntr�ns�c un�on. W�th th�s un�on, however, the negat�ve
cond�t�on �s always at the same t�me connected. In other words Love
belongs to the soul's cond�t�on; the subject of such a consc�ous state



�s, however, th�s �ndependently self-stable[253] heart, wh�ch to
exper�ence love must b�d good-bye to �tself, surrender �tself and
sacr�f�ce the uny�eld�ng focus of �ts �nd�v�dual �solat�on. It �s th�s
sacr�f�ce wh�ch const�tutes the mot�ve pr�nc�ple of Love, the l�fe and
emot�on of wh�ch �s bound up wholly �n a self-surrender. In
consequence of th�s, �f notw�thstand�ng a man reta�ns h�s
consc�ousness of self �n an act of such surrender, and just �n th�s
very ann�h�lat�on of h�s personal �ndependence atta�ns to a truly
pos�t�ve self-subs�stency, �n that case he has left h�m at least �n the
feel�ng of th�s un�ty and �ts supreme happ�ness the negat�ve aspect,
the movement of Love's pr�nc�ple, not so much �n a sense of
sacr�f�ce, as of a blessedness undeserved, wh�ch �n desp�te of
h�mself perm�ts h�m st�ll to feel h�s assured �dent�ty at un�ty w�th �tself.
The movement �s the feel�ng of the d�alect�cal contrad�ct�on, namely,
to have surrendered personal�ty and yet to rema�n �n self-subs�stent
un�ty, a contrad�ct�on wh�ch �s present �n Love and eternally resolved
�n �t.
In so far, then, as the aspect of an �nd�v�dual human state of soul-l�fe
�s concerned �n th�s un�versal cond�t�on we f�nd that the un�que Love,
wh�ch blesses and d�scovers �ts heaven w�th�n �t, tends to r�se over
all that �s f�n�te and the spec�f�c �nd�v�dual�ty of character, wh�ch
lapses �nto a pos�t�on of �ns�gn�f�cance. Already we have observed
that the d�v�ne �deals of sculpture pass �nto one another, always
prov�ded, however, that they are not wrested from the content and
prov�nce of that or�g�nal and �mmed�ate type of �nd�v�dual�ty; and yet �t
must be adm�tted that th�s �nd�v�dual�ty rema�ns the essent�al form of
the mode of presentment. In th�s later pure gleam of blessedness,
however, part�cular�ty �s on the contrary cancelled. Before God all
men are equal, or rather p�ety makes them actually equal, so that the
sole po�nt of �mportance �s the express�on of love �n the concentrated
focus above dep�cted, and wh�ch has no further need of happ�ness,
or th�s or that part�cular object. No doubt rel�g�ous Love, too, requ�res
def�n�te �nd�v�duals as a cond�t�on of �ts ex�stence, wh�ch possess
also, apart from th�s exper�ence, other spheres of ex�stence; for the
reason, however, that th�s soul-possessed state of �nt�mate l�fe
suppl�es the really �deal content, the express�on and real�ty of such



are not to be found �n the �solated d�st�nct�ons of character, �ts
talents, cond�t�ons, and fortunes, but are rather l�fted above the
same. When consequently nowadays we hear people make a regard
for d�st�nct�ons �n the soul-l�fe of d�fferent persons a matter of f�rst
�mportance �n educat�on, and �n that wh�ch �s the essent�al
requ�rement of each man �nd�v�dually, from wh�ch we deduce the
fundamental thes�s that every one w�ll and �ndeed �nev�tably must act
d�fferently �n a g�ven case, such a pos�t�on d�rectly clashes w�th the
fact of the love of rel�g�on, �n wh�ch all such d�vers�t�es of �nd�v�dual
l�fe fall �nto the background. Conversely, however, �nd�v�dual
character�zat�on now, prec�sely for the reason that �t �s the
unessent�al, wh�ch refuses wholly to fuse w�th the sp�r�tual realm of
celest�al Love, rece�ves a more emphat�c def�n�t�on. In other words,
agreeably to the romant�c type of art, �t �s free, and �s wr�tten �n
character all the more d�st�nct �n proport�on as �t refuses to accept as
�ts supreme pr�nc�ple class�cal beauty, that �s the ent�re transfus�on of
�mmed�ate v�tal�ty, and the part�cular�ty of f�n�te ex�stence, w�th a
sp�r�tual or rel�g�ous content. In desp�te of th�s fact, however, there �s
no absolute reason that th�s �nd�v�dual character�zat�on should �mpa�r
th�s �nward �ntens�ty of Love, wh�ch, as such on �ts own account, �s
not shackled to such features, but has become free, and const�tutes
�ndependently the truly self-substant�ve Ideal of Sp�r�t.
What, then, const�tutes the �deal centre and ma�n content of the
rel�g�ous f�eld �s, as we have already �nd�cated �n our exam�nat�on of
the romant�c type of art, the essent�ally reconc�led and sat�sf�ed
Love, whose object should appear �n the art of pa�nt�ng, whose
funct�on �t �s to exh�b�t the most sp�r�tual content under the mode of
human and corporeal actual�ty, as no mere "beyond" of Sp�r�t, but �n
�ts ver�table presence. In conform�ty w�th such a result we may
adduce the Holy Fam�ly, and above all the love of the Madonna to
her ch�ld as the �deal content pre-em�nently f�tted to th�s sphere. On
e�ther s�de of th�s centre, however, a mass of add�t�onal mater�al
extends wh�ch �s �n vary�ng degree less adapted �n th�s sense to the
art �n quest�on. I w�ll now attempt to d�fferent�ate the whole of th�s
mater�al on the follow�ng l�nes.



(αα) The f�rst object�f�cat�on �s the object of Love �tself �n �ts pure
un�versal�ty and un�mpa�red un�ty w�th �tself—God H�mself �n H�s
unphenomenal essence—or God the Father. In th�s case, however,
pa�nt�ng has great d�ff�cult�es to overcome, when �t attempts to dep�ct
God the Father as the rel�g�ous �mag�nat�on of Chr�stendom seeks to
grasp H�m. The Father of gods and men regarded as a part�cular
personal�ty �s exhaust�vely dealt w�th by art �n Zeus. What on the
contrary falls away from the Chr�st�an concept�on of God the Father
�s the human �nd�v�dual�ty, �n wh�ch pa�nt�ng �s alone �n a pos�t�on to
reproduce the sp�r�tual aspect. For taken �n H�s �ndependent self-
exclus�on God the Father �s no doubt sp�r�tual personal�ty and
supreme Power, W�sdom and so forth, but only reta�ned as such
w�thout def�ned form and as an abstract�on of thought. The art of
pa�nt�ng �s, however, unable to avo�d anthropomorph�zat�on, and
must perforce ass�gn to H�m the f�gure of man. However broad �n �ts
general�zat�on, however lofty, �deal, and masterful the presentment of
such a f�gure may be, we fa�l to get beyond the fact that �t �s ent�rely
a human �nd�v�dual of more or less grave aspect, wh�ch fa�ls ent�rely
to coalesce w�th the concept�on of God the Father. Among the early
Flem�sh pa�nters Van Eyck �n h�s God the Father of the altar p�cture
at Ghent has atta�ned the greatest success that we can conce�ve as
poss�ble �n th�s sphere. It �s a creat�on that may well match our
concept�on of the Olymp�an Zeus. But however consummate �t may
be also �n �ts express�on of eternal repose, loft�ness, power, worth,
and other qual�t�es—and �t �s qu�te �mposs�ble to overstate the depth
and �mpos�ng character of �ts concept�on no less than �ts execut�on—
yet our �mag�nat�on cannot fa�l to f�nd someth�ng �n �t wh�ch does not
sat�sfy. For what �s here set before us as God the Father, that �s to
say a creat�on that �s l�kew�se human personal�ty, �s just what we f�rst
meet w�th �n Chr�st the Son. It �s �n H�m that we contemplate for the
f�rst t�me th�s dec�s�ve moment �n wh�ch �nd�v�dual�ty and human
ex�stence comb�ne as a moment �n the D�v�ne L�fe[254], and
moreover comb�ne �n such a way that the same �s not d�sclosed as
an �ngen�ous creature of the phantasy, as was the case w�th the
Greek d�v�n�t�es, but as essent�al and very revelat�on, the fact of all
�mportance and fundamental s�gn�f�cance.



(ββ) The more essent�al object, therefore, of Love �n the creat�on of
pa�nt�ng w�ll be Chr�st. In other words, w�th th�s object Art at once
f�nds �tself �n the sphere of human�ty, a sphere wh�ch along w�th
Chr�st embraces further mater�al �n �ts presentat�ons of the V�rg�n
Mary, Joseph, John the Bapt�st, the d�sc�ples, and so forth, and
ult�mately the common folk who �n part are followers of the Gospel,
and �n part cry out for the cruc�f�x�on of �ts Master and mock H�m �n
H�s suffer�ngs.
And here once more the already ment�oned d�ff�culty confronts us
how we are to conce�ve and dep�ct Chr�st �n h�s un�versal�ty, when he
�s presented �n the ord�nary way of half-length f�gures or portra�ts. I
must adm�t that for myself at any rate, the heads of Chr�st I have
seen by Caracc� and others and, to take two famous examples, that
of Van Eyck, formerly �n the Sully Collect�on and now �n the Berl�n
Museum, and that of Von Heml�ng, now �n Mun�ch, do not g�ve me
the ent�re sat�sfact�on wh�ch they ought to do. That of Van Eyck, no
doubt, �s very �mpos�ng �n f�gure, forehead, colour, and general
concept�on, but the mouth and eye wholly fa�l to express anyth�ng
that transcends our human�ty. The express�on �s rather that of an
�nflex�ble ser�ousness, wh�ch �s emphas�zed by the general type of
the form, the part�ng of the ha�r, and other tra�ts. And when such
heads �ncl�ne st�ll further �n express�on and shape towards the
spec�f�cally human type, and a m�lder, more y�eld�ng and tender
aspect �s thereby �mported, much of the�r depth and power of
�mpress�on �s very read�ly lost; and least of all su�ted to such, as I
have already observed, �s the beauty of Greek form.
For th�s reason Chr�st, as dep�cted �n the exper�ences of H�s actual
l�fe, �s a more su�table subject for p�ctor�al effort. Yet �n th�s
connect�on an essent�al d�st�nct�on must not be overlooked. It �s qu�te
true that �n the b�ograph�es of Chr�st we have from one po�nt of v�ew
the human consc�ousness of God presented us as a fundamental
aspect. Chr�st �s one of the gods, but under the gu�se of an actual
man, and takes H�s place among men as one of them, �n whose
phenomenal appearance He can consequently be dep�cted �n so far
as such expresses the l�fe of Sp�r�t. From another po�nt of v�ew,
however, he �s not merely an �nd�v�dual man, but ent�rely God. In



such s�tuat�ons, therefore, �n wh�ch th�s supreme D�v�n�ty forces �ts
way beyond the l�m�ts of human soul-l�fe, the art of pa�nt�ng �s met
w�th a fresh source of d�ff�culty. The very depth of the content beg�ns
to be too overpower�ng. For �n the major�ty of cases �n wh�ch we f�nd
Chr�st presented for example merely as a teacher, art w�ll not pass
much beyond the po�nt �n wh�ch He �s dep�cted as the noblest, most
worthy, and w�sest of men, much as Pythagoras or any other w�se
man, �s presented to us �n such a p�cture as Raphael's "School of
Athens." The most �mportant way �n wh�ch pa�nt�ng can overcome
such a d�ff�culty �s to br�ng the D�v�n�ty of Chr�st ma�nly �nto d�rect
contrast w�th H�s surround�ngs, and above all, to contrast �t w�th the
s�ns, the repentance and penance, or the meanness and ev�l of our
human�ty, or aga�n conversely through H�s worsh�ppers, who, by the�r
adorat�on of H�m remove H�m as one of themselves and a man,
ex�st�ng �n a part�cular place, from such �mmed�ate cond�t�ons, so that
we behold H�m exalted to the heaven of Sp�r�t, and at the same t�me
get a gl�mpse of the fact that H�s appearance has not merely been
that of God, but also that of the human form under �ts ord�nary and
natural, �n other words, not wholly �deal cond�t�ons, who as Sp�r�t
essent�ally possesses h�s ex�stence �n our human�ty and the human
commun�ty, and expresses H�s d�v�n�ty as reflected �n the same. But
we must not understand th�s reflect�on as though God �s present �n
human�ty as �n a purely acc�dental or external mode of form and
express�on; rather we ought to regard the Sp�r�t man�fested �n the
consc�ousness of mank�nd as the essent�al sp�r�tual ex�stence of God
H�mself[255]. Such a mode of presentat�on w�ll be except�onally
appropr�ate where Chr�st �s to be represented as man, teacher, as
the r�sen and glor�f�ed person who ascends up to heaven before our
eyes. To speak pla�nly, �n s�tuat�ons such as these the means of
express�on �n pa�nt�ng such as the human form and �ts colour, the
countenance, the glance of eye, are not wholly suff�c�ent to express
all that �s �mpl�ed �n the Chr�st. And least of all w�ll the ant�que beauty
of forms suff�ce. In part�cular the resurrect�on and ascens�on, and
generally, all scenes �n the l�fe of Chr�st, �n wh�ch He, the �nd�v�dual
man, �s already d�vested of �mmed�ate ex�stence as such on H�s
return to H�s Father, requ�re a more elevated express�on of D�v�n�ty
than the art of pa�nt�ng �s able to supply, for the reason that �t ought



to cancel the very means �t uses �n �ts representat�on, that �s, the
express�on of human soul-l�fe �n �ts external form, and glor�fy the
same �n a l�ght of purer qual�ty.
Consequently, we shall f�nd those scenes of Chr�st's l�fe treated w�th
greater advantage and more f�tt�ng effect �n wh�ch He H�mself has
not yet arr�ved at the full consummat�on, or where H�s D�v�n�ty
appears to be obstructed and depressed �n the moment of negat�on.
And th�s we f�nd �s the case �n H�s ch�ldhood and the Pass�on. That
Chr�st as a ch�ld expresses def�n�tely from a certa�n po�nt of v�ew the
s�gn�f�cance wh�ch attaches to H�m �n rel�g�on. He �s God Who
becomes man, and Who consequently passes through the stages of
man's natural l�fe. In another aspect of the same fact that He �s
presented to our m�nds as a ch�ld we are led to feel the pract�cal
�mposs�b�l�ty of d�sclos�ng ent�rely to us all that He essent�ally �s. And
�t �s just here that the art of pa�nt�ng possesses the �ncalculable
advantage of be�ng able to show how the loft�ness and d�gn�ty of
Sp�r�t can sh�ne forth from the naïveté and �nnocence of the ch�ld,
wh�ch �n some measure der�ves actual force from such a contrast,
and �n part, for the very reason that �t �s pred�cated of an �nfant, �s to
an �nf�n�tely less extent requ�red by us �n compar�son w�th that we
look for �n Chr�st as man, teacher, and judge of the world. In th�s way
the examples of Chr�st the babe wh�ch we f�nd �n Raphael's p�ctures,
and above all, that �n the S�st�ne Madonna p�cture at Dresden, offer
us the most beaut�ful presentment of ch�ldhood. We are, however,
aware �n them also of a tendency to pass beyond merely ch�ldl�ke
�nnocence, a passage wh�ch d�scloses qu�te as much the D�v�ne
already present �n the open�ng sheath, as �t enables us to surm�se
the expans�on of such D�v�n�ty to an �nf�n�te fulness of revelat�on, a
revelat�on the �ncompleteness of wh�ch �n the ch�ld carr�es w�th �t �ts
own just�f�cat�on. In the Madonna p�ctures of Van Eyck, on the
contrary, the D�v�ne babe �s the least successful feature, for they are
�n general st�ff and emphas�ze the defect�ve form of a newly-born
ch�ld. It has been attempted to regard th�s as allegor�cal and
�ntent�onal. They are not to be fa�r �n aspect because �t �s not the
beauty of the Chr�st babe wh�ch �s that wh�ch �s adorable, but the
Chr�st as Chr�st. Such a mode of thought �s not consonant w�th the



true a�m of Art, and the babes of Raphael regarded as works of art
are �n th�s respect of far h�gher rank.
In the same way the h�story of Chr�st's pass�on, such as the scenes
where He �s mocked and crowned w�th thorns, that of the Ecce
Homo carry�ng the cross, depos�t�on, and bur�al, are except�onally
appropr�ate to p�ctor�al presentment. For �n these �t �s prec�sely the
D�v�n�ty, �n �ts contrast to �ts tr�umph and �n the depress�on of �ts
unl�m�ted power and w�sdom, wh�ch suppl�es the content. Art �s not
merely able to present th�s, but there �s ample room for the play of
or�g�nal�ty �n the compos�t�on of such scenes w�thout fall�ng �nto
purely fantast�cal �magery. God �s here set before us as suffer�ng, �n
so far as He �s man and under certa�n determ�nate bounds. Such
pa�n �s not merely d�sclosed as human pa�n over human calam�ty, but
�t �s an awful suffer�ng, the feel�ng of an �nf�n�te negat�v�ty, albe�t �n
human form, as the consc�ous l�fe of one �nd�v�dual. And w�thal there
�s added, for the reason that �t �s God who suffers, a certa�n sense of
allev�at�on, a reduct�on of such angu�sh wh�ch �s thus unable to break
forth �n actual despa�r, d�stort�on, and horror. Th�s express�on of soul-
suffer�ng �s, more part�cularly �n the works of several Ital�an masters,
an or�g�nal creat�on. The pa�n �s �n the lower port�ons of the
countenance, a grav�ty of m�en, and noth�ng more, not as �n the
Laocoon a contract�on of the muscles, wh�ch can be �nterpreted as
an actual cry; but �n the eyes and on the forehead the b�llows of soul-
angu�sh are, so to speak, allowed to roll over one another. The sweat
drops that bespeak the heart's agony stand forth; and w�th true
�nst�nct on the brow, �n wh�ch the �mmovable bone const�tutes the
determ�n�ng feature, prec�sely at the po�nt where nose, eyes, and
forehead coalesce, and the l�fe of m�nd and heart �s concentrated
and emphas�zed, we f�nd that just one or two �nd�cat�ons of sk�n-folds
and muscles, unable to be d�storted to any great extent, are suffered
pre-em�nently to bear and express �n tens�on th�s accumulated
we�ght of agony. In part�cular I can recall a certa�n head �n the gallery
of Schle�she�m, �n wh�ch the master—I fancy Gu�do Ren�[256]—and
doubtless others �n a s�m�lar way, have d�scovered a d�st�nct colour
tone for the flesh, wh�ch �s qu�te unl�ke that of human flesh. They had
to d�sclose the n�ght of the Sp�r�t and created for the same a dowry of



colour, most adm�rably adapted to express th�s tempest, these black
clouds of Sp�r�t wh�ch are l�kew�se encompassed by the brazen
forehead of the D�v�ne Nature[257].
As the most perfect subject of such pa�nt�ng, however, I have already
aff�rmed that Love, wh�ch �s essent�ally sat�sf�ed, whose object �s no
purely sp�r�tual Beyond, but one actually present, so that we can
behold Love �tself �n �ts object. The h�ghest and most un�que form of
such a Love �s that of the V�rg�n Mother for her Chr�st ch�ld, the love
of the one mother who has brought forth the Sav�our of the world and
carr�es H�m �n her arms. Th�s �s the content of most lovel�ness to
wh�ch we may say Chr�st�an art generally and pre-em�nently the
pa�nter's art �n the rel�g�ous sphere has been exalted.

The love of God, and more expressly[258] that of wh�ch Chr�st �s the
object, �s of an ent�rely sp�r�tual type. Its object �s only v�s�ble to the
eyes of the soul, so that �n these cases we do not �n the str�ct sense
get the rec�proc�ty wh�ch �s bound w�th the not�on of Love, and
moreover there �s no natural t�e wh�ch secures the lovers and from
�ts or�g�n b�nds them to each other. Every other type of love, to put
the matter conversely, rema�ns �n some measure acc�dental �n �ts
�nc�dence, and �n another aspect of �t the lovers possess, as, for
�nstance, s�sters, or the father's love for h�s ch�ldren, yet further
relat�ons outs�de th�s part�cular one, wh�ch assert an essent�al cla�m
upon them. A father or brothers are compelled to d�rect the�r
attent�on to the world, the State, affa�rs or war, �n one word un�versal
ends; the s�ster becomes w�fe, mother, and so forth. In the case of a
mother's love of her ch�ld, on the contrary, the love �s from �ts very
nature ne�ther someth�ng that �s cont�ngent, nor �s �t merely a s�ngle
phase[259]. It �s �ts h�ghest earthly type, �n wh�ch �ts natural character
and �ts most sacred funct�on �mmed�ately coalesce. From the po�nt of
v�ew, however, �n wh�ch as a rule �n maternal love the mother sees
and feels at the same t�me her husband �n her ch�ld, we may observe
that th�s aspect, too, �n the V�rg�n Mary's case d�sappears. Her
feel�ng has noth�ng �n common w�th a w�fe's love for her wedded
husband; on the contrary her relat�on to Joseph �s rather that of a
s�ster, and on the s�de of Joseph a feel�ng of respectful reverence for
the Ch�ld that �s God's and Mary's. We therefore f�nd that rel�g�ous



love �s set forth �n �ts fullest and most �deal[260] human form, not �n
that for Chr�st am�d H�s suffer�ngs, nor �n H�s resurrect�on, nor as He
delays H�s departure among H�s fr�ends, but �n the emot�onal nature
of a woman, �n Mary. Her ent�re soul and l�fe �s human love for the
Ch�ld, wh�ch she calls her own, and along w�th �t adorat�on, and love
of God w�th whom she feels herself thus un�ted[261]. She �s humble
before God, and yet �s steeped �n the �nf�n�te exaltat�on that she �s
the s�ngle one among ma�dens who �s above all blessed. Not alone
and apart, but only �n her Ch�ld �s she made perfect �n God, but �n
that, whether �t be by the cradle or as queen of heaven, she �s
ent�rely content and blessed, w�thout pass�on and yearn�ng, w�th no
other want, w�th no other a�m to have or possess anyth�ng but that
wh�ch she possesses.
The man�festat�on of th�s love under the aspect of �ts rel�g�ous
content expands �n many d�rect�ons, such as the annunc�at�on, the
v�s�tat�on, the b�rth, the fl�ght �nto Egypt, and other such �nc�dents.
We may also assoc�ate w�th �t, dur�ng the later course of the Chr�st-
l�fe, the d�sc�ples and women, who follow H�m, and �n whom the love
of God �s more or less a personal relat�on of the�r love to the l�v�ng,
present Sav�our, Who, as actual man, pursues H�s course among
them, and �n l�ke manner also the love of those angels who, on the
occas�on of H�s b�rth and at other t�mes, hover around �n grave
adorat�on or s�mple joy. In treat�ng all such f�gures the art of pa�nt�ng
�n part�cular d�scloses the complete peace and content of such a
love.
But th�s peace, furthermore, �s d�ssolved �n the most heartfelt
angu�sh. Mary the mother beholds Chr�st carry�ng the cross. She
sees H�m suffer on the cross and d�e; she sees H�m taken from the
cross and bur�ed, and no gr�ef �s more po�gnant than her own. And
yet we may observe that �t �s ne�ther the �rreparableness[262] of such
a gr�ef, or rather of such a loss, nor the we�ght of the calam�ty, nor
the lament over the �njust�ce of dest�ny, wh�ch const�tutes the real
content �n such angu�sh, so that a contrast between �t and the sorrow
of N�obe �s part�cularly �nstruct�ve. N�obe, too, has lost all her
ch�ldren, and �s set before us �n severe loft�ness and unperturbed
beauty. The ma�n content here �s the aspect of the natural l�fe of th�s



�ll-starred sufferer, the beauty �n wh�ch Nature has robed her and
wh�ch embraces the ent�re presentment of her actual ex�stence. She,
th�s actual personal�ty, �s beauty person�f�ed, and there�n she
pers�sts. But her soul-l�fe, her heart, has lost the ent�re content of �ts
love, �ts soul, and her �nd�v�dual�ty and beauty can only turn �nto
stone. The gr�ef of Mary �s of a wholly d�fferent type. She feels
�nt�mately the dagger wh�ch cuts through her soul's very centre, her
heart breaks, but she does not become stone. She d�d not merely
possess love, but her soul-l�fe throughout �s noth�ng but love, that �s,
free and concrete �deal�ty, wh�ch reta�ns the absolute content of that
wh�ch �t loses, and �n the loss �tself of the beloved pers�sts �n the
peace of love. Her heart �ndeed breaks, but the substant�ve pr�nc�ple
of her heart, the content of �ts l�fe[263], wh�ch �s d�sclosed through her
angu�sh of soul w�th a v�tal strength that can never be lost, �s
someth�ng �nf�n�tely more exalted, namely, the l�v�ng beauty of the
human soul, as contrasted w�th �ts abstract substance, whose �deal
ex�stence as presented �n bod�ly shape, when �t �s lost rema�ns
�ndeed �ndestruct�ble, but �s turned to stone.
There �s one further subject for pa�nt�ng �n connect�on w�th Mary the
mother of Jesus, and that �s her death and assumpt�on. Schoreel has
w�th except�onal beauty dep�cted a death of Mary �n wh�ch we f�nd
the charm of her youth once more restored[264]. Th�s master has
un�ted �n h�s p�cture the express�on of somnambul�sm, presence of
death, r�g�d�ty, and bl�ndness towards the exter�or world w�th one
wh�ch seems to suggest that the sp�r�t, wh�ch seems somehow to
penetrate through the�r general aspect, has found a home elsewhere
and �s blessed there�n.
(γγ)Th�rdly, we must �nclude w�th�n the sphere of the actual presence
of God �n the l�fe, suffer�ngs, and glor�f�cat�on of H�mself, mank�nd at
large[265], that �s to say the consc�ousness of �nd�v�dual human l�fe,
wh�ch God, or more accurately the events of H�s h�story, const�tutes
as �tself an object of H�s love, commun�cat�ng to �t a content wh�ch �s
not merely f�n�te but absolute �n �ts s�gn�f�cance. Here, too, we may
emphas�ze the three aspects of tranqu�l devot�on, repentance, and
convers�on, wh�ch both from the po�nt of v�ew of the soul and that of
external cond�t�on the h�story of the D�v�ne Pass�on repeats to



mank�nd, no less than the �deal consummat�on �n glory and the
blessedness of pure atta�nment.
In respect to the f�rst of these, namely, devot�on, we have here what
�s pr�mar�ly the content of prayer. Th�s relat�on �s �n one aspect of �t a
humbl�ng, surrender of the self, the seek�ng of peace �n another;
from another po�nt of v�ew �t �s not a pet�t�on but rather a prayer[266].
Pet�t�on and prayer are no doubt closely connected �n so far, that �s,
as a prayer can be a pet�t�on. And yet the genu�ne pet�t�on seeks
after someth�ng for �tself. It �mportunes the man who possesses
someth�ng of �mportance to myself, that he may feel �ncl�ned to do
me a favour �n v�rtue of the request, that h�s heart may y�eld, or h�s
love may be roused toward me, �n one word that h�s feel�ng of
�dent�ty w�th myself may be awakened. What I, however, feel �n
mak�ng a pet�t�on �s the des�re for someth�ng, wh�ch the other person
must lose �f I am to secure �t. The other person �s to love me �n order
that my self-love may be sat�sf�ed, and my weal and necess�ty be
promoted. I on the contrary g�ve noth�ng further �n the transact�on
unless �t be conta�ned �n an adm�ss�on that the person thus
opportuned may ask for s�m�lar favours from myself. Prayer �s not a
pet�t�on of th�s type. It �s an exaltat�on of the heart to the Absolute,
wh�ch �s assumed to be essent�ally Love, and as such possesses
noth�ng �ndependently[267]. The devot�on �tself �s the g�ft, the pet�t�on
�tself �s the blessedness. For although prayer may conta�n a pet�t�on
for some part�cular th�ng, yet �t �s not th�s part�cular th�ng wh�ch �s the
true purport of the prayer; rather the essent�al truth of �t �s the
conv�ct�on that the pet�t�on w�ll be heard, and not heard �n �ts relat�on
to the part�cular request so much as to the absolute trust that God
w�ll apport�on that wh�ch �s best for me to rece�ve. And thus even �n
such a connect�on prayer �s �tself �ts own sat�sfact�on, the enjoyment,
the express feel�ng and consc�ousness of eternal Love, wh�ch not
only w�th �ts ray of �llum�nat�on sh�nes through the object[268] of
prayer and �ts s�tuat�on, but �n fact const�tutes the s�tuat�on and what
�s there actually or �s thereby man�fested. It �s th�s type of
suppl�cat�on wh�ch we f�nd exempl�f�ed by Pope S�xtus �n the p�cture
of Raphael already ment�oned[269], no less than by Santa Barbara �n
the same p�cture, and by many other representat�ons of the prayers



of apostles and sa�nts, of Sa�nt Franc�s[270] and the l�ke at the foot of
the Cross, where we f�nd �n the place of the suffer�ng of Chr�st, or the
d�smay, doubt, and despa�r of the d�sc�ples the love and adorat�on of
God, and the prayer that loses �tself �n H�m �s selected as the
s�gn�f�cant content. We f�nd such rendered w�th part�cular force for
the most part on the countenances of aged men marked strongly
w�th the suffer�ngs and exper�ence of l�fe �n the earl�er per�od of
pa�nt�ng, faces that appear to be portra�ts, souls permeated w�th
devot�onal feel�ng to such an extent that th�s att�tude of prayer does
not merely appear to be exper�enced at th�s part�cular moment, but
rather they are presented us as p�ous and sa�ntl�ke persons whose
ent�re l�fe, thought, �nst�nct, and vol�t�on �s one prayer, and whose
express�on desp�te of all the truth of the�r portra�ture may be summed
up wholly �n th�s assurance and peace of Love. It �s otherw�se,
however, among many of the earl�er German and Flem�sh masters.
The subject of the altar p�cture �n Cologne Cathedral �s the ador�ng
k�ngs and patrons of Cologne. We f�nd th�s subject too frequently
selected by the school of Van Eyck. In such examples the persons
who adore are frequently famous �nd�v�duals, pr�nces, as, for
�nstance, �n a well-known adorat�on p�cture, wh�ch has been taken for
the work of Van Eyck, cr�t�cs have �dent�f�ed two of the k�ngs w�th
portra�ts of Ph�l�p of Burgundy and Charles the Bold. In the case of
personages of th�s type we see that they are someth�ng more than
sa�nts, have affa�rs �n the world, and only go to mass on Sunday or �n
the early morn�ng, but dur�ng the rest of the week or for the rest of
the day have other bus�ness to look after. And more part�cularly �n
our Flem�sh or German p�ctures the patrons are p�ous kn�ghts, God-
fear�ng housew�ves w�th the�r sons and daughters. They resemble
Martha who fares h�ther and th�ther and �s concerned w�th matters of
external or mundane s�gn�f�cance, rather than Mary who has
selected once and for all the best part. The�r p�ety �s not def�c�ent, �t
�s true, �n �ntens�ty and soul; but we do not f�nd here the song of Love
wh�ch �s at once the beg�nn�ng and end of �t, and wh�ch �s perforce
not merely an exaltat�on, a prayer, or thanks for a g�ft rece�ved, but �s
as much �ts un�que l�fe as that of the n�ght�ngale.



We may summar�ze the d�st�nct�on wh�ch can be drawn generally �n
p�ctures of th�s k�nd between sa�nts and worsh�ppers on the one
hand, and p�ous members of the Chr�st�an commun�ty as they
actually appeared on the other, �n the statement that the
worsh�ppers, more espec�ally �n Ital�an p�ctures, d�sclose �n the
express�on of the�r p�ety a complete harmony of external and sp�r�tual
cond�t�on. It �s the�r very soul wh�ch we f�nd wr�tten for the most part
on the�r countenances, wh�ch are not perm�tted to express anyth�ng
opposed to the emot�ons of the�r heart. In the actual cond�t�ons of l�fe
th�s �s not always the case. An �nfant, for example, when �t weeps,
more part�cularly when beg�nn�ng to do so, qu�te apart from the fact
that we know �ts gr�ef �s not worth the trouble of cry�ng over, often
makes us sm�le w�th �ts ugly faces. And �n the same way old folk
pucker up the�r face when they laugh, because the l�nes of the�r
features are too pronounced, cold, and st�ff to accommodate
themselves read�ly to an unreserved and natural laugh or a fr�endly
sm�le. The art of pa�nt�ng should endeavour to avo�d th�s
�ncompat�b�l�ty between the emot�ons of p�ety expressed and the
sensuous forms wh�ch have to express them, and, so far as
poss�ble, produce a harmony between the soul and �ts external mode
of express�on. And th�s �n the h�ghest degree was effected by the
Ital�ans; the Germans and Flem�sh were less successful, because
the ma�n object �n the�r work was l�v�ng portra�ture.
I w�ll add one further remark, that th�s devot�on of the soul ought not
to reach the po�nt of the actual cry of anx�ety, that cry of tr�bulat�on
and des�re, such as the Psalms and many Lutheran hymns express,
and we may �llustrate �t w�th the old words: "As the hart cr�eth for the
water-brooks, so cr�eth my soul for Thee." We may rather �nd�cate �t
as a gradual melt�ng away, not to that attenuat�on of sweetness
perhaps we assoc�ate w�th the nun, but at any rate a surrender of the
soul, and an enjoyment and sat�sfact�on �n such surrender. For that
trava�l of fa�th, that anx�ous troubl�ng of soul, that doubt and
desperat�on wh�ch pers�sts �n d�sun�on, such a type of
hypochondr�acal p�ety wh�ch never �s certa�n whether �t �s st�ll s�n,
whether there has been repentance and pardon �s complete, a
surrender, �n wh�ch the soul can never advance a step, and �s always
betray�ng the fact by h�s anx�ety, such a state �s not compat�ble w�th



the beauty of the romant�c Ideal. We much prefer that the eye of
devot�on should ra�se �ts look of yearn�ng heavenwards, although �t �s
both more art�st�c and g�ves us yet more sat�sfact�on when �t �s
centred on some present object of adorat�on, whether �t be the V�rg�n
Mother, Chr�st, or sa�nt. It �s a fac�le th�ng, only too fac�le, to attach to
a p�cture a sp�r�tual �nterest, by mak�ng �ts central f�gure gaze
heavenwards, anywhere beyond the world, just as we f�nd that
nowadays people are only too ready to make use of an equally fac�le
way of prov�ng God and rel�g�on to be the foundat�on of soc�ety by
quot�ng texts of the B�ble rather than establ�sh�ng such a bas�s on the
reason of actual real�ty. Such a gaze of countenance upwards
becomes �n the p�ctures of Gu�do Ren�[271], for example, a pure
manner�sm. The Assumpt�on of the V�rg�n, too, wh�ch we f�nd at
Mun�ch, has been much eulog�zed by �ts adm�rers and cr�t�cs, and we
may adm�t that the exalted character of �ts transf�gurat�on, the
absorpt�on and surrender of the soul �n the heavenly v�s�on, and
�ndeed the ent�re pose of the ascend�ng f�gure, to say noth�ng of the
br�ll�ance and beauty of the colour�ng, �s most �mpress�ve. But for
myself I f�nd such representat�ons wh�ch dep�ct the V�rg�n Mother �n
her own daydream of love and blessedness w�th her glance centred
on her babe st�ll more appropr�ate to her truth. The other type of
yearn�ng and stra�n, w�th �ts upward gaze heavenwards, �s somewhat
too near to our modern sent�mental�sm.
A further aspect of �mportance �s concerned w�th the entrance of the
pr�nc�ple of negat�on �nto the sp�r�tual devot�on of Love. The d�sc�ples,
sa�nts, and martyrs, have to pass through, �n some measure as an
exper�ence of the�r souls, and �n part, too, as one of the�r external
l�fe, that way of suffer�ng along wh�ch the Chr�st �n the h�story of H�s
Pass�on passed before them.
Th�s suffer�ng l�es to some extent on the conf�nes of art. Pa�nt�ng can
very eas�ly overstep th�s boundary, �n so far, that �s, as �t accepts for
�ts subject-matter the horrors and terrors of the bod�ly torture,
whether �t be �n flay�ng, or burn�ng, or cruc�f�x�on, and �ts pa�ns. Th�s
�t �s not perm�tted to do, �f �t �s not to forsake the sp�r�tual Ideal. Th�s
�s not solely due to the fact that to present martyrs under such
cond�t�ons to our s�ght �s not beaut�ful to the sense, nor because our



nerves nowadays are too keenly strung, but on the better ground
that th�s mater�al aspect �s not the really �mportant one. The true
content we have to follow w�th sympathy and wh�ch should be
dep�cted �s the sp�r�tual exper�ence, the soul �n all that �t suffers
through Love, and not the d�rect bod�ly pa�n of a certa�n �nd�v�dual,
the gr�ef for the suffer�ngs of another, or the angu�sh felt personally
for personal demer�t. The endurance of martyrs �n phys�cal tortures �s
an endurance wh�ch carr�es w�th �t merely phys�cal pa�n: what the
sp�r�tual Ideal looks for �s the tr�al of the soul �n �ts own doma�n, �ts
own pecul�ar suffer�ng, the wounds of �ts love, the repentance,
mourn�ng, angu�sh, and penance of �ts heart.
But we must add that �n dep�ct�ng th�s pa�n of soul the pos�t�ve aspect
must not wholly be absent. The soul must be assured of the actual
and essent�ally consummated reconc�l�at�on between mank�nd and
God, and only exper�ence anx�ety that th�s eternal salvat�on be
real�zed as a truth �n �tself. In th�s connect�on we not unfrequently
meet w�th repentant people, martyrs, and monks, who, desp�te of
the�r assuredness of an object�ve atonement, partly are
overwhelmed w�th sorrow for a heart whose ent�re surrender they
deem to be r�ght, and partly have already made such complete
surrender, and yet are always for real�z�ng such reconc�l�at�on anew,
and consequently for ever �mpos�ng on themselves the burden of
penances. And we f�nd, therefore, �n the art�st�c treatment of such
s�tuat�ons a twofold po�nt of departure. In other words, the art�st may,
to start w�th, presuppose �n h�s subject an open d�spos�t�on, freedom,
cheerfulness, and dec�s�on of sp�r�t, such as carr�es w�th ease l�fe
and the yoke of the actual world and knows how to read�ly deal w�th
the same, then he may f�tly assoc�ate w�th such pa�nful exper�ences
a nat�ve nob�l�ty, grace, freshness, freedom, and beauty of form.
When, on the contrary, h�s work �s based upon a natural sense that
�s more refractory, def�ant, savage, and l�m�ted, the confl�ct of the
sp�r�t �n overcom�ng the flesh and the world, and secur�ng to �tself the
rel�g�on of salvat�on w�ll necessar�ly �mply more severe trava�l. In
cases of such obst�nacy of soul, therefore, the harsher reflect�ons of
force and stab�l�ty are more apparent, the scars of the wounds wh�ch



have been �nfl�cted on an obst�nacy of th�s type are more v�s�ble and
endur�ng, and the beauty of the phys�cal result tends to van�sh[272].
Th�rdly, that pos�t�ve aspect of atonement, the transf�gurement that
results from gr�ef's trava�l, the blessedness that comes of repentance
may be �ndependently accepted as the subject of art�st�c
presentment though �t may read�ly pass �nto false concept�ons.
Such, then, are the ma�n d�st�ngu�sh�ng character�st�cs of the
absolute sp�r�tual Ideal regarded as the essent�al content of romant�c
pa�nt�ng. It forms the mater�al of �ts most successful and solemn
creat�ons, works that are �mmortal by v�rtue of the depth of the�r
contemplat�on; and when the representat�on of essent�al truth �s
thereby expressed they are noth�ng less than the most exalted
expans�on of the soul to �ts heaven of bl�ss, the most �nt�mate and
complete revelat�on of �deal l�fe that an art�st can br�ng before our
v�s�on.
Follow�ng th�s pre-em�nently rel�g�ous sphere of art�st�c product�on we
have st�ll to �nvest�gate two further f�elds of �ts act�v�ty.
(β) In d�rect contrast to the prov�nce of rel�g�on we have that wh�ch, �f
we cons�der �t �n �ts �solated abstract�on, �s equally dest�tute of the l�fe
of soul and God, Nature �n �ts s�mplest terms, and regarded more
def�n�tely �n �ts connect�on w�th pa�nt�ng, Nature's landscape. We
have stated the character of the object of rel�g�on to be such that �n �t
the substant�ve �deal�ty of the soul expresses there�n the �ndwell�ng
sense of Love as un�ted to the Absolute[273]. Th�s �nward �deal�ty
has, however, a further content. It �s able to d�scover �n that wh�ch �s
wholly external an accord w�th soul-l�fe, and can recogn�ze �n the
object�ve world as such tra�ts wh�ch have an aff�n�ty w�th what �s
sp�r�tual. Regarded �n the�r �mmed�acy, no doubt, h�lls, mounta�ns,
woods, valleys, streams, meadows, sunl�ght, moon, and the starry
heavens, are s�mply perce�ved to be the natural objects they are.
But, �n the f�rst place, these objects have to start w�th an �ndependent
�nterest, �n so far as �t �s the free l�fe of Nature, wh�ch appears �n
them, and produces a sense of fellow feel�ng �n the �nd�v�dual as one
who shares that l�fe h�mself; and, secondly, the part�cular changes of
Nature's moods br�ng about states �n the soul wh�ch correspond to



such moods. It �s poss�ble for man to follow w�th h�s own l�fe th�s
an�mat�on of Nature and partake �n th�s harmony of soul w�th �ts
env�ronment, and feel thereby at home �n Nature. Just as the
Arcad�ans spoke of a Pan, who made them shudder and fr�ghtened
�n the gloam�ng of the forest, �n the same way the var�ed cond�t�ons
of Nature's landscape �n �ts gentle bl�thesomeness, �ts balmy repose,
�ts spr�ng-freshness, �ts w�ntry ch�ll, �ts morn�ng awaken�ng and
even�ng rest f�nd the�r counterfe�ts �n states of the soul. The tranqu�l
depth of the ocean, the poss�b�l�ty that �ts depths may break forth
w�th �nf�n�te power �s ak�n to soul movements, just as conversely the
roar�ng, upwell�ng, foam�ng, and break of storm-tossed waves st�r the
soul w�th concordant mus�c. It �s an �deal s�gn�f�cance of th�s k�nd that
the art of pa�nt�ng accepts as �ts object. And for th�s reason �t �s not
natural objects merely as such �n the�r external form and assoc�at�on
wh�ch ought to const�tute �ts true content, so that pa�nt�ng �s noth�ng
more than a mere �m�tat�on, but rather the an�mat�on of Nature's l�fe,
wh�ch �nterfuses �t throughout and wh�ch �s able to br�ng �nto
prom�nence and assert w�th more v�v�dness �n the scenes of Nature
reproduced the character�st�c aff�n�ty of spec�f�c cond�t�ons of th�s l�fe
w�th part�cular sp�r�tual states—�t �s a v�tal part�c�pat�on �n Nature of
th�s k�nd wh�ch g�ves us the meet�ng-po�nt, steeped as �t �s �n the
soul-l�fe and temperament of the art�st, by means of wh�ch Nature
may become the content of pa�nt�ng not merely as env�ronment, but
as possess�ng a d�st�nct �nd�v�dual�ty[274].
(γ) There �s yet further a th�rd type of �deal�zat�on wh�ch we f�nd partly
�n the case where objects wholly �ns�gn�f�cant are detached from the
pos�t�on they occupy �n the landscape, and, partly, �n scenes of
human l�fe, wh�ch may appear to us not merely as wholly acc�dental
as thus selected, but even of a k�nd that �s both mean and
commonplace. I have already found an opportun�ty for an attempt to
just�fy the art�st�c select�on of such subjects[275]. I w�ll �n connect�on
w�th pa�nt�ng merely add the follow�ng remarks to our former
d�scuss�on.
The art of pa�nt�ng �s not merely concerned w�th the �nward l�fe of the
soul, but w�th that �deal element that �s essent�ally part�cular�zed[276].
Th�s latter type of �deal�ty for the reason that part�cular�ty �s �ts



pr�nc�ple �s not content to rest sat�sf�ed w�th the absolute object of
rel�g�on, and as l�ttle w�ll merely accept from the external world
Nature's v�tal�ty and �ts def�ned character as landscape; rather �t
�ns�sts on partak�ng of everyth�ng, �n wh�ch man as an �solated
�nd�v�dual soul can take a rat�onal �nterest and f�nd pleasure. Even �n
the case of �ts representat�ons of rel�g�ous mater�al art, �n proport�on
as �t develops, �t attaches such more closely to terrestr�al cond�t�ons
and the objects of actual v�s�on, g�v�ng to �ts content the complete
presence of natural ex�stence, so that we ult�mately f�nd that the
aspect of sensuous ex�stence �s most �mportant and the �nterest of
devot�onal l�fe only so �n a subord�nate degree. For here, too, art
rece�ves the task to work out the Ideal �n �ts fullest real�zat�on, �n
other words, to present to our senses that wh�ch �s or�g�nally
detached from them, to carry over objects taken from the
remoteness of past l�fe �nto present l�fe and un�te them w�th that
present human l�fe.



At our present stage of human evolut�on �t �s the �deal�ty wh�ch we
f�nd �n actual l�fe as �t faces us, �n the c�rcumstances of da�ly
exper�ence, the most common and the most tr�v�al, wh�ch �s the
actual content.
(αα) If we �nqu�re, then, what �t �s that makes a content of th�s k�nd,
otherw�se so poverty-str�cken and �nd�fferent, compat�ble w�th the
cla�ms of art, we must reply that �t �s the substant�ve core that �s
conta�ned and made val�d there�n, �n general terms the v�tal�ty and
del�ght of self-subs�stent ex�stence, exempl�f�ed �n the greatest
var�ety of �ts a�ms and �nterests. The l�fe of mank�nd �s always �n the
�mmed�ate Present. What a man may do �n each moment thereof �s
someth�ng spec�f�c, and �ts just�f�cat�on cons�sts �n the fact that he
carr�es through all h�s engagements, the least no less than the
greatest, w�th heart and soul. In th�s way he �s un�ted w�th each
part�cular �nc�dent, and, by �nfus�ng �nto each the ent�re force of h�s
�nd�v�dual�ty, appears to �dent�fy h�s whole ex�stence w�th such. Th�s
coalescence[277] produces that harmony of the �nd�v�dual w�th the
spec�f�c character of h�s �mmed�ate act�v�ty �n the c�rcumstances that
are nearest h�m, wh�ch �s �tself a mode of �deal�ty, and wh�ch
commun�cates �n such a case to the subs�stency of an ex�stence,
wh�ch �s an exclus�ve and perfected whole, �ts attract�ve character.
The �nterest, therefore, that we der�ve from representat�ons of th�s
k�nd �s not to be attr�buted to the subject-matter, but rather to th�s
an�mat�ng soul, wh�ch by �tself, and �ndependently of that where�n �t
�s d�sclosed as v�tal, f�nds an echo �n every uncorrupted nature, �n
every free sp�r�t, and �s for the same an object of sympathy and
del�ght. We must not, therefore, �mpa�r our enjoyment on the ground
that the demand �s made of us to adm�re such works of art under the
aspect of the�r l�keness to Nature so-called and such �llus�ve
�m�tat�on[278]. Th�s demand, wh�ch works of th�s k�nd appear at f�rst
blush to support, �s �tself merely a decept�on wh�ch fa�ls to h�t the real
po�nt. For an adm�rat�on of th�s type �s solely deduc�ble from the
wholly external compar�son of a work of art and a work of Nature,
and �s only assoc�ated w�th the s�m�lar�ty of the counterfe�t w�th an
object or fact presented us, whereas the real content here and the
art�st�c qual�ty �n the compos�t�on and execut�on �s the coalescence of



the matter portrayed w�th �ts own substance, wh�ch �s the real�ty as
�ndependently dep�cted �n �ts v�tal character�zat�on. Accord�ng to the
pr�nc�ple of �llus�on, for �nstance, the portra�ts of Denner are ent�tled
to our pra�se, wh�ch are, no doubt, �m�tat�ons of Nature, but for the
most part fa�l ent�rely to present us that v�tal an�mat�on on wh�ch we
lay the ma�n stress �n these cases, and are ma�nly concerned w�th
dep�ct�ng ha�r, wr�nkles, and generally every k�nd of tra�t wh�ch,
w�thout exactly be�ng �nd�cat�ve of a corpse, are equally remote from
the human phys�ognomy dep�cted as al�ve.
Moreover, �f we perm�t ourselves to level down our enjoyment
through superf�c�al thoughts of the above fash�onable k�nd, bel�ev�ng
subjects of th�s type to be mean and unworthy of our contemplat�on,
we accept the content by do�ng so �n a form other than that �n wh�ch
art offers them us. In other words we merely assoc�ate w�th them the
relat�on �n wh�ch we stand to them accord�ng to our personal needs,
pleasure, such educat�on as we otherw�se possess and other objects
we have before us, that �s to say we merely conce�ve them �n respect
to the�r external purport, throughout wh�ch �t �s our own requ�rements
wh�ch are the v�tal th�ng we a�m at for ourselves, and the matter of all
�mportance. The l�fe of the subject-matter �tself, however, �s thereby
destroyed, �n so far, that �s, as the sole object of �ts ex�stence
appears to be that of a means s�mply, or lapses �nto a th�ng of no
moment at all, just because we personally have no need for �t. A
gleam of sunl�ght, for example, wh�ch falls upon a room we enter
through an open door, a part of the country we travel through, a
sempstress, a ma�d we happen to see bus�ly engaged, one and all
we may regard w�th �nd�fference, because we suffer them to pass by
remote from the thoughts and �nterests wh�ch are bound up w�th
them, and consequently �n our sol�loquy, or conversat�on w�th
another w�ll not suffer the s�tuat�ons wh�ch actually l�e before us to
speak a word �n the current of our own thoughts and speech; or we
cast what �s merely a pass�ng glance at them, the summary of wh�ch
does not amount to more than the remark, "how pleasant, f�ne, or
ugly they are." Thus we are charmed w�th the jov�al�ty of dance of
peasants, wh�le we merely glance at �t superf�c�ally, or turn away
from �t w�th contempt, because we are host�le to "every sort of
barbar�sm." We treat �n a s�m�lar way the human countenances we



come across �n our da�ly l�fe, or wh�ch we happen to chance upon.
Our own personal po�nt of v�ew, and the var�ous matters wh�ch
engage us are for ever be�ng �nterposed. We are forced to address
th�s or that person �n a certa�n way, we have affa�rs to despatch, we
have certa�n th�ngs to cons�der, thoughts that affect our relat�on to
such a person; we observe h�m under the part�cular c�rcumstances of
our knowledge; we regulate our conversat�on relat�vely to that, or we
are s�lent upon �t, �f he may be l�kely to resent �t—�n short we have
always �n our m�nds the man's bus�ness, stat�on, and status, and our
att�tude to and bus�ness w�th h�m, rema�n�ng �n a wholly pract�cal
relat�on, or �n a pos�t�on of �nd�fference and preoccup�ed �nattent�on.
Art, however, when �t dep�cts such real l�fe, wholly changes our
att�tude to �t; �t cuts away once and for all all pract�cal dev�at�ons[279],
such as we are wont to assoc�ate w�th such mater�al; �t places us
s�mply �n the att�tude of abstract contemplat�on to �t; and �n the l�ke
degree �t does away w�th �ts �nd�fference, and d�rects our otherw�se
preoccup�ed attent�on wholly to the s�tuat�on portrayed; upon wh�ch
we must collect and concentrate all our facult�es, �f we are to enjoy �t.
Sculpture, �n part�cular, by v�rtue of �ts �deal mode of product�on from
the f�rst str�kes off all pract�cal relat�on to the object to the extent that
�ts product at once betrays the fact that �t does not belong to th�s
real�ty. Pa�nt�ng, on the contrary, carr�es us wholly �nto the presence
of the da�ly l�fe w�th wh�ch we are �n �mmed�ate contact, but �t
furthermore destroys all the threads of pract�cal necess�ty, attract�on,
�ncl�nat�on, or d�s�ncl�nat�on, wh�ch draw us to such a Present, or the
reverse, and forces us to approach those objects more �nt�mately as
ends to themselves �n the�r own part�cular phase or mode of l�fe.
What we meet w�th here �s just the oppos�te to that wh�ch Herr von
Schlegel, for example, �n the tale of Pygmal�on, expresses so very
pros�ly as the return of the completed work of art to common l�fe, that
�s to a relat�on of a man's own �ncl�nat�ons and an actual enjoyment,
a return wh�ch �s the very oppos�te of that al�enat�on, �n wh�ch the
work of art places the objects del�neated �n the�r relat�on to our
pract�cal necess�t�es, and, prec�sely by do�ng so, sets forth before us
the�r own �ndependent l�fe and appearance.



(ββ) Just as, then, art, �n th�s part�cular sphere, re-establ�shes the
forfe�ted �ndependence of a content, wh�ch we otherw�se fa�led to
preserve �n �ts un�que character�st�cs, �n the same way, secondly, �t �s
able to secure �n stab�l�ty such objects as may happen to appear �n
actual ex�stence �n a form we are not accustomed to respect s�mply
as such. The h�gher Nature stretches �n �ts organ�zat�on and sh�ft�ng
appearance the more �t resembles the actor who only serves the
present need. In th�s connect�on I have already emphas�zed the fact
as a tr�umph of art over real�ty, namely, that �t �s able to f�x that wh�ch
�s most evanescent. Th�s power of art �n attach�ng permanence to
momentary th�ngs appl�es not only to the sudden flash of l�fe we f�nd
concentrated �n certa�n s�tuat�ons, but also to the mag�cal effect of �ts
external presentment �n the rap�d changes of �ts colour. A troop of
horsemen, for example, may alter every moment �n the mode of �ts
group�ng, and the mutual relat�on of each r�der w�th�n �t. If we were
one of such we should have someth�ng else to do than cons�der the
l�vely effect of such changes. We should have to mount, d�smount,
make up our haversack, eat, dr�nk, rest, groom, dr�nk and feed our
horses: or, �f we looked on as ord�nary folk, we should look at such
w�th wholly d�fferent �nterests. We should want to know what they are
there for, what nat�onal�ty they are, for what reason they have left
the�r barracks, and so forth. The pa�nter, on the contrary, smuggles
off the most volat�le of the movements, the most evanescent
express�ons of countenance, the most momentary gleams of colour
apparent �n such mot�on, and places such before us solely �n v�rtue
of �ts �nterest �n the an�mat�on of such phenomena wh�ch w�thout �t
would van�sh. For espec�ally �t �s the play of the colour�ng, not treated
merely as flat t�nt, but �n �ts l�ghts and shadows, and �n the
prom�nence or subord�nat�on of the objects pa�nted wh�ch �s the
reason that the representat�on appears l�fel�ke, a fact wh�ch we are
accustomed to observe �n works of art less than such an aspect
deserves, br�ng�ng as �t does art f�rst clearly to our m�nds. And,
moreover, the art�st preferably accepts �n dep�ct�ng these natural
relat�ons the effort of follow�ng the least deta�l, and mak�ng h�s work
concrete, def�n�te and stamped w�th �nd�v�dual�ty, endeavour�ng as he
does to secure for h�s subject-matter the �nd�v�dual�ty wh�ch
phenomenal l�fe �tself suppl�es �n �ts most momentary flashes; and



yet w�thal does not so much seek for such a deta�l merely as �m�tated
closely to str�ke our senses w�th �ts d�rectness, but rather to furn�sh a
def�n�te �mage to the �mag�nat�on �n wh�ch at the same t�me the
�deal�ty of the ent�re compos�t�on rema�ns act�ve.
(γγ) The more �ns�gn�f�cant the objects are, �n compar�son w�th the
mater�al of rel�g�on, wh�ch th�s part�cular phase of pa�nt�ng accepts
for �ts content, to that very extent �t �s just th�s qual�ty of art�st�c
creat�on, the manner of observat�on, concept�on, elaborat�on, the
v�tal�ty commun�cated by the art�st to h�s work by all h�s �nd�v�dual
facult�es, �n short the soul and l�v�ng enthus�asm of h�s execut�on,
wh�ch const�tute a prom�nent aspect of �ts �nterest, and are part of �ts
content. That wh�ch the subject treated �s under h�s workmansh�p
must, however, substant�ally rema�n what �t �s �n fact and �s capable
of be�ng. We bel�eve, �ndeed, that we look upon someth�ng d�fferent,
and novel, because �n actual l�fe we do not pay the same deta�led
attent�on to s�m�lar s�tuat�ons, and the�r manner of colour�ng. Looked
at on the reverse s�de no doubt we have someth�ng, too, that �s new
added to such ord�nary subjects, namely, just th�s very enthus�asm,
art�st�c �ns�ght and sp�r�t, the soul, �n wh�ch the art�st handles them,
adapts them to h�s uses, and by do�ng so �nfuses the enthus�asm of
h�s act�v�ty l�ke the breath of a new l�fe throughout all h�s work[280].
Such, then, are the essent�al po�nts of v�ew, wh�ch �t was necessary
to d�scuss �n regard to the content of pa�nt�ng.
(b) The second aspect wh�ch we have next �n order to exam�ne �s
connected w�th the more part�cular modes of def�n�t�on, to wh�ch the
sensuous mater�al, �n so far as �t has to accept �n �tself a g�ven
content, has to accommodate �tself.
(α) The f�rst of these of �mportance �s the l�near perspect�ve. Th�s �s
�ntroduced as necessary, because pa�nt�ng has only the superf�c�es
at �ts d�sposal and no longer, as was the case w�th the bas-rel�ef of
ant�que sculpture, can extend �ts f�gures s�de by s�de on one and the
same plane, but has to proceed to a mode of presentat�on, wh�ch
f�nds �t necessary to make the remoteness of �ts objects �n all the�r
spat�al d�mens�ons merely appear as such to our senses. For the art
of pa�nt�ng has to unfold the content �t selects, to place the same �n



�ts var�ous movement before our eyes, and to assoc�ate �n d�fferent
ways �ts f�gures w�th the landscape of external Nature, �ts bu�ld�ngs
and so forth, �n a wholly d�st�nct grade of l�teralness to that wh�ch
sculpture �n the rel�ef �s able to secure. And that wh�ch pa�nt�ng �n
th�s respect cannot place before us �n �ts actual degree of
remoteness �n the real�st�c manner of sculpture �t must present under
the �llus�on of real�ty. What we have f�rst to not�ce here cons�sts �n
th�s that the s�ngle surface wh�ch confronts pa�nt�ng �s d�v�ded �nto
d�st�nct planes, apparently remote from one another, and by th�s
means the contrasts of a near foreground and a remote background
are secured, wh�ch furthermore are l�nked together by means of a
m�ddle d�stance. Inasmuch as the objects are, the more d�stant they
are from the v�s�on, proport�onately reduced �n s�ze, and th�s
deduct�on follows �n Nature �tself opt�cal laws capable of
mathemat�cal determ�nat�on, the art of pa�nt�ng, too, has on �ts part to
follow the same rules, wh�ch, by v�rtue of the fact that objects are set
forth on one surface, are appl�cable here �n a part�cular way. And th�s
�s the rat�onal ground of the so-called l�near or mathemat�cal
perspect�ve �n the art of pa�nt�ng, whose more deta�led expos�t�on,
however, �t �s not our bus�ness here to d�scuss.
(β) In the second place, however, objects are not only placed at a
certa�n d�stance from one another, but they also d�ffer �n shape. Th�s
part�cular mode of the�r spat�al l�m�tat�on by v�rtue of wh�ch every
object �s made v�s�ble �n �ts part�cular form �s the subject-matter of
draughtsmansh�p. The art of draw�ng g�ves us for the f�rst t�me not
merely the comparat�ve d�stance of objects from one another, but
the�r respect�ve conf�gurat�on. Its most �mportant pr�nc�ple �s
accuracy of form and relat�ve d�stance, wh�ch of course �n the f�rst
�nstance �s not as yet assoc�ated w�th �deal[281] express�on, but
related s�mply to external appearance, and consequently forms the
purely external framework[282], an accuracy, however, wh�ch, more
part�cularly �n the case of organ�c forms and the�r var�ed movements,
�s on account of the fore-shorten�ngs thereby rendered necessary
one of extreme d�ff�culty. In so far as these two aspects are related
purely to form and �ts spat�al total�ty they const�tute the plast�c or
sculpturesque features �n pa�nt�ng, wh�ch th�s art, for the very reason



that �t expresses what �s most �deal �n �ts s�gn�f�cance by means of
external form, can as l�ttle d�spense w�th as �t can �n another respect
rema�n solely content w�th. For �ts supreme task �s the employment
of colour, and �n such a way that �n all that �s truly pa�nt�ng d�stance
and shape only atta�n and d�scover the�r genu�ne presentment by
v�rtue of the d�st�nct�ons of colour.
(γ) It �s, therefore, colour, and the art of colour�ng, wh�ch make the
pa�nter a pa�nter. We dwell w�th pleasure, no doubt, on the draw�ng,
and except�onally so on the study or sketch, as on that wh�ch pre-
em�nently betrays the qual�ty of gen�us; but however r�ch w�th
�nvent�on and �mag�nat�on, w�th whatever d�rectness the soul of an
art�st may assert �tself �n such stud�es by reason of the more
transparent and mob�le shell of the�r form, yet the fact rema�ns to be
pa�nt�ng we must have colour, �f the work �s not to cont�nue abstract
from the po�nt of v�ew of �ts sensuous mater�al �n the v�tal �nd�v�dual�ty
and art�culat�on of �ts objects. We must, however, at the same t�me
adm�t that draw�ngs and dry po�nt draw�ngs from the hand of great
masters such as Raphael and Albrecht Dürer are of real �mportance.
In fact from a certa�n po�nt of v�ew we may say that �t �s just these
hand draw�ngs wh�ch carry w�th them the f�nest �nterest. We f�nd here
the wonderful result that the ent�re sp�r�t of the master �s expressed
d�rectly �n such manual fac�l�ty, a fac�l�ty wh�ch places w�th the
greatest ease, �n �nstantaneous work, w�thout any prel�m�nary
essays, the essent�al substance of the master's concept�on. The
border draw�ngs of Dürer, for example, �n the Prayer-book of the
Mun�ch l�brary, are of �ndescr�bable �deal�ty and freedom. Idea and
execut�on appear �n such a case to be one and the same th�ng,
whereas �n f�n�shed p�ctures we cannot avo�d the sense that the
consummate result �s only secured after repeated over-pa�nt�ngs, a
cont�nuous process of advance and f�n�sh.
In desp�te of th�s, however, �t �s only through �ts employment of colour
that the art of pa�nt�ng �s able to g�ve a real and v�tal presentment to
the wealth of soul-l�fe. All the schools of pa�nt�ng have, however, not
reta�ned the art of colour�ng at the same h�gh level. It �s a s�gn�f�cant
fact that we may, w�th an except�on here and there, assert that �t �s
only the Venet�ans and the Dutch[283] who have become



consummate masters �n the�r use of �t. Both peoples were l�nked to
the sea-coast, both s�tuated on a low-ly�ng land d�v�ded by fens,
streams, and canals. In the case of the Dutch we may f�nd an
explanat�on �n the fact that, on account of the�r hav�ng so perpetually
a cloud-covered hor�zon, the�r concept�on of a gray background
became f�xed �n the�r m�nds, and ow�ng to th�s very gloomy
prepossess�on they were the more dr�ven to study colour �n all �ts
effects and var�ety of l�ght�ng, shadow, and ch�aroscuro, to
emphas�ze th�s and to d�scover �n th�s the ma�n task of the�r art�st�c
efforts. In contrast to that of the Venet�ans and the Dutch the pa�nt�ng
of the Ital�ans generally, �f we except that of Corregg�o and one or
two others, appears to be more dry, sapless, cold, and l�feless.
Looked at more closely we may emphas�ze the follow�ng po�nts �n
connect�on w�th the art of colour�ng as the most �mportant.
(αα) In the f�rst place we have the abstract bas�s of all colour �n l�ght
and dark. When we pos�t th�s contrast and �ts trans�t�ons by
themselves w�thout further d�st�nct�ons of colour effect, we get
thereby s�mply the contrasts suppl�ed us by wh�te as l�ght and black
as shadow together w�th the�r trans�t�onal grades and nuances,
contrasts wh�ch offer to the art of draw�ng �ts �ntegrat�ng qual�ty,
apperta�n�ng as they do to the real plast�c character of form, and
produc�ng the prom�nence, retreat, rondure, and d�stance of objects.
We may �nc�dentally ment�on �n th�s connect�on the art of engrav�ng
on the plate wh�ch �s wholly concerned w�th l�ght and shadow as
such[284]. Apart from the �nf�n�te ass�du�ty and labour �t �mpl�es we
f�nd �n th�s h�ghly valuable art, at the po�nt of �ts supreme atta�nment,
soul �nt�mately assoc�ated w�th the ut�l�ty of great var�ety of form[285],
a var�ety wh�ch the art of bookb�nd�ng also possesses. Such an art,
however, �s not wholly occup�ed w�th effects of l�ght and shade as
that of s�mple draughtsmansh�p �s; �t endeavours further �n �ts
elaborat�on to become d�st�nctly a r�val of pa�nt�ng, and �n add�t�on to
l�ght and shade such as �s purely the effect of �llum�nat�on, also
str�ves to express those d�st�nct�ons of more emphat�c l�ght and
darkness wh�ch are pr�mar�ly the result of local colour; we f�nd, for
example, �n a copperplate engrav�ng that an attempt �s made by �ts



use of l�ght effects to render v�s�ble the d�st�nct�on between blond and
black ha�r.
In pa�nt�ng, however, as already remarked, mere l�ght and darkness
only supply the fundamental bas�s, albe�t such a foundat�on �s of the
greatest �mportance. For �t �s th�s contrast and only th�s wh�ch
def�nes the comparat�ve prom�nence and ret�rement, the rondure,
and generally the actual appearance of form as sensuous shape, all
that we understand by modell�ng. Masters of colour �n th�s respect
s�mply carry the process to the most extreme contrasts of the most
br�ll�ant l�ght and the deepest shadow, and merely produce thereby
the�r grand effects. Such contrasts are, however, only perm�ss�ble �n
so far as they avo�d harshness, that �s, �n so far as they are made
w�th�n the l�m�ts of a just �nterplay of �ntermed�ate tones and colour
trans�t�ons, wh�ch b�nd the ent�re compos�t�on �n a flu�d un�ty and
render the f�nest gradat�ons of t�nt poss�ble. If such contrasts are
ent�rely absent the ent�re effect w�ll be flat, because �t �s prec�sely th�s
d�st�nct�on between that wh�ch �s more br�ll�ant and more obscure
wh�ch g�ves emphat�c prom�nence to part�cular aspects of the work
and a l�ke subord�nat�on to others. And espec�ally �n the case of
compos�t�ons hav�ng a large content, and where the d�stance
between objects �s cons�derable, �t �s necessary to �ntroduce the
deepest shadow �n order to make the scale of l�ght and shadow a
broad one.
W�th regard to the closer def�n�t�on of l�ght and shade we f�nd that
th�s depends more than anyth�ng else upon the mode of l�ght�ng
accepted by the art�st. The l�ght of day, that of morn�ng, noon, and
even�ng, sunl�ght or moonl�ght, a clear or clouded sky, the l�ght of
tempest, candle-l�ght, a l�ght that �s ve�led, or falls upon the object or
d�ffuses �tself gradually, every conce�vable mode of l�ght�ng, �n short,
�s poss�ble, and the cause of every k�nd of effect. In treat�ng a
subject of publ�c �nterest, full of �nc�dent, a s�tuat�on that at once
appeals to our common sense, the quest�on of external l�ght�ng �s of
subord�nate �mportance. The art�st w�ll ava�l h�mself here w�th most
advantage of ord�nary dayl�ght, �f, that �s, the demands of dramat�c
v�v�dness, and a des�re to emphas�ze part�cular f�gures and groups,
or to throw �nto the background others, do not render a less usual



mode of l�ght�ng necessary, wh�ch may fall �n more read�ly w�th such
objects.
The great pa�nters of the earl�er school have consequently as a rule
made l�ttle use of such contrasts or spec�f�c schemes of l�ght�ng. And
they d�d r�ghtly, �nasmuch as the�r emphas�s was rather on the
sp�r�tual aspect as such than on the sensuous �mpress�on of the�r
p�ctures. And on account of the pre-em�nent �deal�ty and sp�r�tual
s�gn�f�cance of the content they were able to d�spense w�th the
aspect of the�r work wh�ch �ncl�ned more or less to the mater�al s�de.
In the case of landscapes, on the contrary, and subjects of less
�mportance taken from ord�nary l�fe, the quest�on of l�ght�ng makes a
very d�fferent appeal. In these �mportant art�st�c and, often, art�f�c�al
and myster�ous effects are �nd�spensable. In the landscape the bold
contrasts between large masses �n �llum�nat�on and other parts �n the
strongest shadow w�ll rece�ve the�r full effect, but tend also to
develop the art�st�c manner�sm. Conversely we f�nd, more espec�ally
�n the treatment of landscape, reflect�ons of l�ght, the flash and �ts
counterfe�t, that wonderful echo of l�ght, wh�ch ar�ses from the
�nterplay of l�ght and dark, and offers an ample and progress�ve
subject of study both to the art�st and the spectator. Such a scheme
of l�ght�ng, wh�ch the art�st has e�ther by d�rect �m�tat�on or
�mag�nat�vely conce�ved �n h�s work, can, however, by �tself only be a
trans�ent one, wh�ch �s subject to rap�d change. However sudden or
uncommon the l�ght�ng thus permanently reta�ned may be, the art�st
must see �n the treatment of h�s compos�t�on, even though �t be as
full of movement as poss�ble, that the whole, desp�te all �ts var�ety, �s
not �njured by mere restlessness and waver�ng mot�ve, but �s
throughout clear and marked w�th un�ty.
(ββ) In accordance w�th what has already been stated the art of
pa�nt�ng, however, has not merely to express l�ght and dark �n �ts
purely abstract �ntens�on, but to add to �t the d�st�nct�ons of colour.
L�ght and shadow must be coloured l�ght and shadow. We have
therefore �n the second place to d�scuss colour s�mply.
The f�rst po�nt we have to deal w�th here �s the br�ghtness and
obscur�ty of part�cular colours respect�vely to one another, that �s �n
so far as they are operat�ve as l�ght and dark �n the�r var�ed relat�ons,



and e�ther emphas�ze or suppress and �mpa�r the�r �nd�v�dual effect.
Red, for example, and st�ll more yellow, �s at an equal grade of
�ntens�ty more br�ll�ant than blue. Th�s �s dependent upon the nature
of the colours themselves, wh�ch �n recent t�mes Goethe has for the
f�rst t�me fully expla�ned[286]. In other words, we f�nd that �n blue
shadow �s of ma�n s�gn�f�cance, wh�ch, �n �ts f�rst operat�on through a
br�ghter, but not as yet fully transparent med�um, appears to our s�ght
as blue. The sky, for example, �s dark, and on the h�ghest mounta�ns
�t �s yet darker. Seen through a transparent but th�ck med�um, such
as the atmosphere of �ts lower planes �s, �t appears as blue, and �ts
br�ghtness �ncreases �n proport�on as the a�r �s less transparent. In
the case of yellow, on the contrary, essent�al br�ghtness works
through a dens�ty, wh�ch, however, suffers th�s br�ghtness to sh�ne
through �t. Smoke, for example, �s such an obscur�ng med�um;
looked at �n front of anyth�ng black wh�ch works �ts way through �t, �t
appears of a blu�sh t�nt, and before anyth�ng br�ght �t appears yellow
and redd�sh. Genu�ne red �s the act�vely royal and concrete colour, �n
wh�ch blue and yellow, themselves also extremes of oppos�t�on,
press together �n fus�on, We may also regard green as such a un�on,
not, however, �n a un�ty that �s concrete, but merely as a d�fference
that �s cancelled, as a med�um of sat�ated and tranqu�ll�zed
neutral�ty[287]. These colours are the purest, s�mplest, and or�g�nal
card�nal colours. We may consequently f�nd a symbol�cal
s�gn�f�cance �n the way that the old masters made use of them.
Espec�ally �s th�s so �n the�r use of blue and red. Blue corresponds
w�th the m�lder, sensuous, more tranqu�l aspect, a contemplat�on
wh�ch �s r�ch �n feel�ng, �n so far as �t has obscur�ty for �ts pr�nc�ple,
and offers no res�stance, whereas the br�ghtness there�n rather
suggests that wh�ch res�sts, produces, �s al�ve and bl�thesome. Red
corresponds w�th what �s mascul�ne, dom�nant, and royal, green w�th
that wh�ch �s �nd�fferent and neutral. Accord�ng to such symbol�sm for
example, the V�rg�n Mary �s frequently clothed �n red where she �s
enthroned, and set before us as queen of heaven; where she �s
dep�cted as mother, she wears a blue mantle[288]. All the other
colours �n the�r endless var�ety must be regarded as mere
mod�f�cat�ons of the above, �n wh�ch we must recogn�ze a certa�n
degree of shadow fused w�th the card�nal colours. In th�s sense no



pa�nter would call v�olet a colour[289]. Furthermore all these colours,
�n the�r mutual relat�on to each other, are respect�vely of greater
br�ghtness or obscur�ty, a fact that the art�st must bear �n m�nd �f he �s
not to fa�l �n gett�ng the just tone wh�ch any part�cular sect�on of h�s
modell�ng or d�stance effects ought to have. In other words we have
here a source of except�onal d�ff�culty. In the countenance, for
example, the l�p �s red, the eyebrow dark, black, brown, or, �f blonde,
at least darker as such than the l�p; �n the same way the cheeks w�th
the�r redd�sh t�nt are more br�ll�ant �n colour than the nose, w�th �ts
ma�n �mpress�on of yellow, brown�sh, or green�sh t�nt. Such port�ons
of the face can read�ly rece�ve a greater br�ghtness and �ntens�ty
ow�ng to th�s local colour than �s consonant w�th the�r modell�ng as
parts of the whole. In sculpture, �ndeed �n mere draw�ng too, such
parts of a compos�t�on rece�ve the�r l�ght and shadow wholly �n
reference to the�r part�cular form and �ts manner of l�ght�ng. A pa�nter
on the contrary must accept the�r local colour�ng, and th�s d�sturbs
such a relat�on. Such a d�ff�culty �s even more obv�ous between
objects more removed from one another. For the ord�nary v�s�on of
s�ght �t �s our m�nd wh�ch determ�nes the d�stance and form of such
objects, not merely by means of the�r colour appearance, but also on
a var�ety of other grounds. In pa�nt�ng, however, all that we have
before us �s colour, wh�ch as such �s able to �nterfere w�th that wh�ch
�s demanded by mere br�ghtness and darkness as such. The art of
the pa�nter, therefore, cons�sts �n h�s ab�l�ty to resolve th�s
contrad�ct�on, and so to arrange h�s colours that ne�ther �n the�r local
t�nts, nor �n the�r mutual relat�on �n any other way, they �mpa�r the
modell�ng as a whole. Only �f success �s secured �n both respects are
we l�kely to see the actual shape and colour of the objects real�zed �n
perfect�on. W�th what consummate art, for example, have the Dutch
pa�nted the sheen of sat�n dresses w�th all the�r var�ety of reflect�ons
and gradat�ons of shadow �n the�r folds, or the flash of s�lver, gold,
copper, vessels of glass and velvet; and �n the same way we may
ment�on the l�ght�ng a Van Eyck g�ves to h�s jewels, gold borders,
and metals. The colours by means of wh�ch the flash of gold �s
presented have noth�ng of metall�c about them: looked at closely we
merely see yellow, wh�ch by �tself �s of no great br�ghtness. The
ent�re effect �s due on the one hand to the prom�nence of the form,



and on the other to the cont�gu�ty of the mutual gradat�ons of d�st�nct
colour tones.
A further aspect �n the second place �s the harmony of the colour�ng.
I have already observed that the very nature of the facts
necess�tates that colour should have �tself an art�culated system.
And th�s complete result should appear. No fundamental colour
should be wholly om�tted, otherw�se our sense of th�s �ntegrated
whole �s lost. To an except�onal degree the old Ital�an masters and
the Dutch sat�sfy us �n th�s respect. We f�nd �n the�r p�ctures blue,
yellow, red, and green[290]. It �s th�s completeness wh�ch suppl�es the
bas�s of our colour harmony. The colours, moreover, must be so
arranged that not merely the�r art�st�c contrast, but also the�r
med�at�on and resolut�on, and a repose and reconc�l�at�on as the
result of such, �s made v�s�ble to the s�ght. Such effect�ve contrast
and repose �n conc�l�ated extremes �s brought about partly by the
way the colours are assoc�ated, and partly by the degree of �ntens�ty
wh�ch character�zes each colour. In early pa�nt�ng �t was pr�nc�pally
the Dutch school[291], wh�ch employed the card�nal colours �n the�r
pur�ty and the�r un�mpa�red br�ll�ance, by wh�ch means the harmony
�s rendered more d�ff�cult by reason of the emphas�s la�d on contrast,
but when secured should be pleas�ng to the eye. Where, however,
the dec�s�ve character and force of colour �s �ns�sted on the nature of
the subject-matter �tself should be more def�n�te and s�mple. And by
attend�ng to th�s a h�gher degree of harmony between colour�ng and
content �s also obta�ned. The �mportant personages, for �nstance,
must rece�ve the colour that �s most emphat�c, and �n the�r
character�zat�on, the�r ent�re deportment and express�on should
appear more �mpos�ng than the subord�nate f�gures, who w�ll rece�ve
merely the compos�te colours. In landscape pa�nt�ng the contrast of
pure card�nal colours �s less pronounced. In scenes, on the contrary,
�n wh�ch human f�gures are of most �mportance, and more
part�cularly where drapery occup�es large spaces of canvas, the
more s�mple colours w�ll be �n the�r r�ght place. In such we have a
scene taken from the world of sp�r�tual l�fe, �n wh�ch that wh�ch �s
�norgan�c, the natural env�ronment, �s more abstract, �n other words
must not appear �n �ts natural completeness and �solated manner of



effect, and the var�ed t�nts of landscape �n all the profus�on of the�r
gradat�ons are less su�table. As a rule the landscape �s not so
ent�rely f�tted to the env�ronment of human scenes as a room, or
generally that wh�ch �s arch�tectural, �nasmuch as s�tuat�ons wh�ch
take place �n the open a�r are �n general not accepted from a class �n
wh�ch the l�fe of soul w�thout cons�derable reserve �s man�fested. If a
man �s placed before us w�th the open landscape around h�m �t
should appear s�mply as env�ronment. And �n cases of th�s type �t �s
r�ght to make use of colours that are except�onally prom�nent. But the
use of such �nvolves also boldness and power of execut�on. S�ckly
sweet, overpowered[292], dot�ng faces are not the k�nd for such
treatment. Such soft express�ons, such over-d�luted countenances,
wh�ch, ever s�nce Mengs gave them as people are wont to th�nk
typ�cal of �deal�ty, would be ent�rely pulver�zed by such dec�s�on of
colour. In recent t�mes and among us Germans, weak faces wh�ch
have essent�ally noth�ng to say[293], carefully posed �n ways that
�mag�ne themselves to possess grace, s�mpl�c�ty, and �mpos�ng
character, are all the fash�on. Th�s lack of d�st�nct�on, on the s�de of
sp�r�tual character�zat�on, has �ts counterpart �n and �ndeed produces
a s�m�lar lack of def�n�t�on �n colour and tone, so that all colours are
run together �n one confus�on, and forceless cond�t�on of mut�lat�on
and evapor�zat�on, and no real emphas�s �s la�d on any. You cannot
say that one suppresses another exactly, but then none adds
contrast to another. It �s no doubt a colour harmony of a k�nd, and
frequently �t �mpresses w�th �ts excess�ve sweetness and flatter�ng
endearment, but the note of d�st�nct�on �s absent. In th�s connect�on
Goethe thus expresses h�mself �n h�s observat�ons added to the
translat�on of D�derot's essay on pa�nt�ng: "Cr�t�cs do not by any
means adm�t that �t �s eas�er to make weak colour harmon�ous than a
strong scheme: but �t stands to reason when colour �s strong, when
colours are placed before us v�v�dly, �n that case the eye w�ll
exper�ence the�r harmony or d�scord w�th greater v�v�dness. If,
however, we weaken our colours, employ some w�th br�ll�ance,
others �n fus�on, others �n obscure squalour, then �t �s obv�ous no one
w�ll be able to say whether the p�cture he looks at �s harmon�ous or
not. One th�ng �n any case we can say of �t, �t lacks d�st�nct�on."



W�th harmony of colour, however, we have not by any means
atta�ned the goal of the art of colour�ng. To reach th�s consummate
effect, �n the th�rd place, several other aspects must not be
neglected. In th�s respect I w�ll restr�ct my observat�ons to three
po�nts, f�rst, the so-called atmospher�c perspect�ve, secondly, flesh-
colour, and �n conclus�on, the mag�c of colour br�ll�ancy.[294]

L�near perspect�ve �s connected �n the f�rst �nstance merely w�th the
d�fferent degrees of s�ze, wh�ch the l�nes of objects possess �n the�r
greater or less remoteness from the human eye. Th�s alterat�on and
reduct�on of form �s, however, not the only th�ng pa�nt�ng has to
reproduce. In Nature everyth�ng �s affected by the presence of
atmosphere, not merely between d�fferent objects, but even d�fferent
parts of them, a d�fference wh�ch asserts �tself �n colour. Th�s tone of
colour wh�ch thus as �t were evaporates w�th the d�stance �s what
const�tutes atmospher�c perspect�ve, �n so far as thereby objects are
mod�f�ed partly �n del�berate outl�ne, and partly �n respect to the�r l�ght
and shadow and general colour�ng. As a rule people th�nk that what
�s nearest to the eye �n the foreground �s br�ghtest, and what l�es �n
the background �s more obscure; �n truth the matter �s otherw�se[295].
But l�ghts and shadows �n the foreground are strongest, �n other
words the contrast between l�ght and shade has a more powerful
effect, and outl�nes are more def�ned near to the spectator. In
proport�on, however, to the degree of the�r remoteness, they lose �n
def�n�t�on of colour and form, because the contrast of the�r l�ght and
shadow �s gradually reduced, unt�l f�nally everyth�ng d�sappears �n
transp�cuous gray. D�fferent schemes of l�ght�ng, however,
necess�tate �n th�s respect var�ous modes of treatment. In landscape
pa�nt�ng more espec�ally, but also �n other compos�t�ons, wh�ch
present large spaces, atmospher�c perspect�ve �s of f�rst �mportance,
and the great masters of colour have carr�ed out by th�s means the
most bew�tch�ng effects.
The most d�ff�cult ach�evement �n colour�ng, the �deal and
consummat�on of �ts art, �s the colour effect of the human flesh[296],
wh�ch un�tes �n �ts perfect�on all other colour tones, w�thout perm�tt�ng
any part�cular one to be s�ngly prom�nent. The healthy red �n the
cheeks of youth �s, no doubt, pure carm�ne w�thout any adm�xture of



blue, v�olet, or yellow, but th�s red �s �tself only a flush, or rather a
sheen, wh�ch appears to r�se on the surface, and �mpercept�bly
passes �nto the preva�l�ng flesh-t�nts. And th�s �s an �deal[297]

comm�xture of all the fundamental colours. Through the transparent
yellow of the sk�n the red of the arter�es and the blue of the ve�ns �s
v�s�ble, and along w�th the l�ght and shade and all the var�ety of
sheen and reflect�on we have further tones of gray, brown, even
green, wh�ch at f�rst s�ght appear as contrary to Nature, but for all
that may contr�bute to the justness and truth of the effect. Moreover,
th�s compos�te treatment of many apparent t�nts �s wholly w�thout
sheen as such, that �s, �t reflects noth�ng al�en to �t on �ts surface; �ts
v�tal qual�ty �s ent�rely a result of �tself and the l�v�ng th�ng �t �s. It �s
th�s render�ng of that wh�ch �s the l�fe sh�n�ng through the organ�c
�ntegument wh�ch const�tutes the ma�n d�ff�culty. We may compare �t
to a lake �n the even�ng glow, �n wh�ch we behold the objects that �t
reflects[298] no less than the clear depth and nat�ve character of
water. The flash of metal comb�nes on the contrary, no doubt, both
l�ght of �ts own and transparency, jewels both flash and are
translucent, and someth�ng s�m�lar �s seen �n the case of velvet and
s�lk-stuffs, but none of these approaches the l�fe-conferred
�nterfus�on of colours apparent on the surface of the l�v�ng flesh. The
sk�n of an�mals, whether ha�r or h�de, wool, and so forth, are �n l�ke
manner of the most var�ed colour�ng, but �t �s a colour capable of
more d�rect and �ndependent def�n�t�on �n �ts parts, so that the var�ety
�s rather the result of d�fferent surfaces and planes, �t �s not a s�ngle
transfus�on and suffus�on of many colours such as human flesh �s.
The nearest approach to �t perhaps �s the �nterplay of colour v�s�ble �n
the bunch of grapes, or the exqu�s�tely tender gradat�ons of
translucent colour �n the rose. And yet even th�s last example �s
unable to g�ve us the counterfe�t of �deal an�mat�on[299] wh�ch flesh-
colour should possess. It �s th�s volat�le emanat�on of the soul
exh�b�ted on a non-transparent surface wh�ch �s one of the most
d�ff�cult problems of pa�nt�ng. For th�s �deal�ty, th�s reflex of the �nward
l�fe of soul must not appear on a surface as �mported there, must not
be pasted there as so many streaks, hatch�ngs, and so forth of
mater�al colour, but seem to us �tself to belong to the l�v�ng



whole[300], a transparent depth, as the blue of heaven, wh�ch offers
our v�s�on no repellent surface, but one �n wh�ch we are �nfall�bly
�nv�ted to unfold. Already D�derot, �n the essay on pa�nt�ng translated
by Goethe, expressed h�mself as follows on th�s head: "He who once
has truly felt and secured the appar�t�on of flesh-colour �s far on h�s
way to perfect v�ctory. Thousands of pa�nters have d�ed w�thout such
a feel�ng, and many thousands more w�ll d�e w�thout do�ng so."
In so far as the mater�al �s concerned, by means of wh�ch th�s
untransparent v�tal�ty of flesh �s reproduced, the f�rst med�um to
declare �ts su�tab�l�ty for such an effect was the o�l-p�gment. Work �n
mosa�cs �s of all the least f�tt�ng to present us such a compos�te
effect. Its permanency �s no doubt a recommendat�on, but �nasmuch
as �t can only express colour gradat�ons through var�ously coloured
glass cubes or stones placed �n juxtapos�t�on, �t �s wholly unable to
reproduce the �nterm�ngl�ng flow of one un�f�ed presentment of many
colours. Fresco and tempera pa�nt�ng carry us cons�derably further �n
th�s d�rect�on. Yet �n the case of fresco-pa�nt�ng the colours are put
on the wet plaster w�th too great rap�d�ty, so that, on the one hand,
the greatest fac�l�ty and sureness of brushwork �s an essent�al, and,
on the other, the work has to be carr�ed out w�th broad adjacent
strokes, wh�ch on account of the�r dry�ng so rap�dly do not adm�t of a
f�ne degree of f�n�sh[301]. The same k�nd of d�ff�culty meets us �n the
case of tempera-pa�nt�ng, a process[302] wh�ch no doubt adm�ts of
great luc�d�ty of express�on[303] and beaut�ful contrasts of l�ght and
shadow, yet for all that, by reason of the fact that �ts med�um dr�es so
qu�ckly, �s less adapted to the fus�on and elaborat�on of �ts effects,
and necess�tates an art�culate surface made up of def�n�te strokes of
the brush. The o�l p�gment, on the contrary, not only perm�ts of the
most tender and subtle melt�ng together and elaborate fus�on of
colour effect, so that trans�t�ons are so �mpercept�ble we cannot say
where one colour beg�ns and where �t leaves off, but �t �s, where �ts
component elements are properly fused and the execut�on of �t �s as
�t should be, �tself remarkable for a lum�nous qual�ty l�ke that of
prec�ous stones, and �t can, by v�rtue of �ts d�st�nct�ons between
opaque or transparent colours[304], reproduce �n a far h�gher degree
than tempera pa�nt�ng the translucency of d�fferent layers of colour.



The th�rd and last po�nt for our cons�derat�on �n th�s connect�on �s the
emanat�on[305] and mystery of colour �n �ts ent�re effect. Th�s
w�tchery of colour appearance w�ll ma�nly be found, where the
substant�ve �deal�ty of objects has become an effus�on of sp�r�t wh�ch
enters �nto the scheme and treatment of �ts coloured presentment. In
general, we may say that the mag�c cons�sts �n a handl�ng of colour
by means of wh�ch we obta�n an �nterplay of scen�c effect wh�ch �s
devo�d of def�ned art�culat�on as such, wh�ch �s, �n fact, s�mply the
result of mould�ng of colour �n the f�nest degree of fluency, a fus�on of
coloured mater�al, an �nterplay of reflected po�nts wh�ch pass �nto
one another, and are so f�ne and evanescent �n the�r gradat�ons, so
full of v�tal cohes�on that the med�um here seems already to have
entered that of mus�cal sound. From the po�nt of v�ew of modell�ng
the mastery of ch�aroscuro �s part of th�s mag�c result, an aspect of
the art �n wh�ch among the Ital�ans Leonardo da V�nc� and, above all,
Corregg�o were supreme. Wh�le �ntroduc�ng the very deepest
shadow, the transparency of th�s �s not only preserved, but �s carr�ed
through �mpercept�ble gradat�ons to the most br�ll�ant l�ght. By th�s
means roundness �n the mould�ng of form �s complete; there �s no
harshness of l�ne or l�m�t, but all �s equable trans�t�on. L�ght and
shadow are not here merely �n the�r �mmed�ate effect as such, but
gleam through one another much as a sp�r�tual force �s operat�ve
through an external shell. It �s just an effect l�ke th�s we f�nd �n the
art�st�c treatment of colour, and the Dutch were no less than others
consummate masters of th�s. By v�rtue of th�s �deal�ty, th�s mutual
relat�on between the parts, th�s �nterfus�on of reflect�ons and colour
sc�nt�llat�ons, th�s alternat�on and evanescence of trans�t�onal tones,
a breath of soul and v�tal�ty �s throughout commun�cated �n the
br�ll�ancy, depth, the m�ld and ju�cy �llum�nat�on of colour. It �s th�s
wh�ch g�ves us the mag�c effect of a masterp�ece of colour; �t �s the
un�que g�ft of the gen�us of the art�st who �s h�mself the mag�c�an.
(γγ) And th�s br�ngs us to the last po�nt we have to d�scuss on th�s
part of our subject.
We started w�th the l�near perspect�ve, we passed on then to draw�ng
and concluded w�th colour; f�rst cons�der�ng l�ght and shade �n �ts
relat�on to modell�ng, and, secondly, v�ew�ng �t as colour s�mply, or



more accurately, as the mutual relat�on between degrees of
br�ghtness and darkness �n colours, regard�ng �t, moreover, �n �ts
aspects of harmony, atmospher�c perspect�ve, flesh-colour and
mag�cal effect. We have now to cons�der more d�rectly[306] the
creat�ve �mpulse of the art�st �n br�ng�ng about such colour effects.
The ord�nary v�ew �s that the art of pa�nt�ng follows def�n�te rules �n
atta�n�ng �ts results. Th�s �s, however, only true of the l�near
perspect�ve, be�ng as �t �s a wholly geometr�cal sc�ence, and even �n
th�s case rules must not obtrude themselves �n the�r abstract
str�ngency, �f we are to preserve all that essent�ally contr�butes to our
art. And, �n the second place, we shall f�nd that art�st�c draw�ng
accommodates �tself even less read�ly than perspect�ve to un�versal
rules, but least of all �s th�s true of colour�ng. Sense of colour ought
to be an art�st�c �nst�nct or qual�ty, should be as much a un�que way
of look�ng at and compos�ng ex�st�ng tones of colour, as �t should be
an essent�al aspect of creat�ve power and �nvent�on. On account of
th�s personal equat�on �n the product�on of colour, the way, that �s,
the art�st looks at and �s act�ve �n the mak�ng of h�s world, the
�mmense var�ety wh�ch we f�nd �n d�fferent modes of treat�ng, �t �s no
mere capr�ce and favour�te manner�sm of colour�ng, wh�ch �s absent
from the facts �n rerum natura, but l�es �n the nature of the case.
Goethe suppl�es us w�th an example of personal exper�ence wh�ch,
as conf�ded �n h�s "D�chtung und Wahrhe�t," �llustrates what I mean:
"As I returned to my cobbler's house [he had just v�s�ted the Dresden
Gallery] once more to take lunch I could scarce trust the ev�dence of
my eyes. I bel�eved myself to see before me a p�cture of Van
Ostade[307], so complete �t was, that you m�ght have hung �t there
and then �n the Gallery. Compos�t�on of subject-matter, l�ght, shadow,
brown tone of the whole, all that �s adm�rable �n th�s art�st's p�ctures I
saw actually before me. It was the f�rst t�me that I was aware, to such
a h�gh degree of the power wh�ch I subsequently exerc�sed w�th
�ntent�on, the power of see�ng, that �s, w�th the eyes of the part�cular
art�st, to whose works I had just happened to devote except�onal
attent�on. Th�s fac�l�ty afforded me great enjoyment, but also
�ncreased the des�re from t�me to t�me to persevere �n the exerc�se of
a talent wh�ch Nature seemed ungrac�ous enough to d�sallow



me[308]." Th�s var�ety �n the manner of colour�ng �s except�onally
consp�cuous �n the pa�nt�ng of human flesh, qu�te apart from all
mod�f�cat�ons rendered necessary by the mode of l�ght�ng, age, sex,
s�tuat�on, and the l�ke cons�derat�ons. And for the rest, whether the
subject dep�cted be da�ly l�fe, outs�de or w�th�n the �nter�or of pr�vate
houses, taverns, churches, or other bu�ld�ngs, or �t be that of
Nature's landscape, w�th �ts wealth of objects and colour, wh�ch f�nds
more or less accurate reflect�on �n the personal essay of any
part�cular pa�nter, the result cannot fa�l to �llustrate th�s var�ed play of
form and colour effect[309], wh�ch w�ll �nfall�bly appear, due as �t �s to
the manner �n wh�ch each comprehends, reproduces, and creates
h�s own work accord�ng to h�s own outlook, exper�ence and
�mag�nat�ve powers.
(c) We have h�therto, �n d�scuss�ng the several po�nts of v�ew wh�ch
are g�ven effect to �n the art of pa�nt�ng, referred, f�rstly, to �ts content,
and secondly to the sensuous med�um �n wh�ch such content can be
bu�lt up. We have �n conclus�on to def�ne the mode under wh�ch the
art�st �s bound to conce�ve and execute h�s content as a pa�nter and
under the cond�t�ons of h�s part�cular med�um. We w�ll d�v�de the very
cons�derable matter wh�ch such an �nvest�gat�on �mpl�es �n the
follow�ng manner:
F�rst, we have to deal w�th the more general d�st�nct�ons �n forms of
concept�on, wh�ch �t w�ll be necessary to class�fy and follow �n the�r
progress�ve advance to r�cher man�festat�ons of l�fe.
Secondly, we shall have to d�rect attent�on to the more def�n�te
aspects, wh�ch, w�th�n these general types of concept�on, are more
d�rectly referable to genu�ne p�ctor�al compos�t�on, that �s, the art�st�c
mot�ves apparent �n the part�cular s�tuat�on and manner of group�ng
selected.
Lastly, we propose to rev�ew rap�dly the mode of character�zat�on,
wh�ch results from d�st�nct�ons of subject-matter no less than modes
of concept�on.
(α) W�th respect to the most generally preva�l�ng modes of art�st�c
concept�on[310], we shall f�nd these are �n some measure due to the



content wh�ch has to be dep�cted, and �n part are referable to the
course of the art's evolut�on, wh�ch does not from the f�rst seek to
elaborate all that �s apparent �n any subject, but rather through a
var�ety of stages and trans�t�ons makes �tself fully m�stress of L�fe
and �ts man�festat�ons.
(αα) The f�rst pos�t�on wh�ch the art of pa�nt�ng �s able to secure st�ll
betrays �ts or�g�n from sculpture and arch�tecture: �n the ent�re mode
of �ts concept�on �t �s st�ll �n close assoc�at�on w�th these arts. And
th�s w�ll pre-em�nently be the case where the art�st restr�cts h�mself to
�nd�v�dual f�gures, wh�ch he does not place before us �n the v�tal
connect�ons of an essent�ally concrete s�tuat�on, but �n the s�mple
�ndependence of �ts self-repose. Out of the many sources of content
wh�ch I have �nd�cated as adapted to pa�nt�ng, we shall f�nd rel�g�ous
subjects, Chr�st, h�s apostles, and the l�ke are except�onally su�ted to
such abstract treatment. Such f�gures as these must necessar�ly be
assumed to possess suff�c�ent s�gn�f�cance �n the�r �solat�on, to be
complete �n themselves, and to unfold an object suff�c�ently
substant�ve of adorat�on and love. Belong�ng to th�s type, part�cularly
�n early art, we meet w�th examples of Chr�st or h�s sa�nts �solated
w�thout def�n�te s�tuat�on and env�ronment. If we do f�nd the latter �t
ma�nly cons�sts �n arch�tectural embell�shments, part�cularly Goth�c;
th�s �s frequently the case �n early Flem�sh or upper German art[311].
In th�s relat�on to arch�tecture, among the columns and arches of
wh�ch such f�gures as the twelve apostles and others are frequently
composed, pa�nt�ng does not as yet atta�n to the l�fe-l�ke actual�ty of
�ts later development, and we f�nd that even the f�gures st�ll reta�n �n
some measure a character wh�ch �ncl�nes to the statuesque, or to
some extent do not move beyond such a general type as we f�nd
�nd�cated �n �ts fundamentals by Byzant�ne pa�nt�ng. For �solated
f�gures of th�s character, devo�d of any background or only reta�n�ng
a purely arch�tecton�c outl�ne, a more severe s�mpl�c�ty of colour, and
a more emphat�c br�ll�ancy, �s as �t should be. The oldest school of
pa�nters have consequently employed a s�ngle-t�nted ground of gold
�nstead of a r�ch natural landscape, a ground wh�ch the colours of
drapery have to confront, and to wh�ch they are compelled to adapt
themselves; these are consequently more dec�s�ve and glar�ng than



the colours employed �n the per�ods of Art's f�nest bloom, just as we
f�nd as a rule that s�mple v�v�d colours such as red, blue, and the rest
are most pleas�ng to uncult�vated people.
To th�s earl�est type of concept�on �t �s that for the most part the
m�racle-work�ng p�ctures belong. To such as to someth�ng
stupendous man �s merely placed �n a relat�on of stup�d�ty, from
wh�ch the aspect of the�r art�st�c mer�t van�shes, so that they are not
brought nearer to h�s consc�ous l�fe �n fr�endly gu�se �n accordance
w�th the�r v�tal human�ty and beauty, and the very p�ctures wh�ch are
most revered �n a rel�g�ous sense are from an art�st�c standpo�nt the
most execrable.
If, however, �solated f�gures of th�s type do not supply an object for
devot�on or �nterest as be�ng already complete and �ndependent
personal�ty, the�r execut�on, carr�ed out as �t �s �n consonance w�th
the pr�nc�ple of statuesque concept�on, has no mean�ng at all.
Portra�ts, for example, are of �nterest to relat�ves who know the man
thus portrayed and h�s �nd�v�dual�ty. But where the personages thus
dep�cted are forgotten or unknown the sympathy wh�ch �s exc�ted by
the�r portra�ture �n a g�ven act�on or s�tuat�on, wh�ch g�ves def�n�te
content to a part�cular character, �s of a wholly d�fferent k�nd to that
wh�ch we f�nd �n the ent�rely s�mple type of concept�on above
referred to. Really great portra�ts, when they face us �n the fullest
wealth of l�fe all the means of art can d�splay, possess �n th�s wealth
�tself the power to stand forth from and step out of the�r frames. In
look�ng at the portra�ts of Van Dyck, for example, more part�cularly
when the pose of the f�gure �s not wholly full face, but sl�ghtly turned
away, the frame has struck me l�ke the door of the world, wh�ch the
man before me enters. When consequently �nd�v�duals do not
possess, as sa�nts, angels and the l�ke do, a character�zat�on wh�ch
�s �n �tself suff�c�ently complete and acknowledged, and are only
�nterest�ng by v�rtue of the def�n�te character of a g�ven s�tuat�on,
some s�ngle c�rcumstance or part�cular act�on, �t �s not su�table to
present them as �ndependent f�gures. As an example of th�s the last
work of Kügelchen �n Dresden was a compos�t�on of four heads, half
f�gures, namely, Chr�st, John the Evangel�st, John the Bapt�st, and
the Prod�gal Son. So far as Chr�st and John the Evangel�st are



concerned I found the concept�on qu�te appropr�ate. But �n the case
of the Bapt�st, and �n every respect �n that of the Prod�gal Son, I
fa�led to connect w�th them the authent�c character wh�ch could
just�fy a treatment of them as half-length portra�ts. In such cases �t �s
essent�al to place the f�gures �n a cond�t�on of act�on or �nc�dent, or at
least to show them �n s�tuat�ons, by means of wh�ch, �n v�tal
assoc�at�on w�th external env�ronment, they can assert the
�nd�v�dual�ty wh�ch marks an essent�ally exclus�ve whole. The head of
the Prod�gal Son �n the above p�cture expresses no doubt, very f�nely
too, pa�n, profound repentance and remorse, but the only �nd�cat�on
we have g�ven us that th�s �s the repentance of the Prod�gal Son �s a
very d�m�nut�ve herd of sw�ne �n the foreground. Instead of a
symbol�cal reference of th�s k�nd we ought to see h�m among h�s
sw�ne, or at least �n some other scene of h�s l�fe. The Prod�gal Son,
�n short, does not possess for us any further general character�zat�on
complete as such �n our m�nds and only ex�sts, �n so far as he �s not
purely allegor�cal, �n the well-known scenes of B�bl�cal narrat�ve. He
should be dep�cted to us as leav�ng h�s father's house, or �n h�s
m�sery, h�s repentance and return, that �s, �n the concrete facts of the
tale. Those sw�ne put �n the foreground do not carry us much further
than a label w�th "The Prod�gal Son" wr�tten on �t.
(ββ) And generally �t �s obv�ous that pa�nt�ng, for the reason that �ts
funct�on �s to accept as �ts content the wealth of soul-l�fe �n all �ts
deta�l, �s, to a yet greater extent than sculpture, unable to rest
sat�sf�ed w�th that repose on �tself wh�ch �s w�thout def�ned s�tuat�on
and the concept�on of a character taken by �tself and alone s�mply. It
�s bound to make the effort to exh�b�t such self-subs�stency and �ts
content �n spec�f�c s�tuat�on, var�ety, and d�st�nct�on of character
v�ewed �n the�r mutual relat�ons and �n assoc�at�on w�th the�r
env�ronment. It �s, �n fact, just th�s departure from purely eclect�c and
trad�t�onal types, from the arch�tecton�c compos�t�on of f�gures and
the statuesque mode of concept�on; �t �s just th�s l�berat�on from all
that �s devo�d of movement and act�on, th�s str�v�ng after a l�v�ng
human express�on, a character�st�c �nd�v�dual�ty; �t �s th�s �nvestment
of a content w�th all the deta�l of the �deal and external cond�t�on that
affects �t wh�ch const�tutes the advance of the art, �n v�rtue of wh�ch �t
secures �ts own un�que po�nt of v�ew. Consequently to pa�nt�ng as to



no other plast�c art �s �t not merely perm�tted, but �t �s even requ�red
from �t, that �t should unfold dramat�c real�zat�on, and by the
compos�t�on of �ts f�gures d�splay the�r act�v�ty �n a d�st�nctly
emphas�zed s�tuat�on.
(γγ) And, �n the th�rd place, closely connected w�th th�s absorpt�on �n
the complete wealth of ex�st�ng l�fe and the dramat�c movement of
c�rcumstance and character, we are aware of the �mportance wh�ch
�s �ncreas�ngly attached, both �n concept�on and execut�on, to the
�nd�v�dual�ty and the v�tal wealth of the colour aspect of all objects, �n
so far as �n pa�nt�ng we atta�n to the supremest effects of v�tal truth
wh�ch are capable of be�ng expressed purely by colour.
Th�s mag�cal result of appearance can, however, be carr�ed to such a
p�tch, that �n contrast to �t the exh�b�t�on of content becomes a matter
of �nd�fference, and pa�nt�ng tends to pass over, �n the mere charm
and perfume of �ts colour tones, and the contrast, fus�on, and play of
the�r harmon�es, �nto the art of mus�c, prec�sely as sculpture, �n the
elaborat�on of �ts rel�efs, tends to assoc�ate �tself w�th pa�nt�ng.
(β) What we have �n the f�rst �nstance now to pass �n rev�ew are the
part�cular l�nes[312] that p�ctor�al compos�t�on �s constra�ned to adhere
to �n �ts product�ons when present�ng to us a def�n�te s�tuat�on and
the more �mmed�ate mot�ves referable to �t by v�rtue of the way �t
concentrates and groups together var�ous f�gures and natural objects
�n one self-exclus�ve whole.
(αα) What �s of fundamental and pre-em�nent �mportance here �s the
happy select�on of a s�tuat�on adapted to the art.
In th�s respect the �mag�nat�ve powers of the pa�nter possess an
�mmeasurable f�eld to select from, a f�eld whose l�m�ts extend from
the s�mplest s�tuat�on[313] of an object �ns�gn�f�cant �n �tself, such as a
wreath of flowers, or a w�neglass composed w�th plates, bread, and
certa�n fru�ts, to r�ch compos�t�ons of �mportant publ�c events, pol�t�cal
act�ons, coronat�on fêtes, battles, or even the Last Judgment, �n
wh�ch God the Father, Chr�st, h�s apostles, the heavenly leg�ons,
nay, our ent�re human�ty, and earth, heaven, and hell are brought
together. And here a closer �nspect�on w�ll show us that we must
clearly d�st�ngu�sh what �s truly p�ctor�al on the one hand from that



wh�ch �s sculpturesque, and on the other from what �s poet�cal �n the
sense that �t �s only poetry that can fully express �t.
The essent�al d�fference between a p�ctor�al, and sculpturesque
s�tuat�on cons�sts, as we have already seen, �n th�s, that the ma�n
funct�on of sculpture �s to place before us that wh�ch �s self-
subs�stent �n �ts tranqu�ll�ty, w�thout confl�ct under cond�t�ons that do
not affect �t, �n wh�ch d�st�nctness of def�n�t�on �s not the ma�n
demand, �t �s only �n the rel�ef that �t really beg�ns to approach a
group compos�t�on, and an ep�c expanse of f�gures beg�ns to
represent act�ons �nvolv�ng mot�on, and wh�ch �mply coll�s�on of
oppos�ng forces. The art of pa�nt�ng, on the contrary, only thoroughly
takes up �ts proper task, when �t moves away from f�gures composed
�ndependently of the�r more concrete relat�ons, moves away from a
s�tuat�on that �s def�c�ent �n �ts elaborat�on, �n order that �t may thus
pass �nto the sphere of l�v�ng movement, human cond�t�ons,
pass�ons, confl�cts, act�ons �n pers�stent assoc�at�on w�th external
env�ronment, and even �n �ts compos�t�on of natural landscape �s
able to reta�n f�rmly th�s def�n�te structure of a g�ven s�tuat�on and �ts
most l�fel�ke �nd�v�dual�ty. It was for th�s reason that from the f�rst we
ma�nta�ned that pa�nt�ng was called upon to effect the expos�t�on of
character, soul, and �deal qual�t�es, not �n the way that th�s sp�r�tual
world enables us to recogn�ze �t d�rectly �n �ts external shape, but �n
the way �t evolves and expresses �ts actual substance by means of
act�ons.
And the truth we have just ment�oned �s that wh�ch br�ngs pa�nt�ng
�nto closer relat�on w�th poetry. Both arts have �n th�s respect an
advantage[314], and from another po�nt of v�ew, also a d�sadvantage.
Pa�nt�ng �s unable to g�ve us the development of a s�tuat�on, event, or
act�on, as poetry or mus�c, that �s to say, �n a ser�es of changes; �t
can only embody one moment of t�me. A s�mple reflect�on �s
deduc�ble from th�s, namely, that we must �n th�s one moment have
placed before us the substance of the s�tuat�on or act�on �n �ts
ent�rety, the very bloom of �t; consequently, that moment should be
selected �n wh�ch all that preceded and followed �t �s concentrated �n
one po�nt. In the case of a battle, for example, th�s moment w�ll be
that of v�ctory. The confl�ct �s st�ll apparent, but �ts dec�s�ve



conclus�on �s equally so. The art�st �s able, therefore, to reta�n as �t
were the res�due of the Past, wh�ch, �n the very act of w�thdrawal and
d�sappearance, st�ll asserts �tself �n the Present, and furthermore can
suggest what has yet to be evolved as the �mmed�ate result of a
g�ven s�tuat�on. I cannot, however, here enlarge further on th�s head.
The pa�nter, however, together w�th th�s d�sadvantage as aga�nst the
poet, �s to th�s extent advantaged �n that he can br�ng the prec�se
scene before our v�s�on �n all the appearance of �ts real�ty, can dep�ct
�t perfectly �n all �ts deta�l. "Ut p�ctura poes�s er�t" �s no doubt a
favour�te say�ng wh�ch �s part�cularly and pert�nac�ously advanced by
theor�sts, and �s no doubt actually accepted and exempl�f�ed by
narrat�ve poetry �n �ts descr�pt�ons of the seasons, �ts flowers, and �ts
landscapes. Deta�led transcr�pt�on of such objects and s�tuat�ons �s,
however, not only a very dry and ted�ous affa�r, and �ndeed, so far
from be�ng exhaust�ve, always leaves someth�ng more to say. It �s,
further, contrasted w�th pa�nt�ng, only a confus�ng result, because �t �s
forced to present as a success�ve ser�es of �deas what pa�nt�ng sets
before our v�s�on once and for all, so that we constantly tend to
forget what has gone before and lose �t from our m�nds, desp�te the
fact that �t should be held �n essent�al relat�on w�th that wh�ch follows,
�nasmuch as under the spat�al cond�t�on �t �s �n fact a part of �t, and
only �s s�gn�f�cant �n th�s assoc�at�on and th�s �mmed�acy. It �s,
however, just �n th�s contemporaneous expos�t�on of deta�l that the
pa�nter can restore that wh�ch, �n respect to the progress�ve ser�es of
past and future events, he fa�ls to secure.
There �s, however, another respect �n wh�ch pa�nt�ng y�elds place to
poetry and mus�c, and that �s �n �ts lyr�cal qual�ty. The art of poetry
can not only develop emot�ons and �deas generally as such
respect�vely, but also �n the�r trans�t�ons, movement, and �ncreased
�ntens�ty. In respect to concentrated �ntens�ty th�s �s yet more the
case �n mus�c, wh�ch �s essent�ally concerned w�th soul-movement.
To represent th�s pa�nt�ng has noth�ng beyond the express�on of face
and pose; and �f �t does exclus�vely d�rect �ts effort, to what �s actually
lyr�cal, �t m�sconce�ves the means at hand. However much the soul's
pass�on may be expressed �n the play of the countenance or bod�ly
movement, such express�on should not be d�rectly referable to
emot�on as such, but to emot�ons �n so far as they are present, w�th a



def�n�te mode of express�on, �n an event or act�on. The fact that �t
reveals �deal�ty �n external form therefore does not connote the
abstract mean�ng that �t makes the nature of the soul v�s�ble by
means of phys�ognomy and form, under the mode of wh�ch �t
expresses soul-l�fe; �t �s rather just the �nd�v�dual s�tuat�on of an
act�on, pass�on �n some spec�f�c outburst thereof, by means of wh�ch
the emot�on �s unfolded and recogn�zed. When, therefore, �t �s
attempted to �nterpret the poet�cal qual�ty of pa�nt�ng under the
assumpt�on that �t should express the soul's emot�on d�rectly, w�thout
a mot�ve and act�on more near to �t �n fac�al express�on and pose, all
that we do �n such a case �s to throw the art back upon an
abstract�on, wh�ch �ts effort should prec�sely str�ve to be r�d of; we
ask of �t, �n short, that �t should master the pecul�ar and just
contr�but�on of poetry; and �f �t attempts to do th�s the result w�ll be a
barren and stale one.
I part�cularly �ns�st on th�s po�nt because �n the exh�b�t�on of art we
had here last year (1828) several p�ctures from the so-called
Düsseldorf school have rece�ved much attent�on, the pa�nters of
wh�ch, wh�le d�splay�ng �n the�r work cons�derable knowledge and
techn�cal ab�l�ty, have la�d almost exclus�ve stress on th�s �deal
aspect, on mater�al that �s only capable of adequate presentment �n
poetry. The content, for the most part borrowed from poems of
Goethe or from Shakespeare, Ar�osto, and Tasso, may be generally
�nd�cated as the �deal emot�on of Love. As a rule the most capable of
these p�ctures set before us a pa�r of lovers, Romeo and Jul�et, for
example, or R�naldo and Arm�da, w�thout any further s�tuat�on, so
that these couples have noth�ng more to do and express except the
fact that they are �n love w�th each other, �n other words, they share a
mutual attract�on, gaze on each other as lovers, and as lovers look
yet aga�n. Naturally �n such a case the ma�n express�on must be
concentrated �n the mouth and eyes; and we may add that our
R�naldo has been so placed relat�vely to h�s sp�der legs that he looks
very much as though he d�d not know what to do w�th them. They are
extens�ons wh�ch are ent�rely w�thout mean�ng. Sculpture, as we
have seen, d�spenses w�th the glance of eye, the soul-flash; pa�nt�ng,
on the other hand, se�zes on th�s potent means of express�on, but �t
must not focus everyth�ng at th�s one po�nt, �t should not make the



f�re or the refluent languor and yearn�ng of the eye or soft
fr�endl�ness of l�ps the soul and centre of express�on w�thout any
other mot�ves. Equally defect�ve was the f�sherman of Hübner, the
theme of wh�ch was borrowed from that famous poem of Goethe,
wh�ch dep�cts w�th such wonderful depth and charm of feel�ng the
�ndef�n�te yearn�ng for the repose, coolness and pur�ty of water. The
naked f�sher lad, who �n th�s p�cture �s be�ng drawn �nto the water,
has, just as the male f�gures �n the other p�ctures have, a very
prosa�c look�ng face, such as we could not �mag�ne, �f the features
were �n repose, to be capable of profound or beaut�ful emot�ons.
And, as a rule, we cannot assert of these f�gures, whether male or
female, that they are beaut�ful �n a healthy sense; they, on the
contrary, merely betray the nervous exc�tement, weakness, and
d�sease of Love and emot�onal l�fe generally, wh�ch people have no
bus�ness to repeat and wh�ch we would w�ll�ngly, whether �n l�fe or
Art, be spared. To the same class of concept�on belongs the way that
Schadow, the master of th�s school, has dep�cted Goethe's M�gnon.
The character of M�gnon �s wholly poet�cal. What makes her
�nterest�ng �s her Past, the sever�ty of her dest�ny as �t affects both
her �nward and outward l�fe, the confl�ct of her Ital�an, wholly exc�ted
pass�on �n a soul wh�ch �s st�ll obscure to �tself, wh�ch can ne�ther
dec�de upon a course of act�on or object, and wh�ch, be�ng th�s
mystery to �tself, merges �tself �n such and yet can do �tself no good.
It �s th�s self-express�on wholly d�v�ded �n �tself and yet ret�r�ng �nto
�tself, and only lett�ng us see �ts confus�on �n �solated and unrelated
erupt�ons, wh�ch creates the awful �nterest we cannot fa�l to
exper�ence �n her. Such a network of contrad�ct�ons we may no doubt
�mag�ne �n our m�nds, but the art of pa�nt�ng �s wholly unable to,
present �t to us, as Schadow has attempted to do, s�mply by means
of M�gnon's form and phys�ognomy, w�thout def�n�ng further any
s�tuat�on or act�on. We may, therefore, assert generally that the
above-ment�oned p�ctures are conce�ved w�thout any real �ns�ght for
s�tuat�ons, mot�ves, and express�on. It �s, �n short, an �nseparable
cond�t�on of genu�ne art�st�c representat�ons of pa�nt�ng that the
ent�re subject-matter should be grasped w�th �mag�nat�ve power,
should be made v�s�ble to us �n f�gurat�ve form, wh�ch �s expressed
and man�fests �ts �deal qual�ty through a ser�es of feel�ng, that �s,



through an act�on, wh�ch �s of such s�gn�f�cance to the emot�on, that
each and everyth�ng �n the work of art appears to be ent�rely
appropr�ated by the �mag�nat�on to express the content selected. The
old Ital�an pa�nters have to a consp�cuous degree, no less than the�r
modern fratern�ty, dep�cted love-scenes, and �n part borrowed the
mater�al from poetry; but they have known how to clothe the same
w�th �mag�nat�on and del�ght. Cup�d and Psyche, Cup�d and Venus,
Pluto's rape of Proserp�ne, the rape of the Sab�ne women, such and
other s�m�lar subjects the old masters dep�cted �n l�fel�ke and def�n�te
s�tuat�ons, �n scenes properly mot�ved and not merely as s�mple
emot�on conce�ved w�thout �mag�nat�ve grasp, w�thout act�on. They
have also borrowed love scenes from the Old Testament. We may
f�nd an example �n the Dresden Gallery, a p�cture of G�org�one, �n
wh�ch Jacob, after h�s long journey, greets Rachel, presses her hand
and k�sses her; �n the d�stance there stand a pa�r of youths by a
spr�ng, bus�ly engaged �n water�ng the�r herds, wh�ch are feed�ng, a
large number of them, �n the dale. Another p�cture presents to us
Isaac and Rebecca. Rebecca g�ves Abraham's carls water to dr�nk
and �s recogn�zed �n do�ng so. In the same way scenes are taken
from Ar�osto; we have Medor, for example, wr�t�ng the name of
Angel�ca on the edge of a spr�ng. When, therefore, people nowadays
refer to poetry �n pa�nt�ng, th�s can only mean, as already �ns�sted,
that we must grasp a subject �mag�nat�vely and suffer emot�ons to
unfold themselves �n act�on; �t excludes the �dea of secur�ng feel�ng
s�mply as such or endeavour�ng thus to express �t. Even poetry,
wh�ch �s capable of express�ng emot�on �n �ts �deal or sp�r�tual
substance, �s unfolded �n �deas, �mages, and descr�pt�ons. If th�s art
was content to ab�de by a mere "I love thee," repeated eternally, as
�ts ent�re express�on, such a consummat�on no doubt, m�ght prove
h�ghly agreeable to those masters who have talked so much about
the poetry of poetry, but �t would be the blankest prose for all that.
For art generally �n �ts relat�on to emot�on cons�sts �n the
apprehens�on and enjoyment of the same by means of the
�mag�nat�on, wh�ch �n poetry d�splays pass�on �n �ts concept�ons, and
sat�sf�es us �n the�r express�on, whether that express�on be lyr�cal, or
conveyed �n ep�cal events, or dramat�c act�on. As a presentment of
the �nward l�fe of soul, however, �n pa�nt�ng the mouth, eye, and



pose, do not alone suff�ce; we must have the total object�ve
real�zat�on �n �ts concreteness to make val�d and vouch for such
�deal�ty.
The ma�n th�ng, then, �n a p�cture �s that �t present to us a s�tuat�on,
the scene of some act�on. And closely assoc�ated w�th th�s we have
the pr�mary law of �ntell�g�b�l�ty. In th�s respect rel�g�ous subjects
possess the supreme advantage, that they are un�versally known.
The annunc�at�on of the angel, the adorat�on of the shepherds or of
the three k�ngs, the repose �n the fl�ght to Egypt, the cruc�f�x�on,
bur�al, resurrect�on, no less than the legends of the sa�nts, were well
known subjects w�th the publ�c, for whom such p�ctures were
pa�nted, albe�t to our own generat�on the stor�es of the martyrs are
removed to some d�stance. For a part�cular church, for example, �t
was ma�nly the b�ography of �ts patrons or �ts guard�an sa�nts wh�ch
was represented. Consequently �t was not always the pa�nters
themselves who selected such subjects; part�cular c�rcumstances
rendered such select�on �nev�table for part�cular altars, chapels, and
clo�sters, so that the place where they are exh�b�ted �n �tself
contr�butes to the�r eluc�dat�on. And th�s �s, �n part, necessary, for �n
pa�nt�ng we do not f�nd speech, words, and names, by wh�ch
�nterpretat�on of poetry may be mater�ally ass�sted to say noth�ng of
all �ts other means. And �n the same way �n a royal res�dence,
counc�l-hall, or parl�ament-bu�ld�ng, scenes of great events, �mportant
s�tuat�ons taken from the h�story of the state, c�ty, and bu�ld�ng �n
wh�ch they are found are there, and rece�ve a just recogn�t�on �n the
place for wh�ch they were or�g�nally pa�nted. It �s hardly l�kely, for
�nstance, that �n pa�nt�ng a p�cture for one of our palaces an art�st
would select a subject borrowed from Engl�sh or Ch�nese h�story, or
from the l�fe of K�ng M�thr�dates. It �s otherw�se �n p�cture galler�es,
where we have all k�nds of subjects brought together that we could
w�sh to buy or possess as examples of f�ne works of art. In such a
case, of course, the pecul�ar relat�on of any p�cture to a def�n�te
locale, no less than �ts �ntell�g�b�l�ty, so far as �t �s thereby promoted,
d�sappears. The same th�ng �s true of the pr�vate collect�on. The
collector br�ngs together just what he can get; the pr�nc�ple �s that of
a publ�c gallery, and h�s love of art or capr�ce may extend �n other
d�rect�ons.



Allegor�cal p�ctures are far �nfer�or to those of h�stor�cal content �n the
matter of �ntell�g�b�l�ty; they are, moreover, for the reason that the
�deal v�tal�ty and emphat�c character�zat�on of the f�gures must �n
great measure pass out of them, �ndef�n�te, and not mot�ve to
enthus�asm. Landscapes and s�tuat�ons borrowed from the real�ty of
da�ly l�fe, are, on the contrary, no less clear �n the�r substant�al �mport
than, �n respect to the�r character�zat�on, dramat�c var�ety, movement
and wealth of ex�stence, they supply a h�ghly favourable opportun�ty
for �nvent�ve power and execut�ve ab�l�ty.
(ββ) To render the def�ned s�tuat�on of a p�cture �ntell�g�ble, �n so far
as the art�st �s called upon to do th�s, the mere fact of �ts local place
of expos�t�on and a general knowledge of �ts subject w�ll not suff�ce.
As a general rule, these are purely external relat�ons, under wh�ch
the work as a work of art �s less affected. The ma�n po�nt of real
�mportance cons�sts, on the contrary, �n th�s that the art�st be
suff�c�ently endowed �n art�st�c sense and general talent to br�ng �nto
prom�nence and g�ve form to the var�ed mot�ves, wh�ch such a
s�tuat�on conta�ns, w�th all the bounty of �nvent�on. Every act�on, �n
wh�ch the �deal world �s man�fested �n that wh�ch �s external,
possesses �mmed�ate modes of express�on, sensuous results and
relat�ons, wh�ch, �n so far as they are actually the act�v�t�es of sp�r�t,
betray and reflect �ts emot�on, and consequently can be ut�l�zed w�th
the greatest advantage as mot�ves wh�ch contr�bute to the
�ntell�g�b�l�ty of the work no less than �ts �nd�v�dual character. It �s, for
example, a frequent cr�t�c�sm of the Transf�gurat�on p�cture of
Raphael, that the compos�t�on �s cut up �nto two unrelated parts; and
th�s from an object�ve standpo�nt �s the case. We have the
transf�gurat�on on the h�ll and the �nc�dent of the possessed ch�ld �n
the foreground. From an �deal[315] po�nt of v�ew, however, an
assoc�at�on of supreme s�gn�f�cance �s undoubtedly present. For, on
the one hand, the sensuous transf�gurat�on of Chr�st �s just th�s very
exaltat�on of h�mself above the earth and h�s removal from h�s
d�sc�ples, a removal wh�ch as such separat�on ought to be made
v�s�ble; and from a further po�nt of v�ew the majesty of Chr�st �s �n
th�s, an actual and part�cular case, to the h�ghest degree emphas�zed
by the fact that the d�sc�ples are unable to heal the possessed ch�ld



w�thout the ass�stance of the�r Master. In th�s �nstance, therefore, th�s
twofold act�on �s throughout mot�ved, and the assoc�at�on �s enforced
before our eyes, both �n �ts external and �deal aspect, by the �nc�dent
that a d�sc�ple expressly po�nts to Chr�st who �s removed from them,
and �n do�ng so suggests the profounder truth of the Son of God to
be at the same t�me on Earth, �n accordance w�th the truth of that
say�ng, "If two are gathered together �n my name I am �n the m�dst of
them." I w�ll g�ve yet another �llustrat�on. Goethe on one occas�on
gave as a subject for a pr�ze exh�b�t�on the representat�on of Ach�lles
�n female garments at the com�ng of Odysseus. In one draw�ng
Ach�lles glances at the helmet of the armed hero, h�s heart f�res up at
the s�ght, and �n consequence of th�s emot�on the pearl necklace �s
broken wh�ch he wears round the neck. A lad seeks for and p�cks up
the p�eces from the ground. Such �s an example of adm�rable mot�ve.
Moreover, the art�st f�nds he has to a more or less extent large
spaces to f�ll �n; he requ�res landscape as background, l�ght�ng,
arch�tecton�c surround�ng, and he has to �ntroduce �nc�dental f�gures
and objects and so forth. All th�s mater�al he should apply, �n so far
as �t can be so adapted, as mot�ves �n the s�tuat�on, and br�ng th�s
external matter �nto un�ty w�th h�s subject �n such a way that �t �s no
longer �ns�gn�f�cant. Two pr�nces or patr�archs shake hands. If th�s �s
�nd�cat�ve of a peace treaty, and the seal upon the same, warr�ors,
armed bands, and the l�ke, preparat�ons for a sacr�f�ce to solemn�ze
the pact, w�ll be an obv�ously f�tt�ng env�ronment. If such people
happen to meet each other w�th a s�m�lar welcome on a journey,
other mot�ves w�ll be necessary. To �nvent the same �n a way that
attaches real s�gn�f�cance and �nd�v�dual�zat�on to the act�on, th�s �t �s
wh�ch more than anyth�ng else w�ll test the art�st�c �ns�ght of the
pa�nter so far as th�s aspect of h�s work �s concerned. And �n order to
promote th�s not a few art�sts have also attached symbol�cal relat�ons
between background and the ma�n act�on. In the compos�t�on, for
example, of the Adorat�on of the three K�ngs, we not unfrequently
f�nd the holy Infant �n H�s cradle beneath a ru�ned roof, around H�m
the walls of a bu�ld�ng fall�ng �n decay, and �n the background the
commencement of a cathedral. The fall�ng stone-work and the r�s�ng
cathedral d�rectly suggest the v�ctory of the Chr�st�an church over



pagan�sm[316]. In the same way we f�nd, not unfrequently, �n p�ctures,
more espec�ally of the Van Eyck school, wh�ch dep�ct the greet�ng of
the angel Gabr�el to Mary, flower�ng l�l�es l�ke stamens. They �nd�cate
the ma�denhood of the mother of God.
(γγ) Inasmuch as �n the th�rd place the art of pa�nt�ng, by v�rtue of the
pr�nc�ple of �deal and external var�ety, �n wh�ch �t �s bound to g�ve
clear def�n�t�on to s�tuat�ons, events, confl�cts, and act�ons, �s forced
to deal on �ts way w�th many k�nds of d�st�nct�on and contrad�ct�on �n
�ts subject-matter, whether purely natural objects or human f�gures,
and, moreover, rece�ves the task to subd�v�de th�s compos�te
content, and create of �t one harmon�ous whole, a way of pos�ng and
group�ng �ts f�gures art�st�cally, becomes one of the most �mportant
and necessary cla�ms made upon �t. Among the crowd of part�cular
rules and def�n�t�ons, however, wh�ch are appl�cable to th�s subject,
what we are able to aff�rm �n �ts most general terms can only be val�d
�n qu�te a formal way, and I w�ll merely draw attent�on shortly to a few
of the ma�n po�nts.
The earl�est mode of compos�t�on st�ll rema�ns ent�rely arch�tecton�c,
a homogeneous juxtapos�t�on of f�gures or a regular oppos�t�on and
symmetr�cal arrangement, not merely of the f�gures themselves, but
also the�r posture and movements. We may add that at th�s stage the
pyram�dal form of group�ng �s much �n favour. When the subject �s
the Cruc�f�x�on of our Lord such shapes follow as a matter of course.
Chr�st �s suspended on h�gh from the cross, and at the s�des we
have a group of the d�sc�ples, Mary the mother, or sa�nts. In p�ctures
of the Madonna also, �n wh�ch Mary �s seated w�th her Ch�ld on a
ra�sed throne, and we f�nd ador�ng apostles, martyrs, and so forth,
beneath them on e�ther s�de we have a further �llustrat�on of th�s
form. Even �n the S�st�ne Madonna p�cture th�s mode of group�ng �s
st�ll �n �ts fundamental features reta�ned. And, generally, �t br�ngs
repose to the eye because the pyram�ds, by v�rtue of �ts apex, makes
the otherw�se d�spersed assoc�at�on coherent, g�v�ng an external
po�nt of un�ty to the group[317].
W�th�n the l�m�ts, however, of such a generally abstract symmetr�cal
compos�t�on, the pose of the f�gures may be marked �n deta�l by



great v�v�dness and �nd�v�dual�ty, and equally the general express�on
and movement. The art�st, wh�le us�ng �n comb�nat�on the means of
h�s art, w�ll have h�s several planes, whereby he �s able more
def�n�tely to emphas�ze the more �mportant f�gures as aga�nst the
others; and he can �n add�t�on ava�l h�mself of h�s scheme of l�ght�ng
and colour. The way he w�ll arrange h�s groups to arr�ve at th�s result
�s suff�c�ently obv�ous. He w�ll not, of course, place h�s ma�n f�gures
at the s�des, or place subord�nate ones �n pos�t�ons wh�ch are l�kely
to attract the h�ghest attent�on. And s�m�larly he w�ll throw the
strongest l�ght on objects wh�ch are part of the most s�gn�f�cant
content, rather than leave them �n shadow, and emphas�ze w�th such
strong l�ght and the most consp�cuous t�nts objects wh�ch are
�nc�dental.
In the case he adopts a method of group�ng less symmetr�cal, and
thereby more l�fe-l�ke, the art�st w�ll have to take espec�al pa�ns not to
make the f�gures press too closely on each other, wh�ch results �n a
confus�on not unfrequently not�ceable �n certa�n p�ctures; we should
not be under the necess�ty of hav�ng f�rst to �dent�fy l�mbs and
d�scover wh�ch belong to wh�ch, whether they be arms, legs, or other
propert�es, such as drapery, armour, and so forth. It w�ll, on the
contrary, be w�sest �n the case of larger compos�t�ons, �n the f�rst
�nstance no doubt, to separate the whole �nto component parts eas�ly
ascerta�ned, but, at the same t�me, not to �solate them �n d�spers�on
ent�rely. And part�cularly w�ll th�s be adv�sable where we have scenes
and s�tuat�ons, wh�ch on the�r own account naturally tend to a broad
and d�sun�ted effect such as the gather�ng of manna �n the
w�lderness, market-fa�rs, and s�m�lar subjects.
On the above subject I must restr�ct myself here to these very
general observat�ons.
(γ) Hav�ng thus, f�rstly, dealt w�th the general types of p�ctor�al
compos�t�on, and, secondly, w�th a compos�t�on from the po�nt of
v�ew of select�on of s�tuat�ons, arrangement of mot�ves and group�ng,
we w�ll now add a few remarks upon the mode of character�zat�on,
by means of wh�ch pa�nt�ng �s to be d�st�ngu�shed from sculpture and
�ts �deal plast�c character.



(αα) I have several t�mes prev�ously taken occas�on to remark, that �n
pa�nt�ng the �deal and external part�cular�ty of soul-l�fe �s adm�tted �n
�ts freedom, and consequently �s not necessar�ly that typ�cal beauty
of �nd�v�dual�zat�on wh�ch �s �nseparable from the Ideal �tself, but one
wh�ch �s suffered to expand �n every d�rect�on of part�cular
appearance, by v�rtue of wh�ch we obta�n that wh�ch �n modern
parlance �s called character�st�c. Cr�t�cs have generally referred to
"the character�st�c" thus understood as the d�st�nct�ve mark of
modern art �n �ts contrast to the ant�que; and, �n the s�gn�f�cance we
are here attach�ng to the term, no doubt the above contrast �s just.
Accord�ng to our modern cr�ter�on Zeus, Apollo, D�ana, and the rest
are really not characters at all �n th�s sense, although we cannot fa�l
to adm�re the�r �nf�n�tely lofty, plast�c, and �deal �nd�v�dual�t�es. We
already f�nd a more art�culate �nd�v�dual�zat�on �s approached by the
Homer�c Ach�lles, the Agamemnon and Clytemnestra of
Aeschylus[318], or the Odysseus, Ant�gone, and Ismene �n the type
of sp�r�tual development wh�ch by word and deed Sophocles unfolds
to us, a def�n�t�on �n wh�ch these f�gures subs�st �n what appears to
be consonant w�th the�r substant�ve nature, so that we can no doubt
d�scover the presentment of character �n the ant�que �f we are
prepared to call such creat�ons characters. St�ll �n Agamemnon, Ajax,
Odysseus, and the rest, the �nd�v�dual�zat�on rema�ns throughout of a
general�zed type, the character of a pr�nce, of frant�c rage, of cunn�ng
�n �ts more abstract determ�nacy. The �nd�v�dual aspect �s �n the result
closely �ntertw�ned w�th the general concept�on, and the character �s
merged �n an �nd�v�dual�zat�on of �deal �mport. The art of pa�nt�ng, on
the contrary, wh�ch does not restra�n part�cular�ty w�th�n the l�m�ts of
such �deal�ty, �s more than anyth�ng else occup�ed w�th develop�ng
the ent�re var�ety of that aspect of part�cular�zat�on wh�ch �s
acc�dental, so that what we have now set before us, �nstead of those
plast�c �deals of gods and men, �s part�cular people v�ewed �n all the
var�ed appearance of the�r acc�dental qual�t�es. Consequently
perfect�on of corporeal form, and the fully real�zed consonancy of the
sp�r�tual or �deal aspect w�th �ts free and sane ex�stence, �n a word,
all that �n sculpture we referred to as �deal beauty, �n the art of
pa�nt�ng ne�ther make the same cla�m upon us, nor generally are
regarded as the matter of most �mportance, �nasmuch as now �t �s



the �deal�ty of soul-l�fe �tself, and �ts man�festat�on as consc�ous l�fe
wh�ch forms the centre of �nterest. In th�s more �deal sphere that
realm of Nature �s not so profoundly �ns�stent. P�ety of heart, rel�g�on
of soul can, no less than eth�cal sense, and act�v�ty �n fact d�d �n the
S�lenus face of Socrates, f�nd a dwell�ng �n a bod�ly form wh�ch,
v�ewed on the outs�de s�mply, �s ugly and d�storted. No doubt �n
express�ng sp�r�tual beauty, the art�st w�ll avo�d what �s essent�ally
ugly �n external form, or w�ll f�nd a way to subdue and �llum�ne �t �n
the power of the soul wh�ch breaks through �t, but he cannot for all
that ent�rely d�spense w�th ugl�ness[319]. For the content of pa�nt�ng,
as we have above dep�cted �t at length, �ncludes w�th�n �tself an
aspect, for wh�ch �t �s prec�sely the abnormal and d�storted tra�ts of
human f�gures and phys�ognomy, wh�ch are most able to express.
Th�s �s no other than the sphere of what �s bad and ev�l, wh�ch �n
rel�g�ous subjects we f�nd ma�nly represented by the common
sold�ers, who take a part �n the pass�on of Chr�st, or by the s�nners
and dev�ls �n hell. M�chelangelo was pre-em�nent �n h�s del�neat�on of
dev�ls. In h�s �mag�nat�ve real�zat�on, though we f�nd he passes
beyond the scale of ord�nary human l�fe, yet at the same t�me an
aff�n�ty w�th �t �s reta�ned. However much notw�thstand�ng the
�mpersonat�ons wh�ch pa�nt�ng sets before us necessar�ly d�sclose an
essent�ally complete whole of character�st�c real�zat�on, we w�ll not
go so far as to ma�nta�n that we cannot f�nd �n them an analogue of
that wh�ch we refer to as the Ideal �n the most plast�c type of art[320].
In rel�g�ous subjects, no doubt, the feature of all �mportance �s that of
pure Love. Th�s �s except�onally so �n the case of the V�rg�n mother,
whose ent�re l�fe reposes �n th�s love; �t �s more or less the same
th�ng w�th the women who accompany the Master, and w�th John, the
d�sc�ple of Love. In the express�on of th�s we may also f�nd the
sensuous beauty of forms assoc�ated, as �s the case w�th Raphael's
concept�ons. Such a close aff�n�ty must not, however, assert �tself
merely as formal beauty, but must be sp�r�tually made v�tal through
the most �nt�mate express�on of soul-l�fe, and thereby transf�gured;
and th�s sp�r�tual penetrat�on must make �tself felt as the real object
and content. The concept�on, too, of beauty, has �ts real opportun�ty
�n the stor�es of Chr�st's ch�ldhood and those of John the Bapt�st. In
the case of the other h�stor�cal persons, whether apostles, sa�nts,



d�sc�ples, or w�se men of ant�qu�ty, th�s express�on of an emphas�zed
�ntens�ty of soul-l�fe �s rather s�mply an affa�r of part�cular cr�t�cal
s�tuat�ons, apart from wh�ch they are ma�nly placed before us as
�ndependent characters of the actual world of exper�ence, endowed
w�th force and endurance of courage, fa�th and act�on, so that what
most determ�nes the g�st of the�r characters �n all �ts var�ety �s an
earnest and worthy manl�ness. They are not �deals of gods, but
ent�rely �nd�v�dual�zed human �deals; not s�mply men, as they ought
to be, but human �deals[321], as they actually are �n a certa�n place,
to wh�ch ne�ther part�cular def�n�t�on of character �s want�ng, nor yet a
real assoc�at�on between such part�cular�ty and the un�versal type
wh�ch completes them. M�chelangelo, Raphael and Leonardo da
V�nc�, �n h�s famous Last Supper, have suppl�ed examples of th�s
type, �n the compos�t�on of wh�ch we f�nd an ent�rely d�fferent qual�ty
of worth, majesty and nob�l�ty present than �n those presented by
other pa�nters[322]. Th�s �s prec�sely the po�nt at wh�ch pa�nt�ng meets
on the same ground w�th the anc�ents, w�thout, however, sacr�f�c�ng
the character of �ts own prov�nce.
(ββ) Inasmuch, moreover, as the art of pa�nt�ng, to the fullest extent
among the plast�c arts, acknowledges the cla�m of the spec�f�c form,
and the �nd�v�dual�zed character�zat�on to assert �tself, so above all
we f�nd here the trans�t�on to real portra�ture. We should be therefore
wholly �n the wrong �f we condemned portra�t pa�nt�ng as
�ncompat�ble w�th the lofty a�ms of art. Who �ndeed could des�re to
lose the great number of excellent portra�ts pa�nted by the great
masters? Who �s not, qu�te apart from the art�st�c mer�ts of such
works, cur�ous to have def�n�tely substant�ated to the�r v�s�on th�s
actual counterfe�t of the �dea of famous personal�t�es, the�r gen�us,
and the�r explo�ts, wh�ch they may have otherw�se had to accept
from h�story. For even the greatest and most h�ghly placed man was,
or �s, a ver�table �nd�v�dual, and we des�re to see �n v�s�ble shape th�s
�nd�v�dual�ty, and the sp�r�tual �mpress�on of �t �n all �ts most actual
and v�tal character�st�cs. But apart from objects, wh�ch l�e outs�de the
purv�ew of art, we may assert �n a real sense, that the advances �n
pa�nt�ng from �ts �mperfect essays cons�st �n noth�ng so much as th�s
very elaborat�on of the portra�t. It was, �n the f�rst �nstance, the p�ous



and devot�onal sense wh�ch brought �nto prom�nence the �deal l�fe of
soul. A yet f�ner art added new l�fe to th�s sense by add�ng to �ts
product real�ty of express�on and �nd�v�dual ex�stence; and w�th th�s
profounder penetrat�on �nto external fact the �nward l�fe of sp�r�t, the
express�on of wh�ch was �ts ma�n object, was also enhanced and
deepened. In order, however, that the portra�t should be a genu�ne
work of art the un�ty of the sp�r�tual �nd�v�dual�ty must, as I have
already stated, be stamped upon �t, and the sp�r�tual �mpress�on of
the character�zat�on must be the one ma�nly emphas�zed and made
prom�nent. Every feature of the countenance contr�butes to th�s
result �n a consp�cuous degree, and the f�ne �nst�nct for detect�ng
such �n the art�st w�ll declare �tself by the way �n wh�ch he makes
v�s�ble the un�que �mpress�on of any personal�ty by se�z�ng and
emphas�z�ng prec�sely those tra�ts, and parts �n wh�ch th�s d�st�nct�ve
personal qual�ty �s expressed �n �ts clearest and most v�tally pregnant
embod�ment. In th�s respect a portra�t may be very true to Nature,
executed w�th the greatest perseverance, and yet ent�rely devo�d of
l�fe, wh�le a mere sketch[323], a few outl�nes from the hand of a
master, may be �nf�n�tely more v�vac�ous and arrest�ng �n �ts truth.
Such a study should, however, by �nd�cat�ng the l�nes or features of
real s�gn�f�cance, reflect that character �n �ts structural
completeness[324], �f on the s�mplest scale, wh�ch the prev�ous
l�feless execut�on and �ns�stence upon crude fact glosses over and
renders �nv�s�ble. The most adv�sable course, as a rule, �s to
ma�nta�n a happy mean between such stud�es, and purely natural
�m�tat�on. The masterly portra�ts of T�t�an are of th�s type. The
�mpress�on such make on us �s that of a complete personal�ty. We
get from them an �dea of sp�r�tual v�tal�ty, such as actual exper�ence
�s unable to supply. The effect �s s�m�lar to that afforded by the
descr�pt�on of great act�ons and events �n the hands of a truly art�st�c
h�stor�an. We obta�n from such a much loft�er and v�tally true p�cture
of the facts than any we could have taken from the d�rect ev�dence of
our senses. Concrete real�ty �s so overburdened w�th the
phenomenal, that �s �nc�dental or acc�dental deta�l, that we frequently
cannot see the forest for the trees, and often the most �mportant fact
sl�ps by us as a th�ng of common or da�ly occurrence. It �s the
�ndwell�ng �ns�ght and gen�us of the wr�ter wh�ch f�rst adds the qual�ty



of greatness to events or act�ons, present�ng them fully �n a truly
h�stor�cal compos�t�on, wh�ch rejects what �s purely external, and only
br�ngs �nto prom�nence that through wh�ch that �deal substance �s
v�tally unfolded. In th�s way, too, the pa�nter should place before us
the m�nd[325] and character of the �mpersonat�on by means of h�s art.
If success �s fully atta�ned we may aff�rm that a portra�t of th�s qual�fy
�s more to the mark, more l�ke the personal�ty thus conce�ved than
the real man h�mself �s. Albrecht Dürer has also executed portra�ts of
th�s character. W�th a few techn�cal means the tra�ts are emphas�zed
w�th such s�mpl�c�ty, def�n�t�on, and d�gn�ty, that we wholly bel�eve
ourselves to be fac�ng sp�r�tual l�fe �tself. The longer we look at such
a p�cture, the more profoundly we penetrate �nto �t, the more �t �s
revealed to us. It rem�nds one of a clear-cut draw�ng, �nst�nct w�th
gen�us, wh�ch completely g�ves express�on to the character�st�c, and
for the rest �s merely execut�ve �n �ts colour and outl�nes �n so far as
the same may make the character�zat�on more �ntell�g�ble, apparent,
and f�n�shed as a whole, w�thout enter�ng �nto all the �mportunate
deta�l of the facts of natural l�fe. In the same way also Nature �n her
landscape pa�nts every leaf, branch, and blade to the last shadow of
a l�ne or t�nt. Landscape pa�nt�ng, on the contrary, has no bus�ness to
attempt such elaborat�on, but may only follow her subject to a
pr�nc�ple of treatment, �n wh�ch the express�on of the whole �s
�nvolved, wh�ch emphas�zes deta�l, but nevertheless does not copy
slav�shly such part�culars �n all the�r threads, �rregular�t�es and so
forth, assum�ng �t �s to rema�n essent�ally character�st�c and
�nd�v�dual work. In the human face the draw�ng of Nature �s the
framework of bone �n �ts harsh l�nes, around wh�ch the softer ones
are d�sposed and cont�nue �n var�ous acc�dental deta�ls. Truly
character�st�cportra�ture, however, desp�te all the �mportance we may
r�ghtly attach to these well def�ned l�nes, cons�sts �n other tra�ts
�nd�cated w�th equal force, the countenance �n short as elaborated by
the creat�ve art�st.[326] In th�s sense we may say of the portra�t that �t
not only can, but that �t ought to flatter, �nasmuch as �t neglects what
perta�ns to Nature's cont�ngency, and only accepts that wh�ch
contr�butes to the character�st�c content of the �nd�v�dual portrayed,
h�s most un�que and most �nt�mate self. Nowadays we f�nd �t the
fash�on to g�ve every k�nd of face just a r�pple of a sm�le, to



emphas�ze �ts am�ab�l�ty, a very quest�onable fash�on �ndeed, and
one hard to restra�n w�th�n the l�m�t �mposed. Charm�ng, no doubt;
but the merely pol�te am�ab�l�ty of soc�al �ntercourse �s not a
fundamental tra�t of any character, and becomes �n the hands of
many art�sts only too read�ly the most �ns�p�d k�nd of sweetness.
(γγ) However compat�ble w�th portra�ture the course of pa�nt�ng may
be �n all �ts modes of product�on �t should, however, make the
part�cular features of the face, the spec�f�c forms, ways of pos�ng,
group�ng, and schemes of colour consonant w�th the actual s�tuat�on,
�n wh�ch �t composes �ts f�gures and natural objects �n order to
express a content. For �t �s just th�s content �n th�s part�cular s�tuat�on
wh�ch should be portrayed.
Out of the �nf�n�tely d�vers�f�ed deta�l wh�ch �n th�s connect�on we
m�ght exam�ne I w�ll only touch upon one po�nt of v�tal �mportance. It
�s th�s that the s�tuat�on may e�ther be on �ts own account a pass�ng
one, and the emot�on expressed by �t of a momentary character, so
that one and the same �nd�v�dual could express many s�m�lar ones �n
add�t�on and also feel�ngs �n contrast w�th �t, or the s�tuat�on and
emot�on str�kes at the very heart of a character, wh�ch thereby
d�scloses �ts ent�re and most �nt�mate nature. S�tuat�ons and
emot�ons of th�s latter type are the truly momentous cr�ses �n
character�zat�on[327]. In the s�tuat�ons, for example, �n wh�ch I have
already referred to the Madonna, one f�nds noth�ng, however
essent�ally complete the �nd�v�dual�zat�on of the Mother of God may
be �n �ts compos�t�on, wh�ch �s not a real factor �n the embrac�ng
compass of her soul and character. In th�s case, too, the
character�zat�on �s such that �t �s self-ev�dent that she does not ex�st
apart from what she can express �n th�s spec�f�c c�rcumstance.
Supreme masters consequently have pa�nted the Madonna �n such
�mmortal maternal s�tuat�ons or phases. Other masters have st�ll
reta�ned �n her character the express�on of ord�nary l�fe otherw�se
exper�enced and actual. Th�s express�on may be very beaut�ful and
l�fe-l�ke, but th�s form, the l�ke features, and a s�m�lar express�on
would be equally appl�cable to other �nterests and relat�ons of
marr�age lore. We are consequently �ncl�ned to regard a f�gure of th�s
type from yet other po�nts of v�ew than that of a Madonna, whereas



�n the supremest works we are unable to make room for any other
thoughts but that wh�ch the s�tuat�on awakens �n us. It �s on th�s
ground that I adm�re so strongly the Mary Magdalene of Corregg�o �n
Dresden, and �t w�ll for ever awake such adm�rat�on. We have here
the repentant s�nner, but we cannot fa�l to see that s�nfulness �s not
here the po�nt of ser�ous cons�derat�on[328]; �t �s assumed she was
essent�ally noble and could not have been capable of bad pass�ons
and act�ons. Her profound and �nt�mately self-�mposed restra�nt
therefore can only be a return to that wh�ch she really �s, what �s no
momentary s�tuat�on, but her ent�re nature. Throughout th�s ent�re
compos�t�on, whether we look at form, fac�al express�on, dress, pose,
or env�ronment, the art�st has therefore not �n the sl�ghtest degree
la�d a stress on those c�rcumstances, wh�ch m�ght �nd�cate s�n and
culpab�l�ty; she has lost the consc�ousness of those t�mes, and �s
ent�rely absorbed �n her present cond�t�on, and th�s fa�th, th�s �nst�nct,
th�s absorpt�on appears to be her real and complete character.
Such a complete rec�proc�ty between soul-l�fe and external
surround�ngs, determ�nacy of character and s�tuat�on, the masters of
Italy have �llustrated w�th except�onal beauty. In the example I have
already referred to of Kügelchen's p�cture of the Prod�gal Son, on the
contrary, we have no doubt the remorse of repentance and gr�ef
expressed to the l�fe; but the art�st has fa�led to secure the un�ty of
the ent�re character, wh�ch, apart from such an aspect of �t, he
possessed, and of the actual cond�t�ons under wh�ch such was
dep�cted to us. If we exam�ne qu�etly such features, we can only f�nd
�n them the phys�ognomy of any one we m�ght chance to meet on the
Dresden br�dge or anywhere else. In the case of a real coalescence
of character w�th the express�on of a spec�f�c s�tuat�on such a result
would be �mposs�ble; just as, �n true genre-pa�nt�ng, even where the
concentrat�on �s upon the most fleet�ng moments of t�me, the
real�zat�on �s too v�v�d to leave room for the not�on that the f�gures
before us could ever be otherw�se placed or could have rece�ved
other tra�ts or an altered type of express�on.
These, then, are the ma�n po�nts we have to cons�der �n respect to
the content and the art�st�c treatment �n the sensuous mater�al of
pa�nt�ng, the surface, that �s, and colour.



3. HISTORICAL DEVELOPMENT OF PAINTING

In our cons�derat�on of th�s th�rd sect�on of our subject we are unable
to conf�ne ourselves, as we have h�therto done, to a wholly general
exam�nat�on of the content and purport appropr�ate to pa�nt�ng, and
the mode of conf�gurat�on, wh�ch follows from �ts pr�nc�ple, for �n so
far as th�s art �s bu�lt up on the part�cular�ty of characters and the�r
s�tuat�on, and upon form and �ts pose, colour, and so forth, we are
compelled to f�x �n our m�nds and d�scuss the actual real�ty of th�s
art's separate product�ons. No study of pa�nt�ng �s complete that
does not take �nto �ts survey and �s unable to enjoy and cr�t�c�ze the
p�ctures themselves, �n wh�ch the aspects of �t we have exam�ned
are enforced. Th�s �s a general rule �n the case of all art, but �t
appl�es w�th except�onal force to pa�nt�ng among those we have up to
the present cons�dered. In the case of arch�tecture and sculpture,
where the embrace of the content �s more restr�cted, the means of
expos�t�on and conf�gurat�on are to a less extent stamped w�th wealth
and d�st�nct�ve mod�f�cat�on, and the part�cular aspects of the�r
def�n�t�on are s�mpler and more rad�cal, we can more read�ly ava�l
ourselves of cop�es, descr�pt�ons, and casts. It �s essent�al �n deal�ng
w�th the art of pa�nt�ng that we should see the actual works
themselves. In th�s case mere descr�pt�ons, however �mportant they
may be �n a subs�d�ary sense, w�ll not suff�ce. In the �nf�n�te var�ety,
however, of �ts expl�cat�on, the var�ous aspects of wh�ch are un�ted �n
part�cular works of art, these works appear to us �n the f�rst �nstance
as a mere motley array, wh�ch, by reason of the fact that our rev�ew
of �t �s based upon no pr�nc�ple of class�f�cat�on, �s only to a small
extent able to d�sclose to us the un�que qual�ty of �nd�v�dual p�ctures.
And �t follows from th�s that galler�es, as a rule, �f we are not already
able to connect w�th each p�cture our knowledge of the country,
per�od, school, and master to wh�ch �t belongs, �s s�mply a collect�on
w�thout mean�ng, �n wh�ch we lose ourselves. The most prof�table
arrangement for study and enjoyment w�th our eyes �s therefore an
exh�b�t�on based on h�stor�cal sequence. A collect�on of th�s k�nd, co-
ord�nated �n relat�on to such a pr�nc�ple, un�que and �nvaluable of �ts
class, we shall shortly be able to adm�re �n the p�cture gallery of the
royal museum �n th�s c�ty[329]. In th�s we shall not only possess a



h�stor�cal survey of the techn�que of art �n �ts stages of development,
but shall have set before our m�nds, as an essent�al process w�th a
h�story, that art�culat�on of �ts �deal content �n the d�st�nct�ons of �ts
schools, the�r var�ous subject-matter, and the�r d�fferent modes of
art�st�c concept�on and treatment. It �s only through hav�ng g�ven us a
survey as consonant as th�s �s w�th that v�tal process that we can
form an �dea from �ts or�g�ns �n trad�t�onal and eclect�c types, of the
l�v�ng growth of art, �ts search after express�on and �nd�v�dual
character�st�c, �ts l�berat�on from the �nact�ve and tranqu�l stat�on of �ts
f�gures, that we can apprec�ate �ts progress to dramat�c movement,
group�ng, and all the wealth and w�tchery of �ts colour, or f�nally learn
to d�st�ngu�sh �ts schools, wh�ch e�ther to some extent treat s�m�lar
subject-matter �n a way pecul�ar to themselves, or are d�st�nct from
each other by reasons of the var�ety of the�r respect�ve content.
A h�stor�cal development of pa�nt�ng such as that referred to �s of as
great �mportance to sc�ent�f�c observat�on and expos�t�on as �t �s to
accurate study. The content of art as I have presented �t, namely, the
elaborat�on of �ts mater�al, the d�st�nct and fundamental changes �n
the mode of �ts concept�on, we f�nd all th�s and more rece�ves thus
for the f�rst t�me �ts concrete coherence �n a sequence and under a
class�f�cat�on wh�ch corresponds w�th the facts. It �s therefore
�ncumbent on us to glance at th�s process, �f only by way of
emphas�s to what most �mmed�ately arrests attent�on.
In general the advance cons�sts �n th�s, that �t or�g�nates �n rel�g�ous
subjects conce�ved st�ll �n a typ�cal way, w�th s�mple arch�tecton�c
arrangement and unelaborated colour. After th�s, �n an �ncreas�ng
degree of fus�on w�th rel�g�ous s�tuat�ons, we get actual�ty, v�tal
beauty of form, �nd�v�dual�ty, depth of penetrat�on, charm and
w�tchery of colour�ng, unt�l Art f�nally turns �ts attent�on to the world
�tself, makes �tself master of Nature, the da�ly occurrence of ord�nary
l�fe, or what �s of s�gn�f�cance �n nat�onal h�story whether present or
past, or portra�ture and anyth�ng else down to the merest tr�fle and
the least s�gn�f�cant fact, and w�th an enthus�asm equal to that �t
devoted to the rel�g�ous �deal, and pre-em�nently �n th�s sphere
secures not merely the most consummate result of techn�cal
accompl�shment, but also a treatment and execut�on wh�ch �s most



full of l�fe and personal�ty. Th�s progress �s followed �n clearest
outl�ne �f we take �n success�on the schools of Byzant�ne, Ital�an,
Flem�sh, Dutch, and German pa�nt�ng, after not�ng the most
prom�nent features of wh�ch br�efly we shall f�nally �nd�cate the
trans�t�on to the art of mus�c[330].
(a) In our rev�ew of Byzant�ne pa�nt�ng we may remark to start w�th
that the pract�ce of pa�nt�ng among the Greeks was to a def�nable
degree always carr�ed on; and examples of ant�que work contr�buted
to the greater excellence of �ts results relat�vely to posture, drap�ng,
and other respects. On the other hand the touch of Nature and l�fe
wholly van�shed from th�s art; �n fac�al types �t adhered str�ctly to
trad�t�on; �n �ts f�gures and modes of express�on �t was convent�onal
and r�g�d; �n �ts general compos�t�on more or less arch�tecton�c. We
f�nd no trace of natural env�ronment and a landscape background.
The modell�ng, by means of l�ght and shadow, br�ll�ance and
obscur�ty, and the�r fus�on, no less than perspect�ve and the art of
l�fel�ke group�ng, e�ther were not elaborated at all, or to a very sl�ght
extent. By reason of th�s str�ct adherence to a s�ngle acknowledged
type �ndependent art�st�c product�on had l�ttle room for �ts exerc�se.
The art of pa�nt�ng and mosa�c frequently degenerated �nto a mere
craft, and became thereby l�feless and devo�d of sp�r�t, albe�t such
craftsmen, equally w�th the workers on ant�que vases, possessed
excellent examples of prev�ous work, wh�ch they could �m�tate so far
as pose and the fold�ng of drapery was concerned. A s�m�lar type of
pa�nt�ng spread �ts sombre �nfluence over the ravaged West and
more part�cularly �n Italy. Here, however, although �n the f�rst �nstance
w�th beg�nn�ngs of l�ttle strength, we are even at an early date
consc�ous of an effort to break away from �nflex�ble forms and modes
of express�on, and to face, at f�rst, however, �n a rough and ready
way, a development of loft�er a�m. Of Byzant�ne p�ctures we may, on
the contrary, aff�rm, as Herr von Rumohr[331] has ma�nta�ned of
Greek Madonnas and �mages of Chr�st that "�t �s obv�ous even �n the
most favoured examples, the�r or�g�n was that of the mosa�c, and
art�st�c elaborat�on was rejected from the f�rst." In other words[332]

the Ital�ans endeavoured even before the per�od of the�r �ndependent
art development �n pa�nt�ng, and �n contrast to the Byzant�nes to



approx�mate to a more sp�r�tual concept�on of Chr�st�an subjects. The
wr�ter above-named draws attent�on also as noteworthy support of
h�s content�on to the manner �n wh�ch the later Greeks and Ital�ans
respect�vely represented Chr�st on cruc�f�xes. Accord�ng to th�s wr�ter
"the Greeks, to whom the s�ght of terr�ble bod�ly suffer�ng was of
common occurrence, conce�ved the Sav�our suspended on the
Cross w�th the ent�re we�ght of h�s body, the lower part of the body
swollen and the slackened knees bent to the left, the bowed head
contend�ng w�th the pa�ns of an awful death. The�r subject was
consequently �n �ts essent�als bod�ly suffer�ng. The Ital�ans, on the
contrary, �n the�r more anc�ent monuments, wh�le we must not
overlook the fact that the representat�on of the V�rg�n Mary w�th her
Ch�ld no less than the Cruc�f�ed �s only of rare occurrence, were
accustomed to dep�ct the f�gure of the Sav�our on the cross adopt�ng,
so �t appears to us, the �dea of the v�ctory of the sp�r�tual, not as �n
the former case the death of the body. And th�s unquest�onably
nobler concept�on asserts �tself at an early date �n the more favoured
parts of Western Europe[333]." W�th th�s sketch I must here rest
content.
(b) We have, however, secondly, another character�st�c of art to
cons�der �n the earl�er development of Ital�an pa�nt�ng. Apart from the
rel�g�ous content of the Old and New Testament and the b�ograph�es
of martyrs and sa�nts, �t borrows �ts subjects �n the ma�n from Greek
mythology, very seldom, that �s, from the events of nat�onal h�story,
or, �f we except portra�ts, from the real�ty of contemporary l�fe, and
equally rarely, and only at a late stage and except�onally, from
natural landscape. Now that wh�ch �t before all contr�butes to �ts
concept�on and art�st�c elaborat�on of the subject-matter of rel�g�on �s
the v�tal real�ty of sp�r�tual and corporeal ex�stence, relat�vely to
wh�ch at th�s stage all �ts forms are embod�ed and endowed w�th
an�mat�on. For th�s v�tal�ty the essent�al pr�nc�ple on the sp�r�tual s�de
�s that natural del�ghtfulness, and on the corporeal s�de �s that beauty
wh�ch �s consonant w�th phys�cal form, a beauty wh�ch
�ndependently, as beaut�ful form, already d�splays �nnocence,
buoyancy, ma�denhood, natural grace of temperament, nob�l�ty,
�mag�nat�on, and a lov�ng soul. If there �s further added to a naturel of



th�s type the exaltat�on and adornment of the soul �n v�rtue of the
�deal �nt�macy of rel�g�on and the sp�r�tual character�st�cs of a
profounder p�ety establ�shed as a v�tal�z�ng pr�nc�ple of soul-l�fe �n
th�s essent�ally more adm�tted and �nv�olable prov�nce of sp�r�tual
redempt�on[334],—�n such a case we have presented to us thereby
an or�g�nal harmony of form and �ts express�on, wh�ch, wherever �t �s
perfected, v�v�dly rem�nds us �n th�s sphere of romant�c art and
Chr�st�an art of the pure Ideal of art. No doubt also w�th�n a new
accord of th�s type the �nward l�fe of the heart w�ll be predom�nant;
but th�s �nward exper�ence �s a more happy, a purer heaven of the
soul, the way of return to wh�ch form what �s sensuous and f�n�te,
and the return to God, albe�t the passage may be through a trava�l �n
the profounder angu�sh of repentance and death, �s, however, less
saturated w�th trouble and �ts �ns�stency. And the reason of th�s �s
that the pa�n �s concentrated �n the sphere of soul, of �dea, of fa�th,
w�thout mak�ng a descent �nto the reg�on of pass�onate des�re,
�ntractable savagery, obst�nate self-seek�ng and s�n, and only arr�v�ng
at the hardly won v�ctory through sm�t�ng down such enem�es of the
blessed state. It �s rather a trans�t�on of �deal permanence[335], a
pa�n of the �nward l�fe, wh�ch feels �tself as such suffer�ng rather
s�mply �n v�rtue of �ts enthus�asm, a suffer�ng of more abstract type,
more sp�r�tually abundant, wh�ch has as l�ttle need to brush away
bod�ly angu�sh as we have to seek s�gns �n the character�zat�on of �ts
bod�ly presence and phys�ognomy of obst�nacy, uncouthness,
crookedness, or the tra�ts of superf�c�al and mean natures, �n wh�ch
an obst�nate confl�ct �s f�rst necessary, before such are meet to
express real rel�g�ous feel�ng[336] and p�ety. Th�s more ben�gn[337]

�nt�macy of soul, th�s more or�g�nal consonancy of exter�or forms to
�deal exper�ence of th�s k�nd �s what creates the charm�ng clar�ty and
the untroubled del�ght, wh�ch the genu�nely beaut�ful works of Ital�an
pa�nt�ng exc�te and supply. Just as we say of �nstrumental mus�c that
there �s tone and melody �n �t, so, too, we f�nd that the pure song of
soul floats here �n melod�ous fus�on over the ent�re conf�gurat�on and
all �ts forms. And as �n the mus�c of the Ital�ans and �n the tones of
the�r song, when the pure stra�ns r�ng forth w�thout a forced
utterance, �n every separate note and �nflect�on of sound and
melody, �t �s s�mply the del�ght of the vo�ce �tself wh�ch r�ngs out; so,



too, such an �nt�mate personal enjoyment of the lov�ng soul �s the
fundamental tone of the�r pa�nt�ng[338]. It �s the same �nt�macy, clar�ty,
and freedom wh�ch meet us aga�n �n the great Ital�an poets. To start
w�th th�s art�st�c resonance of rhymes �n the�r terzets, canzonets,
sonnets, and stanzas, th�s accord, wh�ch �s not merely sat�sf�ed to
allay �ts th�rst for reverberat�on �n the one repet�t�on, but repeats the
echo three t�mes and more, th�s �s �tself a euphony wh�ch streams
forth on �ts own account and for the sake of �ts own enjoyment. And
a l�ke freedom �s stamped upon the sp�r�tual content. In Petrarch's
sonnets, sestets, and canzonets �t �s not so much the actual
possess�on of the�r subject, after wh�ch the heart yearns; �t �s not the
cons�derat�on and emot�on wh�ch are �nvolved �n the actual content
of the poem as such, and wh�ch �s there�n necessar�ly expressed;
rather �t �s the express�on �tself wh�ch const�tutes the source of
enjoyment. It �s the self-del�ght of Love, wh�ch seeks �ts bl�ss �n �ts
own mourn�ng, �ts laments, �ts descr�pt�ons, memor�es, and
exper�ence; a yearn�ng, wh�ch �s sat�sf�ed �n �tself as such, and w�th
the �mage, the sp�r�t of those �t loves, �s already �n full possess�on of
the soul, w�th wh�ch �t longs to un�te �tself. Dante, too, when
conducted by h�s master V�rg�l through hell and hell-f�re, gazes at
what �s the culm�nat�on of horror, of awfulness; he �s fearful, he often
bursts �nto tears, but he str�des on comforted and tranqu�l, w�thout
affr�ght and anx�ety, w�thout the sullenness and emb�tterment wh�ch
�mpl�es "these th�ngs should not be thus." Nay, even h�s damned �n
hell rece�ve the blessedness of etern�ty. Io eterno duro �s �nscr�bed
over the gates of hell. They are what they are, w�thout repentance
and long�ng; they do not speak of the�r suffer�ngs; they are as
�mmater�al to us as they are to them, for they endure for ever. Rather
they are absorbed s�mply �n the�r personal exper�ence and act�ons,
secure of themselves as rooted �n the same �nterests, w�thout
lamentat�on and w�thout yearn�ng[339].
When we have grasped th�s tra�t of happy �ndependence and
freedom of the soul �n love we shall understand the character of the
greatest Ital�an pa�nters. It �s �n th�s freedom that they are masters of
the deta�l of express�on, and s�tuat�on. On the w�ngs of th�s
tranqu�ll�ty of soul they can ma�nta�n the�r sovere�gnty over form,



beauty, and colour. In the�r most def�ned presentat�on of real�ty and
character, wh�le rema�n�ng wholly on the earth and often only
produc�ng portra�ts, or appear�ng to produce such, what we have are
p�ctures of another sun, another spr�ng. They are roses wh�ch are
equally heavenly blossoms. And, consequently, we f�nd that �n the�r
beauty we do not have merely beauty of form, we do not have only
the sensuous un�ty of soul �mpressed on sensuous corporeal
shapes; we are confronted w�th th�s very tra�t of reconc�led Love �n
every mode, feature, and �nd�v�dual�ty of character. It �s the butterfly,
the Psyche[340], wh�ch �n the sunl�ght of �ts heaven, even hovers
round stunted flowers[341]. It �s only by v�rtue of th�s r�ch, free, and
rounded beauty that they are able to unfold the �deals of the ant�que
art's more recent perfect�on.
Ital�an art has, however, not �mmed�ately and from the f�rst atta�ned
to such a po�nt of perfect�on; �t had �n truth a long road to traverse
before �t arr�ved there. And yet, desp�te th�s, the pur�ty and �nnocence
of �ts p�ety, the largeness of the ent�re concept�on, the unassum�ng
beauty of form, th�s �nt�mate revelat�on of soul[342], are frequently
and above all �n the case of the old Ital�an masters most consp�cuous
where the techn�cal elaborat�on �s st�ll wholly �ncomplete. In the
prev�ous century �t was fash�onable to deprec�ate these earl�er
masters, and place them on one s�de as clumsy, dull, and
barren[343]. It �s only �n more recent t�mes that they have been once
more rescued from obl�v�on by savants and art�sts; but the wonder
and �m�tat�on thus awakened has run off �nto the excess of a
preference wh�ch tends to deny the advances of a further
development �n mode of concept�on and presentment, and can only
lead astray �n the oppos�te d�rect�on.
In draw�ng the reader's more close attent�on to the more �mportant
phases �n the development of Ital�an art up to th�s per�od of �ts fullest
perfect�on, I w�ll only br�efly emphas�ze the follow�ng po�nts wh�ch
�mmed�ately concern the character�zat�on of the essent�al aspects of
pa�nt�ng and �ts modes of express�on.
(α) After the earl�est stage of rawness and barbar�sm the Ital�ans
moved forward w�th a fresh �mpetus from that �n the ma�n



craftsmansh�p type of art wh�ch was planted by the Byzant�nes. The
compass of subjects dep�cted was, however, not extens�ve, and the
d�st�nct�ve features of the type were auster�ty, solemn�ty, and
rel�g�ous loft�ness. But even at th�s stage—I am quot�ng the
conclus�ons of Herr von Rumohr—who �s generally recogn�zed as an
author�ty upon these earl�er per�ods[344], Ducc�o, the S�enese, and
C�mabue, the Florent�ne, endeavoured to ass�m�late the few rema�ns
of ant�que draw�ng, wh�ch was grounded on laws of perspect�ve and
anatom�cal prec�s�on, and so far as poss�ble, to rejuvenate the same
�n the�r own gen�us. They "�nst�nct�vely recogn�zed the value of such
draw�ngs, but strove to soften the extreme �ns�stence[345] of the�r
oss�f�cat�on, compar�ng such �nsuff�c�ently comprehended tra�ts w�th
the l�fe such as we f�nd �t �n fact or suggest�on when face to face w�th
the�r own product�ons[345]." Such are merely the f�rst and med�at�ng
efforts of art to r�se from the �nflex�b�l�ty of a type to l�fel�ke and
�nd�v�dual express�on.
(β) The further step of advance cons�sts �n the complete severat�on
from those prev�ous Greek examples, �n the full acceptance,
relat�vely both to the ent�re concept�on and execut�on of what �s
d�st�nct�vely human and �nd�v�dual, and along w�th th�s �n the
profounder su�tab�l�ty of human characters and forms wh�ch was
gradually evolved to express the rel�g�ous content thus to be
expressed.
(αα) It �s here before all we must draw attent�on to the great �nfluence
wh�ch G�otto and h�s pup�ls exerc�sed. G�otto, along w�th the changes
he effected �n respect to modes of concept�on and compos�t�on,
brought about a reform �n the art of prepar�ng colours. The later
Greeks probably, such at least �s the result of chem�cal analys�s,
made use of wax e�ther as a med�um of colour, or as a k�nd of
varn�sh[346], and from th�s we get the yellow-green and obscure
general tone, wh�ch �s not suff�c�ently expla�ned by the act�on of
lampl�ght[347]. G�otto wholly d�spensed w�th th�s glut�nous med�um of
the Greek pa�nters, and used �nstead, when prepar�ng h�s
colours[348], the clar�f�ed m�lk of young shoots, unr�pe f�gs, and other
less ol�g�nous l�mes[349], wh�ch Ital�an pa�nters of the early M�ddle



Ages had used, very l�kely even before they strenuously �m�tated the
Byzant�nes[350]. A med�um of th�s k�nd had no darken�ng effect on
the colours, but left the�r lum�nos�ty and clar�ty un�mpa�red. St�ll more
�mportant was the reform effected by G�otto �n Ital�an pa�nt�ng w�th
respect to select�on of subjects and the�r manner of presentment.
Gh�bert� h�mself pra�ses G�otto for hav�ng abandoned the rude style
of the Greeks, and w�thout lean�ng �n th�s d�rect�on to an excess
hav�ng �ntroduced the truth and grace of Nature. Boccacc�o, too,
says of h�m that Nature �s unable to create anyth�ng that G�otto could
not �m�tate to the po�nt of decept�on[351]. In Byzant�ne p�ctures we
can hardly detect a trace of natural appearance. It was G�otto, then,
who concentrated h�s attent�on on what �s present and actual, and
compared the forms and effects wh�ch he undertook to exh�b�t w�th
L�fe as �t ex�sted around h�m. And we may assoc�ate w�th th�s
tendency the fact that dur�ng the t�mes of G�otto not only do we f�nd
that the state of soc�ety was more free and �ntent on enjoyment, but
that the venerat�on of several later sa�nts took �ts r�se then, sa�nts
whose l�ves more or less fell �n that per�od[352]. It was such G�otto
ut�l�zed part�cularly �n emphas�z�ng the truthful presentment of the
subjects of h�s art; there was, �n fact, thus the further demand
suggested by the content �tself that he should br�ng �nto prom�nence
the natural features of the bod�ly presence and exh�b�t more def�ned
character�zat�on, act�on, pass�on, s�tuat�on, pose, and movement.
What we f�nd, however, to a relat�ve degree d�sappears from th�s
attempt �s that �mpos�ng rel�g�ous ser�ousness wh�ch �s the
fundamental character�st�c of the phase of art wh�ch �t followed[353].
The th�ngs of the world rece�ve a stage and a w�der opportun�ty for
express�on; and th�s �s �llustrated by the way G�otto, under the
�nfluence of h�s age, found room for burlesque along w�th so much
that was pathet�c. In th�s connect�on Herr von Rumohr states r�ghtly,
"Under cond�t�ons of th�s descr�pt�on I am at a loss to understand
how certa�n cr�t�cs, who have exclus�vely �ns�sted on th�s feature of
G�otto's work, can so overest�mate G�otto's tendency and
performance by cla�m�ng �t as the most subl�me effort of modern
art[354]." It �s a great serv�ce of the above-named cr�t�c to have once
more placed �n a true l�ght the po�nt of v�ew from wh�ch G�otto can be



justly apprec�ated; he throughout makes us careful to see, that �n th�s
tendency of G�otto to human�ze and towards real�sm he never really,
as a rule, advances beyond a comparat�vely subord�nate stage �n the
process.
(ββ) The advance of pa�nt�ng cont�nued under the manner of
concept�on for wh�ch G�otto was �n the ma�n respons�ble. The typ�cal
representat�on of Chr�st, the apostles, and the more �mportant events
wh�ch are reported us by the evangel�sts, were more and more thrust
�nto the background. Yet �n another d�rect�on the embrace of subject-
matter was for that reason extended. As our author expresses �t: "All
art�sts engaged �n dep�ct�ng the var�ous phases �n the l�fe of latter-
day sa�nts, such as the�r prev�ous worldl�ness, the sudden
awaken�ng of consc�ence, the�r entrance �nto the l�fe of p�ety and
ascet�c�sm, the m�racles of the�r l�ves, more part�cularly after the�r
decease, �n the representat�on of wh�ch, as �s to be expected from
the external cond�t�ons of the art, the express�on of the effect upon
the l�v�ng exceeded any suggest�on of �nv�s�ble powder[355]." Add to
th�s that the events of the L�fe and Pass�on of Chr�st were not
neglected. The b�rth and educat�on of Chr�st, the Madonna w�th her
Ch�ld were except�onally favoured subjects, and were �nvested w�th a
more l�fe-l�ke domest�c�ty, touched w�th a more �nt�mate tenderness,
revealed to us �n the med�um of human feel�ng, and, moreover, to
quote yet further: "In the problems[356] suggested by the Pass�on �t
was not so much the subl�me and the tr�umph as s�mply the pathet�c
aspect wh�ch was emphas�zed, a d�rect consequence of the
enthus�ast�c wave of sympathy w�th the earthly suffer�ngs of the
Sav�our, to wh�ch Sa�nt Franc�s, both by example and teach�ng, had
commun�cated a v�tal energy h�therto unheard of."
In respect to a yet further advance towards the m�ddle of the f�fteenth
century, we have to lay except�onal stress on two names, Masacc�o
and F�esole. In the progress�ve steps through wh�ch the rel�g�ous
content was v�v�dly carr�ed �nto the l�v�ng forms of the human f�gure
and the an�mated express�on of human tra�ts Herr von Rumohr[357]

draws attent�on to two essent�al aspects as of most �mportance. The
one �s the �ncrease of rondure �n all forms to wh�ch �t appl�es; the
other he �nd�cates as "a profounder penetrat�on �nto the art�culat�on,



the cons�stency, the most var�ed phases of the charm and
s�gn�f�cance of the features of the human countenance." Masacc�o
and Angel�co da F�esole between them were the f�rst to contr�bute
effect�vely to the solut�on of th�s art�st�c problem, the d�ff�culty of
wh�ch �n �ts ent�rety exceeded the powers of any one art�st of that
per�od. "Masacc�o was ma�nly occup�ed w�th the problem of
ch�aroscuro, and the round�ng and effect�ve art�culat�ons of groups of
f�gures. Angel�co da F�esole, on the other hand, devoted h�mself to
sound�ng the depths of �deal coherence, that �ndwell�ng s�gn�f�cance
of human features, the m�ne of whose treasure he was the f�rst to
open to pa�nt�ng[358]." The effort of Masacc�o was not so much one
�n the d�rect�on of grace as �n that of �mpos�ng concept�on,
manl�ness, and under the �nst�nct�ve need for un�ty of the ent�re
compos�t�on. The �mpulse of Fra Angel�co was that of rel�g�ous
�ntens�ty, a love severed from the world, a clo�stral pur�ty of emot�on,
an exaltat�on and consecrat�on of the soul. Vasar� assures us �n h�s
account of h�m that he never commenced work w�thout prayer, and
never dep�cted the suffer�ngs of the Redeemer w�thout burst�ng �nto
tears[359]. We have, then as aspects of th�s advance of pa�nt�ng a
more exalted v�tal�ty and real�sm: but, on the other hand, the depth of
p�ety, the �ngenuous devot�on of the soul �n �ts fa�th overran �tself and
overpowered the freedom, dexter�ty, natural�sm, and beauty of the
compos�t�on, pose, drapery, and colour. If the later development was
able to atta�n to a far more exalted and complete express�on of the
sp�r�tual consc�ousness, yet the epoch we are now cons�der�ng has
never been surpassed �n pur�ty and �nnocence of rel�g�ous feel�ng
and ser�ous depth of concept�on. Many p�ctures of th�s t�me may very
well, by reason of the fact that the forms of l�fe, wh�ch are used to
dep�ct the rel�g�ous �ntens�ty of soul-l�fe, do not appear fully adequate
to th�s express�on, g�ve us someth�ng l�ke a repulse; from the po�nt of
v�ew, however, of sp�r�tual emot�on, wh�ch �s the most v�tal source of
these works of art, we have st�ll less reason to fa�l to acknowledge
the na�ve pur�ty, the �nt�macy w�th the most profound depths of the
truly rel�g�ous content, the assuredness of fa�thful love even under
oppress�on and �n gr�ef, and oft, too, the charm of �nnocence and
blessedness, �nasmuch as the epochs that followed �t, however
much �n other aspects of art�st�c perfect�on they made a step



forwards, yet for all that never secured aga�n the perfect�on of these
prev�ous excellenc�es, when once �t had been lost.
(γγ) A th�rd aspect attaches to the further development of the art, �n
add�t�on to those already d�scussed, wh�ch may be descr�bed as the
w�der embrace of �t relat�vely to the subjects accepted for
presentat�on by the new �mpulse. Just as what was regarded as
sacred had from the very commencement of Ital�an pa�nt�ng
approached more closely to real�ty by reason of the fact that men
whose l�ves fell about the t�me of the pa�nters themselves were
declared to be sa�nts, so too Art rece�ved �nto �ts own sphere other
aspects of real�ty and present l�fe. Start�ng from that earl�est phase of
pure sp�r�tual�ty and p�ety, an art whose a�m was wholly absorbed �n
the express�on of such rel�g�ous emot�ons, pa�nt�ng proceeded more
and more to assoc�ate the external l�fe of the world w�th �ts rel�g�ous
subject-matter. The gladsome, forceful self-rel�ance of the c�t�zen �n
the m�dst of h�s profess�onal career, the bus�ness and the craft that
was bound up w�th such qual�t�es, the freedom, the manly courage
and patr�ot�sm, �n one word, h�s weal �n the v�tal act�v�t�es of the
Present, all th�s newly-awakened sense of human del�ght �n the
v�rtues of c�v�l l�fe and �ts cheer and humour[360], th�s harmon�zed
sympathy w�th what was actual �n both �ts aspects of �deal l�fe[361]

and the external framework of the same, all th�s �t was wh�ch entered
now �nto h�s art�st�c concept�ons and modes of present�ng such and
was made val�d there�n. It �s �n th�s sp�r�t that the enthus�asm for
landscape backgrounds, v�ews of c�t�es, env�ronment of church
bu�ld�ngs and palaces becomes a real �nst�nct of art�st�c l�fe; the l�v�ng
portra�ts of famous savants, fr�ends, statesmen, art�sts, and other
persons remarkable �n the�r day for the�r w�t and v�vac�ty f�nd a place
�n rel�g�ous compos�t�ons; tra�ts borrowed from both c�v�l and
domest�c l�fe are ut�l�zed w�th a greater or less degree of freedom
and dexter�ty; and �f, no doubt, the sp�r�tual aspect of the rel�g�ous
content rema�ned the foundat�on of all, yet the express�on of p�ety
was no longer exclus�vely �solate, but �s l�nked together w�th the
more ample l�fe of real�ty and the open stage of the world[362]. No
doubt we must add that by reason of th�s tendency the express�on of
rel�g�ous concentrat�on and �ts �nt�mate p�ety �s weakened, but art



requ�red also th�s worldly element �n order to arr�ve at �ts culm�nat�ng
po�nt.
(γ) Out of th�s fus�on of the more embrac�ng real�ty of l�fe w�th the
�deal mater�al of rel�g�ous emot�on arose a new problem for gen�us to
solve, the complete solut�on of wh�ch was reserved for the great
masters of the s�xteenth century. The supreme a�m now was to br�ng
the �nt�mate l�fe of soul, the ser�ousness and the loft�ness of rel�g�ous
emot�on �nto harmony w�th the an�mat�on, the actual presence of
characters and forms both �n �ts corporeal and sp�r�tual aspect, �n
order that the bod�ly conf�gurat�on �n �ts pose, movement, and colour,
may not s�mply rema�n an external framework, but become �tself
essent�ally an express�on of sp�r�t and l�fe, and by v�rtue of that
express�on, made throughout all �ts parts wholly the reflex of soul-l�fe
no less than of external form, reveal a beauty w�thout break or
�nterrupt�on.
Among the masters of most d�st�nct�on, who set before themselves
such an a�m, we should pre-em�nently ment�on Leonardo da V�nc�. It
was he, who, by v�rtue of h�s art�st�c thoroughness, h�s almost over-
ref�ned pass�on for deta�l, h�s exqu�s�te del�cacy of m�nd and feel�ng,
not only penetrated further than any other[363] �nto the myster�es of
the human form and the secrets of �ts express�on, but, through h�s
equally profound knowledge of all the techn�que of a pa�nter, atta�ned
to an extraord�nary �nfall�b�l�ty �n the employment of all the means
that h�s researches and pract�ce had placed w�th�n h�s reach. And,
along w�th th�s, he was able to reta�n a reverent�al ser�ousness �n
compos�ng h�s rel�g�ous subjects, so that h�s f�gures, however much
they present to us the �deal of a more complete and rounded
actual�ty, and d�sclose the express�on of sweet, sm�l�ng joyfulness �n
fac�al tra�ts and the del�cate rhythm of drapery, do not thereby
d�spense w�th the d�gn�ty, wh�ch the worth and truth of rel�g�on
demand[364].

The most unflecked qual�ty[365] of perfect�on reached �n th�s d�rect�on
was, however, that f�rst atta�ned by Raphael. Herr von Rumohr
ass�gns more part�cularly to the art�sts of the Umbr�an School dat�ng
from the m�ddle of the f�fteenth century a myster�ous fasc�nat�on,



wh�ch no sympathet�c nature can res�st, and endeavours to f�nd the
source of th�s attract�on �n the depth and tenderness of feel�ng no
less than the marvellous un�ty �nto wh�ch these pa�nters knew how to
br�ng memor�es from the oldest essays of Chr�st�an art of a style only
very part�ally understood by them[366] w�th the m�lder concept�ons of
a later t�me, and �n th�s respect proved themselves super�or to the
Tuscan, Lombard, and Venet�an fellow art�sts of that per�od[367]. It
was just th�s express�on of "flawless pur�ty of soul and absolute
surrender to the yearn�ng and enthus�ast�c flow of tender feel�ng" to
wh�ch P�etro Perug�no, the master of Raphael, devoted h�s art�st�c
efforts, and succeeded by do�ng so �n fus�ng the object�v�ty and
v�tal�ty of external forms, throughout all �ts actual real�zat�on and �n
every deta�l, an a�m wh�ch had prev�ously rece�ved the most marked
attent�on �n the elaborate work of the Florent�nes. Start�ng from the
work of Perug�no, to whose art�st�c taste and style he appears to
have cons�stently adhered �n h�s early work, Raphael proceeded yet
further to real�ze to the most consummate degree the demand of the
�deal above �nd�cated. In other words we f�nd un�ted �n h�m the
h�ghest eccles�ast�cal feel�ng for the themes of rel�g�ous art and a
complete knowledge and enthus�ast�c respect for natural phenomena
�n all the an�mat�on of the�r colour and shape together w�th an �ns�ght
fully as great for the beauty of the ant�que. Th�s great adm�rat�on for
the �deal�st�c beauty of the anc�ents d�d not br�ng h�m �n any way to
�m�tate and adapt to h�s work the forms wh�ch Greek sculpture had
elaborated �n the�r perfect�on. What he se�zed from �t was s�mply the
general pr�nc�ple of the�r free beauty wh�ch �n h�s hands was
throughout suffused w�th a more �nd�v�dual v�tal�ty more appl�cable to
h�s art and w�th a type of express�on more deeply �nformed w�th soul-
l�fe, and at the same t�me w�th an open, bl�thesome clar�ty and
thoroughness, �n all the deta�l of the presentment that up to h�s t�me
was as yet unknown among Ital�an art�sts. In the elaborat�on and
cons�stent fus�on and coherence of th�s �deal atmosphere he reached
the h�ghest po�nt of h�s atta�nment. On the other hand, �n the mag�cal
charm of ch�aroscuro, �n the exqu�s�te tenderness and grace of soul-
express�on, of forms, movements, and group�ng, �t �s Corregg�o who
most excels, wh�le the �ncomparable greatness of T�t�an cons�sts �n
the wealth of natural l�fe that he d�splays, the �llum�nat�ng bloom,



fervency, warmth, and power of h�s colour. We know noth�ng more
del�ghtful than the naïveté of Corregg�o's not so much natural as
rel�g�ous and sp�r�tual grace, noth�ng more sweet than h�s sm�l�ng,
unconsc�ous beauty and �nnocence[368].
The art�st�c perfect�on of these great masters �s a culm�nat�ng po�nt of
art such as could only be mastered by one nat�on �n the course of
h�stor�cal development.
(c) Th�rdly, �n so far as the quest�on �s that of German pa�nt�ng we
may aff�l�ate that wh�ch �s ent�rely German w�th that of Flem�sh or
Dutch pa�nters. The general d�st�nct�on between the above schools
and that of the Ital�ans, cons�sts �n th�s, that ne�ther the Germans nor
the pa�nters of the Netherlands were w�ll�ng as a creat�on of the�r
own to atta�n to the free �deal forms and modes of express�on
character�st�c of Ital�an art, or were able to progress to that sp�r�tually
transf�gured type of beauty wh�ch �s essent�ally the result of such.
What they d�d elaborate, however, was, �n one aspect of �t, the
express�on of depth of emot�on and the austere seclus�on of the
�nd�v�dual soul, and, from another po�nt of v�ew, they attach to th�s
�ntens�ty of fa�th the separate def�n�t�on of �nd�v�dual character �n the
broader s�gn�f�cance of �t, that �s to say, one wh�ch does not merely
d�sclose the fact of �ts close �nterest w�th the cla�ms of fa�th and
salvat�on, but also shows how the �nd�v�duals represented are
affected by the concerns of the world, how they are buffeted by the
cares of l�fe, and �n th�s severe ordeal have ga�ned worldly w�sdom,
f�del�ty, cons�stency, stra�ghtforwardness, the constancy of ch�valry
and the sterl�ng character of good c�t�zens. Agreeably to th�s more
restr�cted and depressed v�s�on of the deta�l of l�fe we f�nd here, and
�t �s part�cularly consp�cuous �n the German school, from the
beg�nn�ng, �n del�berate contrast w�th the purer forms and characters
of the Ital�ans, rather the express�on of a formal obst�nacy of
stubborn natures, wh�ch e�ther oppose themselves to God w�th
energet�c def�ance and brutal w�lfulness, or are forced to �mpose
restra�nt on themselves �n order that they may, w�th sore trava�l,
wrest themselves from the�r l�m�tat�ons and uncouthness, and f�ght
the�r way to the reconc�l�at�on of rel�g�on; consequently the deep
wounds wh�ch they �nfl�ct on the�r sp�r�tual l�fe �nev�tably contr�bute to



the v�s�ble express�on of the�r p�ety. In �llustrat�ng th�s more closely I
w�ll merely draw attent�on to certa�n prom�nent features, wh�ch are
�mportant �nd�cat�ons of the contrast between the older Flem�sh
school and the upper German and more recent Dutch masters of the
seventeenth century.
(α) Among the early Flem�sh masters, the brothers Van Eyck,
Hubert, and John are except�onally d�st�ngu�shed �n the early half of
the f�fteenth century, and �t �s only recently that the�r true mer�ts have
once more been establ�shed. It �s now an establ�shed fact that they
d�scovered, or at least they were the f�rst to fully perfect, the process
of o�l-pa�nt�ng. Look�ng at the great advance they made we must now
assume that a d�st�nct ser�es of stages �n the course of th�s progress
to �ts culm�nat�on could be set forth. We have, however, no h�stor�cal
array of works of art preserved for us whereby we could �llustrate
such a gradual process. We are face to face at one moment of t�me
w�th the beg�nn�ng and f�nal consummat�on. For pa�nt�ng of greater
excellence than that of these two brothers �t �s almost �mposs�ble to
�mag�ne. Moreover, the works that have come down to us, �n wh�ch
the mere type �s already d�spensed w�th and overcome, not merely
d�splay a grand mastery �n draw�ng, arrangement, group�ng, �deal
and exter�or character�zat�on, enthus�asm, clar�ty, harmony, and
del�cacy of colour�ng, d�gn�ty and repose of compos�t�on; but we must
add that the ent�re wealth of pa�nt�ng respect�vely to nature's
env�ronment, arch�tecton�c accessor�es, backgrounds, splendour and
var�ety of mater�al, drapery, style of weapons, ornamentat�on, and
much bes�des, �s already treated w�th such f�del�ty, w�th such an
�nst�nct�ve sense of what �s p�ctor�al, and w�th such a techn�cal
v�rtuos�ty, that even later centur�es, at any rate from the po�nt of v�ew
of thoroughness and truth, have been unable to produce any more
consummate result. We are, however, more strongly attracted by the
master works of Ital�an pa�nt�ng, �f we contrast them w�th th�s Flem�sh
school, because the Ital�ans, along w�th the completest express�on of
soul-l�fe and the rel�g�ous sense, reta�n throughout the �deal of
sp�r�tual freedom and �mag�nat�ve beauty. The f�gures of Flem�sh art
del�ght us, no doubt, by v�rtue of the�r �nnocence, naïveté, and p�ety;
nay, �n the depth of the�r emot�onal l�fe they, �n some measure,
surpass the work of the most excellent Ital�an art�sts; but the Flem�sh



masters have never been able to atta�n to a beauty of form and a
freedom of soul comparable w�th that of the Ital�ans. The�r Chr�st-
babes are, �n part�cular, badly modelled; and for the rest the�r
characters, whether men or women, however strongly, subject to
the�r dom�nant express�on of rel�g�ous fervour, they may d�splay a
sterl�ng character �n the�r relat�on to secular �nterests sanct�f�ed by
the depth of the�r fa�th, nevertheless appear to us lack�ng �n a
s�gn�f�cance wh�ch can exalt �tself over such a p�ety, or rather, as
dom�nated by �t, do not appear able at the same t�me to be
essent�ally free, �nst�nct w�th �mag�nat�on and the enterpr�se of
super�or qual�t�es.
(β) A further aspect we shall do well to cons�der �s the trans�t�on from
the more tranqu�l, reverent�al p�ety to the representat�on of
martyrdoms, and, �n general, what �s not beaut�ful �n real�ty. It �s more
part�cularly the North German masters who excel �n scenes
borrowed from the Pass�on �n wh�ch they emphas�ze the savagery of
the sold�ery, the ev�l aspects of the mock�ng, the f�erceness of the
hate aga�nst Chr�st dur�ng the course of H�s suffer�ngs, w�th part�cular
�ns�stence on features of ugl�ness and d�stort�on, and wh�ch are
�ntended to denote external forms correspondent w�th the deprav�ty
of sp�r�t. The tranqu�l and beaut�ful act�v�ty of an unassum�ng
personal p�ety �s thrown �nto the background, and the movements
wh�ch are �nseparable from the s�tuat�ons above ment�oned unfold us
h�deous d�stort�ons, express�ons of feroc�ty, and all the unbr�dled
exh�b�t�on of pass�ons. Where we have the contend�ng tumult and the
uncouthness of characters presented w�th such deta�l, �t �s not
surpr�s�ng that such p�ctures are defect�ve �n the �deal harmony of
the�r compos�t�on no less than the�r colour, so that, more espec�ally
where a taste for old German pa�nt�ngs f�rst crops up, cr�t�cs when
thus confronted w�th what �s, as a rule, an �nfer�or class of techn�cal
accompl�shment, fall �nto many m�stakes when determ�n�ng the date
of the�r product�on. Thus �t has been ma�nta�ned that they are
prev�ous to the more consummate p�ctures of the Van Eyck per�od,
although, for the most part, they ha�l from a more recent t�me.
However, the Upper German masters were not exclus�vely occup�ed
w�th works of th�s type, but have l�kew�se treated a var�ety of rel�g�ous
subjects, and, �ndeed—Albrecht Dürer, w�th others, exempl�f�es th�s



—even �n scenes from Chr�st's Pass�on, have understood how
effect�vely to grapple w�th the extremes of pure savagery, and even
when treat�ng such themes to preserve an �deal nob�l�ty and an
external �ndependence[369] and freedom.
(γ) F�nally, the development of German and Flem�sh art �s
character�zed �n a complete �dent�f�cat�on of �tself w�th the ord�nary
l�fe of the Present; and, along w�th th�s, �n a un�f�ed system of the
most var�ed modes of presentat�on, wh�ch, both �n respect to the�r
content and techn�que, are d�st�nct from one another and
�ndependently elaborated. We have seen already the advance made
by Ital�an pa�nt�ng from the s�mple nob�l�ty of devot�on to an ever-
�ncreas�ng assert�on of secular mot�ve, wh�ch here, however, as we
po�nted out �n the case of Raphael, was �n some measure permeated
by eccles�ast�cal prepossess�ons, and �n part l�m�ted by the coherent
pr�nc�ple of ant�que beauty. We may add that the later course of th�s
school �s not so much a d�ssolut�on of that un�ty �n the representat�on
of every k�nd of subject-matter under the predom�nant �nterest of the
colour�st as a more superf�c�al d�spos�t�on, or rather, eclect�c �m�tat�on
of styles of draughtsmansh�p and pa�nt�ng. German and Flem�sh art,
on the contrary, has �n the most def�n�te and except�onal degree
traversed the ent�re scheme of content and modes of treatment,
start�ng from �ts wholly trad�t�onal church p�ctures, s�ngle f�gures and
half lengths, then on to thoughtful, p�ous, and devot�onal subjects,
unt�l we come to that an�mat�on and extens�on of the same �n larger
compos�t�ons and scenes, �n wh�ch, however, the free
character�zat�on of f�gure, the he�ghtened v�tal�ty effected by means
of process�ons, ret�nues, �nc�dental personages, embell�shment of
garments and utens�ls, wealth of portra�ture, arch�tectural works,
env�ronment, v�ews of churches, c�t�es, streams, forests, mounta�ns,
�s st�ll conce�ved and executed as a whole subject to rel�g�ous
mot�vat�on. Th�s focal centre st�ll pers�sts; but we f�nd that the range
of subjects, wh�ch had h�therto been held together �n un�ty, �s broken
�nto d�v�s�on, and the separate parts become, �n the spec�f�c
s�ngular�ty and cont�ngent character of the�r alternat�ons or
�ndependent mod�f�cat�ons, subject to every poss�ble type of
concept�on and p�ctor�al execut�on[370].



In order to arr�ve at a full apprec�at�on of th�s aspect of art's
development �n the present context, for we have already referred to
the po�nt, we w�ll pass br�efly �n rev�ew the nat�onal cond�t�ons wh�ch
were operat�ve �n the change. We are under the necess�ty to just�fy,
as we shall attempt to do �n the follow�ng observat�ons, a trans�t�on
from d�rect relat�ons to the Church and the outlook and p�ctor�al
modes of p�ety to a del�ght �n the world s�mply, that �s to say, to the
objects and part�cular phenomena of Nature, to domest�c l�fe �n �ts
d�gn�ty, congen�al�ty, and peaceful seclus�on, to an enjoyment of
nat�onal fest�v�t�es and process�ons, rust�c dances, the games and
foll�es attendant upon church fêtes. Now the Reformat�on had
thoroughly penetrated Holland. The Dutch had become Protestants
and overcome the despot�sm of the Span�sh Crown and Church. And
what �s more we do not, �f we cons�der the pol�t�cal cond�t�on here,
e�ther f�nd a d�st�ngu�shed nob�l�ty wh�ch dr�ves forth �ts pr�nces and
tyrants, or �mposes laws on them, nor yet an agr�cultural people,
oppressed peasantry, who break free as the Sw�ss have done, but
rather a populat�on wh�ch, �n by far the largest proport�on of �t, �f we
except the few brave souls that t�lled the so�l and �ts more than brave
heroes of the sea, cons�sted of c�t�zens of the town, men of bus�ness,
well-to-do burghers, men who, rejo�c�ng �n the�r ord�nary avocat�ons,
enterta�ned no lofty pretens�ons, but, as became the�r courage and
�ntell�gence, w�th audac�ous rel�ance �n God, stood up to defend the
freedom of the�r hardly-won l�bert�es and the part�cular pr�v�leges of
the�r prov�nces, c�t�es, and gu�lds, dared to oppose themselves to all
hazards w�thout fear of the transcendent prest�ge of the Span�sh
dom�n�on over half the world, to bravely let the�r blood flow for such
an a�m, and by v�rtue of th�s r�ghteous boldness and endurance
v�ctor�ously secured both the�r rel�g�ous and c�v�c �ndependence. And
�f we may brand any s�ngle cond�t�on of soul-l�fe as d�st�nct�vely
deutsch, �t �s just th�s loyal, well-to-do, and gen�al c�t�zensh�p, wh�ch,
�n a self-respect that �s w�thout pr�de, �n a p�ety wh�ch �s not merely
absorbed �n enthus�asm and devot�on, but wh�ch �s concretely p�ous
�n the affa�rs of the world[371] and �s homely and contented �n �ts
abundance, rema�ns neat and clean, and �n pers�stent carefulness
and contentment under all c�rcumstances, armed w�th �ts own



endur�ng sense of �ndependence and freedom, �s able, w�th loyalty to
�ts former l�fe, to preserve the sterl�ng character of �ts forefathers
un�mpa�red. Th�s �ntell�gent and art�st�cally endowed people
furthermore seeks �ts enjoyment �n the p�ctor�al presentment of �ts
v�gorous, justly co-ord�nated, sat�sfy�ng, and comfortable ex�stence; �t
�s all for tak�ng a renewed del�ght by means of �ts p�ctures �n the
cleanl�ness under all cond�t�ons of �ts towns, houses, and domest�c
arrangements, of enjoy�ng thus �ts household fel�c�ty, �ts wealth, the
generous adornment of �ts w�ves and ch�ldren, the splendour of �ts
c�v�c feasts, the boldness of �ts seamen, the fame of �ts merchand�se
and the sh�pp�ng, �n wh�ch �t r�des over all the seas of the world. And
�t �s just th�s �nst�nct of orderly and cheerful ex�stence, wh�ch the
Dutch masters emphas�ze also �n the�r landscape subjects. In one
word, �n all the�r p�ctor�al accompl�shment they succeed �n comb�n�ng
w�th freedom, and truth of concept�on, w�th the�r enthus�asm for what
�s �n appearance of �nfer�or and momentary s�gn�f�cance, w�th the
freshness of open v�s�on and the concentrat�on of the�r ent�re soul on
all that �s most stamped w�th the seclus�on and l�m�tat�ons of the�r l�fe,
the most ample freedom of art�st�c compos�t�on, no less than the
f�nest feel�ng for accessor�es and the most perfect effects of stud�ous
elaborat�on. From one po�nt of v�ew th�s school of pa�nt�ng has
developed to an �ncomparable degree the mag�c and mystery of
l�ght�ng and colour[372] generally �n �ts scenes borrowed from war
and m�l�tary l�fe, �n �ts tavern joll�f�cat�ons, �n �ts wedd�ngs and other
rust�c fêtes, �n �ts p�ctures of domest�c l�fe, �n �ts portra�ts,
landscapes, an�mals, flowers, and the rest. From another aspect �t
has elaborated w�th a s�m�lar excellence the character�zat�on wh�ch
penetrates to the heart of l�fe �n all the truth of wh�ch Art �s capable.
And although �ts �ns�stence on the �ns�gn�f�cant and cont�ngent
�ncludes the express�on of what �s boor�sh, rude, and common, yet
these scenes are so permeated throughout w�th �ngenuous lust�ness
and joll�ty, that �t �s not the common �n �ts meanness and naught�ness
so much as the ga�ety and jov�al�ty wh�ch creates the art�st�c subject
and �ts content. We do not look at mean feel�ngs and pass�ons, but
s�mply what �s boor�sh, �n the sense of be�ng rust�c, near to nature, �n
the poorer classes, a qual�ty wh�ch connotes gen�al�ty, wagg�shness,
and comedy. In short the Ideal �tself �s not wholly absent from th�s



unperturbed easy-way-of-l�fe. It �s the Sabbath of L�fe, wh�ch br�ngs
all to one level and removes all badness, s�mply as such. Men who
are thus so whole-heartedly of good temper can ne�ther be wholly
bad nor mean. In th�s respect �t �s not one and the same th�ng,
whether ev�l �s of purely momentary appearance �n a character, or
l�es at �ts root and essence. In the work of these Dutch pa�nters what
�s humorous �n a s�tuat�on cancels what �s ev�l, and �t �s at once clear
to us that the characters could be someth�ng other than that �n the
gu�se of wh�ch they are for the t�me be�ng set before us[373]. A ga�ety
and comedy of th�s descr�pt�on contr�butes much to the �nvaluable
character of these p�ctures. If p�ctures of th�s roll�ck�ng type are
attempted nowadays, the pa�nter, as a rule, only places before us
what �s essent�ally mean, coarse and bad w�thout the �llum�nat�ng
atmosphere of a com�c s�tuat�on[374]. A bad w�fe ra�ls at her t�psy
husband �n the tavern w�th all her m�ght. In a scene of th�s k�nd we
have only put before us, as I have already remarked, the bald facts
that the man �s a d�ss�pated brute and the woman a rat�ng wench.
If we look at the Dutch masters �n th�s l�ght we shall no longer
enterta�n the v�ew that the art of pa�nt�ng should have sa�d good-bye
to such subjects altogether, and merely conf�ned �tself to dep�ct�ng
the gods of old, myths, and fables, or even Madonna p�ctures,
cruc�f�x�ons, martyrs, popes, and sa�nts of both sexes. What �s a v�tal
�ngred�ent of every work of art �s �nseparable also from pa�nt�ng, and
th�s �s the observance of what generally concerns our human�ty, the
sp�r�t and character�zat�on of man, �n other words what man �s and
what each �nd�v�dual �s. Th�s v�tal grasp of the consc�ous l�fe of
human nature and the external forms of �ts appearance, th�s na�ve
del�ght and art�st�c freedom, th�s freshness and cheerfulness of
�mag�nat�ve sympathy, th�s absolute d�rectness of execut�on �s what
const�tutes the poetry that underl�es the work of the major�ty of the
Dutch pa�nters of th�s per�od. In the�r pa�nt�ngs we may study and
acqua�nt ourselves w�th human nature and mank�nd. Nowadays,
however, our art�st only too frequently w�ll confront us w�th portra�ts
and h�stor�cal p�ctures, at wh�ch we have only to cast a bare glance,
and we see that, wh�le flatly contrad�ct�ng the w�ldest dream of what
�s poss�ble �n mank�nd or anyone �n part�cular, he ne�ther knows



aught at all about man or h�s natural colour, nor yet the modes of
compos�t�on[375] �n wh�ch we may justly express that human�ty[376].

[214] D�e gesammte Menschen-brust.

[215] D�e �n s�ch ged�egene Ind�v�dual�tät des Gottes.

[216] Betrachtung, here �mply�ng thought rather than v�s�on.
[217] That �s a un�ty wh�ch d�ssolves all d�fference.

[218] Als Inneres.

[219] Als Reflex�on �n s�ch. Probably Hegel means s�mply the
ult�mate fact of self-consc�ous l�fe—wh�ch �s to f�nd �tself �n Nature
as the ant�thes�s of the synthet�c un�ty of the ego. Th�s �s
developed �n the latter half of the sentence.

[220] L�t., "Is not an essent�ally pers�stent and stereotyped
(Erstarrtes, st�ffened) �nd�v�dual."
[221] Less than sculpture.

[222] He may mean type of art generally, but I th�nk the reference
here �s s�mply to pa�nt�ng. The passage �s an �mportant one.
[223] I presume Hegel uses the word seel�gke�t �n the ord�nary
sense, not "soulfulness." The close relat�on w�th Schmertz
necess�tates th�s. But the spell�ng suggests the other
�nterpretat�on.

[224] Wh�ch �s absent �n the class�cal treatment.
[225] That �s, the creat�ve art�st.

[226] Innerl�chke�t. It �s �mposs�ble to express Hegel's use of th�s
word by one express�on. It comb�nes �nt�macy, �deal un�on, and
�nwardness of soul-l�fe �n �ts contrast to object�ve real�ty.
[227] That �s the romant�c type.

[228] D�e für s�ch seyende Subjekt�v�tät. That �s a process that
elaborates �tself �n �ndependent form consonant to �ts own
substance.
[229] Als d�eses Subjekt. That �s, I assume, as the d�st�nct�ve
personal�ty of the art�st. Th�s must appear on the face of the work
as the crown of �ts �ndependent type and concrete un�ty (Zur
Sp�tze des Fürs�chseyns) but must not dom�nate �t to the extent of
destroy�ng all natural deta�l, not even to the extent of sculpture.



[230] Zur Sp�tze des Fürs�chseyns. See note above.
[231] That �s the�r un�on �n sculpture.

[232] Als solcher. Hegel means that the un�versal present �n
emot�on �s object�ve there�n as part of the self-consc�ous l�fe, but
�s only presented �n the concrete object�ve shape �n the work of
the art�st who there�n suffers to escape the wholly personal s�de.
[233] Se�n Inneres, h�s �deal substance, w�th more d�rect reference
to feel�ng.

[234] Aus demselben �n s�ch h�ne�ngehend. I th�nk what �s meant
�s that the mater�al �s �deal�zed out of one of �ts spat�al cond�t�ons
rather than that the art�st selects h�s med�um �n consonance w�th
h�s temperament and techn�que.
[235] That �s, does not affect the stab�l�ty and total effect of the
work. Of course the actual effect may vary.

[236] Für d�esen festen Punkt des Subjekts.

[237] D�e �n s�ch besonderte Innerl�chke�t.

[238] The d�st�nct�ons �n matter cond�t�oned �n Space.
[239] The mean�ng, �f rather obscurely expressed, appears to be
th�s. The art of sculpture shows us when �t treats the spat�al
d�mens�ons as essent�al that we must have the ent�re spat�al form
to do th�s, and �t shows us that �f we w�sh to pass from the mere
presentment of bod�ly form to a fuller �deal qual�ty we must
contract th�s exclus�ve appearance of phys�cal matter.

[240] L�t., "Beg�ns to be subject�ve." Beg�ns to possess a self-
exclud�ng centre of un�ty, �.e., self-�dent�ty.
[241] That �s to the po�nt of a real subject or ego.

[242] E.g., secure an abstract result �n superf�c�es only.
[243] Apart from art�st�c means.

[244] Though the statements here are suggest�ve, they are
obv�ously �nfluenced by Hegel's bel�ef �n the false theory of l�ght
propounded by Goethe.
[245] Th�s �s a d�rect reference to the Newton�an theory, of course.

[246] Ze�chnung here refers to l�ne rather than techn�cal
excellence �n draughtsmansh�p. It must be adm�tted Hegel's
emphas�s of these two aspects �s carr�ed rather too far.



[247] The above passage �s open to cr�t�c�sm. Hegel hardly makes
allowance for the fact that the defect�ve techn�que, so far as �t �s
defect�ve, of the earl�er masters, was ma�nly due to the�r state of
knowledge. Art was, �n a certa�n aspect of techn�que, �n �ts
�nfancy. Moreover to compare Dutch landscape w�th that of Bell�n�
or Raphael �s to compare th�ngs that are each un�que of the�r k�nd
and not comparable. The�r a�m was ent�rely d�fferent. In such
p�ctures as the San S�sto Madonna of Raphael, the great
Cruc�f�x�on of T�ntoret, or the Entombment of T�t�an �t �s qu�te
�mposs�ble to ma�nta�n that the earnestness of concept�on �s �n
any way �nfer�or to the techn�que, although we have no doubt a
d�fferent degree of conv�ct�on expressed by Fra Angel�co. And the
class�cal landscape of T�t�an or T�ntoret �s of �ts type supreme.
[248] Th�s statement of Hegel aga�n requ�res parenthes�s or at
least �nterpretat�on. There �s a real�sm such as that we f�nd �n the
most consummate work of a T�t�an, or the genre work of the Dutch
school, or our own Pre-Raphael�tes, to say noth�ng of mere
academ�cal real�sm, wh�ch hardly comes w�th�n h�s remarks. It �s
obv�ous that the Ideal �s subserved �n d�fferent degrees by such
examples, and �n fact to preserve that un�ty of concept�on desp�te
the greatest elaborat�on, �s to serve the Ideal at least �n one
aspect of �t. Hegel, at least �n the conclud�ng part of th�s
paragraph, appears ma�nly to have �n h�s m�nd st�ll l�fe and the
genre p�ctures of the Dutch, and rather seems to overlook h�s own
statement as to the necess�ty of select�on and the power to
express deta�l by the shorthand of gen�us rather than del�berate
�m�tat�on.

[249] Grossart�gke�t.

[250] Inn�gke�t. Int�mate �deal�ty, �nwardness.

[251] I am not sure what Hegel means by the express�on N�cht
das N�edr�ge �st zerdrückt. If the text �s correct I suppose �t means
the sensuous s�de does not make way for a more sp�r�tual
synthes�s. What we should expect �s some other verb than
zerdrückt such as ausgedrückt, the sense be�ng that "though the
mean emot�on �s not expressed, and no rage, etc., �s asserted, yet
desp�te of �t all," etc. I th�nk there must be some m�spr�nt here.
[252] E�n starres Be�s�chseyn. Compare the express�on lower
down aff�rmat�ves Fürs�chseyn w�th wh�ch �t contrasts.

[253] Für s�ch bestehende Herz.



[254] Als e�n göttl�ches Moment. It means an actual phase �n the
D�v�ne ex�stence.
[255] An �mportant statement. Hegel's words are Sondern w�r
müssen das ge�st�ge Daseyn �m Bewusstseyn des Menschen als
d�e wesentl�che ge�st�ge Ex�stenz Gottes ansehn.

[256] A bad master at any rate for such a subject.
[257] Th�s metaphor appears to me rather confused, and �n fact I
do not pretend wholly to understand �ts mean�ng. I suppose the
�dea �s that beyond the clouds of soul-l�fe there are the clouds that
obscure Prov�dence. In all th�s passage Hegel shows h�s
l�m�tat�ons as an art student.

[258] Näher. That �s our love of God �s ma�nly through Chr�st.
[259] E�n bloss e�ngelnes Moment. A phase that passes or
becomes relat�vely �ns�gn�f�cant.

[260] Inn�gste, most �nt�mate. A cur�ous but character�st�c
conclus�on of Hegel.
[261] Th�s analys�s must be accepted of course ma�nly as an
analys�s of the �deal proposed to us by the profoundest Chr�st�an
art. It �s obv�ously not true of much Ital�an art, T�t�an's work for
example, and �t �s equally remote from many of the most probable
facts of h�story.

[262] D�e Starrhe�t. The r�g�d or uny�eld�ng character.
[263] Der Gehalt �hres Gemüths. It �s poss�ble to see �n th�s
analys�s someth�ng rather capr�c�ous and far-fetched, and yet to
apprec�ate �ts value as an analys�s of Chr�st�an love for the
deceased beloved as contrasted w�th pagan sent�ment. The f�nest
�llustrat�on I myself can recollect of th�s �s not the mother Mary at
all, but the f�gure of the Magdalene �n T�ntoret's "Depos�t�on" �n the
S. G�org�o Magg�ore Church �n Ven�ce. As a matter of fact the
d�v�ne mother �n sacred art �s almost �nvar�ably dep�cted �n a state
of swoon under the stress of her gr�ef, though T�ntoret's P�età �n
the Brera �s a notable except�on.

[264] I do not know th�s pa�nter. For pathos I know no f�ner
concept�on of the death than that of Rembrandt's etch�ng. Blake's
draw�ng, exh�b�ted recently at Cambr�dge, shows us the tranqu�ll�ty
and d�gn�ty of the scene more f�nely than any other
representat�on.



[265] I presume Hegel means th�s by the words d�e Menschhe�t,
but �t �s a d�ff�cult passage.
[266] It �s �mposs�ble �n Engl�sh to preserve the ant�thes�s between
b�tten and beten.

[267] Und n�chts für s�ch hat. That �s to say rec�proc�ty �s of �ts
essence. "G�ve and �t shall be g�ven unto you."
[268] D�e Gestalt may poss�bly refer to the suppl�ant.

[269] The S�st�ne Madonna.
[270] A good �nstance �s the great Cruc�f�x�on of Fra Angel�co �n
the S. Mark convent �n Florence.

[271] And a pa�nter l�ke Carlo Dolc� or the Caracc� are even worse.
[272] It would perhaps have been more �nstruct�ve to cons�der the
d�fference of temperament �n the art�st when deal�ng w�th such
subjects and �ts �nfluence on h�s treatment. It �s very far from an
obv�ous truth that phys�ognomy upon wh�ch the confl�ct of soul-l�fe
�s most marked loses thereby the character�st�cs of beauty. There
�s the beauty of gnarled oak no less than that of the rose and the
l�ly.

[273] Das Be�s�chseyn der L�ebe �m Absoluten. L�t., the self-
�nherency cf Love w�th�n the Absolute.
[274] Sondern auch selbständ�g. He seems to mean that they
rece�ve from th�s relat�on the subs�stent �nd�v�dual�ty of sp�r�t. Th�s
reference to landscape �s obv�ously very perfunctory and
�nsuff�c�ent.

[275] See vol. I, p. 220.
[276] M�t dem �n s�ch part�cular�s�rten Innern. W�th the �deal
complexus of part�cular objects as related to one subject. The�r
part�cular�ty �s due to the�r character�zat�on, and that �s dependent
on �deal�zat�on.

[277] D�ess Verwachsenseyn. L�t., th�s grow�ng up w�th.
[278] There �s, however, the aspect of consummate execut�on
wh�ch �n �tself �s a very real source of art�st�c enjoyment, and
Hegel rather seems to overlook th�s here.

[279] Verzwe�gungen. All off-shoots of attent�on or �nterest.
[280] Of course, even �n the pa�nt�ng of st�ll l�fe, art�st�c
compos�t�on �tself �mpl�es by �ts select�on and subord�nat�on to an



�dea a new result. And the character�st�c techn�que of a pa�nter
�nev�tably has the same result.
[281] Ge�st�gen Ausdrück.

[282] Grundlage.

[283] It �s perhaps rather strange that Hegel should have
cons�dered the Dutch and Flem�sh schools as pre-em�nently
colour�sts. Apart from Rembrandt the truth �s not very apparent.
But he was ma�nly th�nk�ng of the�r dexter�ty �n the l�ght�ng of a
p�cture and the sc�nt�llat�on of colour.

[284] That �s, as black and wh�te and �ts gradat�ons.
[285] It �s not qu�te clear what �s �ntended here by Verv�elfält�gung,
probably power of be�ng adapted to var�ous subject matter and
modes of express�on.

[286] It �s hardly necessary to po�nt out that th�s d�scuss�on, be�ng
based on Goethe's false theory of colour �n oppos�t�on to Newton's
pr�smat�c analys�s, has no sc�ent�f�c value, though h�stor�cally of
�nterest. The blueness of the sky �s due to the blue rays be�ng
deta�ned.
[287] I presume by concrete un�ty Hegel refers �n some form to a
un�ty that �s such ow�ng to �ts �ntr�ns�c nature.

[288] But red qu�te as often symbol�zes enthus�asm and love, and
�n T�ntoret's Parad�se the V�rg�n has the red tun�c and the blue
mantle.
[289] As a matter of fact v�olet or purple �s a card�nal colour.

[290] Green �s not a card�nal colour.
[291] Hegel seems to have �n v�ew the Flem�sh school rather than
the Dutch �n the restr�cted sense. It �s rather strange that he
should dwell on th�s rather than work of the Venet�ans such as
Bell�n�.

[292] Verschwemmte. Carr�ed away by a stream.
[293] Such as Ary Scheffer and others of the same monotony. The
flesh t�nts of Le�ghton and Poynter and many less men suffer �n
the same way.

[294] Farbensche�n, as Hegel uses �t later on, I f�nd �t �mposs�ble
to translate �n one word. In fact �t �s not easy to se�ze prec�sely
what he means. "Modulat�on of colour" partly expresses �t. But he
also seems to refer to what we understand as the personal qual�ty



of a p�cture or �ts general atmosphere, not regarded s�mply as
Nature's atmosphere, but as the commun�cat�on of the art�st's own
afflatus.
[295] I crossed a young landscape-art�st of grow�ng fame the
other day, who aff�rmed and endeavoured to express �n h�s
p�ctures the conv�ct�on that colour was as strong �n d�stance as
foreground. H�s p�ctures were of great �nterest, but I st�ll th�nk h�s
robust theory unsound.

[296] We have no Engl�sh equ�valent for the German das Incarnat
or colour �ncarnate.
[297] E�n �deelles Ine�nander. By �deal Hegel means apparently
that the d�st�nct�ons of t�nt f�ne away beyond the grasp of sense
v�s�on. Th�s of course �s true �n all natural colour�ng. Poss�bly he
may mean that the �dea of L�fe �s contr�but�ve to the result.

[298] Hardly a just s�m�le for the reason that, as Hegel h�mself
po�nts out, flesh does not reflect external objects.
[299] Den Sche�n �nnerer Belebung. Th�s express�on seems to
prove that Hegel uses the word �deel �n �ts ord�nary sense of
sp�r�tual �deal�ty.

[300] Als selbst lebend�ges Ganze. The colour must appear as
�tself a part of the v�tal�ty, not a mere cover�ng.
[301] Vertre�bung. What Hegel exactly means I am not sure,
probably f�n�sh by over-pa�nt�ngs.

[302] Fresco pa�nt�ng �s str�ctly �n tempera. I suppose Hegel has
here before h�m the two processes of tempera pa�nt�ng on the wet
wall of plaster and tempera pa�nt�ng on some other dry surface.
[303] Zu grosser �nnerer Klarhe�t und schönen Leuchten. I g�ve
what appears to me to be the mean�ng.

[304] I presume Hegel understands by Deck und Lasurfarben the
d�st�nct�on of our opaque and transparent colours such as flake
wh�te and the madders or umbers. He clearly refers to glazes.
[305] D�e Duft�gke�t, Mag�e �n der W�rkung des Kolor�ts. Th�s �s a
d�ff�cult passage to translate, and I am not qu�te sure what Hegel
�s a�m�ng at. He seems to have �n h�s m�nd both the �deal
atmosphere of a compos�t�on and the presence of a personal
style.

[306] Hegel has already related the effects cons�dered to the
art�st's personal�ty. He now endeavours to exam�ne more closely



what �s �mpl�ed �n the relat�on.
[307] Adr�aen van Ostade, 1610-1685.

[308] He means pa�nt�ng, of course. He never passed beyond the
stage of the average amateur.
[309] Sp�el von Sche�nen. The play of appearance, that �s, as �t
str�kes on d�fferent natures.

[310] Maler�schen Auffassung. Here the �deas on mental
concept�on and art�st�c compos�t�on seem to be comb�ned. But
Hegel �s rather loose �n h�s use of them.
[311] Hegel has doubtless Albrecht Dürer and yet earl�er German
art �n h�s m�nd.

[312] D�e besonderen Best�mmungen. The l�nes of �ts def�n�te
expos�t�on.
[313] I adopt Hegel's gener�c term. But he means here l�ttle more
than del�neat�on or compos�t�on.

[314] As between the art of pa�nt�ng and those of poetry and
mus�c.
[315] Ge�st�g. We may say the same th�ng of T�ntoret's great
Golden Calf p�cture. But the object�on to the compos�t�on as a
work of art rema�ns more strongly than �s the case w�th Raphael's
p�cture.

[316] The same th�ng �s a character�st�c of T�ntoret's Annunc�at�on
�n the S. Rocco Scuola and several p�ctures of Dürer.
[317] F�ne examples of th�s are Rembrandt's Descent from the
Cross �n the Mun�ch Gallery, and the group of mourners �n
T�ntoret's Great Cruc�f�x�on.

[318] They have �n th�s respect been well contrasted w�th the
characters of Eur�p�des �n the play of Ar�stophanes wh�ch
part�cularly emphas�zes the d�fference between the hero�c type of
Aeschylus and the real�sm of Eur�p�des, "The Frogs of
Ar�stophanes," text and translat�on of B. B. Rogers; see Introd.,
pp. XVIII, XIX, XLV.



[319] As to ugl�ness and �ts treatment by Hegel, see Professor
Bosanquet's "H�story of Aesthet�k," pp. 338, 355, and generally
pp. 432-436.

[320] That �s sculpture. Hegel calls �t �m Plast�schen.

[321] An �deal w�th Hegel �s not necessar�ly an �mage of the m�nd,
but far more generally the concrete real�zat�on of l�fe.

[322] He should have added T�ntoretto at least. What could be
more pert�nent than h�s Sages �n the Palazzo Reale �n Ven�ce.
[323] Appl�es to the study rather than the talent exerc�sed.

[324] Aber ganze Grundb�ld des Charakters darstellen.

[325] Den ge�st�gen S�nn und Charakter. He means the ent�re
sp�r�tual �mpress�on, heart, soul, and �ntell�gence, w�th �ts pract�cal
effect �n substant�ve character.

[326] I th�nk th�s �s �mpl�ed here �n Hegel's use of the words
verarbe�tet durch den Ge�st. But �t may mean "�n the face as
worked upon the soul w�th�n the person portrayed."
[327] D�e wahrhaften absoluten Momente für d�e Character�st�k.

[328] The German express�on �s, "It �s not a ser�ous affa�r w�th her
s�nn�ng." I am not sure that Hegel's v�ew here does not lean
towards the sent�mental�sm he generally so strongly opposes. No
doubt a clear concept�on of the Magdalene's character �s d�ff�cult.
But �t �s obv�ous that the less stress we lay upon her s�n, the less
we�ght her convers�on carr�es from the rel�g�ous po�nt of v�ew, and
the less great appears the effect of the �nterpos�t�on of her d�v�ne
Master. Corregg�o was not a master l�kely to penetrate profoundly
�nto h�s subject. But, on the other hand, �t must be adm�tted that
Hegel's content�on �s �n one aspect of �t supported by the far f�ner
concept�ons of the Magdalene �n T�ntoret's work. At least th�s
great master clearly shows us that �n h�s v�ew of her she was
strongly emot�onal, heart and soul �n everyth�ng whether for good,
under good �nfluence, or for ev�l under oppos�te d�rect�on. It �s
poss�ble to understand Hegel's �nterpretat�on as one ma�nly
aesthet�c.
[329] In Berl�n. The statement �s made �n February 1829.

[330] The om�ss�on of the Span�sh school at least om�ts a most
�mportant l�nk w�th modern �mpress�on�sm and �ts close relat�on to
that trans�t�on to mus�c. And �t �s �mposs�ble to �nd�cate the
progress of landscape w�thout reference to the Engl�sh school.



[331] "Ital. Forsch.," vol. I, p. 279.
[332] The words �n ähnl�cher We�se make no sense.

[333] "Ital. Forsch.," vol. I, p. 280.
[334] L�terally the sense �s "Wh�ch (apparently agrees w�th the tra�t
of p�ety) �nv�gorates w�th soul that assuredness and accepted fact
(Fert�gke�t) of ex�stence, wh�ch �s from the very f�rst (von Hause
aus) more dec�s�ve (entsche�denere) �n th�s prov�nce of salvat�on
(des He�ls)." He�ls must obv�ously be used �n the same sense as
He�land above. My translat�on �s necessar�ly rather free, but I
hope I have emphas�zed the mean�ng.

[335] E�n �deal ble�bender Uebergang. The trans�t�on �s rather one
the soul �mag�nes than an actual fact. "Ideal pers�stence" �s
perhaps better.
[336] Rel�g�os�tät here used �n good sense.

[337] L�t., "More free from struggl�ng." Compare Sa�nt John and
Sa�nt Paul as examples on the h�gher levels.
[338] That �s Ital�an pa�nt�ng.

[339] Hegel's del�ght �n Ital�an opera �s well known to readers of
h�s correspondence. In the above f�ne passage he to some extent
unbelts h�mself from h�s ord�nary tone of rather austere ret�cence.
[340] The d�st�nct�on seems to be between the more formal un�ty
of personal�ty and the pecul�arly seduct�ve charm of Ital�an art. It �s
rather a f�ne one and �t seems to me rather confus�ng. Moreover I
do not qu�te see the pert�nency of the s�m�le of a Psyche that �s
wafted as a butterfly even round blooms that have been spo�led of
the�r treasure, for such I understand to be the sense of
verkümmerte Blumen. A butterfly comes �nto no act�ve relat�on
w�th such unless the �dea �s p�ctor�al decorat�on. But poss�bly
Hegel was th�nk�ng of h�s reference to Dante, and �n that case
employed the metaphor loosely, rather too loosely I should say.

[341] "Stunted" �s perhaps the best translat�on. The fault of the
s�m�le l�es �n �ts superf�c�al�ty. It does not penetrate the concept�on
Hegel has before h�m.
[342] G�otto, Mantegna, Carpacc�o, Masacc�o, would be lead�ng
names �n po�nt here. Hegel ment�ons two h�mself lower down.

[343] "Ital. Forsch.," vol. II, p. 4.
[344] Grelle. That �s harsh and flagrant outl�ne.



[345] Ihrer must refer I th�nk to the Ital�ans, though the sentence
m�ght mean, "In contrast to these Greek product�ons."
[346] Als Ueberzug. The express�on suggests �t was used as a
fac�al glaze or varn�sh.

[347] "Ital. Forsch.," vol. I, p. 312.
[348] That �s m�xed w�th the attr�ted colour �n �ts dryness.

[349] Le�men. Le�m �s s�ze or l�me, �n the compound word le�m-
farbe s�gn�fy�ng d�stemper.
[350] "Ital. Forsch.," vol. II, p. 42.

[351] Decam. G�orn., 6. Nov. 5.
[352] Such as S. Franc�s as presented us �n G�otto's great
frescoes �n Ass�s�.

[353] No doubt the ser�ous aspect �s less �mpos�ngly emphas�zed;
but �f the op�n�on condemned below �s too sweep�ng �t rema�ns the
fact that we can �mag�ne noth�ng more profoundly ser�ous �n the
rel�g�ous sense than the frescoes �n the Arena Chapel �n Padua.
[354] "Ital. Forsch.," vol. II, p. 73.

[355] "Ital. Forsch.," vol. II, p. 213.
[356] Aufgaben, art�st�c problems, themes.

[357] "Ital. Forsch.," vol. II, p. 243.
[358] Th�s of course �s too strong a statement, and �ndeed �s
r�d�culous to anyone who has complete knowledge of the best
work even of G�otto.

[359] "Ital. Forsch.," vol. II, p. 252.
[360] The frescoes of Mantegna, and those of Gh�rlanda�o, we
would ment�on �n part�cular the f�ne examples �n the S. Mar�a
Novella church �n Florence, or for Mantegna our own cartoons at
Hampton Court and the �nvaluable but now hopelessly ru�ned
frescoes of Gozzol�, �n the Campo Santo of P�sa, are f�ne
�llustrat�ons of the text.

[361] Des �nneren Ge�stes may here refer to the �deal aspects of
c�v�l and domest�c l�fe, but I th�nk Hegel �s contrast�ng the two
extremes and �t refers to the rel�g�ous content.
[362] "Ital. Forsch.," vol. II, p. 282.



[363] To make th�s judgment �n any degree a sound one we must
assume the stress �s la�d on the myster�ous aspect of express�on
and form. The genu�ne examples of Leonardo are so very few. But
qu�te apart from that unless we exclude the great tr�umv�rate of
the Venet�an school altogether T�ntoret, T�t�an, and Veronese, the
pra�se here g�ven to Leonardo as a consummate master of the
techn�que �n o�l-pa�nt�ng can only be rece�ved w�th cons�derable
reserve and qual�f�cat�on.
[364] Compare "Ital. Forsch.," vol. II, p. 308.

[365] D�e re�nste Vollendung. The adject�ve refers to the character
of the perfect�on as an express�on of art�st�c feel�ng and execut�on.
[366] Halbdeutl�che Er�nnerungen. Not I th�nk memor�es that are
obscure themselves so much as memor�es wh�ch have fa�led to
grasp the content of what �s recollected. The express�on �s rather
confused.

[367] Modern cr�t�c�sm would doubtless have a good deal to say �n
qual�f�cat�on of th�s. The name of Bell�n� alone �s suff�c�ently
suggest�ve.
[368] Th�s emphas�s on the work of Raphael and Corregg�o �s
character�st�c of the best art cr�t�c�sm of the t�mes of Hegel, but
marks �ts l�m�tat�ons. Ne�ther Raphael nor Corregg�o can be called
rel�g�ous pa�nters �n the sense that those profound masters
T�ntoret and M�chelangelo were such. The essent�ally academ�c
aspect of so much of Raphael's later product�on �s not not�ced.
And �t �s these three great names, T�t�an, T�ntoret, and
M�chelangelo, who most truly mark the trans�t�on to our modern
outlook.

[369] E�ne aüssere Abgeschlossenhe�t. Th�s must mean, I th�nk, a
d�gn�f�ed and reserved treatment of the techn�que ma�nly of such
themes.
[370] The techn�cal and somewhat long-worded aspect of Hegel's
style �s here at �ts worst and I f�nd �t hard to make complete sense
of th�s doubtless unrev�sed passage. The ma�n d�ff�culty �s th�s,
that the sentence appears to assert that "the centre" (der
M�ttelpunkt) of rel�g�on pers�sts (fortble�bt) and yet asserts �n the
same breath that the �nform�ng un�ty �s broken up. I have done my
best.

[371] A p�ety wh�ch �s not merely emot�onal, but �s concrete �n
act�ve l�fe, possesses pract�cal content.



[372] See note at end of chapter.
[373] Th�s appears rather to contrad�ct what Hegel has sa�d before
of the �mpress�on a f�ne p�cture such as Corregg�o's Magdalene
leaves upon us that we cannot �mag�ne the character to be other
than �t �s. See note below.

[374] More l�terally, "W�thout the allev�at�ng effect of what �s
com�c."
[375] I presume d�e Formen refers here rather to the art�st�c forms
of group�ng and compos�t�on than the tra�ts of v�tal express�on. But
perhaps the latter �nterpretat�on would be more natural to the
words.

[376] The above survey of Dutch art �s of great �nterest, and �n �ts
careful compar�son of the type of that art w�th the nat�onal
development of the Dutch may be contrasted favourably w�th the
somewhat prejud�ced cr�t�c�sm of such a cr�t�c as John Rusk�n. At
the same t�me I th�nk �t must be obv�ous that Hegel �s a l�ttle
�ncl�ned to overrate the �deal aspect of that port�on of �t we may
�nd�cate �n the work of pa�nters such as Wouvermans or Ten�ers,
many examples of wh�ch are l�ttle removed from the defects of
theme he po�nts out �n more modern work. Also personally I
should say that, �f we exclude the supreme gen�us of Rembrandt,
he rather exaggerates the�r rank as supreme colour�sts �n respect
to the sc�nt�llat�on, mystery, and other effects of l�ght. To cons�der
that they rank above the Venet�ans �n th�s respect �s wholly
�mposs�ble, to say noth�ng of Velasquez. Rubens, however, may
add some support to the v�ew, but he �s hardly �n the school
descr�bed, and Van Dyck stands w�th h�m.

CHAPTER II

MUSIC

INTRODUCTION

If we glance back at the course the evolut�on of the several arts has
taken, we shall f�nd that �t began w�th arch�tecture. It was the art
wh�ch was least complete; for, as we d�scovered, �t was, by reason of



the purely sol�d mater�al, wh�ch �t attached to �tself as �ts sensuous
med�um, and made use of accord�ng to the laws of grav�ty, �ncapable
of plac�ng before us under an adequate mode of presentat�on what �s
sp�r�tual; �t was consequently constra�ned to l�m�t �tself to the task of
prepar�ng from the resources of the m�nd an art�st�c external
env�ronment for Sp�r�t �n �ts l�v�ng and actual ex�stence.
Sculpture, on the contrary, and �n the second place, was able, �t �s
true, to accept the sp�r�tual �tself as �ts object. It was, however,
ne�ther one �n the sense of a part�cular character, nor as the �nt�mate
personal l�fe of soul, but rather as a free �nd�v�dual�ty, wh�ch �s as l�ttle
separate from the substant�ve content as �t �s from the corporeal
appearance of Sp�r�t; a presentment wh�ch only d�splays �tself as
such �nd�v�dual�ty, �n so far as the same enters �nto �t, �n the degree
that the same �s actually requ�red to �mport an �nd�v�dual v�tal�ty �nto a
content wh�ch �s �tself �ntr�ns�cally essent�al. Moreover, �t only, as
such �deal sp�r�tual�zat�on, �s fused w�th the bod�ly conf�gurat�on to the
extent of reveal�ng the essent�ally �nv�olable un�on of Sp�r�t w�th that
natural embod�ment wh�ch �s consonant therew�th. Th�s necessary
�dent�ty �n the art of sculpture of Sp�r�t's �ndependent ex�stence wholly
w�th �ts corporeal organ�zat�on, rather than w�th the med�um of �ts
own �deal essence, makes �t �ncumbent upon the art st�ll to reta�n
sol�d matter as �ts mater�al, but to transform the conf�gurat�on of the
same, not, as was the case w�th arch�tecture, �nto a purely �norgan�c
env�ronment, but rather �nto the class�cal beauty adequate to Sp�r�t
and �ts �deal plast�c real�zat�on.
And just as sculpture �n th�s respect proved �tself to be pre-em�nently
f�tted to g�ve v�tal�ty to the content and mode of express�on of the
class�cal type of art �n �ts products, wh�le arch�tecture, desp�te all the
serv�ce �t rendered �n the content wh�ch belonged to �t, was unable �n
�ts manner of presentat�on to pass beyond the fundamental mode of
a purely symbol�cal s�gn�f�cance, so, too, th�rdly, w�th the art of
pa�nt�ng, we enter the prov�nce of the romant�c. No doubt we f�nd st�ll
�n pa�nt�ng that the external form �s the means by v�rtue of wh�ch the
�deal presence �s revealed. In th�s case, however, th�s �deal�ty �s
actually the �deal and part�cular subject�v�ty, �s, �n short, the soul-l�fe
return�ng upon �tself from �ts corporeal ex�stence, �s the �nd�v�dual



pass�on and emot�on of character and heart, wh�ch are no longer
exclus�vely del�vered �n the external form, but m�rror �n the same the
very �deal substance and act�v�ty of Sp�r�t �n the doma�n of �ts own
cond�t�ons, a�ms, and act�ons. On account of th�s �nt�mate �deal�ty of
�ts content the art of pa�nt�ng �s unable to rest sat�sf�ed w�th a
mater�al that, �n one aspect of �t, �s �n �ts shape merely sol�d matter,
and �n another as such crude form �s merely tang�ble and
unpart�cular�zed, but �s forced to select exclus�vely the show and
colour semblance of the same as �ts sensuous means of express�on.
The colour, however, �s only present �n order to make st�ll apparent
spat�al forms and shapes as we f�nd them �n the actual�ty of L�fe,
even �n the case where we see the art developed �nto all the mag�c
of colour�ng, �n wh�ch the object�ve fact at the same t�me already
beg�ns to van�sh away, and the effect �s produced by what appears
to be no longer anyth�ng mater�al at all. However much, therefore,
pa�nt�ng �s evolved �n the d�rect�on of a more �deal �ndependence of a
k�nd of appearance wh�ch �s no longer attached to shape as such,
but �s perm�tted to pass spontaneously �nto �ts own proper element,
that �s, �nto the play of v�s�b�l�ty and reflect�on, �nto all the myster�es of
ch�aroscuro, yet th�s mag�c of colour �s st�ll throughout of a spat�al
mode, �t �s an appearance grow�ng out of juxtapos�t�on on a flat
surface, and consequently a consubs�stent one.
1. If, however, th�s �deal essence, as �s already the case under the
pr�nc�ple of pa�nt�ng, asserts �tself �n fact as subject�ve soul-l�fe, �n
that case the truly adequate med�um cannot rema�n of a type wh�ch
possesses �ndependent subs�stency. And for th�s reason we get a
mode of express�on and commun�cat�on, �n the sensuous mater�al of
wh�ch we do not f�nd object�v�ty d�sclosed as spat�al conf�gurat�on, �n
order that �t may have cons�stency there�n. We requ�re a mater�al
wh�ch �s w�thout such stab�l�ty �n �ts relat�on to what �s outs�de �t, and
wh�ch van�shes aga�n �n the very moment of �ts or�g�n and presence.
Now the art that f�nally ann�h�lates not merely one form of spat�al
d�mens�on, but the cond�t�ons of Space ent�rely, wh�ch �s completely
w�thdrawn �nto the �deal�ty of soul-l�fe, both �n �ts aspect of consc�ous
l�fe and �n that of �ts external express�on, �s our second romant�c art
—Mus�c. In th�s respect �t const�tutes the genu�ne centre of that k�nd
of presentment wh�ch accepts the �nner personal l�fe as such, both



for �ts content and form. It no doubt man�fests as art th�s �nner l�fe,
but �n th�s very object�f�cat�on reta�ns �ts subject�ve character. In other
words �t does not, as plast�c art, suffer the express�on �n wh�ch �t �s
self-enclosed to be �ndependently free or to atta�n an essent�ally
tranqu�l self-subs�stency, but cancels the same as object�v�ty, and w�ll
not suffer external�ty to secure for �tself an �nv�olable presence[377]

over aga�nst �t.
In so far, however, as th�s ann�h�lat�on of spat�al object�v�ty, regarded
as a means of man�festat�on, �s an abandonment of the same wh�ch
�s �tself already �n ant�c�pat�on asserted of the sensuous spat�al�ty of
the plast�c arts themselves[378], th�s pr�nc�ple of negat�on must also
�n a s�m�lar way have �ts act�v�ty cond�t�oned by the mater�al�ty, wh�ch,
up to th�s po�nt, we have �nd�cated as one of tranqu�l �ndependent
self-subs�stency, just as the art of pa�nt�ng reduces �n �ts prov�nce the
spat�al d�mens�ons of sculpture to the s�mple surface. Th�s cancell�ng
of the spat�al form therefore merely cons�sts �n th�s, that a spec�f�c
sensuous mater�al surrenders �ts tranqu�l relat�on of juxtapos�t�on, �s,
�n other words, placed �n mot�on but �s so essent�ally affected by that
mot�on that every port�on of the coherent bod�ly substance not
merely changes �ts pos�t�on, but also �s reacted upon and reacts
upon the prev�ous cond�t�on[379]. The result of th�s osc�llat�ng
v�brat�on �s tone, the med�um of mus�c.
In tone mus�c forsakes the element of external form and �ts sensuous
v�s�b�l�ty, and requ�res for the apprehens�on of �ts results another
organ of sense, namely hear�ng, wh�ch, as also the s�ght, does not
belong to the senses of act�on but those y of contemplat�on; and �s,
�n fact, st�ll more �deal than s�ght. For the unruffled, aesthet�c
observat�on of works of art no doubt perm�ts the objects to stand out
qu�etly �n the�r freedom just as they are w�thout any des�re to �mpa�r
that effect �n any way; but that wh�ch �t apprehends �s not that wh�ch
�s �tself essent�ally �deally composed[380], but rather on the contrary,
that wh�ch rece�ves �ts cons�stency �n �ts sensuous ex�stence. The
ear, on the contrary, rece�ves the result of that �deal v�brat�on of
mater�al substance[381], w�thout plac�ng �tself �n a pract�cal relat�on
towards the objects, a result by means of wh�ch �t �s no longer the



mater�al object �n �ts repose, but the f�rst example of the more �deal
act�v�ty of the soul �tself wh�ch �s apprehended. And for the further
reason that the negat�v�ty �nto wh�ch the osc�llat�ng med�um here
enters �s from one po�nt of v�ew an ann�h�lat�on of the spat�al
cond�t�on, wh�ch �s �tself removed by means of the react�on of the
body[382], the express�on of th�s twofold negat�on, that �s tone, �s a
mode of external�ty wh�ch, �n v�rtue of �ts very mode of ex�stence, �s
�n �ts very or�g�nat�on self-destruct�ve, and there and then �tself
fundamentally d�sappears. And �t �s by v�rtue of th�s twofold negat�on
of external�ty, �n wh�ch the root-pr�nc�ple of tone cons�sts, that the
same corresponds to the �deal personal l�fe; th�s resonance wh�ch, �n
�ts essent�al expl�c�tness[383], �s someth�ng more �deal than the
subs�stent corporeal�ty �n �ts �ndependent real�ty, also d�scloses th�s
more �deal ex�stence[384], and thereby offers a mode of express�on
su�ted to the �deal�ty of consc�ous l�fe.
2. If we now, by a reverse process, �nqu�re of what type th�s �nner l�fe
must be, �f we are to prove �t on �ts own account adapted to the
express�on of sound and tones, we may recall the fact already
observed that by �tself, that �s, accepted as a real mode of object�v�ty,
tone, �n contrast to the mater�al of the plast�c arts, �s wholly abstract.
Stone and colour rece�ve the forms of an extens�ve and var�ed world
of objects, and place them before us �n the�r actual ex�stence. Tones
are unable to do th�s. For mus�cal express�on therefore �t �s only the
�nner l�fe of soul that �s wholly devo�d of an object wh�ch �s
appropr�ate, �n other words, the abstract personal exper�ence s�mply.
Th�s �s our ent�rely empty ego, the self w�thout further content. The
fundamental task of mus�c w�ll therefore cons�st �n g�v�ng a resonant
reflect�on, not to object�v�ty �n �ts ord�nary mater�al sense, but to the
mode and mod�f�cat�ons under wh�ch the most �nt�mate self of the
soul, from the po�nt of v�ew of �ts subject�ve l�fe and �deal�ty, �s
essent�ally moved.
3. We may say the same of the effect of mus�c. The paramount cla�m
of that, too, �s the d�rect contact w�th the most �nt�mate �deal�ty of
consc�ous l�fe. It �s more than any other the art of the soul, and �s
�mmed�ately addressed to that. The art of pa�nt�ng, no doubt, as we
have observed, �s able to express �n phys�ognomy and fac�al tra�ts



w�th other th�ngs the �nner l�fe and �ts act�v�ty, the moods and
pass�ons of the heart, the s�tuat�ons, confl�cts, and fatal�t�es of the
soul; what, however, we have before us �n p�ctures are object�ve
appearances, from wh�ch the self of contemplat�on, �n �ts most �deal
self-�dent�ty, �s st�ll held d�st�nctly apart. However much we become
absorbed �n or penetrate �nto the object, the s�tuat�on, the character,
the forms of a statue or a p�cture, adm�re a work of art, lose
ourselves �n or possess ourselves w�th �t, the fact st�ll rema�ns that
these works of art are and rema�n objects of �ndependent
subs�stency, �n respect to wh�ch �t �s qu�te �mposs�ble for us to
escape the relat�on of external observat�on d�sappears. In mus�c,
however, th�s d�st�nct�on d�sappears. Its content �s that wh�ch �s �tself
essent�ally a part of our own personal[385] l�fe, and �ts express�on
does not result at the same t�me �n an object�ve mode of spat�al
pers�stency, but d�scloses, �n v�rtue of the cont�nu�ty and freedom of
�ts fl�ght as �t appears and van�shes[386], that �t �s a man�festat�on,
wh�ch, �nstead of possess�ng �tself an �ndependent cons�stency, �s
dependent for �ts support on the �deal�ty of consc�ous l�fe, and only
can ex�st for that �nward realm. Tone �s therefore no doubt a mode of
both express�on and external�ty; but �t �s an express�on wh�ch
�nev�tably d�sappears prec�sely at the po�nt of and �n v�rtue of
becom�ng external�ty. At the very moment that our organ of sense
rece�ves the sound �t �s gone. The �mpress�on that should be g�ven �s
at once transferred to the tablets of memory. The tones merely
resound �n the depths of the soul, wh�ch are thereby se�zed upon �n
the�r �deal substance, and suffused w�th emot�on. Th�s �deal�ty of
content and mode of express�on �n the sense that �t �s devo�d of all
external object def�nes the purely formal aspect of mus�c. It has no
doubt a content, but �t �s not a content such as we mean when
referr�ng e�ther to the plast�c arts or poetry. What �t lacks �s just th�s
conf�gurat�on of an object�ve other-to-�tself, whether we mean by
such actual external phenomena, or the object�v�ty of �ntellectual
�deas and �mages. We may �nd�cate the course of our further
exam�nat�on as follows:
In the f�rst place we have to def�ne more accurately the general
character of mus�c and �ts effect �n contrad�st�nct�on to the other arts,



not merely from the po�nt of v�ew of �ts mater�al, but also from that of
�ts form, wh�ch the sp�r�tual content accepts.
Secondly, we shall have to d�scuss the part�cular d�st�nct�ons, �n
wh�ch mus�cal tones and the�r modes[387] are developed and
med�ated partly �n respect to the�r temporal durat�on, and partly �n
relat�on to the qual�tat�ve d�st�nct�ons of the�r actual resonance.
Th�rdly, and �n conclus�on, mus�c possesses a relat�on to the content,
wh�ch �t expresses, e�ther by be�ng assoc�ated as an
accompan�ment[388] w�th emot�ons, �deas, and cons�derat�ons
�ndependently expressed by word of mouth, or by �ts free expans�on
w�th�n �ts own doma�n �n unfettered �ndependence.
In propos�ng now, however, after hav�ng thus �n a general way
spec�f�ed the pr�nc�ple and d�v�s�on of the subject-matter of Mus�c, to
enter �nto a more deta�led exam�nat�on of �ts part�cular aspects, we
are �nev�tably confronted w�th a pecul�ar d�ff�culty. In other words, for
the reason that the mus�cal med�um of tone and �deal�ty, �n wh�ch the
content moves as a process, �s of so abstract and formal a character,
�t �s �mposs�ble for us to attempt such a closer survey w�thout at the
same t�me broach�ng techn�cal formulae and def�n�t�ons such as
belong to the relat�ons of tone-measure or d�st�nct�ons that apply to
d�fferent �nstruments, scales, or chords. I must adm�t to no expert
knowledge �n th�s sphere of mus�cal sc�ence, and can only offer my
apolog�es for be�ng unable to do more than l�m�t myself to more
general po�nts of v�ew and a few �solated observat�ons.

1. THE GENERAL CHARACTER OF MUSIC

The essent�al po�nts of v�ew wh�ch are of general �mportance �n a
survey of mus�c we may exam�ne under the follow�ng heads of
d�v�s�on:
F�rst, we have to compare mus�c on the one hand w�th the plast�c
arts, and on the other w�th poetry.
Secondly, we shall by means of the above compar�son be �n a better
pos�t�on to understand the way �n wh�ch mus�c �s able to master and



d�sclose a g�ven content.
Th�rdly, and as a result of the latter �nqu�ry, we may w�th more
accuracy expla�n the pecul�ar effect wh�ch the art of mus�c, �n
contrad�st�nct�on to the other arts, exerc�ses on the soul.
(a) W�th regard to the f�rst po�nt we should, �f we are des�rous of
sett�ng �t forth clearly �n �ts spec�f�c �nd�v�dual�ty, compare mus�c w�th
the other two arts from three d�st�nct po�nts of v�ew.
(α) And, f�rst, �t may be observed that �t stands �n a relat�on of aff�n�ty
to arch�tecture, although �t �s �n strong contrast w�th �t.
(αα) Our mean�ng �s th�s. In the art of bu�ld�ng the content wh�ch
should be made apparent �n arch�tecton�c forms, does not, as �s the
case �n works of sculpture and pa�nt�ng, wholly enter �nto the
conf�gurat�on, but rema�ns d�st�nct from �t as an external
env�ronment; so, too, �n mus�c, under �ts aspect of the most
spec�f�cally romant�c art, the class�cal �dent�ty of �deal�ty and �ts
external ex�stence rece�ves �ts resolut�on �n a s�m�lar, �f converse,
way to that �n wh�ch arch�tecture, as the symbol�cal type of
presentat�on, was not as yet wholly able to secure such a un�ty. For
th�s �deal�ty of Sp�r�t proceeds from what �s purely the concentrat�on
of soul-l�fe, to �deas and �mages and the forms of such, as
elaborated by the �mag�nat�on, whereas the art of mus�c �s
throughout more occup�ed �n express�ng merely the element of
feel�ng and furthermore surrounds the �ndependently expressed
�deas of the m�nd w�th the melod�c ch�me of emot�ons, just as
arch�tecture �n �ts prov�nce places around the statues of the god, no
doubt �n an uny�eld�ng way, the reasonable forms of �ts columns,
walls, and entablatures[389].
(ββ) In th�s way tone and �ts format�ve comb�nat�ons �s for the f�rst
t�me a med�um created by art and ent�rely art�st�c express�on of a
wholly d�fferent type from that we f�nd �n pa�nt�ng and sculpture
act�ng through the mater�al of the human body and �ts pose and
phys�ognomy. In th�s respect, too, mus�c may be more nearly
compared w�th arch�tecture, wh�ch does not accept �ts forms from
what �s actually presented, but as the creat�on of human �nvent�on, �n
order to �nform them, partly accord�ng to the laws of grav�ty, and �n



part accord�ng to the rules of symmetry and harmon�ous co-
ord�nat�on. Mus�c does the same th�ng �n �ts own sphere, �n so far as
�t from one po�nt of v�ew follows the harmon�ous laws of tone wh�ch
depend on quant�tat�ve relat�ons �ndependently of the express�on of
emot�on, and �n another aspect of �t, �n the recurrence of t�me and
rhythm no less than �n the further development of the tones
themselves, �n many respects �s subject to the forms of regular�ty
and symmetry. Consequently we f�nd operat�ve �n mus�c not merely
the profoundest �deal�ty and soul, but the most r�gorous, rat�onal�ty. It
un�tes, �n fact, two extremes, wh�ch read�ly lend themselves to
emphat�c contrast �n the�r �ndependent self-assert�on. In th�s aspect
of �ndependence mus�c more part�cularly assumes an arch�tecton�c
character when we f�nd �n �t a coherent temple of harmony of �ts own
creat�vely composed and co-ord�nated accord�ng to the laws of
mus�c, and released from the d�rect express�on of soul-l�fe[390].
(γγ) Desp�te all th�s s�m�lar�ty, however, the art of tones moves to
qu�te as large a degree �n a sphere wholly opposed to that of
arch�tecture. We f�nd, no doubt, �n both arts as a bas�s quant�tat�ve or
more accurately measure relat�ons; the mater�al, however, wh�ch �n
each case �s �nformed, agreeably to such relat�ons, �s totally
d�fferent. Arch�tecture attaches �tself to the heavy sensuous mater�al
�n �ts tranqu�l juxtapos�t�on and external form �n Space. Mus�c, on the
contrary, lays hold of the tone-sp�r�t[391] as �t r�ngs freely out of the
spat�al mater�al �n the qual�tat�ve d�st�nct�ons of mus�cal sound and �n
the flow of a movement subject to the cond�t�on of t�me. For th�s
reason the works of both arts belong to two ent�rely d�st�nct spheres
of sp�r�tual act�v�ty. The art of bu�ld�ng places �n an endur�ng form �ts
colossal construct�ons for external contemplat�on �n symbol�cal
forms. The sw�ftly evanescent world of tones, on the other hand,
d�rectly penetrates through the ears of man to the depths of h�s soul,
attun�ng the same �n concordant emot�onal sympathy.
(β) And �f we, �n the second place, cons�der the closer relat�on of
mus�c to the two other plast�c arts[392], we shall f�nd that the s�m�lar�ty
and d�st�nct�on, wh�ch attaches to such a compar�son, �s �n some
measure founded upon the truths already enunc�ated.



(αα) Of these mus�c �s furthest removed from sculpture; and th�s �s
not merely so �n respect to mater�al and type of conf�gurat�on, but
also �n that of the completed coalescence of �ts �deal and external
aspects. There �s �n short a closer aff�n�ty between pa�nt�ng and
mus�c. In part th�s �s due to the predom�nant �deal�ty of express�on
exempl�f�ed �n both; �n part �t �s referable to treatment of mater�al, �n
wh�ch, as we have already seen, �t �s perm�ss�ble for the art of
pa�nt�ng to approach the very boundary of mus�c �tself. Pa�nt�ng has,
however, for �ts a�m �n common w�th sculpture the representat�on of
an object�ve form �n Space, and �s restr�cted �n �ts mater�al to the
actual form of th�ngs already present outs�de the sphere of art. It �s
unquest�onably true that ne�ther �n the case of the pa�nter nor the
sculptor do we accept a human countenance, a pos�t�on of the
human body, the outl�nes of a mounta�n, the leafage of a tree
prec�sely �n the forms they present to us as here or there �n Nature;
�n both cases we are bound to just�fy what we have before us under
the cond�t�ons of the art �n quest�on, to adapt �t to a part�cular
s�tuat�on, no less than to employ �t as a means of express�ng the
�nev�table art�st�c result of the ent�re content of the work. We have,
therefore, �n both cases on the one hand an �ndependently
recogn�zed content, wh�ch has to rece�ve art�st�c �nd�v�dual�zat�on,
and, on the other, we are confronted w�th the forms of Nature as they
are s�m�larly presented �n �solat�on; and the art�st �s bound, �f he be
truly an art�st, and seek to un�te these two sources of �nsp�rat�on �n
h�s compos�t�on, to d�scover �n both the mater�al and support[393] for
h�s concept�on and execut�on. In short, he w�ll, act�ng �n the f�rst
�nstance on the secur�ty of such general pr�nc�ples[394], endeavour
on the one hand to f�ll out w�th more concrete deta�l the general�ty of
h�s �mag�nat�ve �dea, and on the other to �deal�ze and sp�r�tual�ze the
human or any other of the forms of Nature, wh�ch are subm�tted to
serve h�m as part�cular models. The mus�c�an, on the contrary, �t �s
true, does not abstract from all and every content, but f�nds the same
�n a text, wh�ch he sets to mus�c, or w�th absolute freedom g�ves
mus�cal utterance to some def�n�te mood �n the form of a theme,
wh�ch he proceeds to elaborate. The actual reg�on, however, of h�s
compos�t�ons rema�ns the more formal �deal�ty, �n other words pure
tones, and h�s absorpt�on of content becomes rather a retreat �nto



the free l�fe of h�s own soul, a voyage of d�scovery �nto that, and �n
many departments of mus�c even a conf�rmat�on, that he as art�st �s
free of the content. If we are �n a general way perm�tted to regard
human act�v�ty �n the realm of the beaut�ful as a l�berat�on of the soul,
as a release from constra�nt and restr�ct�on, �n short to cons�der that
art does actually allev�ate the most overpower�ng and trag�c
catastroph�es[395] by means of the creat�ons �t offers to our
contemplat�on and enjoyment, �t �s the art of mus�c wh�ch conducts
us to the f�nal summ�t of that ascent to freedom. Or �n other language
that wh�ch the plast�c arts secure through the object�ve fact of a
plast�c beauty, wh�ch d�splays the ent�rety of human l�fe, human
nature as such, �ts un�versal and �deal s�gn�f�cance, �n the deta�l of �ts
part�cular�ty, w�thout los�ng that essent�al harmony, th�s effect mus�c
must produce �n a wholly d�fferent manner. The plast�c art�st need
only exh�b�t, �n that wh�ch �s enclosed �n the concept�on, what was
already there�n from the f�rst, so that every deta�l �n �ts essent�al
determ�nacy �s merely a closer expl�cat�on of the total�ty wh�ch
already floats before the m�nd �n v�rtue of the content wh�ch �s there
to exh�b�t �t. A f�gure, for example, �n a plast�c work of art, requ�res �n
th�s or that s�tuat�on a body, hands, feet, bust, a head w�th a g�ven
express�on, a g�ven pose, other f�gures, or other aspects to wh�ch �t
�s related as a whole, etc., and all these aspects presuppose the
others, �n mak�ng collect�vely essent�ally complete work. The
elaborat�on of the theme �s �n such a case merely a more accurate
analys�s of that wh�ch already �tself essent�ally conta�ns �t, and the
more elaborate the p�cture �s, wh�ch thereby confronts us, the more
concentrated �s the un�ty, and the stronger becomes the connect�on
of the parts. The most consummate express�on of deta�l must be, �f
the work of art �s the best class, at the same t�me an eluc�dat�on of
the h�ghest form of un�ty. No doubt the �deal art�culat�on and round�ng
off �n a whole, �n wh�ch the one part follows �nev�tably from another,
ought to be present �n a mus�cal compos�t�on. But �n some measure
the execut�on here �s of a totally d�fferent type, and moreover we can
only accept the un�ty �n a restr�cted sense.
(ββ) In a mus�cal theme the s�gn�f�cance wh�ch has to be expressed
�s already exhausted[396]. If �t �s repeated or carr�ed on to further



oppos�t�ons and med�at�ons these repet�t�ons, modulat�ons, and
elaborat�ons by means of other scales may very read�ly appear
superfluous, and rather are appert�nent to the purely mus�cal
development and the ass�m�lat�on of the var�ed content of harmon�c
progress�ons wh�ch are ne�ther demanded by the content �tself[397],
nor rema�n dependent upon �t, whereas �n the plast�c arts the
execut�on of the deta�l and the passage to �t �s s�mply and always a
more accurate exh�b�t�on and analys�s of the content �tself.
But of course �t �s �mposs�ble to deny that another theme �s actually
mot�ved by the way a theme �s developed, and each of them, then, �n
the�r alternat�on or the�r �nterfus�on progress, change, are at one t�me
suppressed, at another emphas�zed, and by the�r v�ctory or defeat
are able to make a content expl�c�t �n �ts more def�n�te features,
oppos�t�ons, trans�t�ons, developments, and resolut�ons. But �n th�s
case, too, the un�ty �s not made more profound and concentrated by
v�rtue of such elaborat�on as �s the case �n sculpture and pa�nt�ng,
but �s rather an expans�on, an extens�on, a correlat�ve ser�es[398], an
add�t�on of remoteness or a return, for wh�ch the content, wh�ch �s
thus expressed, rema�ns no doubt the un�versal centrum, yet does
not keep the whole so securely together as we f�nd �t �s poss�ble to
do �n the plast�c arts, part�cularly where the�r subject-matter �s
conf�ned to the human organ�sm.
(γγ) Looked at from th�s po�nt of v�ew the art of mus�c, as contrasted
w�th the other arts, l�es too close to the med�um of that formal
freedom of soul l�fe, and thereby cannot fa�l to a greater or less
degree to be d�verted beyond what �s actually presented, �n other
words the content[399]. The recollect�on of a theme proposed �s
l�kew�se a self-revealment[400] of the art�st, �n other words �s an �deal
real�zat�on, to the effect that th�s self �s the art�st, and he may
progress just as he l�kes, and by what by-paths he l�kes. But on the
other hand the free exerc�se of �mag�nat�ve capr�ce of the above
descr�pt�on �s expressly to be d�st�ngu�shed from a mus�cal
compos�t�on wh�ch �s essent�ally conclus�ve, that �s to say, wh�ch
const�tutes a fundamentally self-�ntegrated total�ty. In the free
�mprov�zat�on[401] the absence of restr�ct�ons �s �tself an object, so



that the art�st �s able to assert h�s capr�ce �n the acceptance of any
mater�al he chooses, to �nterweave acknowledged melod�es and
mot�ves �n h�s �mprov�zed product�ons, to emphas�ze some new
aspect of such, to elaborate them �n a var�ety of mod�f�cat�ons, or
make them steps �n h�s progress�on to other mater�al, and advance
from thence �n the same way to developments of st�ll more arrest�ng
contrasts.
In general, however, a mus�cal compos�t�on determ�nes the freedom
of the composer, e�ther by l�m�t�ng �t to a more self-conta�ned
execut�on, and the observance of what we may descr�be as a more
plast�c un�ty, or by perm�tt�ng h�m w�th the full force of h�s personal�ty
and capr�ce to pass at every po�nt �nto more or less �mportant
d�gress�ons, to let spontaneous �deas travel h�ther and th�ther as they
please, to lay stress for the moment on th�s or that mot�ve, and then
once more to drown �t �n an overwhelm�ng torrent. Wh�le, then, the
study of Nature's forms �s essent�al to both pa�nter and sculptor, the
art of mus�c can look for no such f�xed body of fact outs�de �ts own
prescr�bed forms, w�th wh�ch �t would be forced to comply. The extent
of the regular�ty and necess�ty of �ts formal character �s almost wholly
determ�ned w�th�n the sphere of tone �tself, wh�ch does not come �nto
so close an assoc�at�on[402] w�th the def�n�t�on of the content that �s
there�n reposed, and consequently �n respect to dev�at�ons beyond
the same perm�ts for the most part a cons�derable opportun�ty for the
free play of the character�st�c �mpulse of the composer.
And th�s �s the ma�n po�nt of v�ew, from wh�ch we may contract mus�c
w�th the str�ctly plast�c arts.

(γ) Looked at from another aspect mus�c �s, �n the th�rd place[403],
most nearly aff�l�ated to poetry; both �n fact make use of the same
sensuous med�um, that �s, tone. Desp�te th�s, however, these arts
are very strongly d�st�nct from one another not only �n v�rtue of the
mode of treat�ng tones �n each case, but also �n respect to the�r
d�fferent modes of express�on.
(αα) In poetry, as we have found already �n our general d�fferent�at�on
of the several arts, tone �s not as such el�c�ted and art�st�cally
produced by var�ous humanly constructed �nstruments, but the



art�culate sound of the human organ of speech �s reduced to the
mere symbol of speech, reta�n�ng thereby noth�ng more than the
value of a s�gn of �deas, wh�ch �s by �tself devo�d of s�gn�f�cance.
Consequently we f�nd here that tone rema�ns throughout a self-
subs�stent sensuous ent�ty, wh�ch, as the mere symbol of emot�ons,
�deas, and thoughts, possesses the external�ty and object�v�ty wh�ch
�s �nherent �n �tself s�mply �n v�rtue of the fact that �s a s�gn and
noth�ng more. For the true object�v�ty of the soul-l�fe as such does
not cons�st �n utterance and words, but �n th�s fact, that I, as subject,
am aware of a thought, a feel�ng, and so forth, that further I confront
�t as an object, and �n th�s way have �t present to the �mag�nat�on, or
forthw�th develop for myself what �s �mpl�c�t �n a thought or a
concept�on, sett�ng forth �n a ser�es the external and sp�r�tual
relat�ons of the g�ven content, and relat�ng the part�cular features of �t
to one another. Unquest�onably we th�nk throughout �n language,
w�thout, however, need�ng actual speech as spoken. By reason of
th�s ab�l�ty to d�spense w�th speech-utterance �n �ts sensuous aspect
as contrasted w�th the sp�r�tual content of �deas, etc., to eluc�date
wh�ch they[404] are employed, tone rece�ves once more self-
subs�stency. In the art of pa�nt�ng no doubt colour and �ts
arrangement, regarded s�mply as colour, �s l�kew�se by �tself w�thout
s�gn�f�cance, and �n the same way, as contrasted w�th the sp�r�tual
embod�ed, thereby a self-substant�ve sensuous med�um; but we get
no pa�nt�ng from colour s�mply as such: we must f�rst attach to �t form
and �ts express�on. W�th these sp�r�tually an�mated forms colour�ng �s
brought �nto an assoc�at�on by many degrees more constra�ned than
that wh�ch perta�ns to uttered speech and �ts coalesc�ng result of
words w�th �deas.
If we w�ll now look at the d�st�nct�on between the poet�cal and
mus�cal use of tones we shall f�nd that mus�c does not depress the
tone sound to the mere speech-utterance, but creates out of tone
s�mply �ts own �ndependent med�um, so that, �n so far as there �s
mus�cal tone, �t �s treated as the object of the art[405]. And on
account of th�s the realm of tone, �nasmuch as �t cannot serve merely
as a symbol, �s by v�rtue of th�s emanc�pated funct�on of �ts l�fe[406]

able to atta�n to a mode of conf�gurat�on, wh�ch makes the form that



�s �ts pecul�ar possess�on, that �s to say, the modes of tone as
art�st�cally developed, �ts fundamental a�m and object. In recent t�mes
espec�ally, the art of mus�c, by �ts wrest�ng �tself from all content that
�s �ndependently luc�d, has w�thdrawn �nto the depths of �ts own
med�um. But on th�s very account and to th�s extent �t has lost �ts
compell�ng power[407] over the soul, �nasmuch as the enjoyment,
wh�ch �s thus offered, �s only appl�cable to one aspect of art, �n other
words, �s only an �nterest �n the purely mus�cal character�st�cs of the
compos�t�on and �ts art�st�c dexter�ty, an aspect wh�ch wholly
concerns the mus�cal expert, and �s less connected w�th the
un�versal human �nterest �n art.
(ββ) All that poetry loses, however, �n external object�v�ty by be�ng
able to place on one s�de �ts sensuous med�um, �n so far as that can
be wholly d�spensed w�th by art, �t secures for �tself, �n the �deal
object�v�ty of �ts v�s�on and �deas, wh�ch poet�cal speech presents to
soul and m�nd. For �t �s the funct�on of �mag�nat�on to clothe these
concepts, emot�ons, and thoughts �n a world that �s �tself essent�ally
complete[408] w�th �ts events, act�ons, moods, and exh�b�t�ons of
pass�on, and by th�s means �t creates works, �nto wh�ch the ent�re
fabr�c of real�ty, both �n �ts external aspect as phenomena and �n the
�deal s�gn�f�cance of �ts content, �s brought home to the emot�ons,
v�s�on, and �mag�nat�on of sp�r�tual l�fe. It �s th�s type of object�v�ty
wh�ch the art of mus�c, �n so far as �t asserts �ts �ndependent cla�ms
�n �ts own prov�nce, �s compelled to renounce. In other words, the
realm of tone possesses, no doubt, as I have already �nd�cated, a
relat�on to the soul, and an all�ance wh�ch �s consonant w�th �ts
sp�r�tual movement; but �t fa�ls to pass beyond a sympathet�c relat�on
wh�ch �s always of an �ndef�n�te character, albe�t �n th�s aspect of �t a
mus�cal compos�t�on, �f or�g�nat�ng �n the soul-l�fe �tself, and
permeated by gen�us and emot�ons of a r�ch qual�ty, cannot fa�l to
react on our nature w�th an equ�valent power and var�ety. In the case
of a content and the �deal and personal creat�on such as poetry
�mpl�es our emot�ons pass more completely out of the�r elementary
med�um of undef�ned consc�ous l�fe �nto the more concrete v�s�on
and more un�versal[409] �mag�nat�on wh�ch �s embod�ed �n such
content. Th�s may also be the effect of a mus�cal compos�t�on, so



soon as the emot�ons wh�ch �t exc�tes �n ourselves by v�rtue of �ts
own nature and the art�st�c energy that an�mates �t are �nvolved more
closely �n ourselves w�th a d�st�nct v�s�on and �deas, and thereby
present to consc�ousness the tang�ble def�n�t�on of soul-�mpress�ons
�n a more stable outlook and more un�versally accepted �deas. Th�s
�s, however, our �mag�nat�on and v�s�on, wh�ch no doubt has been
suggested by the mus�cal work, but wh�ch has not been �tself d�rectly
d�sclosed by v�rtue of the art�st�c elaborat�on of mus�cal tones.
Poetry, on the contrary, expresses emot�ons, percept�ons, and �deas
as they are[410], and �s further able to del�neate a p�cture of external
objects, although �t cannot �tself e�ther atta�n to the plast�c clar�ty of
sculpture and pa�nt�ng or the sp�r�tual �nt�macy of mus�c, and �s
consequently obl�ged to call as aux�l�ary to �ts powers the d�rect
v�s�on we otherw�se rece�ve through the senses and the speechless
apprehens�on of soul-l�fe �n mus�c.
(γγ) Th�rdly, however, the art of mus�c does not conf�ne �tself to th�s
�ndependent pos�t�on over aga�nst that of poetry and the sp�r�tual
content of consc�ous l�fe. It all�es �tself w�th a clearly expressed
content already completely elaborated by poetry, and as the
accompan�ment of emot�ons, op�n�ons, events, and act�ons. If,
however, the mus�cal aspect of such a work of art rema�ns the
fundamental and predom�nant one, the poetry, whether �n the form of
poem, drama, or any other, has no r�ght to assert an �ndependent
cla�m of �ts own there�n. And as a general rule �n th�s assoc�at�on, of
mus�c and poetry the preponderance of one art �s �njur�ous to the
other. If therefore the text, a poet�cal creat�on, possesses a fully
�ndependent value of �ts own, the support to be expected from mus�c
should be merely an �ns�gn�f�cant one, as we f�nd, for example, was
the case w�th the dramat�c choruses of the anc�ents where the mus�c
was noth�ng more than an �nc�dental accompan�ment. If, conversely,
the mus�c �s composed w�th a more �ndependent �nd�v�dual�ty of �ts
own, then the text �n �ts turn should be of a more superf�c�ally
poet�cal execut�on, and should as an �ndependent product�on conf�ne
�tself to emot�ons of a general character and �deas dep�cted on
un�versal l�nes. The poet�cal elaborat�on of profound thoughts �s as
l�ttle appropr�ate to a good mus�cal text as �s the del�neat�on of the



objects of external Nature or descr�pt�ve poetry generally. Songs,
operat�c ar�as, the texts of orator�os, and so forth may be
consequently, so far as the deta�l of the�r execut�on as poetry �s
concerned, jejune and of a certa�n degree of med�ocr�ty. The poet
must not make h�s mer�ts as poet too consp�cuous �f the mus�c�an �s
to f�nd �n h�s text a genu�ne opportun�ty. In th�s respect �t �s espec�ally
the Ital�ans, such as Metastas�o and others, who have d�splayed the
greatest sk�ll, wh�le Sch�ller's poems, wh�ch were never wr�tten w�th
such an object �n v�ew at all, have been shown to be �ll adapted and
�ndeed useless for mus�cal compos�t�on[411]. In cases where the
mus�c rece�ves a more art�st�c elaborat�on, the aud�ence understands
next to noth�ng of the text, and th�s �s more part�cularly so w�th our
German speech and pronunc�at�on[412]. For th�s reason �t �s not �n
the �nterest of mus�c that the we�ght of �nterest should be reposed �n
the text. An Ital�an aud�ence, for example, chatters away dur�ng the
un�mportant scenes of an opera, takes refreshment, plays cards, and
so on; but the �nstant an ar�a of emphat�c appeal or an �mportant
mus�cal movement beg�ns, every sect�on of �t �s all attent�on. We
Germans, on the contrary, take the greatest �nterest �n the fortunes
and speeches of the pr�nces and pr�ncesses of opera w�th
attendants, squ�res, �nt�mates, and wa�t�ng-ma�ds, and we do not
doubt there are many among us st�ll who regret the fact, when the
s�ng�ng beg�ns, that the �nterest �s �nterrupted, and take the�r refuge
�n conversat�on.
In rel�g�ous mus�c also the text �s e�ther for the most part a well-
known credo, or a select�on of s�ngle psalms, so that the words are
regarded as merely an �nc�tement to a mus�cal commentary, wh�ch
possesses an �ndependent style pecul�ar to �tself, that �s to say one
wh�ch not merely �s used to expound the text, but wh�ch for the most
part s�mply emphas�zes the un�versal character of the content much
�n the same way that pa�nt�ng selects �ts mater�al from sacred h�story.
(b) The second aspect of our present �nqu�ry �s that of the d�st�nct�on
that obta�ns between the way �n wh�ch the art of mus�c lays hold of
�ts subject-matter as contrasted w�th the other arts, the form, that �s,
�n wh�ch, whether �t be as an accompan�ment or �ndependently of a
g�ven text, �t �s able to apprehend and express a part�cular content.



As to th�s I have already observed that mus�c �s not only more
capable than the other arts of l�berat�ng �tself from an actual text, but
also from the express�on of a def�n�te content, �n order that �t may
f�nd �ts sat�sfact�on �n an essent�ally complete ser�es of comb�nat�ons,
mod�f�cat�ons, contrasts, and modulat�ons, wh�ch are compr�sed
w�th�n the realm of absolute mus�c[413]. In such a case, however,
mus�c �s empty, w�thout s�gn�f�cance, and �s, for the reason that one
fundamental aspect of art, namely sp�r�tual content and express�on,
�s absent, not really genu�ne mus�c at all. It �s only when that wh�ch �s
of sp�r�tual �mport �s adequately expressed �n the sensuous med�um
of tones and the�r var�ed conf�gurat�on that mus�c atta�ns ent�rely to
�ts pos�t�on as a true art, and �rrespect�ve of the fact whether th�s
content rece�ves an �ndependent and more d�rect def�n�t�on by
means of words, or �s perforce emot�onally real�zed from the tone
mus�c �tself and �ts harmon�c relat�ons and melod�c an�mat�on.
(α) In th�s respect the un�que funct�on of mus�c cons�sts �n th�s, that
whatever �ts content may be �t �s not so created by the art for human
apprehens�on as though �t e�ther was held by consc�ousness as a
general concept �s so conta�ned, or as def�n�te external form �s
ord�nar�ly presented to our percept�on, or as such rece�ves �ts more
complete reflect�on �n the art�st�c counterfe�t, but rather �n the way �n
wh�ch a content �s made a l�v�ng th�ng �n the sphere of the personal
soul. To make th�s essent�ally ve�led l�fe and �n weaved mot�on r�ng
forth through the �ndependent texture of tones, or attach �tself to
expressed words and �deas, and to steep such �deas �n th�s very
med�um, �n order to re-emphas�ze anew the same for feel�ng and
sympathy, such �s the d�ff�cult task ass�gned to the art of mus�c.
(αα) The l�fe of soul �tself �s consequently the form �n wh�ch mus�c �s
able to grasp �ts content, and thereby seeks to absorb w�th�n �tself
everyth�ng that can generally enter �nto the shr�ne of the soul and
above all d�sclose �tself under the ve�ls of emot�onal movement. But
from th�s �t necessar�ly follows that the art of mus�c must not attempt
to m�n�ster to sense-percept�on, but must restr�ct �ts effort to mak�ng
soul-l�fe �ntell�g�ble to soul, whether th�s �s effected by �ts mak�ng the
substant�ve and �deal depth of a content as such penetrate to the
very core of soul �tself, or by �ts preferr�ng to d�sclose the l�fe and



mot�on of a content �n the soul of some part�cular person, so that th�s
�nward l�fe of �tself becomes �ts actual object.
(ββ) Th�s abstract �nwardness of soul �s �n the most �nt�mate sense
d�fferent�ated, under the mode �n wh�ch mus�c �s related to �t, by
feel�ngs �n other words the self-expand�ng med�um of the personal
subject, wh�ch unquest�onably moves �n a content, but suffers the
same to pers�st �n th�s d�rect self-seclus�on of the Ego, and �n a
relat�on to the Ego, that �s, vo�d of external�ty. Consequently feel�ng �s
throughout s�mply all the envelope of that content, and �t �s the
sphere wh�ch �s cla�med by mus�c[414].
(γγ) It �s a prov�nce wh�ch unfolds �n expanse the express�on of every
k�nd of emot�on, and every shade of joyfulness, merr�ment, jest,
capr�ce, jub�lat�on and laughter of the soul, every gradat�on of
angu�sh, trouble, melancholy, lament, sorrow, pa�n, long�ng and the
l�ke, no less than those of reverence, adorat�on, and love fall w�th�n
the appropr�ate l�m�ts of �ts express�on.
(β) Tone as �nterject�on, as the cry of gr�ef, as s�gh and laughter, �s
already, outs�de the prov�nce of art, the most �mmed�ately v�tal
express�on of soul-cond�t�ons and feel�ngs, the ah and oh of the soul.
We f�nd �n �t a self-product�on and object�v�ty of soul as such, an
express�on wh�ch stands �ntermed�ately between unconsc�ous
absorpt�on and the self-return to thoughts �deally determ�nate, a
d�sclosure, wh�ch has no relat�on to external fact, but �s conf�ned to
the contemplat�ve state, just as the b�rd, too, �n �ts song possesses
th�s enjoyment and th�s product�on of �ts �nner self.
The purely natural express�on, however, of �nterject�ons �s not as yet
mus�c, for though these outcr�es are no doubt no �ntent�onally
art�culate s�gn of �deas as speech �s and consequently express no
conce�ved content �n �ts general�zed form as concept, but g�ve vent
to a mood and emot�on �n and through tone �tself, a state wh�ch �s
reposed �mmed�ately �n s�m�lar tones and opens the heart �n the
outburst of the same, yet th�s emanc�pat�on �s not one wh�ch �s
promoted by art. The art of mus�c must on the contrary br�ng the
emot�ons �nto tone relat�ons of def�n�te structure, and wean the



express�on of Nature of �ts w�ldness, �ts uncouth del�verance, and
amel�orate �t.
We may perhaps say that �nterject�ons const�tute the po�nt of
departure of mus�c; but �t �s only mus�c when an �nterject�on �n the
form of a cadenza, and �n th�s respect �t has to elaborate �ts senuous
mater�al art�st�cally �n a h�gher degree than e�ther pa�nt�ng or poetry
before �t �s qual�f�ed to express the content of sp�r�t. We shall have to
exam�ne later on more narrowly the part�cular way �n wh�ch the
content of mus�c �s worked up to such a p�tch of adaptab�l�ty; at
present I w�ll merely repeat the observat�on that the tones are
themselves essent�ally a total�ty of d�fferences, wh�ch are capable of
d�sun�t�ng and un�t�ng themselves �n the most var�ed k�nds of
�mmed�ate concords, essent�al d�scords, oppos�t�ons and trans�t�ons.
To these opposed and un�ted tones, no less than the d�fferent�at�on
of the�r movements and trans�t�ons, the�r entry, the�r progress�on,
the�r confl�ct, the�r self-resolut�on and the�r d�sappearance, the �deal
character both of th�s or that content and of the emot�ons, �n the form
whereof both heart and soul obta�ns the mastery of such content,
corresponds �n closer or more remote aff�n�ty, so that the l�ke tone
relat�ons, apprehended and �nformed conformably thereto, d�sclose
the an�mated express�on of that wh�ch �s present to Sp�r�t as
def�nable content.
The med�um of tone asserts �tself as more cognate w�th the �deally
s�mple essence of a content than the senuous mater�al prev�ously
dealt w�th for th�s reason that tone �nstead of mak�ng �tself secure �n
spat�al form and com�ng to a halt as the var�ed presentment of
juxtapos�t�on and extens�on, �s compr�sed �n the �deal realm of T�me,
and for th�s reason does not progress to a cond�t�on under wh�ch
s�mple �deal�ty and concrete bod�ly shape and appearance are
d�fferent�ated. And th�s �s equally true of the form of the feel�ng of a
content whose express�on ma�nly falls upon the art of mus�c. In other
words �n sense-percept�on and concept�on we have already, as �n
self-consc�ous thought, the necessary d�st�nct�on between the
perce�v�ng, conce�v�ng and th�nk�ng Ego and the object of percept�on,
concept�on, and thought. In emot�on, however, th�s d�st�nct�on �s
resolved, or rather �t �s never propounded, but the content �s



�nterwoven w�th the �nner l�fe w�thout such d�v�s�on. When
consequently mus�c �s un�ted as an art of accompan�ment w�th
poetry, or conversely poetry �s un�ted w�th mus�c as an �nterpreter to
�ts eluc�dat�on, �n such a case mus�c �s unable to render consp�cuous
�n an external form or to reflect w�th �ntent�on �deas and thoughts as
they are thus apprehended by self-consc�ousness; �t �s obl�ged as
stated e�ther to offer the s�mple character of a content �n true
relat�ons to feel�ng, as they are cognate w�th the �deal relat�on of th�s
content, or to seek more nearly to express, by means of tones wh�ch
accompany and g�ve �ntens�ty to poetry, that feel�ng �tself, wh�ch the
content of percept�ons and �deas can arouse �n the sp�r�t that �s both
sympathet�c and �mag�nat�ve.
(c) Follow�ng the course of these remarks �t �s poss�ble �n the th�rd
place to form an est�mate of the unr�valled power wh�ch �s thereby
d�rectly exerc�sed by mus�c on the soul, wh�ch �s ne�ther carr�ed
forward to the v�s�on of reason, nor d�verts consc�ousness �n �solated
po�nts of v�ew, but �s accustomed to l�ve w�th�n the �deal range and
secluded depths of pure emot�on. For �t �s prec�sely th�s sphere, the
�nt�macy of soul-l�fe, the abstract appropr�at�on of �ts own realm,
wh�ch �s grasped by mus�c, wh�ch thereby sets �n movement the
source of these �deal changes, namely, the heart and soul, wh�ch we
may cons�der at th�s concentrated focus and centre of our ent�re
manhood.
(α) In a part�cular sense sculpture endows �ts art products w�th a
wholly �ndependent subs�stency, an object�v�ty essent�ally exclus�ve
whether we regard �t from the po�nt of v�ew of �ts content, or that of
�ts external art-man�festat�on. Its content �s the substant�ve be�ng of
the l�fe of Sp�r�t possessed no doubt w�th �nd�v�dual v�tal�ty, but along
w�th th�s repos�ng �n self-subs�stent coherence on �tself; �ts form �s
the mater�al conf�gurat�on under the cond�t�on of space. For th�s
reason a work of sculpture reta�ns as an object of sense-percept�on
the h�ghest degree of self-subs�stency. A p�cture, as we have already
po�nted out �n our cons�derat�on of the art of pa�nt�ng, comes �nto
closer contact w�th the spectator. In part th�s �s due to the essent�ally
more subject�ve[415] content thereby dep�cted; �n part �t �s referable to
the fact that �t �s merely the show of real�ty wh�ch �t d�splays, thereby



mak�ng us aware that �t �s not a th�ng �ndependently substant�ve, but
rather essent�ally someth�ng �ntended for someth�ng else, and
exclus�vely so, �n other words for the human v�s�on and soul. Yet
even �n the case of a p�cture we have st�ll left us a freedom more
�ndependent �t fa�ls to absorb; even here we have st�ll only to do w�th
an object externally presented, wh�ch only reaches us through sense
percept�on, and only thus exc�tes our emot�on and �mag�nat�on. The
spectator may consequently approach the work of art as he l�kes; he
may observe th�s or that aspect of �t; he may analyse the whole, as �t
throughout pers�sts confront�ng h�m, may make �t the object of
var�ous reflect�ons, and �n short rema�n throughout at l�berty to
cont�nue h�s �ndependent rev�ew of �t.



(αα) The mus�cal work of art, on the contrary, no doubt, as such a
work, pos�ts �n l�ke manner the �nc�p�ency of a d�st�nct�on between the
work �tself and the �nd�v�dual that enjoys �t; that �s to say �n �ts
actually resonant tones �t rece�ves a sensuous ex�stence that �s
d�st�nct from the soul of the l�stener. But on the one hand th�s
oppos�t�on does not proceed, as �n the case of the plast�c arts, to an
external subs�stency �n Space and the v�s�b�l�ty of a mode of
object�v�ty that coheres �ndependently, but on the contrary makes �ts
real ex�stence van�sh �n the �mmed�ate passage through T�me. On
the other hand the art of mus�c does not make the separat�on of �ts
external mater�al from �ts sp�r�tual content �n the same way that
poetry does so, �n wh�ch the aspect of �dea �s elaborated w�th more
def�n�te �ndependence from the sound of speech[416], and more cut
off as �t �s than any of the arts from th�s aspect of external�ty, �ssues
as such �n a un�que progress�on of mental �deas constructed by the
�mag�nat�on. No doubt the observat�on may read�ly be made here
that, agreeably w�th what I have already stated, the art of mus�c �s
able to conversely to release tones from the�r content and thereby
g�ve them �ndependent form; th�s l�berat�on �s, however, not that
wh�ch really falls w�th�n Art's prov�nce, wh�ch on the contrary wholly
cons�sts �n employ�ng harmon�ous and melod�c mot�on for the
express�on of the content or�g�nally selected and the emot�ons, wh�ch
the same �s qual�f�ed to exc�te. Inasmuch as, therefore, mus�cal
express�on has for �ts content the �nward l�fe �tself, the �deal
s�gn�f�cance of fact and emot�on, and a tone-world wh�ch, at least �n
art, does not proceed to spat�al conf�gurat�on, and �n �ts sensuous
ex�stence �s wholly evanescent, �t follows that mus�c d�rectly
penetrates w�th �ts movements to the �deal hab�tat of all the
fluctuat�ons of soul-l�fe. In other words �t se�zes on consc�ousness,
where �t �s no longer confronted w�th an object, and �n the loss of th�s
freedom from the flood of tones as �t streams on �s �tself wh�rled
away w�th �t[417]. Yet there �s here, too, by reason of the d�vers
d�rect�ons wh�ch mus�c may separately follow, an effect of var�ed
character. In other words, when a more profound content, or, to put �t
generally, an express�on more steeped �n soul, �s absent, we may
f�nd as a result that we exper�ence on the one hand del�ght �n the



purely sensuous sound and harmony w�thout any further emot�onal
movement, or, on the other hand, we follow the course of the
harmony and melody w�th our cr�t�cal judgment, a progress�on by
wh�ch the �nmost heart of us �s no further touched or affected. Or
rather we may say that pre-em�nently �n the case of mus�c there �s
such a purely cr�t�cal analys�s, for wh�ch there �s noth�ng else
presented �n the work of art to evoke �t beyond the sk�ll of an expert
�n �ts laboured product�on[418]. If we, however, w�thdraw ourselves
from th�s cr�t�cal sc�ence, and g�ve ourselves up unreservedly, we
become ent�rely possessed w�th the mus�cal compos�t�on and are
carr�ed w�th �t qu�te �ndependently of the power, wh�ch the art of �t
s�mply as art exerc�ses upon us. And the pecul�ar power of mus�c �s
an elementary force, that �s to say �t l�es �n the element of tone, �n
wh�ch the art here moves.
(ββ) The �nd�v�dual �s not only carr�ed away by th�s med�um �n v�rtue
of the character of �ts expos�t�on �n any part�cular case, or s�mply
drawn to �t by the spec�f�c content thereof; but, v�ewed s�mply as self-
consc�ous subject, the core and centre of h�s sp�r�tual ex�stence �s
�nterwoven w�th the work and h�mself placed �n act�ve relat�ons w�th
�t. We have, for example, �n the emphas�s of the mus�c's current
rhythms, an opportun�ty to beat �n t�me w�th �t, or un�te our vo�ces
w�th the melody, and �n the case of dance-mus�c at least, we may
assoc�ate the movement of our legs. And, generally speak�ng, the
cla�m �s made upon us as d�st�nct personal�t�es. Conversely, �n the
case of purely method�cal act�on, wh�ch, �n so far as �t �s subject to
t�me relat�ons, �s compat�ble w�th a d�st�nct beat �n v�rtue of �ts
regular�ty and possesses no further content, we requ�re on the one
hand an express�on of th�s regular�ty as such �n order that th�s act�on
shall be present to the �nd�v�dual under a mode that �s �tself
subject�ve; and, on the other, we requ�re a more �nt�mate real�zat�on
of th�s rhythm. Both requ�rements are suppl�ed by the mus�cal
accompan�ment. Th�s �s effected, for �nstance, by mus�c as
assoc�ated w�th the march of sold�ers. Such arouses the soul to the
rhythm�cal beat of the march, makes the �nd�v�dual full of the fact of
h�s march�ng[419] and steeps h�m �n the harmon�ous act�on of �t. In
someth�ng of the same sense the unregulated bustle of a table



d'hôte and the unsat�sfactory exc�tement �t arouses annoys many
people. Such feel that the mov�ng up and down, the clatter and
chatter should be subject to rule, and as we have �n our eat�ng and
dr�nk�ng an empty space of t�me to deal w�th, we should have that
empt�ness f�lled up for us. Such, therefore, �s also an occas�on
among many others when mus�c w�ll help us cons�derably,
suggest�ng as �t does other thoughts, recreat�ons, and �deas.
(γγ) In these �nstances we are made aware of the connect�on
between the �nd�v�dual soul w�th T�me s�mply, a cond�t�on �n wh�ch
the med�um of mus�c cons�sts. In other words the �nward l�fe
regarded as subject�ve un�ty �s the act�ve negat�on of the
�nd�fferent[420] juxtapos�t�on �n Space, and thereby negat�ve un�ty. In
the f�rst �nstance, however, th�s �dent�ty rema�ns �n �tself ent�rely
abstract and vo�d of content, and cons�sts merely �n th�s that �t makes
�tself an object, though �t then annuls th�s object�v�ty, wh�ch �s �tself of
a wholly �deal type and of the same character wh�ch the subject of
consc�ousness �s, �n order thereby to enforce �tself as subject�ve
un�ty. An �deal negat�ve act�v�ty of the same k�nd �n �ts sphere of
external�ty �s T�me. For �n the f�rst place �t effaces the �nd�fferent co-
extens�on of the spat�al cond�t�on and concentrates the cont�nu�ty of
the same �n the po�nt of T�me, the Now. The po�nt of t�me, however,
secondly, d�scloses �tself at the same t�me as negat�on of �tself; �n
other words th�s Now no sooner �s than �t annuls �tself �n another
Now, and by do�ng th�s makes apparent �ts negat�ve act�v�ty. Th�rdly,
we no doubt do not get, on account of external�ty[421], �n whose
element T�me �s �n mot�on, the truly subject�ve un�ty of the f�rst po�nt
of T�me w�th the next, to wh�ch the Now by self-effacement proceeds,
but the Now rema�ns throughout �n �ts change always the same[422].
For for every po�nt of T�me �s a Now, and �s as und�fferent�ated from
the other Now, taken as the bare po�nt of T�me, as �s the abstract
Ego from the object, relat�vely to wh�ch �t annuls �tself[423], and �n
wh�ch �t falls �nto self-coalescence, for the reason that th�s object �s
�tself merely the empty Ego. The actual Ego �tself, too, belongs yet
more closely to T�me, w�th wh�ch �t coalesces, �n so far as �t �s, �f we
abstract from the concrete content of consc�ousness and self-
consc�ousness, noth�ng but th�s empty movement wh�ch pos�ts �tself



as another and then cancels the exchange, �n other words cancels
�tself, �n order thereby to conserve the Ego and here only the
abstract[424] Ego there�n. Ego �s �n T�me, and T�me �s the be�ng of
the consc�ous subject �tself. Inasmuch, then, as T�me and not the
spat�al cond�t�on as such suppl�es the essent�al element, �n wh�ch
tone secures ex�stence �n respect to �ts val�d�ty as mus�c, and the
t�me of tone �s l�kew�se that of the consc�ous subject, for th�s reason
tone, by v�rtue of th�s fundamental cond�t�on of �t, penetrates �nto the
self of consc�ous l�fe, se�zes hold of the same �n v�rtue of the most
s�mple aspect of �ts ex�stence, and places the Ego �n movement by
means of the mot�on �n T�me and �ts rhythm; wh�le �n add�t�on to th�s
the other conf�gurat�on of tones, as the express�on of emot�ons,
br�ngs yet further a more def�n�te mater�al to enr�ch the un�ty of
consc�ousness, a wealth by wh�ch �t �s at once affected and carr�ed
forward.
We f�nd, then, that the fundamental ground for the elementary m�ght
of the art of mus�c �s of th�s nature.
(β) In order, however, that mus�c may exerc�se �ts full effect we must
have someth�ng more than the purely abstract tone �n �ts movement
�n T�me. The further aspect we have to attach to �t �s a content, an
emot�onal wealth steeped �n sp�r�t presented to the soul, and the
express�on, the soul of th�s content �n tones.

We have no r�ght, then, to enterta�n any exaggerated[425] op�n�on of
the sovere�gn m�ght of mus�c s�mply as mus�c, about wh�ch anc�ent
wr�ters, both sacred and profane, have told us so many fabulous
tales. If we go back to the m�racles wh�ch Orpheus performed as a
p�oneer of c�v�l�zat�on we f�nd �ndeed that tones and the�r movements
spread the�r �nfluence to the w�ld creatures, wh�ch enc�rcled h�m
shorn of the�r w�ldness, but they d�d not extend to humank�nd, who
requ�red the content of a nobler stra�n. It �s someth�ng of th�s latter
k�nd that we must attach to the hymns ascr�bed to Orpheus, wh�ch, �n
the form we have rece�ved from trad�t�on, even though �t be not the�r
or�g�nal one, support mytholog�cal and other �deas. In a s�m�lar way,
too, the warl�ke songs of Tyrtaeus are famous, by means of wh�ch,
so we are told, the Lacedaemon�ans, after long and fru�tless



confl�cts, were st�rred up to an �rres�st�ble enthus�asm and f�nally
were wholly v�ctor�ous over the Messen�ans. In th�s case, too, the
content of the �deas wh�ch these eleg�es exc�ted was the ma�n th�ng,
although pre-em�nently �n the case of barbar�c peoples and �n t�mes
of deeply moved pass�ons we cannot deny that the mus�cal aspect of
them exerc�sed a real force and effect. The p�pes of the H�ghlanders
contr�bute essent�ally to the an�mat�on of the�r courage, and the
power of the Marse�lla�se as sung �n the French Revolut�on �s
unden�able. The real source of enthus�asm �s, however, to be looked
for �n the def�n�te �dea, �n the true �nterest of the Sp�r�t w�th wh�ch a
nat�on �s steeped, and wh�ch can be exalted to a more d�rect and
l�v�ng feel�ng when the notes of mus�c, the rhythm and the melody
carry along whoever may g�ve h�mself up to them. In our own days,
however, we can hardly hold that mus�c �s capable by �tself of
evok�ng such a courageous temper and contempt of death. Almost
all arm�es nowadays have excellent reg�mental mus�c, wh�ch calls
the sold�ers to the�r dut�es, releases them from such, g�ves l�fe to the
march and �nc�tes them to the attack. No one, however, dreams of
beat�ng the enemy w�th such means. The courage of the f�eld of
battle does not come w�th the blast of trumpets and the beat of
drums, and �t w�ll �ndeed take a host of trombones before a fort w�ll
tumble �n ru�n at the�r blast l�ke the walls of a Jer�cho. It �s the
enthus�asm born of �deas, cannon, and the gen�us of generals wh�ch
are the ma�n th�ng now rather than mus�c, and th�s can only act as a
support of the forces wh�ch have already f�lled and taken hold of the
soul.
(γ) In conclus�on, we may po�nt out �n respect to the personal effect
of mus�cal sound there �s an aspect wh�ch �s referable to the
part�cular manner �n wh�ch the mus�cal work of art approaches us �n
�ts d�st�nct�on from other works of art. In other words, �nasmuch as
mus�cal tones do not as bu�ld�ngs of construct�on, statues, and
p�ctures possess �ndependently a permanent object�ve cons�stency,
but van�sh �n the act of pass�ng by the mus�cal work of art requ�res �n
v�rtue of the fact of th�s purely momentary ex�stence a cont�nuously
repeated reproduct�on. And what �s more, the necess�ty of such a
renewal of l�fe po�nts to a further more profound s�gn�f�cance. For, �n
so far as �t �s the personal soul �tself, wh�ch mus�c accepts for �ts



content w�th the object, to make man�fest �tself not as external form
and object�vely subs�stent product, to th�s extent the express�on of �t
must also assert �tself �mmed�ately �n the form of a commun�cat�on
d�sclosed by a l�v�ng person, �n wh�ch that person reposes h�s ent�re
and un�que personal�ty. Th�s �s to the fullest extent the case �n the
song of the human vo�ce, but �t �s relat�vely so �n all �nstrumental
mus�c, wh�ch can only be executed by means of a pract�sed art�st
and h�s l�v�ng and sp�r�tual no less than techn�cal powers as such.
It �s only by v�rtue of th�s personal relat�on �n respect to the act�ve
effect of the mus�cal work of art that the s�gn�f�cance of the subject�ve
aspect of mus�c �s substant�ated, wh�ch, however, too, �t �s poss�ble
�n th�s d�rect�on to carry to the extreme length of �solat�on �n the case,
that �s, where the personal v�rtuos�ty of the reproduct�on as such �s
made the exclus�ve focus and content of the enjoyment to be
der�ved.
W�th the above observat�ons I w�ll now close what I have to say w�th
regard to the general character of mus�c.

2. THE PARTICULAR DEFINITION OF THE MEANS OF EXPRESSION IN MUSIC

We have h�therto contemplated mus�c purely under the aspect, that
�ts funct�on �s to embody and g�ve l�fe to tone as the mus�cal
express�on of the personal l�fe of soul; we have now to ask ourselves
the further quest�on, by reason of what �t �s both poss�ble and
necessary that tones are no purely natural outcry of emot�on but the
art�culate art�st�c express�on of the same. For feel�ng as such
possesses a content; tone regarded as mere tone �s w�thout such. It
must consequently f�rst be rendered capable by means of an art�st�c
treatment of essent�ally ass�m�lat�ng the express�on of an �deal l�fe.
Speak�ng generally, we may establ�sh the follow�ng conclus�ons on
th�s head.
Every tone �s a substant�ve, essent�ally accepted real th�ng, wh�ch,
however, �s ne�ther art�culated nor consc�ously apprehended �n a
l�v�ng un�ty, as �s the case w�th the an�mal or human form, nor from
the further po�nt of v�ew demonstrates �n �tself, as a part�cular
member of the bod�ly organ�sm, or any �solated tra�t of the an�mated



body, whether �n �ts sp�r�tual or phys�cal aspect, that th�s
�nd�v�dual�zat�on can only ex�st �n v�tal assoc�at�on w�th the other
l�mbs and tra�ts, and secure thus �ts mean�ng, s�gn�f�cance, and
express�on. V�ewed accord�ng to external mater�al, a p�cture no
doubt cons�sts �n s�ngle strokes and colours, wh�ch can also
�ndependently ex�st, but the real mater�al on the other hand, wh�ch
f�rst creates a work of art from such strokes and colours, the l�nes
and surfaces that �s to say of the form, have only a mean�ng when
v�ewed as a concrete total�ty. The separate tone, on the contrary, �s
�ndependently substant�ve and can also be an�mated up to a certa�n
degree by means of emot�on and rece�ve a def�n�te express�on.
Conversely, however, �nasmuch as tone �s no purely �ndef�n�te rustle
and sound, but only possesses �n general mus�cal val�d�ty by v�rtue
of �ts clear def�n�t�on and pure tonal�ty, �t stands �mmed�ately, by
reason of th�s def�n�te art�culat�on, not merely accord�ng to �ts actual
sound, but also �ts temporal durat�on, �n a relat�on to other tones;
nay, th�s relat�on �s that wh�ch f�rst contr�butes to �t �ts real and actual
def�n�t�on and along w�th th�s �ts d�fference and contrast as opposed
to other tones or �ts un�ty w�th such.
In presence of the more relat�ve self-subs�stency th�s relat�on,
however, rema�ns as someth�ng external to the tones, so that the
relat�ons �nto wh�ch they are brought do not apperta�n to the s�ngle
tones under the mode of the�r not�on, as we f�nd such �n the
members of the an�mal and human organ�sm, or also �n the forms of
natural landscape. The coalescence of d�fferent tones �n d�fferent
relat�ons �s consequently someth�ng wh�ch albe�t not contrad�ctory to
the essence of tone, �s, however, �n the f�rst �nstance art�f�c�al, and
not otherw�se presented �n Nature. Such a relat�on proceeds to that
extent from a th�rd party and only ex�sts for such, namely, for the
person who apprehends[426] �t.
On account of th�s external�ty of the relat�on the def�n�t�on of tones
and the�r co-ord�nat�on subs�st �n the relat�on of quant�ty, �n relat�ons
of number, wh�ch of course have the�r foundat�on �n the nature of
tone �tself, yet are employed by mus�c �n a system wh�ch �s, �n the



f�rst �nstance, d�scovered by Art and mod�f�ed[427] �n the most var�ed
manner.
From th�s po�nt of v�ew �t �s not essent�al v�tal�ty, regarded as organ�c
un�ty, wh�ch const�tutes the foundat�on of mus�c, but equal�ty,
�nequal�ty, etc., and generally the form of the understand�ng[428], as �t
�s asserted �n quant�tat�ve relat�ons. If we consequently speak
def�n�tely of mus�cal tones we �nd�cate the same purely by numer�cal
relat�ons as also by letters selected at w�ll by v�rtue of wh�ch we are
accustomed to �nd�cate the tones accord�ng to such relat�ons.
In such a reference back to mere quant�t�es and the�r �ntell�g�ble,
external def�n�t�on mus�c possesses �ts most pronounced aff�n�ty w�th
arch�tecture, �nasmuch as �t, just as th�s latter art does, bu�lds up �ts
�nvent�ons upon the secure bas�s and scheme of proport�ons, a bas�s
wh�ch does not essent�ally expand and coalesce through v�tal un�ty �n
an organ�cally free art�culat�on, �n wh�ch the rema�n�ng d�fferent�ated
parts are g�ven w�th the one aspect of def�n�t�on, but only beg�ns to
grow �nto free art �n the further elaborat�ons, wh�ch are enabled by �t
to ar�se out of the aforesa�d cond�t�ons.
Although arch�tecture carr�es the process of l�berat�on no further than
a harmony of forms and the character�st�c an�mat�on of a myster�ous
eurhythmy, mus�c, on the contrary, for the reason that �t has for �ts
content the most �nt�mate, personal, and free l�fe and essence of the
soul, str�des �nto and emphas�zes the profoundest oppos�t�on that
ex�sts between th�s free l�fe of soul and those quant�tat�ve relat�ons
on wh�ch �t �s based. It �s, however, unable to pers�st �n th�s
oppos�t�on; rather �t �s �ts d�ff�cult funct�on to overcome �t as
essent�ally as �t accepts �t, by ass�gn�ng to the free movements of the
soul, wh�ch �t expresses, a more secure foundat�on and bas�s by
means of these necessary proport�ons, a bas�s on wh�ch �t then,
however, g�ves movement to and develops the �nner l�fe �n the
freedom wh�ch for the f�rst t�me rece�ves �ts fulness of content by
v�rtue of such fundamental necess�ty[429].
In th�s respect there are �n the f�rst �nstance two aspects of tone we
should d�st�ngu�sh, accord�ng to wh�ch �t �s art�st�cally to be
employed. F�rst, we have the abstract foundat�on, the un�versal but



not as yet phys�cally spec�f�ed element, that �s, T�me, �n the doma�n
of wh�ch tone falls. After that we get sound �tself, the real d�st�nct�on
of tones, not merely accord�ng to aspects referable to the d�fference
of the sensuous mater�al, wh�ch sounds, but also �n that aspect of
the tones themselves as they are related to one another, whether �n
the�r s�ngular�ty or as a whole. To such we must then adjo�n th�rdly,
the soul, wh�ch g�ves an�mat�on to the tones, rounds them off �n a
free total�ty, and g�ves to them a sp�r�tual express�on �n the�r temporal
movement and the�r real sound. By v�rtue of these aspects we
rece�ve for the�r more def�n�te class�f�cat�on a ser�es of stages as
follows.
F�rst, we have to occupy our attent�on w�th the purely temporal
durat�on and movement, wh�ch �t �s the funct�on of art not merely to
leave to chance �n the�r arrangement, but to determ�ne accord�ng to
def�n�te measures, and to render var�ous by v�rtue of the�r
d�fferences, and once more aga�n to establ�sh the�r un�ty �n these
d�st�nct�ons. From th�s we deduce the necess�ty for t�me-measure,
beat, and rhythm.
Secondly, however, mus�c has not merely to deal w�th abstract t�me
and the relat�ons of longer or shorter durat�on, mus�cal phrase and
so forth, but w�th the concrete t�me of the�r sound accord�ng to
def�n�te tones, wh�ch consequently are not merely d�st�nct from one
another accord�ng to the�r durat�on. Th�s d�fference reposes, �n the
f�rst place, on the spec�f�c qual�ty of the�r sensuous mater�al, by
reason of whose osc�llat�ons the tone �s produced; on the other hand
�t depends on the d�fferent number of such osc�llat�ons, �n wh�ch the
resonant bod�es osc�llate �n an equal measure of t�me. And
furthermore these d�fferences assert themselves as essent�al
aspects for the relat�on of tones �n the�r concord, oppos�t�on, and
med�at�on. We may g�ve th�s port�on of our subject the general
des�gnat�on of the theory of harmony.

Th�rdly, and f�nally, �t �s the melody, by v�rtue of wh�ch on these
foundat�ons of a beat character�zed by rhythm�cal v�tal�ty and of
d�st�nct�ons and movements of harmony �tself that the realm of tones
�s un�tedly d�scharged �n a sp�r�tually free mode of express�on, and
conducts us thereby to the f�nal ma�n sect�on of our subject, wh�ch



w�ll undertake to cons�der mus�c �n �ts concrete un�ty w�th the sp�r�tual
content �t �s �ntended to express �n beat, harmony, and rhythm.
(a) T�me-measure, Beat, Rhythm
So far as �n the f�rst place the purely temporal aspect of mus�cal tone
�s concerned, we have f�rst to d�scuss the necess�ty, wh�ch generally
�n mus�cal t�me �s the dom�nant factor. Secondly, we shall cons�der
beat under the aspect of t�me-measure wholly regulated under
sc�ent�f�c rule. Th�rdly, we shall treat of the rhythm, under wh�ch a
start �s made �n an�mat�ng th�s abstract rule by the prom�nence or
subord�nat�on �t atta�ns to def�n�te d�v�s�ons of t�me.
(α) The f�gures of sculpture and pa�nt�ng are placed s�de by s�de �n
space and present the extens�on of real�ty �n actual or apparent
total�ty. Mus�c, however, can only place before us tones �n so far as �t
makes a body under the spat�al cond�t�on tremble, sett�ng the same
�n an osc�llat�ng mot�on. These osc�llat�ons only affect art under the
aspect, that they follow one another; and for th�s reason the
sensuous mater�al generally only enters �nto mus�c w�th the temporal
durat�on of �ts movement �nstead of tak�ng w�th �t �ts spat�al form. No
doubt that mot�on of a body �s always present �n space, so that
pa�nt�ng and sculpture have the r�ght to exh�b�t the appearance of
movement, albe�t the�r f�gures are �n the�r real�ty at rest. In respect to
th�s aspect of Space, however, mus�c does not accept movement,
and there rema�ns consequently as part of �ts conf�gurat�on only the
t�me, �nto wh�ch the osc�llat�on of the body falls.
(αα) T�me, however, �n consequence of what we have already above
cons�dered, �s not as Space �s, the pos�t�ve cond�t�on of juxtapos�t�on,
but on the contrary negat�ve external�ty. As juxtapos�t�on, wh�ch �s
cancelled, �t �s the po�nt of passage, and as negat�ve act�v�ty �t �s the
abrogat�on of th�s po�nt of t�me �n another, wh�ch �s �tself �mmed�ately
cancelled, and becomes another and so on cont�nuously. In the
cont�nuous ser�es of these po�nts of t�me every s�ngle tone not
merely �s asserted �ndependently as s�ngle, but �s brought from a
further po�nt of v�ew �nto quant�tat�ve assoc�at�on w�th other tones, by
wh�ch process T�me �s referable to number. Conversely, however, for
the reason that t�me �s the unbroken r�se and passage of such po�nts



of t�me, wh�ch, regarded as mere po�nts of t�me, possess �n th�s
unpart�cular�zed abstract�on no d�st�nct�on one to another, for th�s
reason to a l�ke extent t�me appears as the equable stream, and the
durat�on essent�ally und�fferent�ated.
(ββ) In th�s �ndeterm�nacy, however, mus�c �s unable to leave t�me.
Rather �t �s compelled to def�ne �t more narrowly, to g�ve �t a
measure, and regulate �ts stream accord�ng to the rules of such a
measure. By v�rtue of th�s regular treatment we get the t�me-measure
of tones. And here at once ar�ses the quest�on, wherefore then once
and for all mus�c requ�res such measure. The necess�ty of def�n�te
per�ods of t�me may be evolved from th�s fact, that t�me stands �n the
closest aff�n�ty w�th, the self �n �ts s�mpl�c�ty, wh�ch apprehends, and
has a r�ght to apprehend, �ts �nward l�fe through the med�um of tones;
t�me, �n fact, regarded as external�ty, essent�ally possesses the same
pr�nc�ple, wh�ch �s act�ve �n the Ego as the abstract foundat�on of all
that perta�ns to the soul and sp�r�t. If, then, �t �s the s�mple self, wh�ch
as soul-l�fe has to be made object�ve �n mus�c, so, too, the un�versal
med�um of th�s object�v�ty must be treated conformably to the
pr�nc�ple of that subject�ve l�fe. The Ego, however, �s not the
�ndef�n�te cont�nuance and the unbroken[430] durat�on, but �s only
self-�dent�ty when we regard �t as an aggregate and a return upon
�tself[431]. The assert�on of �tself, where�n �t becomes object, �s
doubled back �n the be�ng thus self-for-�tself; and �t �s only through
th�s relat�on to �tself that �t becomes self-feel�ng, self-consc�ousness
and so forth. In th�s aggregate, however, we f�nd essent�ally a
break�ng off of the purely �ndef�n�te change, such as we held t�me to
be �n the f�rst �nstance, �n wh�ch the r�se and suppress�on, the
d�sappearance and renewal of the po�nts of t�me were noth�ng but a
wholly formal passage from every now to another present of s�m�lar
character, and consequently noth�ng but an un�nterrupted
progress�on. In contrast to th�s empty process the self �s that wh�ch
�tself pers�sts by �tself, the total�ty whereof essent�ally breaks up the
undef�ned ser�es of t�me po�nts, creates an �nfract�on �nto the abstract
cont�nu�ty, free�ng the Ego, wh�ch recollects �tself �n th�s process of
d�screte d�v�s�on and f�nds �tself aga�n there�n, from what �s a purely
external process of change.



(γγ) The durat�on of a tone does not, agreeably to th�s pr�nc�ple, pass
away �n a process of relat�ve �ndeterm�nacy, but emphas�zes w�th �ts
beg�nn�ng and end, wh�ch accord�ngly �s a def�n�te beg�nn�ng and
cessat�on, the ser�es of the t�me moments, wh�ch, apart from �t, are
not thus d�st�ngu�shable. If, however[432], many tones follow one
after another, and every one of them rece�ves a durat�on wh�ch can
be separately d�st�ngu�shed from each other, then we must assume
that �nstead of hav�ng that or�g�nal �ndef�n�te ser�es devo�d of content,
we only once more get by a converse process the fortu�tous, and,
along w�th th�s to a l�ke extent, the �ndef�n�te var�ety of part�cular
quant�t�es. Th�s unregulated rambl�ng about contrad�cts qu�te as
much the un�ty of the Ego as the abstract progress forward; and �t
can only f�nd �tself reflected and sat�sf�ed �n such a var�ed mode of
def�n�t�on �n so far as s�ngle quant�t�es are brought under one un�fy�ng
pr�nc�ple, wh�ch for the reason that �t subsumes the part�cular parts
under �ts synthet�c embrace, must �tself be a def�n�te un�ty, yet �n the
f�rst �nstance as merely an �dent�ty of external appl�cat�on can only
pers�st as one of an external type.
(β) And th�s carr�es us to the further pr�nc�ple of co-ord�nat�on wh�ch
we f�nd �n the t�me-beat.
(αα) The f�rst th�ng to be cons�dered here cons�sts �n th�s, that, as
stated, d�st�nct d�v�s�ons of t�me are un�ted �n a un�ty, �n wh�ch the
Ego �ndependently creates �ts �dent�ty w�th �tself. Inasmuch as the
Ego �n the f�rst �nstance only suppl�es the foundat�on as abstract self
th�s equab�l�ty, �n respect to the advance of t�me and �ts tones, can
only assert �tself as operat�ve under the mode of a un�form�ty that �s
�tself abstract, that �s to say as the un�form repet�t�on of the same
un�ty of t�me. Agreeably to the same pr�nc�ple the beat accord�ng to
�ts s�mple def�n�t�on can only cons�st �n th�s, that �t establ�shes a
def�n�te un�ty of t�me as measure and rule not merely for the
del�berate[433] break�ng up of the t�me-ser�es held prev�ously w�thout
such d�st�nct�on, but also for the equally capr�c�ous durat�on of s�ngle
tones, wh�ch are now apprehended together under a def�n�te bond of
un�on, and that �t perm�ts th�s measure of t�me to be cont�nuously
renewed �n abstract un�form�ty. In th�s respect t�me-beat possesses
the same funct�on as the pr�nc�ple of symmetry �n arch�tecture, as, for



�nstance, when th�s places s�de by s�de columns of s�m�lar he�ght and
th�ckness at �ntervals of equal d�stance, or co-ord�nates a row of
w�ndows, wh�ch possess a def�n�te s�ze, under the pr�nc�ple of
equal�ty. We f�nd present �n th�s case, too, an assured d�st�nct�on of
parts and a repet�t�on �n every way complete. In th�s un�form�ty self-
consc�ousness d�scovers �tself once more as un�ty, �n so far as �t �n
part recogn�zes �ts own equal�ty �n the co-ord�nat�on of a fortu�tous
var�ety; partly, too, �n the return of the same un�ty, �t �s recalled to the
fact that �t has already been there, and prec�sely by means of �ts
return asserts �tself as the preva�l�ng pr�nc�ple[434]. The sat�sfact�on,
however, wh�ch the Ego rece�ves through the t�me-beat �n th�s
red�scovery of �tself �s all the more complete because the un�ty and
regular�ty do ne�ther apply to t�me or tones as such, but are
someth�ng wh�ch �s wholly appert�nent to the Ego, and �s carr�ed �nto
the t�me relat�on by the same as a means of self-sat�sfact�on. We do
not f�nd th�s abstract �dent�ty �n what �s wholly of Nature. Even the
heavenly bod�es reta�n no regular t�me-measure[435] �n the�r mot�ons,
but accelerate or retard the�r course, so that they do not pass over
equal spaces �n �dent�cal per�ods of t�me. The same th�ng may be
sa�d of fall�ng bod�es, w�th the mot�on of project�les, etc., and we may
add that an�mal l�fe to a st�ll less degree regulates �ts runn�ng,
spr�ng�ng, and se�z�ng of objects on the pr�nc�ple of an exact
recurrence of one def�n�te t�me-measure. In th�s respect the t�me-
measure of l�v�ng th�ngs proceeds far more completely from sp�r�tual
�n�t�at�ve than the regular def�n�t�ons of s�ze appl�cable to arch�tecture
for wh�ch we may more read�ly d�scover analog�es �n Nature.
(ββ) If, however, the Ego �s to return upon �tself by means of the
t�me-beat by thus appropr�at�ng throughout an �dent�ty wh�ch �t �tself
�s and wh�ch proceeds from �tself, we �mply �n th�s, �n order that the
d�st�nct un�ty may be felt as a pr�nc�ple, that �n a s�m�lar degree what
�s presented to �t should be that wh�ch �s unregulated and not
un�form. It �s �n short only through the fact that the def�n�te beat of the
measure preva�ls over and co-ord�nates what �s capr�c�ously
unequal, that �t asserts �tself as un�ty and regulat�ng pr�nc�ple of a
fortu�tous var�ety. It must consequently appropr�ate the same w�th�n
�tself, and suffer un�form�ty to appear �n that wh�ch �s not so. Th�s �t �s



wh�ch f�rst g�ves to the t�me-beat �ts spec�f�c and essent�al def�n�t�on
to be asserted too �n contrast to other measurements of t�me, wh�ch
can be repeated relat�vely to the same pr�nc�ple.
(γγ) By reason of th�s the mult�pl�c�ty wh�ch �s enclosed �n a g�ven
t�me-measure possesses �ts def�n�te standard accord�ng to wh�ch �t �s
d�v�ded and co-ord�nated. From th�s we arr�ve, �n the th�rd place, at
d�st�nct k�nds of t�me-measure. The f�rst th�ng of �mportance to not�ce
�n th�s connect�on �s the d�v�s�on of t�me accord�ng to e�ther an even
or an uneven number of equally d�v�ded parts. Of the f�rst k�nd we
have, for example, the two-four and the four-four t�me. In these even
number �s predom�nant. Of the oppos�te k�nd �s the three-four t�me, �n
wh�ch the co-ord�nate d�v�s�ons const�tute a un�ty of equal parts, of
course, but �n a number that �s uneven. Both types are to be found
un�ted �n s�x-e�ght t�me, to take an example, wh�ch no doubt
numer�cally appears to be s�m�lar to the four-four t�me, but as a fact,
however, does not fall �nto three but �nto two d�v�s�ons, of wh�ch,
however, the one no less than the other, relat�vely to �ts closer aspect
of d�v�s�on, accepts three, that �s an uneven number, as �ts pr�nc�ple.
A part�cular�zat�on of th�s k�nd const�tutes the constantly repeated
pr�nc�ple of every part�cular measure of t�me. However much
notw�thstand�ng the def�n�te t�me-measure �s bound to control the
var�ety of the t�me-durat�on and �ts longer or shorter sect�ons, we
must not therefore extend �ts effect�ve power to the length that �t
places th�s var�ety �n subject�on �n a wholly abstract way, that �n
short, for example, �n the four-four measure only four notes of equal
length as fourths can appear, �n the three-four t�me only three, and
so forth. The regular�ty restr�cts �tself to th�s, that as, for �nstance, �n
the four-four t�me the sum of the separate notes are only equal to
four equal parts, wh�ch may not only be d�v�ded �nto e�ghths and
s�xteenths, but conversely may aga�n contract �nto less d�v�s�ons, and
�ndeed are capable moreover of more d�ffuse d�v�s�on.
(γ) The further, however, th�s elast�c mode of d�fferent�at�on �s carr�ed
the more necessary �t �s that the essent�al d�v�s�ons of the t�me
should be asserted as predom�nant and also should be �nd�cated �n
an effect�ve way as an �llustrat�on of the fundamental pr�nc�ple of
the�r co-ord�nat�on. Th�s �s carr�ed out by the rhythm, wh�ch f�rst g�ves



v�tal s�gn�f�cance to t�me-measure and the beat. W�th respect to th�s
v�tal�zat�on[436] we may d�st�ngu�sh the follow�ng po�nts.
(αα) In the f�rst place we have accent, wh�ch to a greater or less
degree attaches �n an aud�ble way to def�n�te d�v�s�ons of t�me, wh�le
others pass by on the other hand w�thout an accent. By v�rtue of
such emphas�s, or lack of emphas�s, wh�ch �s �tself of var�ous k�nds,
every part�cular measure of t�me possesses �ts part�cular rhythm,
wh�ch �s placed �n exact assoc�at�on w�th the spec�f�c mode of
d�v�s�on to wh�ch �ts rhythm appl�es. The four-four t�me, for �nstance,
�n wh�ch an even number �s the pr�nc�ple of d�v�s�on, has a twofold
ars�s; on the other hand there �s that on the f�rst note or fourth
d�v�s�on, and then, though �n weaker power, on the th�rd. The f�rst �s
called on account of �ts stronger accentuat�on, the strong accent, the
second �n contrast to �t the weak one. In the three-four t�me the
accent rests ent�rely on the f�rst fourth, �n s�x-e�ght t�me on the
contrary �t �s on the f�rst of the e�ght d�v�s�ons and the fourth, so that
�n th�s case the twofold accent asserts a d�v�s�on of equal length �n
two halves.
(ββ) In so far as mus�c �s an accompan�ment rhythm �s brought �nto
essent�al relat�on w�th poetry. In the most general way I w�ll on th�s
merely venture the observat�on that the accents of the mus�cal beat
ought not to d�rectly contrad�ct those of the metre. If, for example,
one of the unaccentuated syllables, relat�vely to the rhythm of the
verse, �s placed �n a strong accent of the beat, wh�le the ars�s, or �t
may be the caesura, falls �n one of the weak accents of the mus�c,
then we get a false oppos�t�on between the rhythm of the poetry and
that of the mus�c wh�ch �t �s better to avo�d. We may aff�rm the same
th�ng w�th regard to the long and short syllables. These also ought �n
general to fall �nto harmony w�th the durat�on of the tones, so that the
longer syllables are co�nc�dent w�th the longer notes, the shorter w�th
the shorter, albe�t th�s accordance �s not to be pressed w�th absolute
prec�s�on, �nasmuch as mus�c �s frequently perm�tted greater play for
the durat�on of �ts long notes, no less than for the exuberant
subd�v�s�on of the same.
(γγ) In the th�rd place we may at once �n ant�c�pat�on observe that we
have to d�st�ngu�sh the an�mated rhythm of melody from the



abstractly cons�dered and severely regular return of the beat rhythm.
In th�s respect mus�c possesses a s�m�lar and, �n fact, yet greater
freedom than poetry. In poetry the beg�nn�ng and term�nat�on of
words[437] need not necessar�ly co�nc�de w�th the beg�nn�ng and end
of the verse feet; rather a thoroughgo�ng co�nc�dence of th�s nature
g�ves us a verse that halts and �s w�thout caesura. And, furthermore,
the beg�nn�ng and end�ng of the sentences and per�ods ought not
throughout to mark the beg�nn�ng and conclus�on of a verse. On the
contrary, a per�od w�ll term�nate more sat�sfactor�ly �n the beg�nn�ng
or even �n the m�ddle and near the last feet of the verse. From wh�ch
po�nt we beg�n w�th a new one wh�ch carr�es the f�rst verse �nto the
one that follows. The same th�ng holds good �n the case of mus�c
relat�vely to �ts t�me-beat and rhythm. The melody and �ts d�fferent
phrases[438] need not absolutely commence w�th the fall of a beat
and close w�th the conclus�on of another: such may �n a general way
move freely to th�s extent that the ma�n-ars�s of the melody may be
�nc�dent to that port�on of a mus�cal beat, on wh�ch, relat�vely to �ts
ord�nary rhythm, no such emphas�s appl�es; whereas, conversely, a
tone, wh�ch �n the natural process of the melody would necessar�ly
rece�ve no accentuated prom�nence, may qu�te conce�vably be
placed �n the strong accent of the t�me-measure, wh�ch requ�res an
ars�s, so that consequently such a tone, relat�vely to the t�me-rhythm,
has a d�fferent effect from that wh�ch the same tone cla�ms to assert
as d�st�nct from that rhythm and purely �n the melody. Th�s
oppos�t�on, however, asserts �tself most strongly �n so-called
syncopat�ons. If, on the other hand, the melody absolutely adheres �n
�ts rhythms and d�v�s�ons to the t�me rhythm �t tends to drag, and
lacks warmth and �nvent�on. In short, what �s requ�red �s a freedom
from the pedantry of metre and the barbar�sm of a un�form rhythm. A
def�c�ency �n more free movement read�ly �ncreases the l�mpness
and slugg�shness to the po�nt of actual gloom and depress�on; and �n
th�s way, too, many of our popular melod�es possess aspects of
mournfulness, drag and burden, �n so far as the soul merely
possesses a means of advance as �ts express�on more monotonous
than �tself, and �n v�rtue of such �s constra�ned to cons�gn to �t also
the doleful emot�ons of a broken heart. The speech of Southern
peoples, on the other hand, more espec�ally the Ital�an, offers a r�ch



f�eld for a rhythm and flow of melody wh�ch �s more notable for �ts
var�ety and movement. And �t �s prec�sely here that we mark an
essent�al d�st�nct�on between German and Ital�an mus�c. The un�form
coldness of the Iamb�c mode of scans�on, wh�ch recurs �n so many
German songs, k�lls the free and jub�lant �mpulse of the melody, and
restra�ns any further r�se and devolut�on[439]. In more recent t�mes
Re�chard and others, ow�ng to th�s very fact that they have sa�d
good-bye to th�s �amb�c drone, have �mported �nto the�r lyr�cal
compos�t�ons a new and rhythm�cal l�fe, although we st�ll f�nd traces
of the former type �n some of the�r songs. However, we do not only
mark the �nfluence of the �amb�c rhythm �n songs, but also �n many of
our most �mportant mus�cal compos�t�ons. Even �n the Mess�ah of
Handel the compos�t�on does not only �n many ar�as and choruses
follow the mean�ng of the words w�th declamatory truth, but also
adheres to the fall of the �amb�c rhythm, partly �n the d�st�nct�on
s�mply that �t makes between �ts long and short durat�on, partly �n the
fact that the protract�on of the �amb�c rhythm requ�res a more
elevated tone than the correspond�ng short syllable �n the metre. I
have no doubt th�s �s one of the character�st�c features of Handel�an
mus�c, ow�ng to wh�ch we Germans feel so much at home w�th the
same, qu�te apart from �ts excellences �n other respects, �ts majest�c
sw�ng, �ts v�ctor�ous onward movement, the wealth �t d�scloses of
profoundly rel�g�ous no less than more s�mple �dyll�c emot�ons. Th�s
rhythm�cal substance of the melody comes more d�rectly to our
sense of hear�ng than that of the Ital�ans, who are �ncl�ned to f�nd �n �t
a want of freedom, as someth�ng, too, that str�kes the ear as strange
and al�en.
(β) Harmony
The further aspect, �n v�rtue of wh�ch alone the abstract bas�s of
t�me-beat and rhythm rece�ves �ts fulf�lment, and thereby �s enabled
to become actually concrete mus�c �s the k�ngdom of tones regarded
as such. Th�s more essent�al doma�n of mus�c �s dom�nated by the
laws of harmony. We have here a further elementary fact to deal
w�th. In other words, a mater�al substance[440] does not only through
�ts osc�llat�on for art emerge from the mere v�s�ble reproduct�on of �ts
spat�al form, and �s carr�ed further �nto the elaborat�on of �ts



conf�gurat�on �n T�me[441], but �t produces d�st�nct sounds accord�ng
to �ts part�cular phys�cal const�tut�on no less than �ts d�fferent length
and brev�ty and number of v�brat�ons through wh�ch �t passes �n a
g�ven per�od of t�me, and consequently �n th�s respect, too, Art �s
compelled to take account of �t and g�ve �t form agreeably to �ts own
nature.
W�th regard, then, to th�s second element we have to emphas�ze w�th
more accuracy three ma�n po�nts.
The f�rst one presented to our cons�derat�on �s the d�fference
between the var�ous �nstruments, whose �nvent�on and elaborat�on
has been found essent�al to create that total�ty of mus�cal sound,
wh�ch �n respect to mus�cal sound const�tutes a sphere of d�fferent
tones �ndependently of all d�st�nct�on of the relat�on of p�tch whether �t
be a h�gh or a low one.
Secondly, however, mus�cal tone �s, qu�te apart from the d�fferent
pecul�ar�t�es of e�ther �nstruments or the human vo�ce, �tself an
art�culated total�ty of d�fferent tones, tone-ser�es, and scales, wh�ch �n
the f�rst �nstance repose on quant�tat�ve relat�ons, and �n the
determ�nat�on of these relat�ons are tones wh�ch �t �s the funct�on of
every �nstrument and the human vo�ce, accord�ng to �ts spec�f�c
qual�ty, to produce �n less or greater completeness.
Th�rdly, mus�c ne�ther cons�sts �n s�ngle �ntervals nor �n purely
abstract ser�es of tones, that �s, keys unrelated to each other, but �s a
concrete �nterfus�on of opposed or med�at�ng sound, wh�ch
necess�tates a forward progress�on and a passage from one po�nt to
another. Th�s juxtapos�t�on and change does not depend on mere
cont�ngency and capr�ce, but �s subject to def�n�te rules, wh�ch
const�tute the necessary foundat�on of all true mus�c.
In pass�ng now to the more deta�led cons�derat�on of these several
po�nts of v�ew I am forced, as already stated, to l�m�t myself for the
most part to the most general observat�ons.
(α) Sculpture and pa�nt�ng d�scover the�r sensuous mater�al, such as
wood, stone, metals, and the l�ke, or colours and other med�a of that
type more or less stra�ght to hand, or, at least, they are only



compelled to elaborate the same �n a subord�nate degree, �n order to
adapt them to the uses of art.
(αα) Mus�c, on the contrary, wh�ch throughout �s set �n mot�on
through a med�um art�f�c�ally prepared for the purposes of art from
the f�rst, must necessar�ly pass through a d�st�nctly more d�ff�cult
preparat�on before the product�on of mus�cal tones �s secured. W�th
the except�on of the human vo�ce, wh�ch returns us Nature �n her
�mmed�acy, Mus�c �s compelled �tself to create all �ts other
�nstruments of genu�ne mus�cal tone throughout before �t can ex�st as
an art.
(ββ) W�th regard to these means as such we have already above
formed our concept�on of the t�mbre proper to them �n the sense that
�t �s the result of a v�brat�on of the spat�al med�um, �s the f�rst
exc�tat�on thereof of �deal �mport, wh�ch enforces �tself as such �n
contrad�st�nct�on to the purely sensuous juxtapos�t�on, and, by v�rtue
of th�s negat�on of spat�al real�ty, asserts �tself as the �deal un�ty of all
the phys�cal qual�t�es of spec�f�c grav�ty and the purely sensuous type
of corporeal coalescence. If we �nqu�re further as to the qual�tat�ve
pecul�ar�t�es of the med�um thus made to em�t mus�cal sound we
shall f�nd that �n �ts character as mater�al substance no less than as
art�f�c�ally constructed, �t var�es greatly. We may have a long�tud�nal
or osc�llat�ng[442] column of a�r, wh�ch �s l�m�ted by a f�xed channel of
wood or metal, or we may have a long�tud�nally stretched str�ng of
gut or metal, or �n other cases a stretched surface of parchment or a
bell of glass or metal. In th�s connect�on we may draw attent�on to
the follow�ng d�st�ngu�sh�ng features. In the f�rst place �t �s the l�neal
d�rect�on[443] wh�ch �s ma�nly predom�nant, and produces the
�nstruments most effect�ve �n mus�cal employment; and th�s �s so
whether, as �n the case of w�nd-�nstruments, the ma�n pr�nc�ple �s
represented by a column of a�r wh�ch �s relat�vely more def�c�ent �n
cohes�on or by a mater�al l�ne adapted to tens�on, but of suff�c�ent
elast�c�ty to be made to v�brate, as �s the case w�th str�nged
�nstruments.
Secondly, we have the pr�nc�ple of surface rather than l�ne
represented �n �nstruments of �nfer�or s�gn�f�cance, such as the kettle-



drum, bell, and harmon�ca. There �s, �n fact, a subtle sympathy
between the self-aud�ble pr�nc�ple of �deal�ty and that type of
rect�l�near tone[444], wh�ch, by v�rtue of �ts essent�ally s�mple
subject�v�ty, demands the resonant v�brat�on of s�mple l�ne extens�on
rather than that of the broad and round surface. In other words,
�deal�ty �s as subject th�s sp�r�tual po�nt, wh�ch �s made aud�ble �n
tone as �ts mode of express�on. But the closest approach to the
expos�t�on and express�on of the mere punctum �s not the surface,
but the s�mple l�near d�rect�on. From th�s po�nt of v�ew broad or round
surfaces are not adapted to the requ�rements and enforcement of
such aud�b�l�ty. In the case of the kettle-drum we have a sk�n
stretched over a kettle or bas�n, wh�ch by be�ng struck at a s�ngle
po�nt sets the ent�re surface v�brat�ng w�th a muffled sound. Though
a mus�cal sound, �t �s one wh�ch from �ts very nature, as belong�ng to
such an �nstrument, �t �s �mposs�ble to br�ng e�ther to clear def�n�t�on
or any cons�derable degree of var�ety. We f�nd a d�ff�culty of an
oppos�te type �n the case of the harmon�ca and the bells of glass
wh�ch are set �n v�brat�on �n �t. In th�s case �t �s the concentrated
�ntens�ty of tone wh�ch fa�ls to project �tself, and wh�ch �s of such an
affect�ng character that not a few, when hear�ng �t, rece�ve actual
nervous pa�n. But, desp�te th�s spec�f�c effect, th�s �nstrument �s
unable to g�ve permanent pleasure and �s w�th d�ff�culty comb�ned
w�th other �nstruments on the rare occas�ons such an attempt �s
made. We f�nd the same defect on the s�de of d�fferent�at�on of tone
�n the bell and a s�m�lar punctually repeated stroke as �n the case of
the kettle-drum. The r�ng of a bell, however, �s not so muffled as �n
the latter; �t r�ngs out clearly, although �ts pers�stent reverberat�on �s
more the mere echo of the s�ngle beat as struck at regular �ntervals.
Th�rdly, the human vo�ce may be regarded �n respect to the tones
em�tted as the most complete �nstrument of all. It un�tes �n �tself the
character�st�cs of both the w�nd �nstrument and the str�ng. That �s to
say we have here �n one aspect of �t a column of a�r wh�ch v�brates,
and, further, by v�rtue of the muscles, the pr�nc�ple of a str�ng under
tens�on. Just as we saw �n the case of the colour �nherent �n the
human sk�n, we had what was �n �ts aspect of �deal un�ty, the most
essent�ally perfect presentment of colour, so, too, we may aff�rm of



the human vo�ce that �t conta�ns the �deal compass of sound, all that
�n other �nstruments �s d�fferent�ated �n �ts several compos�te parts.
We have here the perfect tone, wh�ch �s capable of blend�ng �n the
most fac�le and beaut�ful way w�th all other �nstruments. Add to th�s
that the human vo�ce �s to be apprehended as the essent�al tone of
the soul �tself, as the concordant sound wh�ch by v�rtue of �ts nature
expresses the �deal character of the �nner l�fe, and most �mmed�ately
d�rects such express�on. In the case of all other �nstruments on the
contrary we f�nd that a mater�al th�ng �s set �n v�brat�on, wh�ch, �n the
use that �s made of �t, �s placed �n a relat�on of �nd�fference to and
outs�de of the soul and �ts emot�on. In the human song, however, �t �s
the human body �tself from wh�ch the soul breaks �nto utterance. For
th�s reason, too, the human vo�ce �s unfolded, �n accord w�th the
subject�ve temperament and emot�on, �n a vast man�fold of
part�cular�ty. And th�s var�ety, �f we cons�der �ts d�st�ngu�sh�ng features
suff�c�ently general�zed, �s based on nat�onal or other natural
relat�ons. Thus, for example, we f�nd that the Ital�ans are pre-
em�nently the people among whom we meet w�th the most beaut�ful
vo�ces. An �mportant feature of th�s beauty �s to start w�th the content
of the sound s�mply as sound, �ts pure metall�c qual�ty, wh�ch ne�ther
f�nes away �n mere keenness or v�treous attenuat�on, nor ma�nta�ns a
pers�stent muffled and hollow character, but, at the same t�me,
though never carr�ed to the po�nt of tremolo �n �ts tone, preserves �n
the compact body of �ts tone someth�ng of the v�tal v�brat�on of the
soul �tself. Above all else the pur�ty of vo�ce-product�on �s most
essent�al, or �n other words we must have no fore�gn element of
sound asserted alongs�de of the freest express�on of essent�al tone.
(γγ) Such a total�ty of �nstruments the art of mus�c can employ, e�ther
�n separat�on or complete comb�nat�on. In the latter case of late
years we may note an except�onal art�st�c development. The d�ff�culty
of such art�st�c collaborat�on �s enormous. Every �nstrument
possesses a character of �ts own, wh�ch �s not d�rectly congen�al to
the pecul�ar�ty of some other �nstrument. It follows from th�s that
whether we are cons�der�ng the harmon�ous co-operat�on of var�ous
�nstruments of d�fferent type, or the effect�ve product�on of some
part�cular qual�ty of sound such as that of w�nd or str�ngs, or the
sudden blast of trombones, or the success�ve alternat�ons of change



that are �nseparable from the mus�c of a large cho�r, �n all such cases
knowledge, c�rcumspect�on, exper�ence, and �mag�nat�ve endowment
are �nd�spensable, �n order that, �n every example of the k�nd,
whether of tonal qual�ty, trans�t�on, oppos�t�on, progress�on, or
med�at�on, we do not lose s�ght of an �deal s�gn�f�cance, the soul and
emot�onal value of the mus�c. For example, I f�nd �n the symphon�es
of Mozart, who was a great master of �nstrumentat�on and �ts sense-
appeal�ng, that �s �ts v�tal no less than lum�nous var�ety, a sort of
alternat�on between the d�fferent �nstruments wh�ch frequently
resembles �n �ts dramat�c �nterplay a k�nd of d�alogue. In one aspect
of th�s the character of some part�cular type of �nstrument �s carr�ed
to a po�nt, wh�ch ant�c�pates and prepares the way for that of
another; looked at �n another way, one k�nd of �nstrument repl�es to
another; or asserts some typ�cal mode of express�on wh�ch �s den�ed
to the �nstrument �t follows, so that �n the most graceful fash�on we
thus get a k�nd of conversat�on of appeal and response, wh�ch has
�ts beg�nn�ng, advance and consummat�on.
(β) The second mater�al wh�ch enl�sts our attent�on �s no longer the
phys�cal qual�ty asserted �n the sound, but the essent�al def�n�t�on of
the tone �tself, and �ts relat�on to other tones. Th�s object�ve relat�on,
whereby mus�cal tone �n the f�rst �nstance, not merely �n �ts essent�al
and emphat�cally def�ned s�ngular�ty, but also �n �ts fundamental
relat�on to s�multaneously pers�stent tones, expat�ates, const�tutes
the actual harmon�ous element of mus�c, and �s based, regarded
under �ts own or�g�nal phys�cal cond�t�ons, upon quant�tat�ve
d�fferences and numer�cal proport�ons. A closer exam�nat�on of the
contents of th�s system of harmony presents, as understood to-day,
the follow�ng po�nts of �mportance.
F�rst, we have separate tones �n the�r def�n�te metr�cal relat�on, and
assoc�ated w�th other tones. Th�s �s the theory of part�cular �ntervals.

Secondly, there �s the connected ser�es of tones or notes �n the�r
s�mplest form of success�on, �n wh�ch one tone �mmed�ately leads up
to another; such are the scales.
Th�rdly, we have the d�st�nct�ve character�st�cs of these scales,
wh�ch, �n so far as each starts from a d�fferent tone, as �ts



fundamental tone, �s thereby d�fferent�ated �nto the part�cular keys
d�st�nct from each other, and �nto the system of keys wh�ch they
const�tute.
(αα) The part�cular notes do not only rece�ve the�r tone, but also the
more �nclus�vely pos�t�ve[445] determ�nat�on of such sound by v�rtue
of a corporeal substance �n v�brat�on. In order to get at th�s
determ�nacy we have to def�ne the type of v�brat�on �tself not �n any
chance or capr�c�ous manner, but once for all as �t essent�ally �s. The
column of a�r, for example, or the str�ng or surface under tens�on,
wh�ch produces sound possesses �nvar�ably a certa�n length or
extens�on. If we take a str�ng, for �nstance, and fasten �t between two
po�nts, and set the part of �t thus stretched �n v�brat�on, the po�nts of
�n�t�al �mportance to d�scover are the th�ckness of the str�ng, and the
degree of tens�on. If we have these two aspects �dent�cal �n the case
of two str�ngs then the all-�mportant quest�on follows, as was f�rst
not�ced by Pythagoras, what �s the str�ng's length, the reason be�ng
that str�ngs, �n other respects �dent�cal, �f of d�fferent lengths g�ve a
d�fferent number of v�brat�ons �n the same �nterval of t�me. The
d�fference of one of these numbers from another and the relat�on of
any one to another const�tutes the fundamental ground for the
d�st�nct�on and relat�on between d�fferent tones �n the�r degrees of
p�tch as h�gh or low. Doubtless when we l�sten to notes thus related
our percept�on carr�es l�ttle resemblance to one of numer�cal
relat�ons. It �s not necessary for us to know anyth�ng of numbers and
ar�thmet�cal proport�ons; and �ndeed when we do actually perce�ve a
str�ng v�brat�ng, such v�brat�on passes away w�thout our be�ng able to
apprehend the numer�cal relat�on, wh�le of course �t �s equally
unnecessary for us to glance at the body �n v�brat�on at all, �n order
to rece�ve the �mpress�on of �ts tone. An assoc�at�on, therefore,
between the tone and �ts numer�cal relat�ons may very poss�bly at
f�rst s�ght str�ke us, not merely as �ncred�ble, but we may rece�ve the
�mpress�on that �ts acceptance �mpl�es that our sense of hear�ng and
�deal apprehens�on of harmon�es suffer even deprec�at�on when we
look for the�r cause �n that wh�ch �s purely quant�tat�ve. However th�s
may be, �t �s an undoubted fact that the numer�cal relat�on of
v�brat�ons �n �dent�cal per�ods of t�me �s the foundat�on of the spec�f�c



def�n�t�on of tones. The fact that our sense of hear�ng �s essent�ally
s�mple �s no val�d object�on. The apparently s�mple �mpress�on, no
less than the complex may, �n respect to �ts essent�al character and
ex�stence, carry w�th�n �ts compass other aspects essent�ally
mult�fold and related fundamentally to someth�ng d�fferent. When we
perce�ve, for example, blue or yellow, green or red, �n the spec�f�c
pur�ty of these colours, we rece�ve �n l�ke manner the appearance of
a perfectly s�mple determ�nacy, whereas v�olet read�ly �s
decomposed �nto �ts const�tuent colours of blue and red. Desp�te th�s
fact the pure blue �s not a s�mple fact, but a d�st�nct correlat�on and
fus�on of l�ght and shadow[446]. Rel�g�ous emot�ons, a sense of r�ght
�n any part�cular case, appear to us �n the same way as s�mple;
nevertheless all rel�g�ous feel�ng, every �mpress�on that partakes of
th�s sense of r�ght, �s related to ourselves �n ent�rely d�fferent ways,
though produc�ng th�s s�mple feel�ng as �ts po�nt of un�ty.
In just such a manner, then, tone �s based upon a man�fold, however
much we hear and perce�ve �t as someth�ng ent�rely ult�mate; a
var�ed nature, wh�ch, for the reason that mus�cal tone comes �nto
be�ng by means of the v�brat�on of a body, and thereby together w�th
�ts v�brat�ons �s subject to temporal cond�t�on, �s deduc�ble from the
numer�cal relat�on of th�s osc�llat�on �n t�me, �n other words from the
determ�nate number of v�brat�ons �n a g�ven per�od. I propose to draw
attent�on merely to the follow�ng po�nts �n respect to th�s deduct�on.
Tones that accord �n the fullest sense, and on hear�ng wh�ch a
d�st�nct�on �s not percept�ble as oppos�t�on, are those �n the case of
wh�ch the numer�cal relat�on of the�r v�brat�ons �s of the s�mplest
character; those on the contrary wh�ch are not so out and out
accordant possess proport�onate numbers more complex. As an
example of the f�rst k�nd we have octaves. In other words, �f we tune
a str�ng, where we shall have the keynote g�ven us by a def�n�te
number of v�brat�ons, and then halve the same; �n that case th�s
second half w�ll g�ve us �n the same t�me prec�sely the same number
of v�brat�ons as the prev�ous ent�re str�ng[447]. S�m�larly �n the case of
f�fths we have three v�brat�ons to two of the keynote; �n the case of
th�rds we have f�ve to four of the keynote. In the case of seconds and
sevenths we have a d�fferent k�nd of proport�on; here to e�ght



v�brat�ons of the keynote we have �n the former case n�ne and �n the
latter f�fteen.
(ββ) Inasmuch then—we have already referred to th�s—as these
relat�ons cannot be pos�ted as we l�ke, but d�sclose an �deal
necess�ty for the�r part�cular aspects[448], no less than the total�ty
they together const�tute, for the l�ke reason the part�cular �ntervals,
wh�ch are f�xed by such numer�cal relat�ons, do not pers�st �n the�r
relat�on of �nd�fference to each other, but are �nev�tably compr�sed
together �n and as a whole. The f�rst form of th�s total�ty of notes thus
created �s, however, as yet no concrete concord of d�fferent notes,
but an ent�rely abstract ser�es of a system, a ser�es of notes related
under the most elementary mode to each other, and the�r pos�t�on
w�th�n the total�ty thus compr�sed. Th�s �s no other than the s�mple
ser�es of notes known as scales. The fundamental bas�s of th�s �s the
ton�c, wh�ch repeats �tself �n �ts octave, and �s extended through the
rema�n�ng s�x notes placed between these l�m�ts, wh�ch by v�rtue of
the fact that the keynote d�rectly falls �nto un�son w�th �ts octave
makes a return upon �tself. The rema�n�ng notes of the scale e�ther
harmon�ze completely[449] w�th the keynote, as �s the case w�th the
f�fth and the th�rd, or possess a more fundamental d�st�nct�on of
sound �n confl�ct w�th �t, as �s the case w�th seconds and sevenths,
and take the�r place consequently �n a def�n�te ser�es, wh�ch,
however, I do not now propose to d�scuss or expla�n further.
(γγ) Th�rdly, �n these scales we f�nd the source of d�fferent keys. In
other words, every note of the scale can, �n �ts turn, be pos�ted as the
keynote of a fresh ser�es of notes, wh�ch �s co-ord�nated prec�sely as
the f�rst �s. W�th the development of the scale through an �ncrease of
notes the number of keys has correspond�ngly �ncreased. Modern
mus�c ava�ls �tself of a larger var�ety of keys than that of the anc�ents.
Further, �nasmuch as generally the d�fferent notes of the scales, as
already observed, are related to one another �n unobstructed
harmony, or a relat�on that dev�ates from such �mmed�acy �n a more
fundamental way, �t follows that the d�fferent ser�es wh�ch ar�se from
these notes, taken severally as keynotes, e�ther d�splay a closer
relat�on of aff�n�ty, and consequently perm�t of a passage read�ly from
one to another, or, on account of the�r al�en character, do not so



adm�t of th�s. Add to th�s that the keys are d�v�ded from each other by
the d�st�nct�on of hardness and softness, that �s, as major or m�nor
tonal�ty; �n conclus�on they possess, �n v�rtue of the�r key-note, from
wh�ch they are generated, a def�n�te character, wh�ch of �tself
responds to a part�cular k�nd of emot�on, such as lamentat�on, joy,
mourn�ng, and so forth. In th�s part�cular even wr�ters �n anc�ent t�mes
have ant�c�pated much on the subject of d�st�nct�on between the
keys, and appl�ed the�r theory �n many ways to actual compos�t�on.
(γ) The th�rd �mportant matter, w�th the d�scuss�on of wh�ch we may
conclude our br�ef remarks upon the theory of harmony, �s concerned
w�th the s�multaneous concord of the notes themselves, �n other
words, the system of chords.
(αα) We have no doubt already seen that the �ntervals const�tute a
whole; th�s total�ty, however, �s �n the f�rst �nstance compr�sed �n the
scales and the keys merely �n the form of an assoc�ated ser�es, �n
the success�on whereof each note �s asserted separately �n �solat�on.
In consequence the tonal sound rema�ned abstract, because we f�nd
here that �t �s only one part�cular and determ�nate tone that �s
asserted. In so far, however, as the notes �n fact are what they
are[450] merely �n v�rtue of the�r relat�on to one another, �t follows
necessar�ly that the�r tonal modal�ty should atta�n also an ex�stence
as th�s concrete body of tone �tself, �n other words d�fferent notes w�ll
have to coalesce �n one and the same body of tone. In th�s conjo�nt
fus�on, �n the compos�t�on of wh�ch, however, the mere number of
notes capable of such coalescence �s not the essent�al po�nt, for we
may have a un�ty of th�s k�nd w�th merely two[451], we possess our
def�n�t�on of chords. For �nasmuch as the d�fferent notes are not
def�nable for what they are as a result of capr�ce or chance, but are
necessar�ly regulated by v�rtue of an �deal pr�nc�ple and co-ord�nated
�n the�r actual success�on, �t follows that a regular�ty of s�m�lar
character w�ll have to declare �tself �n the chords, �n order that we
may determ�ne what k�nd of assoc�at�ons w�ll be adapted to mus�cal
compos�t�on, and what on the contrary must be excluded. It �s these
rules wh�ch f�rst g�ve us the theory of harmony �n the full sense; and
�t �s accord�ng to th�s we f�nd aga�n that the chords are embraced �n
an essent�ally regulated system.



(ββ) In th�s system chords are part�cular�zed and d�st�ngu�shed �n
the�r passage from one to another, �nasmuch as �t �s clearly def�ned
notes wh�ch thus sound together. We have consequently to cons�der
as an �mmed�ate fact a total�ty of separately d�st�ngu�shable chords.
In attempt�ng the most general class�f�cat�on of these we shall f�nd
that the or�g�nal d�st�nct�ons we cursor�ly alluded to �n our d�scuss�on
of �ntervals, scales, and keys w�ll once aga�n serve us.
In other words the f�rst k�nd of chords are those �n wh�ch notes come
together, wh�ch are completely consonant. In the mus�cal effect of
these consequently there �s no oppos�t�on, no contrad�ct�on
percept�ble; the consonance rema�ns completely und�sturbed. Such
�s the case �n the so-called consonant chords, the foundat�on of
wh�ch �s suppl�ed by the tr�ad. Th�s confessedly �s generated from the
key-note, the th�rd, the med�ant[452] and the f�fth or dom�nant. In
these we f�nd the not�on of harmony expressed �n �ts s�mplest form,
or rather the �ntr�ns�c �dea of harmony generally. For we have a
total�ty of d�st�nct notes under cons�derat�on, wh�ch assert th�s
d�st�nct�on wh�le they also declare an und�sturbed un�ty.
We have here an �mmed�ate �dent�ty, wh�ch moreover �s not w�thout
the element of separat�on and med�at�on, albe�t th�s med�at�on �s not
at the same t�me l�m�ted by the self-subs�stency of d�fferent
tones[453], sat�sf�ed w�th the mere trans�t�onal passage from one note
to another �n the relat�on of a ser�es, but the un�ty �s here an actual
one and a return �n �mmed�acy upon �tself.
But �n the second place we may observe as a further �nc�dent of
d�st�nct types of the tr�ad, wh�ch I cannot now exam�ne �n more deta�l,
the del�berate appearance of a deeper mode of oppos�t�on. We have,
however, already at an earl�er stage seen that the scales conta�n
over and above those notes, wh�ch coalesce w�thout oppos�t�on,
others wh�ch annul such consonance. Examples of these are the
d�m�n�shed and augmented seventh. Inasmuch as these notes
equally belong to the total�ty of tones, they too w�ll necessar�ly f�nd
an entrance �nto the tr�ad form. And when th�s happens �t follows that
the �mmed�ate un�ty and consonance above ment�oned �s d�sturbed,
to the extent that we have added a tone essent�ally of another



character, by means of wh�ch for the f�rst t�me we meet w�th a
genu�ne d�fference wh�ch actually asserts �tself as contrad�ct�on. In
th�s way we have the true depth of mus�cal tone really asserted. It
proceeds to contrad�ct�ons that are fundamental and does not fl�nch
from the acerb�ty[454] or fracture they �nvolve. And, �n fact, the not�on
�n �ts truth �s no doubt essent�al un�ty; but �t �s not only �mmed�ate
un�ty, but one wh�ch �deally �s d�srupt, wh�ch falls �nto contrad�ct�ons.
In th�s sense I have for example �n my Log�c developed the not�on as
subject�v�ty, but at the same t�me d�sclosed how th�s subject�v�ty, as
�deal transparent un�ty, �s resolved �n that wh�ch confronts �t �n
oppos�t�on, namely, object�v�ty. And further such subject�v�ty regarded
as �tself wholly �deal �s noth�ng more than a one-s�ded and abstract
presentment of �t, wh�ch as such reta�ns a someth�ng else, an
opposed other over aga�nst �t, namely, object�v�ty, and only becomes
subject�v�ty �n the profounder s�gn�f�cance of �ts truth, �n so far as �t
enters �nto th�s oppos�ng other-than-�tself, overcomes �t and resolves
�t. And for th�s reason �n the world of real�ty �t �s to the h�gher natures
that power �s g�ven to endure the pa�n of that fundamental
contrad�ct�on of consc�ous l�fe and to overcome �t. In order that mus�c
therefore may as an art express the �deal s�gn�f�cance no less than
purely subject�ve emot�on of the profoundest content, that of rel�g�on
for example, and above all that of the Chr�st�an rel�g�on, �n wh�ch the
profoundest depth of suffer�ng �s an essent�al const�tuent, �t must
possess the means w�th�n �ts emp�re of tone to dep�ct such a confl�ct
of oppos�ng forces. And a means of th�s k�nd �t does possess �n the
so-called d�ssonant chords of the seventh and n�nth[455]. The
funct�on of these, however, I cannot venture further to d�scuss here.
Look�ng, however, from a general po�nt of v�ew at the nature of these
chords I would draw attent�on to the further �mportant po�nt, that they
hold what �s contrad�ctory, under the mode of contrad�ct�on already
expla�ned, �n one and the same un�ty. That, however, what �s
contrad�ctory as such should rema�n �n un�ty �s a contrad�ct�on �n
terms and un�ntell�g�ble. The very nature and not�on of a
contrad�ct�on assumes that assured repose �n �t and what �t �mpl�es �s
�mposs�ble. On the contrary �t �s as such self-destruct�ve. Harmony �s
therefore unable to rema�n �n chords of th�s character; our ear and



feel�ng, �n order to obta�n sat�sfact�on, �mperat�vely demands the�r
resolut�on. To the extent of th�s contrad�ct�on we are �nev�tably
�mpelled to seek a resolut�on of d�ssonance and a return to the
consonant tr�ad. And th�s mot�on, as the return of the pr�nc�ple of
�dent�ty upon �tself, �s the movement of truth �n the w�dest sense. In
the art of mus�c, however, th�s completed �dent�ty �s only poss�ble as
a success�on of �ts moments �n t�me, wh�ch appears consequently as
a ser�es, but declares �ts collect�ve dependence �n th�s that a
necessary movement of an advance, wh�ch �s essent�ally self-caused
and a movement of change belong�ng to �ts very nature, �s thereby
asserted.
(γγ) And th�s suggests a th�rd po�nt �t may be as well to draw
attent�on to. In other words just as the scale was an essent�ally co-
ord�nate, albe�t �n the f�rst �nstance st�ll abstract ser�es of tones, so
too the chords do not pers�st �n the�r �solat�on and self-cons�stency,
but possess an �deal relat�on to one another, and a necessary
�mpulse to change and progress. In th�s advance, although the same
can be changed and extended to a far more cons�derable extent
than �n the scales, yet aga�n mere capr�ce �s not more poss�ble �n the
one case than the other. The trans�t�on of chord to chord �s effected
�n part by the nature of the chords themselves, and �n part by the
keys, to wh�ch these chords lead us. It �s �n v�rtue of th�s that the
theory of mus�c has establ�shed many rules, to enumerate and
adequately expla�n wh�ch would, however, extend our survey �nto
much too d�ff�cult and d�scurs�ve matters. I must therefore rest
content w�th hav�ng conf�ned myself to a few observat�ons of most
general �nterest.
(c) Melody

Tak�ng now a glance �n retrospect on that wh�ch, as connected w�th
the means of mus�cal express�on, has already engaged our
attent�on, �t w�ll be seen that f�rst �n order came the mode of
conf�gurat�on appropr�ate to the temporal durat�on of tones
cons�dered as t�me-measure, beat, and rhythm. We then proceeded
to d�scuss the actual tones of mus�cal sound themselves; f�rst, that �s
to say, �n the sound produced by mus�cal �nstruments and the human
vo�ce; secondly, �n the f�xed and determ�nate measure of the



�ntervals, and the abstract success�on of notes that are subject to
them �n the scale and the var�ous keys; th�rdly, �n the rules wh�ch
apperta�n to the d�fferent chords and the�r conjo�nt progress�on. The
conclud�ng subject, wh�ch st�ll rema�ns for us to cons�der, and �n
wh�ch those prev�ous to �t d�scover the�r synthet�c un�ty, and d�sclose
�n the same the fundamental form by v�rtue of wh�ch tones are for the
f�rst t�me �n ver�table freedom and un�on unfolded and co-ord�nated,
�s melody.



In other words, harmony possesses merely the essent�al relat�ons,
wh�ch establ�sh the law of necess�ty �n the world of tone; but these
are not �n themselves, any more than beat and rhythm are, actually
mus�c: they are rather the substant�ve bas�s, the foundat�on of rule
and pr�nc�ple, upon wh�ch the soul �n �ts freedom expat�ates. The
poetry of mus�c, that speech of human souls, wh�ch pours forth the
�deal atmosphere and the pa�n of emot�onal l�fe, and �n th�s overflow
�s ra�sed w�th a sense of allev�at�on above the natural constra�nt of
feel�ng, by mak�ng present to the soul that wh�ch actually affects �t
strongly; by enabl�ng �t freely to dally round �ts essent�al be�ng, and
by l�berat�ng �t by th�s very means from the oppress�on of joys and
suffer�ngs—well, th�s power of soul-express�on �n the doma�n of
mus�c �s �n the f�rst �nstance melody[456]. It �s th�s conclud�ng sect�on
of our �nqu�ry, �n so far as �t const�tutes the more supremely poet�c
aspect of mus�c, the realm of �ts really art�st�c creat�ons, wh�le
ava�l�ng �tself of the elements prev�ously d�scussed, wh�ch obv�ously
possesses an except�onal cla�m to our attent�on. Unfortunately �t �s
just �n th�s d�rect�on that we f�nd ourselves confronted w�th the
d�ff�cult�es already adverted to. In other words, to ment�on one of
them, a deta�led and sc�ent�f�c treatment of the subject �mpl�es a
more accurate knowledge of the laws of compos�t�on, and a totally
d�fferent sort of acqua�ntance w�th the masterp�eces of mus�cal
compos�t�on to any I possess or �ndeed am able to secure, for we
seldom hear anyth�ng of a def�n�te or conclus�ve character on th�s
head e�ther from mus�cal experts or pract�cal mus�c�ans, from the
latter, only too frequently men of very average �ntell�gence, least of
all. And we may further observe that �t �s a character�st�c of the art of
mus�c �tself, that we should f�nd the task of present�ng and
expound�ng part�cular deta�l �n general terms a less easy matter than
�n the case of the other arts. It �s true enough that mus�c, as other
arts, deals essent�ally w�th a sp�r�tual content, and propounds the
�deal�ty of th�s subject-matter, or the �deal movements of emot�onal
l�fe, as the object of �ts express�on: yet for all that th�s content
rema�ns more �ndef�n�te �n outl�ne and more vague, for just th�s very
reason that �t �s apprehended w�th exclus�ve regard to �ts �deal�ty, or
�s reflected �n sound as subject�ve feel�ng; and the trans�t�onal states



of mus�c are not �n each case at the same t�me the change of a
part�cular emot�on or �dea, a thought or an �nd�v�dual form, but are
merely a mus�cal progress�on, wh�ch cons�sts �n self-expos�t�on or
play, and ava�ls �tself of art�st�c method for th�s purpose. I w�ll
consequently l�m�t myself merely to the follow�ng general
observat�ons, wh�ch have fallen �n my way and str�ke me as of
�nterest.
(α) From a certa�n po�nt of v�ew, no doubt, melody, �n �ts free
d�sclosure of mus�cal tone, floats �ndependent of beat, rhythm, and
harmony; but none the less the only means employed �n �ts
real�zat�on are just these rhythm�cal and metr�cally constructed
movements of tone �n the�r essent�ally necessary relat�ons. The
movement of melody, therefore, �s �nseparable from the means
employed to create �t, and, �f merely opposed to the pract�cal
necess�ty of the subject�on of these means to rule, �s unable to ex�st
at all. In th�s �nt�mate assoc�at�on between melody and harmony,
however, no real surrender of freedom �s �nvolved: what melody �s
thus emanc�pated from �s a purely capr�c�ous fancy of the composer
exerc�sed �n odd or eccentr�c progress�ons and trans�t�ons. It �s
un�ted by th�s very assoc�at�on to a stable and self-cons�stent art.
Genu�ne l�berty �s not opposed to the pr�nc�ple of necess�ty as a
fore�gn and therefore oppress�ve and suppress�ve power; rather �t
possesses �n the substant�ve character of the same what �s a
const�tuent of and �dent�cal w�th the core of �ts be�ng; �n follow�ng the
demands of �t �t therefore �s only conform�ng to �ts own laws, act�ng �n
accordance w�th �ts own nature. And �n fact �t �s by the reject�on of
such proscr�pt�ons and only then that �t proves an al�en to �ts nature,
untrue to �tself. Conversely, �t �s suff�c�ently obv�ous that beat, rhythm,
and harmony are, taken �ndependently, merely abstract�ons, wh�ch
as thus �solated have no mus�cal[457] s�gn�f�cance, and are able only
to acqu�re real ex�stence as mus�c �n v�rtue of melody, and as w�th�n
the doma�n of th�s, supply�ng moments to or aspects �n �ts real�zat�on.
It �s prec�sely �n the manner that the d�st�nct�on between melody and
harmony �s thus effect�vely med�ated and resolved that the secret
power of great compos�t�ons �s d�sclosed.



(β)Secondly, �n th�s quest�on of the �nd�v�dual character of melody the
follow�ng po�nts appear to me of �mportance.
(αα) In the f�rst place, melody may be restr�cted, �f we cons�der �ts
harmon�ous progress�on, to a very s�mple compass of chords and
keys, extended w�th�n the embrace of tone-relat�ons dest�tute of all
oppos�t�on �n the�r harmon�ous fus�on, wh�ch �t employs merely as the
fundamental ground on wh�ch to develop �ts more appropr�ate form
and movement. Song melod�es, for �nstance, wh�ch be �t understood
are not on that account �n the least superf�c�al, but may express the
depths of soul-l�fe, as a rule are mot�ved by construct�ve harmony of
th�s most s�mple character. They do not propound the more d�ff�cult
problems of chords and keys �n so far as they deal w�th such th�ngs
and the�r modulat�on at all. They are ma�nly sat�sf�ed w�th obta�n�ng a
s�mple harmon�ous accompan�ment, wh�ch �s not carr�ed to the po�nt
of ser�ous oppos�t�on, and consequently requ�res few resolut�ons �n
order to recover the f�nal �mpress�on of un�ty. Such a mode of
compos�t�on no doubt may lead to superf�c�al results, such as we f�nd
�n a great many modern Ital�an and French melod�es. In such cases
the development of the harmony �s ent�rely superf�c�al. The
composer endeavours to subst�tute for the genu�ne demand of h�s
work �n th�s aspect of �t a merely p�quant charm of rhythm or flavour
of some k�nd. Generally speak�ng, none the less the empt�ness of a
melody �s not the �nev�table result of a s�mple harmon�c bas�s.
(ββ) A further d�st�nct�on cons�sts �n th�s that melody �n the case
supposed �s no longer developed, as �n our prev�ous example,
merely �n the expos�t�on of separate notes composed upon a
relat�vely �ndependent harmon�c progress�on, regarded s�mply as the
base of �t: �n the melody now under cons�derat�on every separate
note of the melody �s substant�ally complete as a concrete whole In a
chord. In th�s manner �t, on the one hand, �ncludes a world of tones,
and from another �t �s so closely �nterwoven w�th the movement of
the harmony, that �t �s now �mposs�ble to reta�n the d�st�nct�on
prev�ously accepted between a melody unfolded �n relat�ve
�ndependence, and a harmony wh�ch suppl�es the emphat�c pauses
of the accompan�ment and �ts more f�xed and determ�nate mus�cal
bas�s. Harmony and melody are here one and the same compact



whole, and a mod�f�cat�on of the one �mpl�es a correspondent and
necessary alterat�on of the other[458]. Th�s may be pre-em�nently
�llustrated by chorales wr�tten �n four parts. In l�ke manner the same
melody can be so �nterwoven �n the var�ed vocal express�on of �ts
parts, that th�s �nterlacery �tself creates a harmon�c progress�on; or
we may have d�fferent melod�es �n a s�m�lar way elaborated
harmon�cally �n assoc�at�on, so that the un�on of part�cular notes of
these melod�es produces mus�cal harmony. We often, for example,
meet w�th th�s �n the compos�t�ons of Sebast�an Bach. In such cases
the mus�c progresses by means of parts that vary greatly from one
another �n the�r character and movement, wh�ch appear to assoc�ate
or �nter-thread w�th each other on �ndependent l�nes, yet reta�n at the
same t�me an essent�al harmon�c relat�on to each other. A necessary
and coherent un�on �s thereby asserted.
(γγ) In compos�t�on of th�s k�nd �t �s not merely necessary for mus�c
wh�ch has any cla�m to profund�ty to be developed to the bare l�m�ts
of und�sturbed consonance, nay, even f�rst to pass beyond �t �n order
that �t may return thereto: rather the f�rst s�mple mode of concord w�ll
have to be rent asunder �n d�ssonances. It �s only through such
confl�ct that the profounder comb�nat�ons and myster�es of mus�c �n
wh�ch an �ndependent necess�ty reposes, d�scovers the�r source and
ground; and for the same reason �t �s only �n such profounder
harmon�c progress�ons that the arrest�ng moments of melody
or�g�nate. A bold style of mus�cal compos�t�on w�ll consequently part
company w�th a purely consonant progress�on. It w�ll pass �nto the
sphere of oppos�ng forces, w�ll summon to �ts a�d the most
d�scordant contrasts, and d�sclose �ts un�que power am�d the tumult
of all the resources of harmony, the confl�cts of wh�ch �t �s equally
able to calm, wholly conf�dent �n �ts ab�l�ty to celebrate f�nally the
grateful tr�umph of melod�c tranqu�ll�ty. We have �n short here a battle
waged between freedom and necess�ty; a confl�ct between the
freedom of �nvent�ve gen�us, seek�ng to y�eld �tself to �ts upward
fl�ght, and the necessary constra�nt of those harmon�c cond�t�ons,
wh�ch �t �s forced to acknowledge as the means of �ts express�on,
and �n wh�ch �ts own �deal s�gn�f�cance �s reflected. On the other
hand �f the harmony, the employment, that �s, of all �ts resources, the



unrelent�ng nature of �ts confl�ct �n the d�sposal of them and �n �ts
att�tude to them �s the ma�n �nterest, the compos�t�on may very eas�ly
become heavy and overwe�ghted w�th sc�ence, �n so far at least as
the freedom of movement �s really �mpa�red, or at least we are not
allowed to feel the complete effect of �ts tr�umph.
(γ) To put the matter �n other words, �n every genu�ne melody a truly
melod�c, songful �mpulse, wh�ch �s �ts essent�al type as mus�c, must
declare �tself as predom�nant and �ndependent, as someth�ng wh�ch
�t ne�ther forgets nor loses �n the plen�tude of �ts express�on. Thus
regarded melody presents, no doubt, an �nf�n�te power of adaptat�on
and co-ord�nat�on �n the progress�ve mot�on of tones, but the mode
or form of th�s must be such that throughout we are made aware of
an essent�ally complete and self-subs�stent whole. Th�s total�ty
conta�ns, �t �s true, a var�ed complex�ty, and �mpl�es �n �tself a forward
advance; but �t must for all that, regarded as a whole, be beyond all
doubt rounded off and secure. It must therefore have a d�st�nct
beg�nn�ng and term�nat�on to the extent at least that the �ntermed�ate
part of �t may be s�mply presented as the med�at�ng l�nk between that
beg�nn�ng and end. Only as such a movement, asserted w�th
unm�stakable emphas�s, �tself self-d�fferent�ated and return�ng on �ts
own un�ty, does the melody of mus�c reflect the free self-
consc�ousness[459] of soul-l�fe, whose express�on �t ought to be; only
as thus perfected can mus�c, �n �ts own pecul�ar med�um of �deal�ty,
enforce express�on �n �ts pure �mmed�acy, or ava�l �tself of the �deal
freedom of that mode of express�on wh�ch �s the untarn�shed
reflect�on of the �nner l�fe, an express�on wh�ch, desp�te �ts
subord�nat�on to the necessary laws of harmony, enables the soul to
perce�ve a more exalted v�s�on.

3. THE RELATION BETWEEN MEANS OF EXPRESSION IN MUSIC AND ITS CONTENT

After pass�ng �n rev�ew the general nature of mus�cal art we
cons�dered the part�cular aspects accord�ng to wh�ch notes and the�r
durat�on �n t�me secured the�r necessary form. Hav�ng now arr�ved �n
our d�scuss�on of melody at the conf�nes of a world of free art�st�c
�nvent�on and actual mus�cal compos�t�on, what we have now to deal



w�th �s a content, wh�ch, under �ts rhythm, harmony, and melody, �s
capable of rece�v�ng an express�on conformable to art's
requ�rements. After f�x�ng clearly �n our m�nds general modes of th�s
express�on we shall as our conclus�on be �n an advantageous
pos�t�on to rev�ew the d�fferent prov�nces of mus�cal compos�t�on.
W�th these objects before us we may �n the f�rst �nstance advert to
the follow�ng �mportant d�st�nct�on.
On the one s�de mus�c may be, as already observed, �n the nature of
an accompan�ment. Th�s �s the case where �ts sp�r�tual content �s not
merely se�zed �n the abstract �deal�ty of �ts s�gn�f�cance, or as
�nd�v�dual emot�on, but enters �nto the movement of the mus�c
subord�nate to the s�gn�f�cance �t has already rece�ved from �dea and
words. As a type of mus�c opposed to th�s we have the compos�t�on
wh�ch �s d�sconnected w�th any such content already prepared for �t;
mus�c �n th�s case establ�shes �tself �n �ts own proper sphere, so that
�t e�ther, �f �t st�ll �s forced to deal w�th a def�n�tely rece�ved content,
resolves the same wholly �n melod�es and the�r harmon�c
development, or asserts �ts absolute �ndependence �n the med�um of
mus�cal tone s�mply and �ts harmon�c or melod�c conf�gurat�on. We
have already seen that a s�m�lar d�st�nct�on �s apparent �n a wholly
d�fferent sect�on of our �nqu�ry. I refer to the case of arch�tecture
cons�dered e�ther as an �ndependent art, or �n the serv�ce �t renders
to that of bu�ld�ng generally. But �n mus�c the mode of �ts
accompan�ment �s of an essent�ally freer type than that of our
�llustrat�on; �t �s far more �nt�mately un�ted w�th �ts content than �s ever
poss�ble �n the case of arch�tecture.
In the actual doma�n of art th�s d�st�nct�on marks the d�fference
between vocal and �nstrumental mus�c. We are not, however, ent�tled
to accept �t �n the purely external �nterpretat�on of �t, as though �n
vocal mus�c �t was merely the sound of the human vo�ce, wh�le �n
�nstrumental mus�c �t was the more var�ed tones of the many d�st�nct
�nstruments wh�ch were made serv�ceable. We must not �n other
words overlook the fact that the vo�ce expresses at the same t�me �n
�ts song del�berate speech, present�ng us the �deas of a spec�f�c
content, so that mus�c, regarded as the word that �s sung, �f the
twofold aspect of the same �n tone and human speech �s not to fall



�nto a cond�t�on of �nd�fference or absence of relat�on, �s obv�ously
bound, so far as the art enables �t to do so, to supply �ts mus�cal
express�on to th�s content, wh�ch as such content �s brought before
the recept�ve facult�es �n �ts nearest approach to def�n�t�on, and no
longer �s left unrelated �n more �ndef�n�te feel�ng. In so far, however,
as the presented content, as l�bretto, �s, desp�te of the above un�on,
�ndependently ascerta�nable �n leg�ble form, and �s also consequently
d�st�ngu�shable �n the m�nd �tself from �ts mus�cal express�on, to th�s
extent the mus�c attached to a l�bretto �s an accompan�ment,
whereas �n sculpture and pa�nt�ng the unfolded content does not
already atta�n to any presentment �ndependently of �ts art�st�c form.
At the same t�me we must be careful not to go to the other extreme
and enterta�n an �dea of such accompan�ment, as though �ts ent�re
purpose were one solely of subord�nat�on; the truth �s prec�sely the
reverse. The l�bretto �s wr�tten �n the �nterest of the mus�c, and has
no further �mportance save �n so far as �t br�ngs home to the m�nd a
more �nt�mate knowledge of the actual subject the art�st has selected
for h�s work. Mus�c ma�nta�ns th�s freedom pre-em�nently by v�rtue of
the fact that �t does not apprehend the content �n the manner the
l�bretto may be assumed to make �t �ntell�g�ble. Rather �t exh�b�ts �ts
mastery of a med�um, to wh�ch sense-percept�on and �mag�nat�ve
�dea do not belong[460]. In th�s respect I have already, when
d�scuss�ng the general character�st�cs of mus�c, po�nted out that
mus�c expresses the pr�nc�ple of �deal�ty �n �ts �ntr�ns�c qual�ty. The
�deal�ty of soul-l�fe, however, may be of a twofold type. That �s to say,
to accept an object �n �ts �deal presentat�on[461] may, �n the f�rst
place, mean that we do not conce�ve �t �n �ts actual appearance �n
the phenomenal world, but relat�vely to �ts �deal s�gn�f�cance. We
may, however, mean by th�s, secondly, that a content �s expressed
as we f�nd �t real�zed �n the exper�ence of personal emot�on. Both
forms of �deal�zat�on are represented �n the art of mus�c. I w�ll
therefore endeavour to expla�n �n more deta�l how th�s comes about.
In old church mus�c, take the movement of a cruc�f�xus est for
example, we f�nd that the profound mean�ngs unfolded �n the central
�dea of the Pass�on regarded as Chr�st's suffer�ng, death, and bur�al,
are severally so conce�ved, that �t �s not s�mply one merely personal



feel�ng of sympathy or �nd�v�dual pa�n over these facts that �s
expressed, but along w�th th�s the very facts themselves, or �n other
words the depth of the�r s�gn�f�cance �s mot�ved by the harmony of
the mus�c and �ts melod�c progress�on. It �s, of course, true that even
here the �mpress�on �s one wh�ch acts upon the emot�on of those
who hear �t. We do not actually perce�ve the pa�n of the cruc�f�ed, we
do not merely rece�ve a general �dea of �t; the a�m �s throughout that
we exper�ence �n the depths of our be�ng the �deal substance of th�s
death and th�s d�v�ne suffer�ng, that we absorb w�th heart and soul �ts
real�ty, so that �t becomes as �t were a part of ourselves, permeat�ng
our ent�re consc�ous l�fe to the exclus�on of everyth�ng else. And �n
l�ke manner must the soul of the composer, �f h�s work �s to d�sclose
such a power of �mpress upon others, ent�rely lose �tself �n these
facts and only �n them. It must not merely have exper�enced a
personal emot�on of them. It must accept as �ts a�m the task of
mak�ng �n �ts mus�c the facts themselves l�ve aga�n for the �deal
sense.
Conversely, I may read a text, a l�bretto, wh�ch narrates an event,
places before me an act�on, g�ves to feel�ngs the �mpress of speech,
and thereby become moved even to tears �n my profoundest be�ng.
Th�s effect of personal emot�on, wh�ch may attend all human act�on
and conduct, every express�on of �nner l�fe, and further may be
exc�ted by the percept�on of every such event and by part�c�pat�on �n
the presentment of such, the art of mus�c �s able to regulate; by so
do�ng �t amel�orates, tranqu�l�zes and �deal�zes by �ts �nfluence the
fellow-feel�ng �n the l�stener who f�nds h�mself attuned to �t. In both
cases, therefore, the content r�ngs through the �nner l�fe, �n wh�ch
mus�c, for the very reason that �t subdues consc�ousness �n the
s�mple att�tude of rapt attent�on[462], �s able to restra�n the unfettered
range of thought, �mag�nat�on, sensat�on, and passage beyond the
true boundary-l�ne of the subject on hand. Mus�c, �n short, keeps the
soul absorbed �n a part�cular content, fruct�f�es �ts energy there�n,
and moves and f�lls the l�fe of feel�ng up to the br�m w�th�n these
l�m�ts.
Such �s our concept�on and descr�pt�on, so far as the present
occas�on perm�ts, of the manner of wh�ch mus�c, as an



accompan�ment, when deal�ng w�th a def�n�te content wh�ch �s, as
prev�ously expla�ned, set before �t by means of a l�bretto, elaborates
that aspect of �t we have termed �deal�ty. Inasmuch, however, as
mus�c �s pre-em�nently called up to do th�s �n vocal mus�c, and the
human vo�ce �s added to th�s assoc�ated w�th �nstruments, �t �s
customary to speak of �nstrumental mus�c �n a spec�al sense as the
mus�c of accompan�ment. It �s no doubt true that �t accompan�es the
vo�ce, and should not e�ther assert unqual�f�ed �ndependence or
cla�m an unqual�f�ed precedency. But for all that vocal mus�c �s
placed, as thus assoc�ated, �n a more d�rect relat�on st�ll under the
def�n�t�on prev�ously g�ven of an accompany�ng tone. The vo�ce
expresses words art�culate to the m�nd; and song �s merely a fresh or
add�t�onal mod�f�cat�on of the content of these words, or �n other
words �t �s the expl�cat�on of them �n the language of the emot�ons. In
the case of �nstrumental mus�c, �f taken by �tself, the express�on of
�maged �dea van�shes, and such mus�c must necessar�ly conf�ne
�tself to the means and modes of purely mus�cal express�on[463].
The d�scuss�on of these po�nts suggests a th�rd one, wh�ch, �n
conclus�on, �t �s well not to overlook. I have prev�ously drawn
attent�on to the fact that the real�ty of a mus�cal compos�t�on, �n �ts full
and v�tal embod�ment, depends on a cont�nually repeated
reproduct�on. In th�s respect �t �s at a d�sadvantage as compared w�th
sculpture and pa�nt�ng. The sculptor, no less than the pa�nter,
conce�ves a g�ven work and executes �t throughout. The ent�re
art�st�c act�v�ty �mpl�ed there�n �s centred �n one s�ngle �nd�v�dual, and
by th�s means absolute rec�proc�ty between the creat�ve �dea and �ts
execut�on �s secured. The arch�tect, on the contrary, �s �n a less
favourable pos�t�on, who, �n carry�ng through all the var�ety of
structure �n a bu�ld�ng, has to entrust such work to other hands than
h�s own. The composer �n a s�m�lar way, must leave the execut�on of
h�s work to other hands and vo�ces. But �n h�s case there �s th�s
d�fference, that the execut�on, from the po�nt of v�ew of mere
techn�que, no less than that of the v�tal sp�r�t of h�s work, �tself
demands an art�st�c act�v�ty, not one of mere craftsmansh�p. In th�s
respect we may �n our own t�me, no less than prev�ously �n that of
the older Ital�an opera, whereas �n other arts there has been l�ttle or



noth�ng fresh of the k�nd, po�nt to a marvellous advance �n two
respects �n mus�c. The f�rst �s to be noted �n the concept�on, the
second �n the �ncreased v�rtuos�ty of execut�on. It �s due to these
results the very not�on of what mus�c �mpl�es and �s able to perform
has, even �n the case of acknowledged experts, been �ncreas�ngly
enlarged[464].
We may now br�efly summar�ze the heads of the conclud�ng sect�ons
of th�s port�on of our work.
F�rst, we shall �nvest�gate more carefully mus�c regarded as
accompan�ment, and ra�se the quest�on w�th what modes of
express�on �n a g�ven content �t �s as a rule most compat�ble.
Secondly, �t w�ll be necessary to cons�der th�s quest�on more closely
as v�ewed �n relat�on to mus�cal compos�t�on that �s exclus�vely
�ndependent.
Th�rdly, our conclus�on w�ll be reached w�th a few observat�ons upon
art�st�c execut�on.
(a) Mus�c as Accompan�ment
It follows, as a necessary result of what I have already descr�bed as
be�ng the relat�ve pos�t�on of l�bretto and mus�c, that, �n th�s sphere of
�ts act�v�ty, mus�cal express�on �s compelled to concern �tself far more
exclus�vely w�th a def�ned content than �n the alternat�ve case where
�t �s able to surrender �tself w�thout restra�nt to �ts own movement and
�nsp�rat�on. A l�bretto offers us to start w�th def�n�te �deas, and
compels the attent�on to forsake that f�eld of more v�s�onary emot�on
dest�tute of d�st�nct �dea, �n wh�ch we are perm�tted to range w�thout
�nterrupt�on, and are not forced to abandon our l�cence to rece�ve
from pure mus�c whatever chance �mpress�on or wave of emot�on �t
may arouse. In th�s act of art�st�c �nterlacery w�th words, however, �t
�s not r�ght that mus�c should carry �ts loyalty so far as to �mpa�r the
free course of �ts progress�ons, even though �t do so w�th the object
of emphas�z�ng the full character of what �s conta�ned �n the l�bretto.
To do th�s �s to employ the mere pedantry of learn�ng, to adapt
means of mus�cal express�on for the most fa�thful presentment
poss�ble of a content wh�ch �s not �n the f�rst �nstance �ts own, but



suppl�ed �t externally. It �s to accept th�s art�f�c�al result rather than the
creat�on of a real self-subs�stent work of art. And to that extent we
have here ev�denced a def�n�te check and h�ndrance to free art�st�c
act�v�ty. It �s equally wrong �n the oppos�te extreme that mus�c
should, as �s almost �nvar�ably the fash�on w�th modern Ital�an
composers, wholly emanc�pate �tself from the contents of the l�bretto,
as though �ts spec�f�c character were only a bond, and w�th no other
a�m than that of approach�ng �ndependent mus�c as closely as
poss�ble. The true funct�on of such mus�c �s th�s. It ought to steep
�tself �n the mean�ng of the expressed words, s�tuat�on, or act�on, and
by v�rtue of such �mpregnat�on, �deally conce�ved, d�scover therefrom
a v�tally arrest�ng express�on, and elaborate the same �n terms
congen�al to art. That �s the course followed by all great masters.
They appropr�ate everyth�ng of v�tal �nterest �n the words; but the
stream of the�r mus�c, the tranqu�l flow of the compos�t�on, rema�ns
for all that as free as ever. We acknowledge the natural growth of the
mus�c no less than �ts aff�n�ty to the text �t �llustrates. We would draw
attent�on to three d�st�nct types of express�on all �llustrat�ve of th�s
free sp�r�t.
(α) To start w�th, there �s that aspect of mus�cal express�on wh�ch we
may descr�be as the truly melod�c. We have here s�mply emot�on, the
utterance of soul �tself, wh�ch, apart from anyth�ng else, f�nds self-
enjoyment �n such express�on.
(αα) The doma�n here, �n wh�ch the composer moves, �s co�nc�dent
w�th the human heart and the moods of the soul; and melody, wh�ch
�s the pure mus�cal utterance of th�s �nward world, �s �n the most
profound sense the soul of mus�c. Mus�cal tone only atta�ns to
express�on that �s really v�tal when emot�on �s embod�ed �n �t or
reflected �n sound from �t. Connected w�th th�s the purely natural cry
of feel�ng, whatever �t may be, of horror, for example, or the sobb�ng
of gr�ef, or the exclamat�on or outburst of uncontrolled jub�lat�on, are
themselves h�ghly express�ve; and �ndeed I have already referred to
them as the start�ng-po�nt of mus�c, subject of course to the
statement that art �s unable to accept them under the mode of purely
natural utterance. Here, too, we f�nd a d�st�nct�on between mus�c and
pa�nt�ng. The art of pa�nt�ng �s frequently able to produce the most



beaut�ful and art�st�c effect by �ts real�zat�on �n every respect of the
actual form, the colour and an�mat�on of a part�cular human be�ng �n
some def�n�te s�tuat�on and env�ronment, and �ts complete reflect�on
of all that �t has thus ass�m�lated and rece�ved �n �ts bare v�tal�ty. The
truth of Nature, �f presented conformably to art�st�c truth, �s here
ent�rely just�f�ed. But the art of mus�c ought not thus to repeat
emot�onal express�on �n the form �t assumes as a purely natural
utterance of pass�on; what �t should do �s to v�tal�ze w�th the
emot�onal forces mus�cal sound elaborated under the def�n�te
cond�t�ons of �ts tonal progress�on, and to th�s extent resolve the
express�on �n a med�um of sound wholly created by art and
�nseparable from the art�st�c purpose, a med�um �n wh�ch the mere
cry becomes a ser�es of mus�cal tones w�th a def�n�te progress�on,
the trans�t�ons and course of wh�ch are subject to the laws of
harmony and unfolded �n the completeness of a melod�c phrase.
(ββ) The essent�al s�gn�f�cance of th�s melod�c qual�ty and �ts bear�ng
on the human sp�r�t �s best apprehended �f we v�ew the latter as a
whole. The f�ne arts of sculpture and pa�nt�ng g�ve an object�ve
ex�stence to the �deal�ty of soul-l�fe; moreover, they l�berate the m�nd
from th�s external�ty of the�r presentat�on �n so far as, from a certa�n
po�nt of v�ew, �t d�scovers �tself there�n as an �deal, sp�r�tual work, and
from another everyth�ng wh�ch partakes of advent�t�ous
s�ngular�ty[465], of capr�c�ous �dea, op�n�on, and reflect�on, �s rejected,
the content thereof be�ng placed before us �n �ts ent�rely appropr�ate
�nd�v�dual�ty. The art of mus�c, on the contrary, as we have repeatedly
po�nted out, possesses as a means to such object�v�ty merely the
element of the soul-l�fe �tself, by means of wh�ch that wh�ch purely
belongs to th�s enters �nto conversat�on w�th �tself, and as expressed
�n the utterance of emot�on �tself returns, as �t were, upon �tself.
Mus�c �s sp�r�t or soul, wh�ch r�ng forth �n the�r untrammelled
�mmed�acy, and der�ve sat�sfact�on �n th�s record of the�r self-
knowledge. As a f�ne art, however, �t �s �ts necessary funct�on to
regulate the express�on of such l�fe no less than �ts effects. It ought
not to perm�t that express�on to be wh�rled away �n bacchant�c
thunder and tumult, or be left �n the d�stract�on of despa�r, but reta�n
the blessed freedom of �ts del�verance �n the extrem�ty of sorrow no



less than the jub�lant outburst of del�ght. And th�s �s the character of
truly �deal mus�c, the utterance of melody such as we f�nd �t �n
Palestr�na, Durante, Lott�, Pergolese, Glück, Haydn, and Mozart.
Tranqu�ll�ty of soul �s never lost �n the compos�t�ons of these masters.
Gr�ef �s no doubt often expressed, but the resolut�on �s always there;
the lum�nous sense of proport�on never breaks down �n extremes:
everyth�ng f�nds �ts due place kn�t together �n the whole; joy �s never
suffered to degenerate �nto unseemly uproar and even lamentat�on
carr�es w�th �t the most ben�gn repose. I have already, when
d�scuss�ng Ital�an pa�nt�ng, emphas�zed the fact, that a sp�r�t of
reconc�l�at�on �s not want�ng even �n extreme examples of sorrow and
d�stract�on of soul; by v�rtue of th�s, even where we have tears and
suffer�ng, some tra�t of tranqu�ll�ty and assurance �s preserved; the
tenderness and grace wh�ch assert themselves �n the harlequ�n's
rôle �llustrates the same truth. In l�ke manner a feel�ng for nature and
the endowment of mus�cal express�on �s pre-em�nently a
character�st�c of the Ital�ans. In the�r earl�er church mus�c we f�nd
that, along w�th the deepest devot�onal feel�ng, the sense of
reconc�l�at�on �s expressed �n �ts pur�ty; and though gr�ef may st�r the
soul most profoundly, yet beauty and rapturous joy, the s�mple
greatness and �mpress of an �mag�nat�on wh�ch d�scovers del�ght �n
�ts own var�ed expat�at�on, �s equally present. It �s a beauty of an
apparently sensuous type, so that �t �s not unusual to refer to such
melod�ous contentment as a purely sensuous enjoyment. But �t �s
somet�mes overlooked that �t �s prec�sely �n th�s realm of the senses
that art d�scovers �ts l�fe and movement, and thereby transfers Sp�r�t
to a sphere �n wh�ch, as �n the world of Nature, th�s essent�al wave of
self-sat�sfact�on �s throughout the fundamental tone.
(γγ) Albe�t, therefore, part�cular�ty of emot�onal content must be duly
represented, yet �t �s r�ght that mus�c, wh�le perm�tt�ng pass�on and
�mag�nat�on to stream forth �n �ts harmon�es, should at the same t�me
l�ft the soul that �s absorbed �n such emot�on over the same, enable �t
to hover around such content, and �n short create an atmosphere
where�n the recovery from such an absorpt�on, and the pure
reflect�on of �tself �s poss�ble. Th�s �t �s wh�ch g�ves us �n fact the
really melod�ous character to song-mus�c. The �mportant feature of �t
�s not merely the progress�on of determ�nate emot�on such as we



�nd�cate by the words love, yearn�ng, joll�ty, and so forth; �t �s rather
that �nward sense, wh�ch pres�des over �t, wh�ch expat�ates �n �ts
suffer�ng no less than �ts del�ght, and f�nds sat�sfact�on �n do�ng so.
Prec�sely as the b�rd �n the brake, the lark on h�gh s�ngs �ts glad and
touch�ng song for the mere sake of s�ng�ng, an outburst of Nature
herself, hav�ng no further thought or �ntent�on whatever, �t �s just the
same w�th human song and the express�on of �ts melody.
Cons�stently w�th th�s not �nfrequently Ital�an mus�c, �n wh�ch th�s
truth �s pre-em�nently emphas�zed, w�ll, just as poetry w�ll, pass �nto
mere melod�ous sound s�mply, and can read�ly appear to part
company w�th the emot�onal st�mulus and �ts part�cular mode of
express�on, or even �n fact do so, for the very good reason that �ts
object �s the enjoyment of art by �tself, and the contentment of all
who thus are able to enjoy themselves. And apart from the Ital�ans
th�s �s more or less the character�st�c of all r�ght melody. The spec�f�c
nature of the express�on, albe�t present also, passes away, �n so far
as our hearts are absorbed �n what we appropr�ate rather as our
own, than �n that wh�ch belongs to another, a someth�ng beyond us.
By reason of th�s and th�s alone—�t �s much as we rece�ve the
�mpress�on of pure l�ght—we are adm�tted to the most �nt�mate
concept�on of �deal blessedness and attuned sp�r�ts.
(β) In the art of sculpture the predom�nant �mpress�on �s �deal beauty
or self-repose. Pa�nt�ng, on the other hand, already presents a
movement �n the d�rect�on of spec�f�c character�zat�on, and the
emphas�s �t attaches to art�culate express�on �s an essent�al feature
of �ts execut�ve purpose. In a s�m�lar fash�on the art of mus�c �s
unable to rest sat�sf�ed w�th melod�ous express�on as above
�nd�cated. The purely emot�onal grasp by the soul of �ts �ntr�ns�c
nature, and the play �n mus�cal sound of th�s apprehens�on �s,
regarded as the mere atonement of mood, when we take �t str�ctly,
too general and abstract. It �s �nseparable from the danger not
merely of an al�enat�on from the more careful �nterpretat�on of the
content expressed �n the l�bretto, but of that of becom�ng generally
empty and tr�v�al. If sorrow, joy, yearn�ng, and so forth are to f�nd
adequate reflect�on �n melody, the soul that �s actual and concrete
only comes by such emot�ons �n the downr�ght real�ty of the same as
�nvolved �n a ver�table content, that �s, �n part�cular s�tuat�ons, events,



act�ons, and so on. If, for example, a song arouses the emot�on of
mourn�ng, the lament at a loss, we �nev�tably ask ourselves, what �s
the nature of that loss. Is �t, shall we say, the loss of l�fe w�th all �ts
many �nterests? Is �t a loss of youth, happ�ness, w�fe, beloved,
ch�ldren, fr�ends, or anyth�ng else? For th�s reason �t �s further
�ncumbent upon mus�c that �t should of �tself d�fferent�ate �n l�ke
manner �ts mode of express�on when deal�ng w�th a spec�f�c content
and the var�ous relat�ons and s�tuat�ons, wh�ch the soul has
exper�enced, and the more �deal or �nt�mate l�fe of wh�ch �t seeks to
reflect �n �ts harmon�es. Mus�c �n short �s not pr�mar�ly concerned w�th
the bare form of the �nward soul, but w�th that �nnermost l�fe as
replen�shed, the spec�f�c content of wh�ch �s most closely related to
the part�cular character of the emot�on roused, so that the mode of
the express�on w�ll, or should, �nev�tably assert �tself w�th essent�al
d�fferences, accord�ng to the var�ed nature of the content. In a s�m�lar
way the soul, prec�sely �n the degree that �t takes a headlong plunge
�nto any d�stract�ng exper�ence, proceeds through an accumulat�ng
ser�es of effects, and, �n oppos�t�on to our prev�ously descr�bed state
of ben�gn self-contentment, passes through confl�cts and d�stract�on,
wrestl�ngs w�th pass�ons, and �n short reaches an extreme of
d�v�s�on, for wh�ch the mode of express�on h�therto observed �s no
longer adequate.
Now what we mean by the deta�l of the content �s just that wh�ch �s
suppl�ed by the l�bretto or words. In the case of a s�mple melody,
wh�ch �s less concerned w�th th�s spec�f�c character, the more def�ned
character�st�cs of the l�bretto are apprec�ably of less �mportance. A
song, for �nstance, although �t essent�ally �mpl�es as a poem and text
a whole of var�edly mot�ved moods, percept�ons, and �deas, none the
less as a rule asserts throughout one fundamental progress�on of
emot�on; �t �s pr�mar�ly one chord of the soul that �t emphas�zes. To
grasp th�s, and to reflect the same �n the language of mus�c, th�s �s
what such song-melody �s ma�nly called upon to do. Consequently
we may have �dent�cally the same mus�c through all the verses of our
poem, although the mean�ng they carry adm�ts of much var�ety; and
what �s more, th�s very repet�t�on, so far from prov�ng �njur�ous to the
effect, may serve to enforce and enhance �t. We may see the same
th�ng �n a landscape, where, too, the most var�ed objects confront the



v�s�on, and yet for all that the preva�l�ng mood and aspect of Nature,
wh�ch an�mates the whole, �s one and the same. It �s just such a
preva�l�ng tone that ought to assert �tself �n the song, and th�s, though
�t only appl�es str�ctly to some of the verses, but does not so apply to
others; and the reason of th�s �s that here the spec�f�c sense of the
words �s not to be taken as of most �mportance. What comes f�rst �s
the s�mple melody that floats freely over all var�ety of content. In the
case of many compos�t�ons wh�ch �nfr�nge th�s pr�nc�ple, and wh�ch
start every fresh verse w�th a novel melody, wh�ch not unfrequently
var�es from the preced�ng one �n beat, rhythm, and even scale, �t �s
qu�te �mposs�ble to understand why, �f such essent�al mod�f�cat�ons
were really �nev�table, the poem �tself ought not to have been altered
�n metre, rhythm, and rhyme, through all �ts verses.
(αα) What �s, however, appropr�ate for the song, wh�ch �s a genu�ne
melod�ous utterance of the soul, �s not appl�cable to every k�nd of
mus�cal express�on. It �s necessary, therefore, to draw attent�on to a
further aspect �n contrast to pure melody as such, one of equal
�mportance, and by v�rtue of wh�ch alone song �s really brought �nto
l�ne w�th accompany�ng mus�c. We f�nd th�s �n that mode of
express�on wh�ch �s dom�nant �n the rec�tat�ve. Here we have no
�ndependently exclus�ve melody, wh�ch at the same t�me reflects the
fundamental mood of the content, �n the elaborat�on of wh�ch soul-
l�fe, as at home w�th �tself, rece�ves back �n mus�cal sound some
port�on of �ts �deal act�v�ty; rather �n the case before us the content of
the words, to the full compass of �ts spec�f�c character, �s �mpr�nted
upon the mus�cal express�on, the �mport of wh�ch no less than the
course �t determ�nes; and th�s �s so whether we regard �t from the
po�nt of v�ew of the elevat�on or profund�ty wh�ch d�st�ngu�shes �t, or
the prom�nence or subord�nat�on of �ts part�cular features. By such
means mus�c, as contrasted w�th melod�c express�on, approx�mates
to an emphat�c declamat�on, one accurately correspond�ng w�th the
movement of the words, whether the v�ew we take of them be that of
the�r mean�ng, or that of the�r syntact�cal arrangement. And �n so far
as �t adds also, as a novel element, the aspect of a more exalted
emot�on, �t stands m�dway between the pure melody and poet�cal
speech. Conformably to such a stat�on, therefore, we have a free
accentuat�on, wh�ch adheres strenuously to the spec�f�c sense of



part�cular words. Moreover �t �s not necessary for the l�bretto �n th�s
case to be wr�tten �n any part�cular metre, nor need the mus�cal
expos�t�on, as the pure melody does �n a l�ke case, follow beat and
rhythm w�th absolute prec�s�on; rather the mus�c under th�s cond�t�on
of �t, that �s �n �ts accelerat�on, suspens�on, or pause �n part�cular
progress�ons, or rap�d passage over such, �s ent�tled to adapt �tself
freely to the emot�on aroused by the mean�ng of the words. For the
same reason the modulat�on �s not so restr�cted as �n the case of
melody. Prec�sely as the text wh�ch �t attempts to express may
suggest, �t may beg�n, proceed, pause, break off, beg�n aga�n, or
stop w�th absolute l�cence. Unexpected accents, progress�ons only
part�ally med�ated, sudden trans�t�ons and resolut�ons are equally
perm�ss�ble; and, �n d�rect contrast to the cont�nuous stream of
melod�ous mus�c, prov�ded always that the l�bretto's content requ�res
�t, th�s latter mode of express�on �s equally �n �ts place, though
del�vered �n fragments, and torn asunder by pass�onate emot�on.
(ββ) Be�ng of th�s character th�s form of declamatory express�on,
known as rec�tat�ve, �s su�table for tranqu�l statement of s�tuat�on, or
facts, no less than the presentment of the ent�re compass of the
emot�ons, under wh�ch the d�stract�on of the soul �n except�onal
c�rcumstances �s dep�cted, and wh�ch �n �ts soul-full harmon�es st�rs
the heart sympathet�cally w�th �ts every movement. The rec�tat�ve �s
f�rst ma�nly appl�cable to the orator�o, e�ther as the declamed
narrat�on, or the more v�vac�ous presentment of �nstantaneous
occurrence; or, secondly, we f�nd �t �n dramat�c song, �n wh�ch case �t
can appropr�ately express every shade of parenthet�cal statement,
no less than every sort of pass�on, �t matters not whether the result
be expressed �n abrupt, curta�led, or fragmentary var�at�on, or w�th
aphor�st�c v�olence, or �n a d�alogue of rap�d l�ghtn�ng flashes and
counter flashes, or �n a more cont�nuous stream. In both these
prov�nces of ep�c or dramat�c poetry, we may add that �nstrumental
mus�c �s a poss�ble accompan�ment. Its funct�on �n e�ther case �s
e�ther qu�te s�mply to emphas�ze the pauses �n the harmon�c
progress�on, or to �nterrupt the course of melody w�th �nc�dental
mus�c, wh�ch, agreeably to the general �mport of the former, dep�cts
�n mus�cal language other aspects and movements of the s�tuat�on.



(γγ) What, however, we f�nd defect�ve �n th�s declamatory rec�tat�ve �s
just the qual�t�es wh�ch are essent�ally character�st�c of the pure
melody; these are the def�n�te art�culat�on and un�f�cat�on of �ts parts,
the express�on of that sp�r�tual homogene�ty or un�ty of wh�ch we
have spoken, that wh�ch, �t �s true, �s conf�ned �n a part�cular content,
but at the same t�me asserts �ts own sense of un�ty �n that content,
be�ng enabled to do th�s through �ts refusal to be d�stracted or broken
up by �ts absorpt�on �n part�cular aspects of �t, or rather, �nstead of
th�s, st�ll reta�n�ng �n them as predom�nant �ts �deal coalescence. For
th�s reason the art of mus�c cannot rest sat�sf�ed, even where we are
deal�ng w�th the more sharply def�ned features of the l�bretto
proposed, w�th such rec�tat�ve of declamat�on; nor �n general can �t
rema�n content w�th the unmed�ated d�fference between the pure
melody, wh�ch, �n compar�son w�th �t and as above expla�ned, floats
over the part�cular�ty of the words, and the rec�tat�ve, whose task �t �s
so far as poss�ble to �dent�fy �tself w�th �t. On the contrary we must
look for some mode of med�at�on between these extremes. We may
compare w�th th�s new type of un�ty a const�tuent wh�ch entered �nto
our cons�derat�on of the d�st�nct�on between harmony and melody.
Th�s harmony was acknowledged as be�ng not merely the general,
but to a l�ke extent the essent�ally spec�f�c and part�cular�zed
foundat�on of melody; and far from the latter be�ng thereby depr�ved
of �ts freedom of movement, we found that �t only thus secured for
the same a power and def�n�t�on comparable to that the human
organ�sm secures by v�rtue of �ts cons�stent bone-structure, wh�ch
only �mpedes �nappropr�ate postures and movements, wh�le �t adds
stab�l�ty and secur�ty to the r�ght ones.
Th�s br�ngs us to the f�nal po�nt of v�ew of our d�scuss�on of mus�c as
an accompan�ment.
(γ) Th�s th�rd mode of express�on cons�sts �n th�s that the melod�c
song, wh�ch accompan�es words, �s also �nvolved �n the�r
part�cular�zed substance, and thereby �s not perm�tted to rema�n
wholly �nd�fferent to the pr�nc�ple of most force �n rec�tat�ve; rather �t
appropr�ates th�s w�th the result that wh�le �t repa�rs �ts own defects �n
clear def�n�t�on, �t confers on the character�st�c rec�tat�ve an organ�c
art�culat�on and a un�f�ed self-cons�stency. For, as already observed,



even that wh�ch �s throughout melody �s �mposs�ble w�thout a certa�n
def�ned content. When, therefore, I ma�nly emphas�zed the fact that
�n all and every mode of �t the tranqu�l self-reflect�on of the soul's
own essent�al substance and �deal un�ty �s the mode of express�on
pecul�arly that of s�mple melody, �nasmuch as, mus�cally cons�dered,
�t presents a s�m�lar un�ty and a s�m�larly complete return upon �tself,
I d�d so because I then had �n v�ew th�s aspect as the d�st�nct�ve po�nt
of contrast between the pure melody and the rec�tat�ve. It �s,
however, further �ncumbent on the melod�c phrase to br�ng �t about
that �ts mode come �nto actual possess�on of that wh�ch �n the f�rst
�nstance appears necessar�ly to have �ts movement outs�de �t, and by
means of th�s replen�shment, �n so far as �t then �s equally of a
declamatory or a melod�c character, for the f�rst t�me atta�n to a truly
concrete express�on. It follows also from the converse po�nt of v�ew
that the declamatory part of �t �s no longer �ndependently aloof from
�t, but f�nds �ts own one-s�dedness supplemented �n l�ke manner by
the accret�on of melod�c express�on. Th�s �s what const�tutes the
necessary cond�t�on of such concrete un�ty. In order to exam�ne th�s
more closely we had better keep d�st�nct the follow�ng po�nts of v�ew.
F�rst, �t w�ll be as well to glance at the k�nd of l�bretto, or text, wh�ch �s
adapted to mus�cal compos�t�on, and for th�s reason that �t has been
now proved that clear def�n�t�on �n the content of words adapted to
mus�c and �ts express�on �s of essent�al �mportance.
Secondly, we have now �ntroduced as a fresh const�tuent of
compos�t�on declamatory character�zat�on; �t w�ll therefore be
necessary to cons�der th�s �n �ts relat�on to the pr�nc�ple, wh�ch we, �n
the f�rst �nstance, �dent�f�ed as that of melody.
Th�rdly, we must endeavour to spec�fy the more prom�nent modes
under wh�ch we may rev�ew th�s type of mus�cal express�on.

(αα) Mus�c[466] �s not merely �n a general way an accompan�ment of
the content of a work �n a sphere wh�ch already engages our
attent�on, but �t �s part of �ts funct�on, as already observed, to def�ne
st�ll further the character�zat�on of such a work. It �s consequently an
�njur�ous assumpt�on that the construct�on of the l�bretto �s a matter of
�nd�fference to the mus�cal compos�t�on. We f�nd, on the contrary, that



really d�st�ngu�shed mus�cal compos�t�ons presuppose an excellent
l�bretto, carefully selected by the composers or actually wr�tten by
them. It �s �mposs�ble that an art�st should treat w�th �nd�fference the
mater�al w�th wh�ch he �s deal�ng and a mus�c�an least of all,
prec�sely �n the degree that poetry has already worked out and
settled for h�m the ep�c, lyr�cal, or dramat�c conf�gurat�on of the
content �n quest�on.
What �s of f�rst �mportance �n the construct�on of a good text �s th�s
that �ts content should be stamped by essent�al self-cons�stency.[467]

It �s �mposs�ble that mus�c should conjure forth an art�st�c product of
real strength and penetrat�on from what �s commonplace, tr�v�al,
barren, or absurd. W�th all the sp�ces and season�ngs �n the world
your mus�cal chef w�ll never make a hare p�e out of a roasted cat. In
the case of song compos�t�ons no doubt the nature of the words �s
less dec�s�ve, yet even here we requ�re words w�th a really genu�ne
content. From a further po�nt of v�ew, however, �t �s equally
necessary that such a content should not tax our reflect�on too much,
or asp�re to ph�losoph�cal profund�ty, as �s rather the case w�th the
lyr�cs of Sch�ller. In such an example the extraord�nary range of
pathos exceeds the mus�cal express�on of lyr�cal emot�on. The same
th�ng may be sa�d of the choruses of Aeschylus and Sophocles. The
penetrat�ve power here d�splayed �n �mag�nat�ve concept�on �s so
except�onal, they are so elaborate �n the�r deta�l whether regarded �n
the�r scen�c or �deal presentment, they are already so absolutely
complete as poetry that we have noth�ng left for mus�c to add to
them[468]. We have l�terally no room left us for any further play or
expos�t�on of �deal s�gn�f�cance or movement beyond that already
presented. The more modern mater�al and mode of treatment we
f�nd �n the so-called romant�c poetry are �n the�r type the strongest
contrast to these. The�r pretens�on, as a rule, �s that of be�ng na�ve
and popular; but we only too frequently f�nd a naïveté wh�ch �s f�n�cal,
art�f�c�al, and st�lted. Instead of pure and genu�ne emot�ons we get a
s�mpl�c�tas that �s noth�ng but feel�ng worked upon and act�ng under
the constra�nt of reflect�on; a false k�nd of yearn�ng and affectat�on,
wh�ch �s far too compla�sant w�th dulness, stup�d�ty, and vulgar�ty,
and �s equally bl�nd to the defects of pass�ons, envy, l�cence, and



even dev�l�sh w�ckedness wholly w�thout �deal content; wh�ch �s,
moreover, as self-sat�sf�ed w�th �ts assumed excellence �n the one
case as �t �s w�th the d�ssolut�on and baseness of the other. Emot�on
that �s spontaneous, s�mple, thorough, penetrat�ve, �s here ent�rely
absent, and mus�c, �n any attempt to reproduce �t, can suffer no
greater �njury. We may therefore accept the fact that ne�ther mere
depth of thought, nor the van�ty or worthlessness of mere emot�on
can g�ve us a sat�sfactory content. On the contrary what �s most
adapted for mus�c �s a certa�n �ntermed�ate type of poetry, wh�ch we
Germans are loth even to adm�t as poetry, and the true feel�ng and
talent for wh�ch �s more largely possessed by Ital�ans and
Frenchmen. It �s a poetry of a genu�ne lyr�cal qual�ty, extremely
s�mple, wh�ch �nd�cates s�tuat�ons and emot�ons �n a few words.
Where �t �s more dramat�c �t rema�ns lum�nous and v�tal w�thout too
�nvolved a development; deta�l �s not so much elaborated, but �t �s
rather, as a rule, concerned to supply general effects, than the
completely art�culate results of a poet's act�v�ty. We f�nd here that the
composer rece�ves, �n accordance w�th h�s demand, merely the
general foundat�on, upon wh�ch he can, �n subord�nat�on to h�s own
�nvent�on, and h�s own thresh�ng out of mot�ves of every k�nd, erect
h�s bu�ld�ng, treat�ng many aspects of the subject as part of h�s own
l�fe and movement. For �nasmuch as mus�c has to adapt �tself to
words, these words should not part�cular�ze the p�cture too closely; �f
they do the mus�cal declamat�on becomes absorbed �n tr�fles, lack�ng
�n a common �mpulse, too contracted �n the d�rect�on of part�cular
features, and the un�ty and general effect �s �mpa�red. In th�s
d�rect�on people are only too frequently at fault when express�ng an
op�n�on upon the excellence or �nsuff�c�ency of a l�bretto. It �s one of
the most common verd�cts, for example, that the l�bretto of the Mag�c
Flute �s hopelessly bad, though th�s p�ece of manufacture �s
nevertheless among the best of opera l�brettos. Among the many
w�ldly fantast�c and commonplace product�ons of h�s pen
Sch�ckaneder has �n th�s for once h�t the r�ght track. The emp�re of
N�ght, w�th �ts queen, the emp�re of the Sun, these myster�es, these
�n�t�at�ons, th�s W�sdom, Love, these ordeals, and w�th �t all th�s
typ�cally world-w�se eth�c, excellent �n the breadth of �ts appl�cab�l�ty
—all th�s when comb�ned w�th the depth, the bew�tch�ng lovel�ness



and soul of the mus�c expands and floods our �mag�nat�on, and
warms the heart.
To ment�on further examples, the old Lat�n texts of great masses and
other serv�ces are unr�valled for rel�g�ous mus�c. Th�s �s �n part due to
the fact that they set before us �n the greatest s�mpl�c�ty and brev�ty
the most general content of rel�g�ous fa�th, �n part also to th�s that
they present �n the same sp�r�t the var�ed stages of emot�on that
accompany the substance of th�s �n the consc�ousness of the
commun�ty of the fa�thful, and by do�ng both offer the mus�c�an a
w�de f�eld for h�s own part�cular development. The great Requ�em
and many select�ons from the Psalms are equally serv�ceable. In a
s�m�lar way Handel welded h�s texts, partly from rel�g�ous dogmas
themselves, but, above all, from scr�ptural passages and s�tuat�ons
of symbol�cal �mport, �nto a completely cons�stent whole.
In the f�eld of lyr�cal poetry the more su�table for th�s purpose are the
emot�onal and shorter poems, �n part�cular the s�mple ones, �n
content no less than speech, steeped �n emot�on, wh�ch penetrate
�nto one preva�l�ng mood or affect�on, or those too of l�ghter and
more gay character. There �s hardly a nat�on that does not possess
such. In the sphere of drama I w�ll only ment�on Metastas�o, and w�th
h�m Marmontel the Frenchman, who, h�mself r�chly emot�onal,
cultured, and lovable, �nstructed P�cc�n� �n French, and knew so
w�sely how to comb�ne �n the drama grace and v�vac�ty w�th the sk�ll
and �nterest of the act�on and development. But before all else we
shall do well to emphas�ze the l�brett� of the famous operas of Glück.
W�thout except�on we shall f�nd the�r mot�ves s�mple. The content
they offer to the emot�ons �s �n a sphere the most sterl�ng of all,
dep�ct�ng as they do the love of mother, w�fe, s�ster, fr�endsh�p,
honour, and so forth, and perm�tt�ng these s�mple mot�ves and the
form of the�r essent�al coll�s�ons to unfold �n an atmosphere of
tranqu�ll�ty. And for th�s reason the pass�on they d�sclose �s
throughout pure, great, noble, and of plast�c s�mpl�c�ty.
(ββ) It �s, then, the funct�on of mus�c, by the character�zat�on of �ts
express�on no less than �ts wealth of pure melody, f�tt�ngly to
reproduce a content of the above nature. And that we may obta�n
such a result �t �s not merely necessary that the text conta�n �n �tself



earnestness of heart, the com�c and trag�c greatness of human
pass�on, the depth of rel�g�ous �dea and emot�on, the powers and
fatal�t�es that the human breast d�scloses, the composer also on h�s
part must be absorbed wholly �n the compos�t�on, and must have
l�ved �n and through �t heart and soul.
What �s equally �mportant �s the relat�on under wh�ch what �s
character�st�c and melod�ous �n such mus�c �s on e�ther hand
assoc�ated. The ma�n po�nt appears to be, that as between them �t �s
the melod�c express�on wh�ch w�thout except�on, as the factor of
synthet�c un�ty, wh�ch ga�ns the day, rather than that wh�ch tends to
d�stract and break up the whole �nto part�cular character�zat�on. To
take an example of the latter case from modern dramat�c mus�c, the
effect often sought for here �s one of powerful contrasts, and th�s �s
brought about by forc�ng �nto one cont�nuous stream of mus�c, under
the cond�t�ons of confl�ct perm�tted to the art, contrasted pass�ons.
We have, �t may be, expressed for us joll�ty, marr�age, and fest�ve
assoc�at�ons, �nterm�ngled w�th wh�ch we may have hate, revenge,
host�l�ty, so that for result we are presented a f�ne uproar �n wh�ch
jov�al�ty, del�ght, dance-mus�c, pass�onate scold�ng, and the very
extremes of d�stract�on are all �nvolved. But contrasts of �nterrupted
l�fe such as these are, and wh�ch tumble us from one s�de to another,
w�thout any pr�nc�ple of un�on, are opposed to harmon�ous beauty
prec�sely �n the degree that the po�nt of oppos�t�on �n such
character�zat�on �s acutely emphas�zed, and any return of the melody
to a real self-repose and self-enjoyment �s out of the quest�on. And �n
general the un�on of the melod�c and character�st�c features of such
mus�c read�ly �ncurs the r�sk of overstepp�ng the f�nely drawn
boundar�es of mus�cal beauty, more espec�ally when the �ntent�on �s
to express force, self�shness, ev�l, �mpetuos�ty, and other extremes of
exclus�ve pass�on of a s�m�lar nature. The moment that mus�c �s
�nvolved �n �ts abstract task of such character�st�c l�m�tat�on �t can
hardly avo�d mak�ng for chaos, becom�ng, that �s to say, more acute,
unpl�able, and, �n fact, thoroughly unmelod�ous and unmus�cal, to the
extent even of sheer m�suse of d�scord.
A s�m�lar result w�ll be found �f we look at the d�fferent features of
character�zat�on generally. I mean that �f these are strongly



emphas�zed �n the�r �ndependent form the connect�on between
themselves and other tra�ts �s read�ly weakened and the�r self-
subs�stency �n repose �s at once ev�dent: but �n mus�cal expos�t�on
our d�ff�culty �s, we have an essent�al movement throughout, and �t �s
�n th�s progress�on that we are forced to look for the relat�on of
stab�l�ty; th�s be�ng so the �solat�on of effect cannot fa�l to act
�njur�ously on the flow and un�ty of the mus�c.
Genu�ne beauty �n mus�c cons�sts, under the aspect now be�ng
d�scussed, �n th�s, that wh�le there �s no doubt a movement towards
character�zat�on out of that wh�ch �s s�mply melod�c, yet w�th�n the
sphere of th�s more def�ned art�culat�on[469], the melod�c aspect �s
st�ll ma�nta�ned as the susta�n�ng soul and un�ty, much as we f�nd �n
what �s most character�st�c �n the pa�nt�ngs of Raphael the
fundamental tone of beauty �s throughout conserved. Melody �s then
not w�thout def�n�te s�gn�f�cance, but �n all such def�n�t�on betrays a
coalesc�ng and suffus�ng pr�nc�ple of l�fe, and more character�st�c
deta�l presents �tself merely as the emphas�zed prom�nence of
certa�n aspects, wh�ch are none the less always and essent�ally
fused aga�n �n th�s med�um of un�ty and an�mat�on. To h�t off the just
mean �n th�s respect �s, however, a more d�ff�cult task for mus�c than
the other arts, for the reason that mus�c surrenders �tself more
read�ly to such antagon�st�c modes of express�on. For th�s reason
cr�t�c�sm over mus�cal compos�t�on �s almost always d�v�ded �nto two
camps. The one attaches most �mportance to the melod�c structure,
the other prefers further advance �n character�zat�on. Handel, for
example, who frequently �n h�s operas �ns�sted on hav�ng certa�n
lyr�cal ep�sodes emphas�zed acutely, had to face many a tussle on
th�s head w�th Ital�an s�ngers, and was f�nally compelled, when the
publ�c ranged �tself on the s�de of the Ital�ans, to conf�ne h�mself
wholly to the compos�t�on of orator�os, �n wh�ch f�eld h�s gen�us pre-
em�nently asserted �tself. In the t�me of Glück also the long and
vehement controversy between the supporters of Glück and P�cc�n�
�s famous. Rousseau also �n h�s turn �ns�sted on the super�or�ty of the
more melod�ous Ital�an mus�c as compared w�th the def�c�ency �n th�s
respect of the earl�er French composers. We have �n our own days
the same old controversy waged for or aga�nst Ross�n� and the more



modern Ital�an school. The opponents of the former condemn h�s
mus�c as �f �t were so much empty ear-t�ckl�ng; �f we, however,
ass�m�late h�s melod�es more generously we shall f�nd that there �s
much �n th�s mus�c of real feel�ng and gen�us; �t �s not w�thout a real
message to our facult�es, although �t does not make any cla�m to the
character�st�c effects, wh�ch are more espec�ally dear to our severe
German mus�cal sense. And �ndeed �t must be adm�tted that only too
often Ross�n� says good-bye to h�s l�bretto, and g�ves free vent to h�s
melod�es, prec�sely as h�s mood d�ctates, so that we have noth�ng
left us but the alternat�ve e�ther to st�ck to the subject-matter and
grumble over the mus�c that �s �nd�fferent to �t, or abandon the former
and take our hearty del�ght �n the �nsp�red �rrelevances of the
composer and the soul wh�ch they reveal[470].
(γγ) I w�ll now �n conclus�on br�efly summar�ze the most notable
forms of mus�c regarded as accompan�ment.
F�rst, �n the order of our class�f�cat�on we may ment�on eccles�ast�cal
mus�c. Mus�c of th�s type, �n so far as �t �s not concerned w�th the
personal emot�on of �nd�v�duals, but w�th the substant�ve content of
emot�on �n �ts w�dest compass, or shall we say the un�versal emot�on
of the commun�ty v�ewed collect�vely, �s �n a large measure
throughout of ep�cal cons�stency, even though �t �nstructs us �n no
events �n so many words. How an art�st�c concept�on �s able to be
ep�cal �n s�gn�f�cance, though we have �n �t no narrat�ve of event, we
shall endeavour to expla�n at a later stage when we come to deal
more closely w�th ep�c poetry. Th�s fundamentally rel�g�ous mus�c �s
among the profoundest and most �mpress�ve creat�ons that Art can
br�ng �nto be�ng �n any sphere whatever. Its true pos�t�on, �n so far,
that �s, as �t �s assoc�ated w�th the sacerdotal pet�t�on for the
commun�ty, we f�nd �n the cult of Roman Cathol�c�sm, conjo�nt w�th
the Mass, and more generally as a means of mus�cal devot�on
attendant to the most var�ed eccles�ast�cal funct�ons and fest�vals.
Protestants can also boast of mus�c�ans of the profoundest g�fts not
merely as rel�g�ous men, but also �n the sterl�ng character and
opulence of the�r �mag�nat�ve resource or execut�ve ab�l�ty. Sebast�an
Bach here stands before us as the master of masters. For the f�rst
t�me �n our own day we have been taught to apprec�ate at someth�ng



l�ke �ts value the great gen�us of th�s man, h�s truly protestant, robust
temper, and w�thal h�s profound erud�t�on. Of f�rst �mportance we may
observe �n th�s connect�on, and �n contrast to the d�rect�on followed
by the mus�c of Cathol�c�sm, the emergence �n complete form of the
orator�o, �n the f�rst �nstance out of the Pass�on mus�c. Nowadays, of
course, mus�c for Protestant�sm �s no longer so closely assoc�ated
w�th the cult of rel�g�on, nor so essent�ally a part of �ts serv�ces; and
�ndeed �t �s often more a matter of exerc�se �n mus�cal scholarsh�p
than a really v�tal creat�on.
Second �n order we have lyr�cal mus�c, wh�ch expresses �n melody
�solated moods, and for the most part should be d�sjo�ned from the
wholly character�st�c or declamatory mode, although �t may r�ghtly
undertake to comb�ne w�th �ts express�on the spec�f�c content of the
words �llustrated, whether the�r �mport be rel�g�ous or otherw�se.
Tempestuous pass�ons, however, wh�ch ne�ther �ssue �n repose or
f�nal�ty, the unresolved d�v�s�on of the heart, emot�onal d�stract�on
dest�tute of all rel�ef, such exper�ences are more su�tably reproduced
as an �ntegral part of dramat�c mus�c; they are out of place �n the
harmon�ous cons�stency of the lyr�cal mode.
Th�s dramat�c form �s then our th�rd and f�nal d�v�s�on. The tragedy of
the anc�ents was assoc�ated w�th mus�c; but th�s aspect was not
emphas�zed, and for th�s reason that �n truly poet�cal works
precedence must necessar�ly be g�ven to human speech and the
poet's own expos�t�on of �deas and emot�on; the only way mus�c
could �n these t�mes ass�st—wh�ch �n �ts harmon�c and melod�c
express�on had not as yet reached that of a subsequent Chr�st�an
era—was ma�nly from the rhythm�cal po�nt of v�ew by he�ghten�ng
w�th �ncreased an�mat�on the mus�cal sound of the poet�cal language,
and thereby br�ng�ng the same more home to the heart.
Dramat�c mus�c, however, rece�ves a really �ndependent pos�t�on
when once the form of church mus�c �s essent�ally complete, and �n
lyr�cal express�on some degree of perfect�on has been atta�ned. We
f�nd th�s �n our modern operas and operettas. It must be adm�tted
that from the po�nt of v�ew of song the operetta �s a halfway house of
less �mportance, one wh�ch m�xes together w�th no v�tal connect�on



speech and song, what �s mus�cal and unmus�cal, the language of
prose and that of melody. It �s a common object�on no doubt that
song �n the drama �s w�thout except�on unnatural. Such an object�on
cannot be pressed, and would be far less open to argument as
aga�nst the opera, �n wh�ch from the f�rst l�ne to the last every �dea,
emot�on, pass�on, and resolve �s accompan�ed by and expressed �n
song. On the contrary, �t �s rather the operetta wh�ch st�ll requ�res
just�f�cat�on �n so far as �t �ntroduces mus�c �n wh�ch we have a more
an�mated presentment of the emot�ons and pass�ons, or the latter
are adapted for such presentment, wh�le �n the juxtapos�t�on of a
confused melody of prosa�c d�alogue w�th these art�st�cally treated
�nterludes of song we have what �s a perpetual embarrassment. In
other words, the emanc�pat�on of art �s �ncomplete. In genu�ne opera,
however, �n wh�ch the act�on throughout rece�ves �ts mus�cal
analogue, we are once and for all transported �nto an �deal world of
art, the atmosphere of wh�ch �s throughout the work ma�nta�ned �n so
far as the mus�c accepts for �ts fundamental content the �deal
aspects of emot�onal stress, the part�cular phases of such �n spec�f�c
s�tuat�ons, and the confl�cts of pass�on, that �t may, by v�rtue of the
more complete effects of �ts express�on, add the f�nal emphas�s they
would otherw�se have lost. Conversely �n the vaudev�lle, where a�rs
already popular and well known are set to the more po�nted and
arrest�ng rhymes, s�ng�ng �s merely a self-�mposed k�nd of �rony. The
fact that there �s s�ng�ng at all �s �ntended to be taken rather as
parody or amusement: here the ma�n po�nt �s the mean�ng of the text
and �ts fun, and the s�ng�ng has no sooner ceased than we laugh that
�t should ever have commenced.
(b) Independent Mus�c
We may compare melody, as an essent�ally self-conta�ned and self-
supported whole, to plast�c sculpture; �n the more deta�led
character�zat�on of pa�nt�ng we shall f�nd an analogous type to that of
mus�cal declamat�on. And �nasmuch as �n the latter case we have an
aggregate of spec�f�c d�fferent�a unfolded such as the more s�mple
movement of the human vo�ce �s unable �n all �ts var�ety to express,
the more all these many aspects of l�fe enter �nto the movement of
the mus�c, to that extent �nstrumental mus�c �s a necessary



accompan�ment. In add�t�on to th�s, as a farther po�nt of v�ew,
whether �n �ts relat�on to the mus�c that accompan�es a l�bretto, or the
character�st�c express�on of the words, we have to recogn�ze �n �ts
freedom a content of def�n�te �deas, wh�ch �s, as transm�tted, wholly
�ndependent of mus�cal sound.
Now what const�tutes the essent�al pr�nc�ple of mus�c �s the �deal�ty of
the soul-l�fe. But th�s �nnermost, or �deal�ty of the concrete self �s the
subject�ve state �n �ts bare s�mpl�c�ty, that �s, as def�ned by no
assured content, and for th�s reason not forced �nto mot�on e�ther
one way or another, but repos�ng on �ts un�ty �n unfettered freedom.
And �f th�s subject�ve pr�nc�ple �s to come ent�rely to �ts own �n mus�c
also �t must r�d �tself of a trad�t�onal text, and �n all pur�ty, out of �ts
own resources, master �ts content, the movement and the k�nd of
express�on, the un�ty and development of �ts creat�on, the carry�ng
out of a ma�n concept�on, no less than all ep�sod�cal or �nc�dental
matter; and �n do�ng th�s, for the reason that the s�gn�f�cance of the
whole �s not expressed �n language, �t must restr�ct �ts means to
those exclus�vely of mus�cal value. And th�s �s what does take place
�n the sphere I have already descr�bed as �ndependent mus�c. Mus�c,
as an accompan�ment, possesses that wh�ch �t undertakes to
express outs�de �ts own doma�n; to th�s extent �t �s assoc�ated �n �ts
express�on w�th that wh�ch does not belong to �t as mus�c, but to an
al�en art, poetry. If mus�c �s to be noth�ng but mus�c s�mply, �t must
d�sengage �tself from th�s factor, wh�ch �t has only borrowed
elsewhere, detach �tself absolutely from the def�n�te substance of
language. Thus alone �t becomes ent�rely free. And th�s �s the po�nt
we have now to exam�ne more closely.
We have already not�ced the beg�nn�ngs of such an emanc�pat�on
w�th�n the l�m�ts of mus�c as an accompan�ment. For though �t �s true
that �n part here mus�c was compelled by the force of poet�cal
language to be subserv�ent, yet also �n part �t e�ther moved �n ben�gn
repose over the more l�m�ted character�zat�on of the words or
removed �tself ent�rely from the s�gn�f�cance of �deas there�n
expressed, to expat�ate of �ts free w�ll �n the mus�cal language of joy
or sorrow. The same result �s apparent �n �ts effect on an aud�ence,
the publ�c as we say, and more espec�ally �n �ts att�tude to the mus�c



of drama. In other words, an opera has many const�tuents. We have
the local cond�t�on, landscape and the rest, or the movement of the
act�on, or �nc�dental ep�sodes and pageants. From another po�nt of
v�ew we are confronted w�th human pass�ons and the�r express�on.
In short, there �s a twofold content—namely, the external act�on and
the soul-emot�on that corresponds. If we take the act�on s�mply we
shall f�nd that, though �t �s that �n wh�ch all the parts cohere, yet
regarded merely �n �ts movement forward �t �s less adapted to
mus�cal express�on and ma�nly elaborated �n rec�tat�ve. W�th a
content of th�s nature an aud�ence �s not so arrested; �ts attent�on �s
part�cularly l�able to wander off from the d�alogue of rec�tat�on, and to
f�x �tself upon the port�on of the work that �s really mus�cal and
melod�ous. We have an except�onal �llustrat�on of th�s—I have
already adverted to the fact—�n our modern Ital�an opera, wh�ch �s
from the f�rst made to fall �n w�th the custom of the aud�ence to
engage �n conversat�on, or other ways of enjoy�ng �tself, dur�ng the
chatter or tr�v�al�t�es of the mus�cal d�alogue, and wh�ch only returns
to that part of the mus�c wh�ch �s truly mus�c, w�th the full measure of
sympathet�c attent�on, enjoyment, and del�ght. In th�s case we f�nd,
then, that composer, no less than aud�ence, barely fall short of
b�dd�ng good-bye to the l�bretto's substance altogether, and of
treat�ng mus�c for the purposes of enjoyment as an absolutely
�ndependent art.
(α) The true prov�nce of such �ndependence �s, however, not the
accompan�ment of vocal mus�c unden�ably cond�t�oned by a text, but
�nstrumental mus�c s�mply. As already observed, the human vo�ce �s
the appropr�ate mus�cal express�on of man's �nner l�fe �n �ts ent�rety, a
l�fe also expressed �n �deas and words, wh�ch therefore d�scovers �n
�ts own vo�ce and song �ts d�st�nct�ve organ, so often as �t seeks to
express and recover th�s �nner world of �ts �deas permeated
throughout w�th the concentrated �ntens�ty of emot�on. In the case of
�nstruments taken by themselves, however, th�s bas�s of an
assoc�ated text of words d�sappears; here we f�nd an open�ng for the
emp�re of a mus�c that �s conf�ned str�ctly to �ts own unass�sted
powers.



(β) Such a mus�c of part�cular �nstruments presented us �n quartets,
qu�ntets, sextets, symphon�es and the l�ke, w�thout text or vocal
mus�c, rema�ns unrelated to any movement of �deas �ndependently
asserted, and �s for th�s very reason compelled to have recourse to
emot�ons of a more �ndef�n�te character, emot�ons wh�ch �n such
mus�c can only be expressed �n general terms. The aspect of
�mportance here, �n short, �s the var�ed mot�on of the mus�c s�mply,
the ups and downs of the harmony or melody, the stream of sound
through �ts degrees of oppos�t�on, preponderance, emphas�s,
acuteness or v�vac�ty, the elaborat�on of a melod�c phrase �n every
respect that �s su�table to the means of mus�cal art, the mus�c�an-l�ke
fus�on of all the �nstruments as one ensemble of tone, or �n the�r
success�on, alternat�on, and emphat�c d�splay of themselves and
each other. It �s �n th�s sphere pre-em�nently that the d�st�nct�on
between the ord�nary person and the expert of mus�c asserts �tself.
The ord�nary man l�kes best �n mus�c an express�on of emot�on and
�deas that �s at once �ntell�g�ble, that whereof the content �s obv�ous;
h�s pred�lect�on �s consequently for mus�c under the mode of an
accompan�ment. The conno�sseur, on the contrary, who �s able to
follow the relat�on of mus�cal sounds and �nstruments as
compos�t�on, enjoys the art�st�c result of harmon�ous modulat�on, and
�ts �nterwoven melod�es and trans�t�ons on �ts own mer�ts. He �s
ent�rely absorbed by th�s alone, and �s �nterested �n compar�ng the
deta�l to wh�ch he l�stens w�th the rules and pr�nc�ples he �s fully able
to apply to �t, �n order thus to follow the performance w�th judgment
and del�ght, although even �n h�s case �t frequently happens that our
modern type of v�rtuos�ty, w�th var�at�ons �n tempo or other nuances
for wh�ch our conno�sseur �s unprepared, w�ll perplex h�m not a l�ttle.
A complete sat�sfact�on of th�s k�nd comes rarely to the mere
amateur. He �s se�zed w�th the va�n des�re to master th�s apparently
phantomnal process of mus�c, to d�scover arrest�ng po�nts for h�s
attent�on �n the mus�cal development, and generally more def�n�te
�deas and a more deta�led content �n the volume of sound that
�nvades h�m. In th�s respect he seeks to attach to mus�c a symbol�cal
s�gn�f�cance, yet can f�nd �n the same l�ttle beyond myster�ous
problems that van�sh �n the moment they are propounded, wh�ch



baffle h�s powers of solut�on and �n general are capable of a var�ety
of �nterpretat�ons.
The composer �s able, �t �s true, on h�s part to assoc�ate w�th h�s work
a def�n�te s�gn�f�cance, a content of spec�f�c �deas and emot�ons,
wh�ch are expressed art�culately �n movement that excludes all else;
conversely he can, �n complete �nd�fference to such a scheme,
devote h�mself to mus�cal structure s�mply and the assert�on of h�s
gen�us �n such arch�tecton�c. Compos�t�on, however, of th�s character
read�ly tends to become defect�ve both �n the range of �ts concept�on
and emot�onal qual�ty, and as a rule does not �mply any profound
cult�vat�on of m�nd or taste �n other respects. And by reason of the
fact that such a content �s not necessary, �t frequently happens that
the g�ft of mus�cal compos�t�on not merely w�ll show cons�derable
development �n very early age, but composers of em�nence rema�n
the�r l�fe long men of the poorest and most �mpover�shed �ntellectual
faculty �n other d�rect�ons. More penetrat�on of character may be
assumed where the composer even �n �nstrumental mus�c �s equally
attent�ve to both aspects of compos�t�on; �n other words, the
express�on of a content, �f necessar�ly less def�ned than �n our
prev�ous mode, no less than �ts mus�cal structure, by wh�ch means �t
w�ll be �n h�s power at one t�me to emphas�ze the melody, at another
the depth and colour of the harmony, or f�nally to fuse each w�th the
other.
(γ) We have throughout pos�ted subject�v�ty �n �ts unconstra�ned
presentment w�th�n the l�m�ts of mus�c as the general pr�nc�ple of th�s
type of compos�t�on. Th�s �ndependence of a content already
proposed to �t from an al�en source w�ll, however, more or less assert
�tself �n oppos�t�on to mere capr�ce, though the restr�ct�ons under
wh�ch �t adm�ts �t are not def�ned r�gorously. For, albe�t th�s type of
compos�t�on has �ts own rules and modes, the author�ty of wh�ch no
mere wh�m or fancy can reject, yet they are regulat�ons wh�ch only
affect the broader aspects of mus�c; �n actual deta�l there �s no end to
the opportun�ty wh�ch the �nner content of soul-l�fe[471], prov�ded �t
once accepts the boundar�es f�xed by the essent�al cond�t�ons of
mus�cal compos�t�on, may d�scover for �ts otherw�se free expat�at�on
and expos�t�on. And, �n fact, as a result of the elaborat�on of modes



congen�al to th�s type, the capr�ce of �nd�v�dual composers asserts, �n
contrast to the steady advance of purely melod�c express�on and
mus�c �n assoc�at�on w�th a def�n�te text, a pract�cally unrestra�ned
mastery �n every sort of conce�t, capr�ce, �nterlude, �nsp�r�t�ng
drollery, startl�ng suspens�on, rap�d trans�t�on, l�ghtn�ng flashes,
extraord�nary surpr�ses and effects.



(c) The Art�st as Executant
In sculpture and pa�nt�ng we have a work of art presented us as an
external and �ndependent result of art�st�c act�v�ty; we do not regard
th�s act�v�ty �tself as the actual creat�on of l�fe[472]. It �s, however,
necessary to the presentat�on of a mus�cal work of art that we should
have an executant mus�c�an �n co-operat�on, just as �n dramat�c
poetry we have the representat�ve presence of l�v�ng manhood as an
essent�al factor �n th�s type of art's real�zat�on.
We have, then, rev�ewed mus�cal compos�t�on under the two
aspects, that �s to say, �n so far as �t sought to conform w�th a
spec�f�c content, or struck out on �ts own free path of �ndependence.
We may now �n the same way d�st�ngu�sh between two ma�n types of
purely execut�ve art. The one �s wholly absorbed �n the work of art on
hand, and makes no attempt to reproduce anyth�ng over and beyond
th�s. The other, on the contrary, �s not s�mply reproduct�ve; �t actually
creates express�on, del�very, �n short the essent�al an�mat�on of the
work, not merely from the compos�t�on as composed, but
predom�nantly from �ts own resources.
(α) In the case of the ep�c poem, where�n the poet seeks to unfold an
object�ve world of event and modes of act�on, the rhapsod�st, who
rec�tes �t, has no occas�on to do anyth�ng further than wholly
w�thdraw the express�on of h�s own personal�ty �n the presence of the
explo�ts and events he br�ngs home to us. The more reserved he �s
�n th�s respect the better; �ndeed such rec�tat�on �s not �ncompat�ble
w�th a monotoned and unemphas�zed del�very. What �s effect�ve here
�s the fact of the poem, the poet�cal execut�on, the narrat�ve �tself, not
�ts real�zat�on �n vo�ce and speech. Th�s �llustrat�on w�ll suggest to us
the rat�onale for our f�rst type of mus�cal reproduct�on. In other words,
�f the compos�t�on �s �n a s�m�lar way of a genu�ne object�ve qual�ty, �n
the sense that the composer has s�mply translated h�s subject-
matter, or the emot�on that �s absorbed w�th �t, �nto mus�cal language,
the art�st�c reproduct�on should reta�n the same object�ve character. It
�s not merely true that here there �s no reason for the executant to
�mport �nto �t h�s �d�osyncras�es; by do�ng so he necessar�ly �mpa�rs
the true art�st�c effect. He must subord�nate h�mself ent�rely to the



character of the work, and prescr�be to h�mself s�mply th�s att�tude of
attent�on. On the other hand, he must not, as �s too frequently the
case, confuse such an att�tude w�th that of the purely serv�le art�san,
and lower h�mself to the level of an organ-gr�nder. If such execut�on
�s to reta�n any art�st�c cla�m the art�st �s bound to avo�d leav�ng the
�mpress�on of a mus�cal automaton, wh�ch merely repeats �ts
prescr�bed lesson mechan�cally, and �nstead to an�mate the ent�re
work w�th the heart and soul of the composer h�mself. The v�rtuos�ty
of such a v�tal reproduct�on �s restr�cted, however, to the just
eluc�dat�on of the techn�cal d�ff�cult�es presented by the work, and �n
do�ng so the object w�ll be not merely to cover any appearance of
tr�umph over an exact�ng task, but to portray the freest movement
under such cond�t�ons, and, �n so far as super�or art�st�c endowment
and exper�ence can �n the part�cular case manage to do so, atta�n �n
the reproduct�on to the sp�r�tual alt�tude of the composer and reflect
the same �n actual performance.
(β) It �s another matter when we come to deal w�th works of art, �n
wh�ch personal �d�osyncrasy and capr�ce are even by the composer
h�mself features brought �nto prom�nence, and where generally we
f�nd the traces of such a clearly object�ve qual�ty �n express�on, the
treatment of the harmon�c or character�st�c development less
pronounced. In such a case the bravura of v�rtuos�ty �s, �t �s our f�rst
d�st�nct�on, qu�te adm�ss�ble; and over and above th�s execut�ve
ab�l�ty �s not only l�m�ted to the reproduct�on of the actual score, but
may cons�derably ampl�fy; an art�st w�ll h�mself add to the
compos�t�on �n h�s del�very, supplement defects, add substance to
what �s comparat�vely superf�c�al, �mport �nto parts a new l�fe, and �n
do�ng so assert �ndependent judgment and �nvent�on. In the Ital�an
opera, for example, much �s always left to the s�nger's d�scret�on; �n
part�cular where we have embell�shments a more l�beral opportun�ty
of d�splay �s granted, and �n so far as the expos�t�on of sound �s
further removed from the mere �nterpretat�on of the l�bretto, the
execut�on �n �ts �ndependence becomes a more spontaneous flow of
melody, �n wh�ch the soul of the s�nger �s perm�tted to enjoy �tself and
exult �n �ts own free rapture. When therefore �t �s objected that
Ross�n� for one has made the s�nger's task too easy, the str�cture �s
only �n part just�f�ed. The d�ff�culty �s none the less there, only he



frequently leaves �t to the tra�ned �ntell�gence of the executant to
work �t out for h�mself. If �n the result we are consc�ous of the co-
operat�on of gen�us, the work as thus reproduced makes an
except�onally favourable �mpress�on. We have not merely a work of
art reproduced, but we are consc�ous at the same t�me of actual
mus�cal creat�on. In th�s very present real�zat�on of l�fe the external
cond�t�ons of art�st�c reproduct�on d�sappear, such as place,
opportun�ty, the local assoc�at�ons of a d�v�ne serv�ce, the content
and �ntent of a dramat�cal s�tuat�on; we have no further need for, nor
do we des�re any text, we have left us s�mply the unspec�al�zed
�mpulse of emot�on, �n the element of wh�ch the soul of the art�st can
surrender �tself w�thout let or h�ndrance to �ts own rapture, d�splay�ng
thereby �nvent�ve gen�us, the f�nest qual�t�es of emot�on, and a
mastery of techn�que; and �n fact, prov�ded we f�nd the r�ght sp�r�t,
ab�l�ty, and personal charm to just�fy �t, �t may venture to �nterrupt the
flow of melody �tself w�th humour, capr�ce and v�rtuos�ty, and accept
for once the moods and suggest�ons of the moment.
(γ) Th�s k�nd of v�rtuos�ty �s yet more remarkable �n cases where the
�nstrument �s not the human vo�ce, but one of human �nvent�on. By
th�s I mean to say that such naturally �n the k�nd of sound they
produce are further removed from the soul's d�rect express�on; they
are �n relat�on to that of an external object, ap�ece of dead
mechan�sm, and mus�c �s essent�ally a sp�r�tual movement and
act�v�ty. When we f�nd, therefore, th�s external�ty of the �nstrument
van�shes altogether, �n the case, that �s, where the mus�c of the soul
breaks r�ght through th�s al�en crust of mechan�sm, by means of such
v�rtuos�ty, even an �nstrument of th�s character �s transformed �nto
one as fully adapted to express the soul of the art�st as �t �s poss�ble
to conce�ve. Among the memor�es of my youth I can st�ll recall the
case of an aston�sh�ng executant on the gu�tar, who �n h�s own
eccentr�c fash�on had composed huge battle-p�eces for th�s
comparat�vely �ns�gn�f�cant �nstrument. By profess�on, �f I remember
r�ghtly, he was a weaver, and �n conversat�on he had l�ttle enough to
say for h�mself. But no sooner d�d he beg�n to play than one wholly
forgot the absurd pretens�ons of h�s compos�t�on, forgot these
prec�sely as he forgot all else but the mus�c, and the marvellous
result he made of �t by be�ng totally absorbed body and soul �n h�s



�nstrument, ent�rely w�tless of any form of nobler execut�on than that
expressed �n the tones of a gu�tar[473].
A v�rtuos�ty of th�s type, �n so far as �t asserts such a un�que
super�or�ty, �s not only a proof of extraord�nary mastery over mater�al
forces, but we rece�ve from �t as �t str�des v�ctor�ously over d�ff�cult�es
apparently unplayable, even turns as�de to add to them, or �n
wayward mood breaks �n upon us jest�ngly w�th I know not what
�nterrupt�ons and surpr�ses, and by or�g�nal �nvent�on even makes us
enjoy what would otherw�se be vulgar, �s a d�rect reflect�on of
absolutely free soul-l�fe[474]. It �s qu�te true that a mere charlatan[475]

of th�s type �s unable to produce or�g�nal works of art; but where real
gen�us �s part of the endowment we can have extraord�nary mastery
�n compos�t�on no less than over a part�cular �nstrument, the
l�m�tat�ons of wh�ch th�s v�rtuos�ty lays �tself out to overcome, and �n
audac�ous v�nd�cat�on of �ts tr�umph w�ll reproduce the art�st�c effects
of other �nstruments ent�rely remote �n other hands from �ts own. It �s
an accompl�shment of th�s k�nd wh�ch del�ghts us w�th our acutest
sense of the l�fe of mus�c. And th�s r�ddle of r�ddles we d�scover �n the
fact that a mere p�ece of mechan�cal craft can become an �nstrument
one w�th our l�fe, wh�ch enables us to follow, as through a flash of
l�ghtn�ng, a power of �deal concept�on no less than execut�on, by
v�rtue of wh�ch the �mag�nat�on of gen�us penetrates to the core of l�fe
as �nstantaneously as �t van�shes therefrom.
Such, then, are the most essent�al features, wh�ch I have selected
from my own exper�ence of mus�c, the more general po�nts of v�ew
wh�ch I have detached from the subject and concentrated attent�on
upon �n the present d�scuss�on.

[377] E�n festes Daseyn, l�t., an assured ex�stence.

[378] We should not expect the plural. Hegel apparently �ncludes
the trans�t�onal rel�ef of sculpture.
[379] L�t., "But also str�ves to set �tself back �nto the prev�ous
cond�t�on." He refers to the mutual relat�on of tones.

[380] In s�ch selbst Ideellgezetzte. That �s, pos�ted as �deal �n the
way mus�c does w�th �ts object, as to wh�ch further explanat�on �s



g�ven below.
[381] It �s d�ff�cult to follow closely th�s very techn�cal �nterpretat�on
of mus�cal sound, and a doubt may be perhaps perm�tted as to
whether �t corresponds to the sc�ent�f�c facts. I mean �t does not
appear fully to do just�ce to the react�on of the organ of human
hear�ng �tself and the �ntell�gence w�th wh�ch �t �s related upon the
sound waves that through such med�at�on are cogn�zed as
mus�cal sound. The �deal�ty appears to me to be more complete
than even Hegel's theory would suggest, or, at any rate, some of
h�s express�ons. And surely, too, �n s�ght, though �t may be true we
see �ndependent objects, we only do so, �n so far as the�r
secondary qual�t�es are concerned, by v�rtue of a cons�derable
act�on of what he here calls Seelenhaft�gke�t. But th�s �s not the
place for more than a suggest�on. The ma�n po�nts of contrast are
�n Hegel's �nterpretat�on suff�c�ently obv�ous.

[382] Des Körpers. I am not sure that I qu�te follow the mean�ng of
th�s second moment of negat�on. If �t means the react�on or
synthet�c process of human hear�ng �t removes �n great measure
the object�on above. We then have as the twofold negat�on the
negat�on by the �deal�ty of sound and that through the human
sense. But ow�ng to Hegel's use of Mater�al to �nd�cate the
med�um wh�ch �s subject to osc�llat�on, �t would rather appear to
mean that one v�brat�on �s cancelled by another.
[383] Das an und für s�ch schon etwas Ideelleres �st. Th�s would
correspond to the �deal�ty of the f�rst negat�on of spat�al cond�t�on.

[384] He means �ts own �deal ex�stence. Aufgeben must here be
used �n the pr�mary sense of "del�vers." He does not mean that �t
g�ves express�on to the �deal�ty of sp�r�t; th�s �s added by the next
clause.
[385] Th�s �s, I th�nk, Hegel's mean�ng for das an s�ch selbst
Subjekt�ve. Its content �s also formally �deal or abstract as above
expla�ned, but to express th�s he would rather have used the word
�deell or �nnerl�ch. It �s also, as I have po�nted out, �n great
measure �deal �n the sense that as mus�cal tone �t �s not natural
even �n the qual�f�ed sense that colour �s. It �s even more
dependent on the human organ�sm for �ts qual�ty and synthes�s.
But I do not th�nk Hegel means subject�ve �n th�s sense, but that �t
d�rectly expresses human emot�on.

[386] Both �deas are conta�ned �n the word Verschweben, wh�ch
means to hover and slowly van�sh away.



[387] F�gurat�onen. The�r modal comb�nat�ons.
[388] It �s obv�ous that �n th�s respect mus�c to some extent
�nfr�nges on the d�st�nct�on Hegel has already po�nted out between
�ts content and that of poetry.

[389] By verständ�ge Formen Hegel means, of course, forms that
express an art�st�c, that �s, an �ntell�g�ble purpose. The whole
passage �s not very clearly expressed. The general mean�ng �s,
however, that as arch�tecture surrounds �ts statues w�th a med�um
of mater�al env�ronment co-ord�nated by art�st�c des�gn and
�nvent�on, so, too, mus�c �n �ts med�um of emot�onal content �s
equally �ndef�n�te and may be used as an accompan�ment (as
arch�tecture �s a k�nd of accompan�ment to statuary) �n the
melod�c play of �ts harmon�es to def�n�te �deas �n uttered speech.
The reader of Brown�ng w�ll doubtless recollect the f�ne use made
of arch�tecture as metaphor�cal �llustrat�on �n the poem "Abt
Vogler." I th�nk �t was Schopenhauer who f�rst spoke of
arch�tecture as frozen mus�c. But Schell�ng speaks of �t �n the
same way.
[390] I presume Hegel here refers pr�mar�ly to scholast�c mus�c,
mus�cal exerc�ses �ntended to exh�b�t the structure of mus�c. The
exerc�ses, for example, of Cramer or Fuchs. Bach's forty-e�ght
fugues would occupy a trans�t�onal place.

[391] Tonseele. There �s, of course, someth�ng almost myst�c �n
Hegel's concept�on of mus�cal sound as the �deal�ty �ssu�ng from
the mater�al world.
[392] That �s, sculpture and pa�nt�ng.

[393] By Haltpunkte Hegel appears to mean mater�al that w�ll act
as stays and supports �n contrast to those wh�ch are �nd�fferent.
[394] I presume by solchen festen Best�mmungen Hegel refers to
the general def�n�t�on of art�st�c funct�on just enunc�ated. But the
sense may poss�bly be, "wh�le the po�nt of departure �s the stable
determ�nat�ons of natural form."

[395] We are �nev�tably rem�nded of the release wh�ch Art was to
such men as Beethoven, Dante, M�lton, and Blake.
[396] In the theme.

[397] It seems doubtful how how far a mus�c�an would accept th�s
at least �n so far as �t appl�es to class�cal mus�c of the formal type.
The development, for �nstance, on the repet�t�on of a theme �n a



sonata �s at least part of the formal content of the sonata
movement as a whole.
[398] E�n Ause�nandergehen. Var�at�ons on a theme would be a
good example. But surely the development of a theme may do
prec�sely th�s �n great measure, I mean d�sclose both the depth of
�t and �ts concentrat�on.

[399] No doubt th�s �s so �f we assume the content to be ma�nly a
theme, a mot�ve. But the content of a movement �ncludes the
development. The ma�n d�fference after all �s the fundamental one
that �n mus�c the content �s unfolded �n a t�me ser�es and �n the
plast�c arts �nstantaneously �n spat�al form. And �n poetry the
apprehens�on �s also �n a temporal ser�es.
[400] It �s �mposs�ble �n Engl�sh to reflect the play of words
between Er�nnerung (memory) and Er-�nnerung (self-penetrat�on
or �deal real�zat�on).

[401] I am not sure whether Hegel exactly means by Phantas�ren
what we understand as Improv�zat�on. But �t �s the only form of
mus�c that str�ctly appl�es to h�s def�n�t�on. Even the rhapsod�es of
L�szt are controlled by the form, as �n a sense all mus�c �s.
[402] As the plast�c arts. It certa�nly �s not so closely assoc�ated
w�th a def�n�t�on g�ven outs�de �t by Nature, that �s, but �t �s
obv�ously very closely assoc�ated to the formal modes of mus�c,
such as the laws of counterpo�nt, fugue, sonata, etc.

[403] The f�rst �s �ts relat�on to arch�tecture, the second that to the
plast�c arts.
[404] That �s, the �deas. By "rece�v�ng self-subs�stency" Hegel
means �t maybe regarded �ndependent of the art, someth�ng
essent�ally outs�de �t.

[405] By Ton Hegel means, of course, mus�cal sound. The object
of mus�c �s mus�c and �deas only �n so far as they are expressed
�n mus�c.
[406] In d�esem Fre�werden. In th�s free med�um of �ts ex�stence.

[407] How far would Hegel have appl�ed th�s cr�t�c�sm to the great
symphon�es of h�s compatr�ots? I th�nk �t �s obv�ous, at any rate,
that h�s cr�t�c�sm of pure mus�c �s somewhat lack�ng �n sympathy.
Nowadays �t �s not even a wholly obv�ous fact that the song or the
opera are the most popular. The truth �s that mus�cal educat�on,
and that �s what the apprec�at�on of programme or symphon�c



mus�c �mpl�es, has made enormous str�des s�nce h�s day. But h�s
cr�t�c�sm w�ll st�ll hold for many �n regard to more modern
developments �n Strauss and h�s school.
[408] By fert�g Hegel must mean here that the world of poetry �s
one whose cla�ms to �ndependent coherence �s generally
acknowledged.

[409] By "un�versal" Hegel appears to mean more un�versally
�ntell�g�ble, He uses the same word �n a l�ke sense just below.
[410] If Hegel means to �mply that pure mus�c, �n so far as �t
presents �deas by suggest�on, has any advantage over mus�c the
effect of wh�ch �s ent�rely a mus�cal effect he �s on dangerous
ground. The Pastoral Symphony of Beethoven may or may not be
more popular than Beethoven's other symphon�es, but �t �s
unquest�onable that �ts art�st�c mer�t depends exclus�vely on �ts
cla�ms as mus�cal compos�t�on. And �ndeed �ts worth as mus�c
suggest�ve of �deas �s ma�nly so great because, as Beethoven
h�mself cla�med, �t �s rather a suggest�on of emot�onal mood than
the �m�tat�on of natural sounds or the suggest�on of d�st�nct �deas.
So far as popular�ty or un�versal�ty of appeal �s concerned, he may
be r�ght. But th�s �s obv�ously no f�nal test of the s�gn�f�cance of
mus�c as compared w�th other arts, though �t may mark a
d�st�ngu�sh�ng feature. And surely mus�c expresses emot�ons at
least "as they are" (selber) more d�rectly than poetry. Poetry no
doubt g�ves them as we express them �n ord�nary l�fe. But mus�c
makes us feel them as they are unexpressed �n our souls, a st�ll
h�gher grade of real�ty.

[411] Hegel probably never heard Beethoven's n�nth symphony
w�th �ts "Song of Joy." As to �ts success as set to mus�c there may
be two op�n�ons, but the fact that �t �s the culm�nat�on of so
celebrated a compos�t�on �s �n �tself a qual�f�cat�on of Hegel's
statement.
[412] Both Mendelssohn and Schumann deplored the fact that
they could get no really good l�bretto and would unquest�onably
not have rece�ved all the statements here w�thout cons�derable
qual�f�cat�on. Hegel appears to be too dom�nated by the character
of Ital�an opera. German opera as further developed by Wagner
and even �n the hands of Beethoven and Glück and Weber makes
a very d�fferent demand. It �s unquest�onably true that there must
be a certa�n rec�proc�ty of qual�ty between the two. But some of
the f�nest mus�c has been wr�tten for some of the f�nest poet�cal
language, namely that of our B�ble. Composers l�ke Bach, Handel,



and S. S. Wesley �ns�sted on hav�ng the very best form of the�r
rel�g�ous �deas they could obta�n.
[413] L�t., "W�th�n the purely mus�cal realm of tones." Hegel's
str�ctures would only apply to the most formal k�nd of exerc�ses or
stud�es. It would really be a m�snomer to say that Chop�n's stud�es
for the p�ano or Spohr's or even Kreutzer's exerc�ses for the v�ol�n
wholly come under �t.

[414] It �s on th�s ground that Ar�stotle calls mus�c the most
�m�tat�ve art. They represent emot�ons d�rectly w�thout the
med�atory off�ce of Nature's object�v�ty (v�de "Three Lectures on
Aesthet�c," by Bernard Bosanquet, p. 53).
[415] It �s more subject�ve because the content �s more �deal, and
more closely related to the art�st's personal qual�t�es.

[416] More def�n�te than feel�ng and soul-l�fe �s from tone.
[417] That �s, van�shes w�th the evanescence of the mus�c.

[418] D�e Gesch�ckl�chke�t e�nes v�rtuosen Machwerks. Machwerk
�s used, of course, �n a deprec�at�ng sense. The contrast �s
between �t and a truly �nsp�red compos�t�on.
[419] L�t., "Of the bus�ness on hand."

[420] Gle�chgült�g. I am not sure whether Hegel means fortu�tous
�n the sense that Nature �n �ts abstract�on �s such, or purely
object�ve, �.e., no self-reflect�on, probably the latter. They are
"dead elements."
[421] That �s, spat�al external�ty.

[422] The mean�ng appears to me that apart from consc�ous l�fe
wh�ch can contrast the fleet�ng moments of T�me w�th �ts
permanent self-�dent�ty the process �s w�thout mean�ng—there �s
no process, �t �s a παντά ρεῖ w�th no d�fferent�at�on.
[423] It cancels �tself �n so far as �t makes �tself an object. The
d�alect�cal movement of self-consc�ousness �s here v�ewed �n the
bare form of �ts or�g�nal abstract�on.

[424] Das Ich als solches.

[425] Abgeschmackte. Not so much bad taste here as false
judgment.

[426] Auffasst. Hegel would appear to mean the �ntell�gent hearer
rather than the composer, though the word would refer to e�ther.
Even then �t �s not clear why mus�c should not be sa�d to ex�st by



�ts mere performance. But, of course, such presupposes the
human executant, and th�s �s poss�bly what Hegel �ntends to
�mply.
[427] Nüanc�rt. Made subject to the nuances or mod�f�cat�ons
�ntroduced �nto such relat�ons.

[428] Verstand as contrasted w�th Vernunft. The analyt�cal faculty
of sc�ence.
[429] That �s, the quant�tat�ve bas�s.

[430] D�e haltungslose Dauer. That �s, a durat�on that �s unbroken
by arrest�ng po�nts �n �ts progress.
[431] That �s, self-consc�ous, synthet�c un�ty hold�ng the temporal
process �n relat�on to �tself. It thus becomes not merely a werden
but a für s�ch seyn. In contrast to the purely abstract process the
self �s das Be� s�ch selbstseyende �.e., that wh�ch pers�sts along
w�th �tself. Th�s total�ty or aggregate of part�culars Hegel calls
Sammlung. The analys�s �s really an analys�s of the form of
consc�ous exper�ence.

[432] Th�s �s the converse case of a ser�es of def�n�te po�nts of
contrast, but unrelated by any �ntegrat�ng pr�nc�ple. I adm�t frankly
that I am not sure I have wholly se�zed the mean�ng �n these
d�ff�cult paragraphs. I have adhered �n my translat�on, therefore,
as closely as poss�ble to the or�g�nal.
[433] Mark�rte.

[434] Herrschende Regel.

[435] Because the�r orb�ts are ell�pt�cal and mot�on �s accelerated
as they approach the focus.

[436] Verlebend�gung.

[437] He means of a spec�f�c collect�on of words, sentences.

[438] Per�oden.

[439] Umschwung. Perhaps all that �s meant �s the return to the
prev�ous level, as we should speak of the r�se and fall of vo�ces.

[440] E�n Körper.

[441] Se�ner ze�tl�chen Gestalt.

[442] Gezwungene. I presume the mean�ng �s that the osc�llat�ons
are effected by a curved form of mus�cal �nstrument.



[443] I am not sure there �s not a certa�n confus�on here. Our text,
at any rate, when speak�ng of w�nd �nstruments, refers to the
column of a�r as the med�um of sound, but �n the case of str�nged
�nstruments draws attent�on rather to the th�ng wh�ch creates the
waves of v�brat�on, the str�ng �tself. The nature of the t�mbre of an
�nstrument �s no doubt an �mportant one, but �t may be quest�oned
whether th�s d�st�nct�on between l�ne or column and surface �s
very sat�sfactory or suff�c�ent.
[444] Jenem l�nearen Tönen. The express�on appears to me not
very easy to �nterpret even from Hegel's own po�nt of v�ew. In what
sense can you call a mus�cal tone l�near? The theory here stated,
though �ngen�ous enough, appears to me to m�ss the fundamental
quest�on, what actually const�tutes the t�mbre of an �nstrument, �n
�ts assert�on, for �nstance, of d�stantly related harmon�es or non-
assert�on of such. Even assum�ng that the form of the �nstrument,
or the part of �t set �nto v�brat�on, may part�ally expla�n th�s, �t �s
obv�ous, I th�nk, that Hegel's manner of stat�ng �t �s open to
cons�derable cr�t�c�sm.

[445] D�e näher abgeschlossene Best�mmthe�t. The mean�ng
seems to be that def�n�t�on of them �n wh�ch they stand out w�th
most d�st�nctness from others.
[446] The compar�son �s unfortunate—�n two respects. V�olet �s a
card�nal colour, and the theory of Goethe to wh�ch �t refers �s, of
course, untenable.

[447] The true sc�ent�f�c reason why octaves resemble each other
so much more closely than two notes at any other �nterval �s that
the upper of two notes at an octave's d�stance �s the f�rst "upper-
part�al" tone of the lower, and all �ts harmon�es are also harmon�es
of the lower note; the compound tone, for there �s no ent�rely
s�mple tone, of the h�gher note conta�ns no new sound, wh�ch �s
not �n the compound tone of the lower. Th�s �s not the case w�th
two notes at any other �nterval.
[448] Ihre besonderen Se�ten. I presume th�s means what �s
�mmed�ately called below the several �ntervals between note and
note.

[449] There �s really a d�st�nct�on between the consonance of the
dom�nant and a major or m�nor th�rd.
[450] That �s, the th�rd �s only th�rd �n relat�on to the key-note, or
the lead�ng-note only as the note prev�ous to the octave.



[451] Three notes are really essent�al to any true chord.
[452] The med�ant l�es about m�dway between the ton�c and
dom�nant as the th�rd of the scale. The researches of Helmholtz
prove that the d�st�nct�on between consonant or sem�-consonant
and d�ssonant �ntervals �s not arb�trary, but the result of the nature
of the �ntervals themselves. A mus�cal tone �s mostly a compound
one, conta�n�ng, bes�des �ts pr�nc�pal tone, other tones w�th f�xed
relat�ons to the lowest note, called harmon�cs, or "upper part�als."
Helmholtz has shown that when two of the earl�er-produced and
stronger of these upper part�al tones co�nc�de �n two notes
sounded together, the result�ng tone �s pure, free, that �s, from the
�nequal�t�es known as "beats" (Prout, "Harmony," 10th ed., pp. 21,
22).

[453] As, of course, �n the scale, notes �ndependent of each other.
[454] Schärfe.

[455] The reader of Brown�ng w�ll recall how the poet �n h�s "Abt
Vogler" excla�ms "Why rushed the d�scords �n, but that harmony
should be pr�zed?" or speaks of blunt�ng the m�nor �nto the n�nth
where the mus�c�an "stands on al�en ground, survey�ng awh�le the
he�ghts."
[456] Th�s extreme emphas�s on melody must be read as further
expla�ned lower down of melody �n the w�der sense. Even as thus
qual�f�ed �t �s rather an overstatement. It may be quest�oned
whether �n the m�nd of a mus�c�an of gen�us the freedom of
harmon�c progress�on �s of a d�fferent qual�ty to that of melod�c. It
may appear no doubt less spontaneous. But �t �s the task of the
great art�st to overcome that appearance �n one case as much as
�n the other.

[457] It may be doubted how far such a statement �s true of many
chord progress�ons �n modern mus�c. It seems to me that th�s
not�on of harmony as für s�ch hav�ng no mus�cal s�gn�f�cance �s, to
say the least, very m�slead�ng.
[458] Th�s really �s the po�nt. Insp�red harmony �n �ts progress�on
unfolds what �s really a t�ssue of melod�c threads. The complex
mus�cal structure of a Brahms symphony �s a good example.

[459] L�t., "the free self-subs�stency (Be�s�chseyn) of subject�ve
l�fe."
[460] Hegel puts �t the other way. What he means �s that �n the
med�um of mus�c we ne�ther apprehend objects of sense nor



�deas as we rece�ve them �n �mag�nat�on or thought.
[461] Hegel throughout uses the term Innerl�chke�t. That wh�ch �s
the Inmost �s, �n fact, the �deal. It �s the ra�son d'être and the
not�on �tself.

[462] He means at the po�nt proposed by the dramat�c theme.
Hegel's words are l�terally "�t subdues the subject (�.e., of
consc�ousness) referably to �ts s�mple concentrat�on (�.e., on the
subject at hand)."
[463] The above d�st�nct�on �s hardly consonant w�th that of
customary parlance. We should rather say that the melody of the
song gave an utterance to the words, and the �nstrumentat�on
was, for the very reason that �t was more �ndependent, more
d�rectly an accompan�ment. But the po�nt emphas�zed here seems
to be the closeness of the assoc�at�on. In th�s aspect, no doubt,
the mus�c actually sung �s more an accompan�ment to the
�ntell�g�ble content. As a rule accompan�ment �s generally used as
the accompan�ment of a song or choral wr�t�ng, and Hegel h�mself
uses �t �n th�s sense prev�ously.



[464] A general truth, no doubt. But not w�thout qual�f�cat�on �f we
cons�der the works and �ndeed the execut�on of such g�ants as
Bach and Handel.

[465] That �s, part�cular�ty due to the �d�osyncras�es of the art�st,
and merely personal to h�m. But the statement appl�es to class�c
art more str�ctly than modern.
[466] That �s, mus�c as an accompan�ment.

[467] Ged�egenhe�t. Someth�ng that r�ngs true as a whole, not a
th�ng of patches.
[468] The mus�c of Mendelssohn and others �n th�s d�rect�on w�ll
ra�se a doubt �n some whether Hegel does not rather overstate h�s
case here.

[469] Besonderung. The relat�ve �solat�on that �s effected by
marked assert�on.
[470] Throughout th�s d�scuss�on the personal b�as of Hegel for
the Ital�an opera �s obv�ous. In the l�ght of the actual knowledge of
h�s day the wonder �s that h�s own tastes perm�tted h�s be�ng even
as fa�r as he �s. It may be doubted whether he had any strong
sense for orchestral or chamber mus�c at all. H�s reflect�ons must
be read throughout w�th th�s reservat�on.

[471] Or, as Hegel more techn�cally calls �t, and I have above
translated �t, "subject�v�ty."
[472] That �s, dependent on l�v�ng be�ngs for �ts presentat�on �n
every case.

[473] The execut�on of Pagan�n� �s, of course, the class�c example.
But all cadenzas executed by a great art�st, even though carefully
stud�ed, express someth�ng of the sp�r�t.
[474] Hegel means that such mus�c expresses not so much
rat�onal freedom as the fundamental �ndependence of the self-
consc�ous pr�nc�ple.

[475] By dürft�ger Kopf I understand Hegel to mean the
headstrong charlatan as contrasted w�th the v�rtuoso who �s also a
tra�ned mus�c�an. Pagan�n� had a ve�n of both �n h�s compos�t�on.
The ep�thet dürft�g, l�t., th�rsty, �s, however, not very clear, and �n
so far as �t �s, the emphas�s would not be so much on quackery as
absence of all tra�n�ng.
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